Chapter One

The Basic Parameters: Emotions and Music

For the virtuoso, musical works are in fact nothing but
tragic and moving materializations of his emotions: he is
called upon to make them speak, weep, sing and sigh, to re-
create them in accordance with his own consciousHess.
this way he, like the composer, is a creator, for betm
have within himself those passions that he wishesing br
so intensely to life. You see, playing the piano is a
combination of Brain, Heart and Means. And all three
should be even. If one falls short of the others,music
suffers. Without Brains, you are a fiasco. Without Mga
you are an amateur. Without Heart, you are a machine. |
has its dangers, this occupation...

Vladimir Horowitz*

1.0 Prologue

Emotion, structure and technique (or, as Horowitz refetisdm, heart, brains and
means), are the essential foundations on which aaadidatisfying performance stands.
Though these three foundations stem from different domeath is nevertheless of
equal importance with the others, and offers the perfoandifferent and much needed
perspective on a piece of music. In reality though, f@nyperformers construct their
performances by relying on all three foundations. Someeeis naturally connect to
their perceptions of the emotions in music; others frahtselves more drawn to the

music’s structure, and still other performers find it mreggbealing to concentrate on the

! This quote is taken from the liner notes to Vladimirditz, a Reminisceng&ony BOO0O05MOLL



technical aspects of performarfcef the performer’s goal is to achieve a performance in
which both emotional content and musical structurgoeesent, s/he must be willing to
explore both in the piece s/he is performinghis exploration should yield a set of
structural and emotional decisions: her interpretaiidhe piece. If executed correctly,
these sets of decisions will merge through the perfosnpdaying of her instrument,

through technique.

As was stated previously, while each of the threedations is strongly tied to
the others, each nevertheless stems from a diffden&in, obeys a different set of
principles, and should therefore be explored indepehydemnb this, one should add that
while there are many methods that can assist the pgfan deciphering musical
structure and ones that can help improve her technicabtahere are almost none that
deal directly with the issue of emotions in performan€he focus then of this document
will be to present a method by which the performer cgtoes this issue of emotions in

music.

2 Working with music students in Israel, America and Chinacailleague, Dr. Einat Fabrikant and |
reached the conclusion that most of our students werergyiv@ancerned with technique, very few with
musical structure and most never consciously thought difbeuelationships between emotions and music.

% In this document, s/he refers to both genders. In codmake the reading of this document more
comfortable possessives were kept in the feminine.



1.1 What Are Emotions?

Defining Emotions

Defining what emotions are is a difficult task andantf it has occupied the
minds of great philosophers and scientists for centurfesnel were to define ‘fear’ for
example, would one be discussing one’s racing thoughts @ mawhg heart? Which of
the two is fear or could it perhaps be both? The defindf emotion used here will
include both: The Physical Aspect — the body’s responsentoili; and The Cognitive

Aspect — the thought process which accompanies the physacafestation of emotion.

Since in the past it has been customary to give precederone aspect over the
other, it is absolutely crucial to realize here thatgghysical manifestation of an emotion
and the cognitive process associated with it are twordiffeand necessary components
of any emotion. Th®xford English Dictionary; defines emotion as: “Any agitation or
disturbance of mind, feeling, passion, any vehement oteekmental state,” and in a
separate definition: “A moving, stirring, agitation, pepbation (in physical sense).” This
division of definition separates the physical and the civgnatspects of emotion from

one another. Dr. Daniel Goleman, on the other hankisibookEmotional Intelligence

* The following definitions are taken from the Oxford EslgIDictionary Online, Second Edition 1989,
20 February 2007.
<http://Odictionary.oed.com.library.juilliard.edu/cgi/erd&§074104?single=1&query_type=word&queryw
ord=emotioné&first=1&max_to _show=10>



insists that we must: “Refer to a feeling atsddistinctive thought, psychological and

biological states and range of propensities to &ct.”

Looking back, the origin of the word emotion can be foumtheé Latin verb
motere ‘to move’, with the addition of the prefix “e” which alters theeaming to ‘to
move away’, indicating that emotions really meanaadi “All emotions are, in essence,
impulses to act, the instant plans for handling life gvatution has instilled in u$”To
complicate matters further, in trying to define emotions has to confront the tendency
to use a set of synonyms such as “feelings”, “moods” d¢uition”. While these terms do
share some fundamental similarities with emotions; st@uld not be used

interchangeably.

Another common misconception is the notion thattgne are inherently

subjective and that one cannot presume to understand mdtaeaperson is feeling.

® Daniel GolemanEmotional Intelligence - Why it Can Matter More Then(Ngw York: Bantam,
1997), 289. The underlining is mine.

% Ibid., 6.

"For example, some people say that their intuition has peopitlem to act in a certain way: “I'm
following my gut” they claim. But then what do they mégrusing the term ‘intuition’? Itis in part an
alternative way of saying that they are going to foltbeir unexplored and subconscious emotions and not
their logic and reason. Understanding that intuitionsemgally an emotional response without a name is
crucial to understanding how much effort we have put inteocdlaging our emotional responses, and as a
result our understanding and definition of them. The wardbd’, is another good example. Goleman
explains that an emotion is an intense occurrence ofcisfgtate, while a mood, which is still an
occurrence of an emotion, is nevertheless one that happa much lesser degree of intensity and can be
experienced for longer stretches of time. The distndiietween emotion and mood, becomes critical as
one explores the question of music and the emotions, thiaethe nature and the intensity of the
experienced emotion is at the center of the debat@atdd. Meyer in his famous bo&motion and
Meaning in Musicguotes Weld: “The emotion is temporary and evanescenintiod is relatively
permanent and stable.” He adds that: “As a matter gfrfaast of the supposed studies of emotion in
music are actually concerned with mood and associatieonard B. MeyerEmotion and Meaning in
Music (Chicago: The University of Chicago Press, 1956), 7.



While each of us experiences emotion uniquely and accotaingr own experience
(each possessing different associations and intenseisléor different emotions), the
very basic physical manifestations of emotions arerkeless universil.Support to

this claim can be found in the research done by PaubBlohthe University of
California, USCF. Eckman has investigated facial expyadsir four emotions: fear,
anger, sadness and enjoyment, and concluded that thesaffactheir respective
emotional connotations are recognized by people aroundatie.IvDifferent research
done by Manfred Clynes supports Eckman’s findit\gShis research leads one to
surmise that though one will never have an identicakiemal response to that of another
human being, one can nevertheless universally identiét eimotion another is

experiencing and therefore, empathize with'fier.

8 The issue of the universality of emotions will be tadth throughout this document. It is important to
raise this issue here, because composers, performeasidiedce members come from different and at
times ‘opposing’ cultures. The way in which they pareg emotions, and whether that perception is
universal or is confined by cultural boundaries is ofl vitaportance to this discussion.

® Paul EckmanEmotions Revealed: Recognizing Faces and Feelings to Improve@ueation and
Emotional Life(New York: Times Books, Henry Holt and Company, 2003).

¥Manfred ClynesSentics: The Touch of Emotiofiéew York: Anchor Press, 1978). Dr. Clynes
measured human emotional response using a device callgdrttegraph. This device was essentially a
button the participants had to depress as they heard wmtilas 'hate’ or 'love’. The Sentograph measured
the length and intensity of the press for each partitipdhe results were what Dr. Clynes refers to as
Essentic Forms: graphs representing emotions aisd #esentic forms have shown that people regardless
of their culture and background perceive certain emotioassimilar way.

1 Steven Mithen concurs with Eckman's and Clynes' positibwas once thought that all emotions are
culturally constructed and hence specific to eachqudati society. This view has now been surpassed by
the recognition that some emotions are universal tm@thbers of our species. Such emotions have been
wired into the human genome by our evolutionary history, laatin itself suggests that they are more than
mere mental frippery... The precise number and defindfdime universal or ‘basic’ emotions vary
according to which academic authority is consultedihey are always variants of happiness, sadness,
anger, fear and disgust. No matter which human cutiueerisits, these emotions will be found, along
with the common facial and bodily expressions that accognfteem. One must assume that such
emotions and expressions would also be found if one casitldivbse cultures of prehistotitomo sapiens
that no longer exist. Indeed, we can be confident thateuchions existed among all of our ancestors and
relatives back to at least 6 millions years ago, becthey are also possessed by the modern great apes.”



How Emotions Work

Since the times of the Neanderthals, emotions haveresponsible for evolution
and survival; emotions such as fear of starvation, geur@fight predators and the desire
to reproduce have ensured humanity’s existence. This ed¢ggagramming for human
existence is preserved in the brain stem: "From the prositive root, the brain stem,
emerged the emotional centers. Millions of yearsr lmt evolution, from these emotional
areas evolved the thinking brain or neo-cortex, thetdmald of convoluted tissues that
make up the top layers. The fact that the thinking lgeaaw from the emotional brain
reveals much about the relationship of thought to feelirggetivas an emotional brain
long before there was a rational ofie.One can label the process which takes place in
the brain stem and the limbic system as the ‘motivat+ the triggering of the proper
emotion as a response to certain stimuli -- and ¢eeaortex as the ‘result’ — the
processing of the information presented by the brain ateriimbic system, which will
then decide on the best course of action. The dialbgtreeen these two systems in the

brain is therefore of great importance.

Two glands come to the aid of these 'motivation' and ttesyistems. The first,
the hippocampus, enables the comprehension of the contelidh an event is taking
place; for example it helps us to realize that a tigjéeld behind bars in the zoo and

cannot hurt us, while the second, the amygdala, dicta@esmotional response; it tells us

Steven MithenThe Singing Neanderthals: The Origins of Music, Language, Mind and(Badybridge,
Massachusetts: Harvard University Press, 2006), 86.

12 Goleman 10.



that though it is behind bars, the tiger is dangerous,eardd the appropriate emotional
response. The amygdala is also capable of bypassingrtee@ome process of
evaluating data sent from the senses to the neo-cdtthas the capacity to override the
cognitive system by firing neurons straight to the phalsaction centers in the brain and
triggering a physical response. This shortcut is valuabh&nvene has to run for one’s
life, but could be problematic when one is merely havingrgament with a family
member. The term Goleman coined for this process iotiBmal hijacking”™ a state in
which the emotions, as the amygdala perceives thetatelian action without the
conscious cognitive process and the evaluation of theokex. Another noted

psychologist, Joseph LeDoux, calls this hijacking, ‘precogm#imotion’, meaning

emotion that is not a result of a conscious procgséin

Let us explore further the physical and cognitive aspdasnotion. With
anger, for example, blood flows to the hands so thatconld fight an opponent. With
fear, blood can flow to the legs so that one coulddlealternatively, the body can
freeze in order to camouflage itself. The cognitive pr@eesompanying fear runs along
the following lines: “I can run, | can stay and face ¢besequences, | can fight back...”
etc. The stronger and more experienced one is, the omions one has to choose from,
and one therefore has better chances of making thieahgice. The ability to make
these complex choices is a direct result of a laagdrmore developed neo-cortex than

that of our early ancestors. Emotions are the bathy'spass; they help identify events

Bbid., 12.

¥ bid., 24.



as dangerous or joyous, while thoughts, based on one’so@aatsponse, dictate the

right course of action. Both emotion and thought acessary for human survival.

Empathy and Mirror Neurons

The ability to be empathic and/or apathetic, to feehfmther or to ignore her
emotions, is crucial to maintaining a healthy life as ¢rucial for any artistic endeavor.
Empathy could otherwise be described as one’s abilityrioest to others and apathy as
one’s ability to disconnect from them. As one leams b empathize and connect,
and/or be apathetic and disconnect, one realizesiatas a choice between the two

and that this choice is crucial when facing life’s tumols relationship®

15 Steven Mithen's writings support Goleman's: "But whyusthbuman and chimpanzees have
emotions? The argument | wish to follow is that which been most fully developed by the psychologists
Keith Oatley and Philip Johnson-Laird, although itsib@lements are shared by numerous other theories.
The starting point is to recognize that any living beingstantly has to choose between different courses
of action:...Oatley and Johnson-Laird argue that emotioite gction in situations of imperfect knowledge
and multiple, conflicting goals — a state that is otli&wnown as 'bounded rationality'. Emotions alter
our brain states and make available repertoires afrecthat have previously been useful in similar
circumstances...Our emotions, therefore, are critecaktional’ thought; without them we should be
entirely stymied in our interactions with the physiaad social worlds.” Mithen, 87.

5We would not be able to feel empathy, were it nobfarability to distinguish our own emotions from
those of others. In scientific literature this abils described as: 'Theory of mind'. Mithen: "Jusivil
modern apes and humans, the facial expressions, body tgn@uasions and vocalizations of early
hominids would have communicated feelings and led to appropoicitd miteractions...being able to
express one's emotions vocally would have been edserdiacial success...One cognitive capability that
may have been significantly different from that of thei@sn apes today is the hominids' theory of
mind...this is the ability to imagine that the beliefesires, intentions and emotional states of another
individual might be different from one's own. Theatelely large brains of Homo habilis and Homo
rudolfensis, when compared with the australopithecindsreodern day apes, might reflect an enhanced
theory of mind capability. The selective pressurdlits leap in understanding would have arisen from
living in larger groups and the consequent increase inotim@lexity of social interactions.” Mithen, 128.
For more information about the theory of mind see il3itl2.



The transmission and reception of emotion is donaugiir@mne’s ability to
empathize: “For all rapport, the root of caring, stemmfeanotional attunement, from
the capacity for empathy” Edward Titchener, as Goleman explains, sees empsthy a
stemming, “...from a sort of physical imitation of thetiess of another, which then
evokes the same feelings in onesé&if.The first occurrences of empathic behavior can
be seen in the behavior of toddlers. Researchersrioded that if one child falls, another
child might start crying. S/he can then be seen ateely kissing her own limbs as
though s/he were the one injured, or attempting to comiselajured child by mimicking
a caring parent. According to the child’s consciousness, s/he isgtilsically and
emotionally connected to the world around her, to her enatk well as to the other
children. What happens in the outside world happens to eelksOnly in later stages
of development will s/he become aware of the separ&bomthe world and her
individuality. Empathy is one of the basic tools foran interaction. It is so basic in
fact, that the entire basis for art and drama ifsimption that the viewer is capable of
empathizing with events taking place on stage, in a mdlevbeeality, and in which
s/he is not a real participant: “Empathy requires enough aatl receptivity so that the
subtle signals of feeling from another person can bevestand mimicked by one’s own
emotional brain® In order to feel for another, one first has to hawtrong sense of

self, of one’s own emotions and opinions, and in trutistibe completely separated from

7 Goleman 96.
18 1bid., 98.
19 bid., 98-99.

20 |hid.,104.



whomever s/he is empathizing with. Empathy, it shouldtbessed, is not a complete
identification to the point of physically experiencing dwts pain but the ability to

identify an emotion in another and after the recognjtio echo it.

Only in 1996 did science produce an explanation for empathgseéarch group
in Parma, led by Dr. Giacomo Rizzolatti, discovereat th monkeys, brain cells started
firing neurons when they observed certain actions, suehtayy ice cream, in their care
takers. These firing neurons are now referred to as Miteairons: “But if the findings
surprised most scientists, recent research has left labbergasted. Humans, it turns
out, have mirror neurons that are far smarter, rflexéble and more highly evolved than
any of those found in monkeys...The human brain has neiltiiror neuron systems
that specialize in carrying out and understanding not jesa¢tions of others but their
intentions, the social meaning of their behavior and #maptions...” says Sandra
Blakeslee, and goes on to quote Dr. Rizzolatti: “Weearpiisitely social creatures...our
survival depends on understanding the actions, intenti@herantions of others...mirror
neurons allow us to grasp the minds of others not throoigteptual reasoning but

through direct simulation. By feeling, not by thinkirfg.”

Mirror neurons might give a scientific explanatiam Aristotle’s ancient concept
of catharsis It is perhaps not only a philosophical matter but it daghysiological
process; in the words of Dr. Marco lacoboni, who heenbstudying mirror neurons at

UCLA: “When you see me pull my arm back, as if to thitbe ball, you also have in

21 Sandra Blakeslee, “Cells That Read Mindgye New York Time40 January 2006.
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your brain a copy of what | am doing and it helps you wstdad my goal. Because of
mirror neurons, you can read my intentions...you know Wwhat going to do next...and
if you see me choke up, in emotional distress frorkisgyiout at home plate, mirror
neurons in your brain simulate my distress. You auticalgt have empathy for me.

You know how | feel because you literally feel what | feeiing...”*

1.2 Mind and Heart

So far, we have dealt with the definition of emotiahgjr physical evolution, the
connection between the physical and cognitive aspeemofion and the role of mirror
neurons in creating empathy. We realize that thoughtarotion were meant to be
working alongside one another. Why is it then thay Hre so often found in
opposition?® In order to explain the conflict between mind and heaytf you will,
between structure and emotion, one can view the redtip between them as a
relationship between two separate entities: the Lodiwadl (the neo-cortex) and the

Emotional Mind (the limbic system and brain stéfn).

22 Blakeslee. For a more substantial explanation of thetiiming of Mirror Neurons se€. Rizzolatti
and L. Craighero, "The Mirror-Neuron SysterArinual Review of Neuroscien2@ (2004):169-192Also
available on line format at: http://cloudbreak.ucsd.ed@s¢h/courses/cogsl/readings/mirrorSystem-
AnnRevNeuro-2004.pdf.

% Mithen: "Traditionally, the emotions have been thougftets antithesis of human rationality, our most
valued cognitive ability. This notion began with Plat@#b BCE, who argued that our emotions arouse
from a lower part of the brain and perverted reasorarl€hDarwin furthered this idea in his 1872 book,
The Expression of Emotions in Man and Animdiar him, emotional expression was a vestige of our
animal past, and one now lacking any functional vhkmause emotion has been surpassed by human
reason." Mithen, 85.

11



According to Freud, the Logical Mind uses the specific lagguof cause and
effect, of reasoning and fact. Using it, one asks whags are and will trust only that
which can be proven. It is used to analyze and weidérdiit options, choose the
correct judgments, and form mental structures in ordeomtain what has been
understood. The bottom line for the logical mind is: ‘Whanderstand and can prove, is
what | believe.” The language that the Emotional Misds, on the other hand, is
associative, meaning that the emotional mind uses fraigmenages and story-telling to
process information. Freud refers to the workings ofimetional Mind as the ‘Primary
Process’: when one object symbolizes another by maesling similar features. The
Emotional Mind is therefore much freer in its thinkingrhts counterpart, the Logical
Mind, since any similarity can create a viable link betwseemingly unrelated objects,
while there is no need for logical explanations antherverification of factd®> Having
lited the limits of logic, of cause and effect and@dison, one can say that in the
Emotional Mind anything goes. Things are not defined by thméctive identity but by
how they are subjectively perceived, by personal assmtial he bottom line for the
Emotional Mind is that what something reminds one ofanigriore important then what

it really ‘is’.

% The separation created here between the two is fonsdion’s sake. The process of
feeling/thinking/acting is tightly interwoven and at timiesyill be impossible to say where one starts and
one ends.

% Sigmund FreudThe Interpretation of Dream3ranslated by Joyce Crick (Oxford : Oxford University
Press, 1999), 397-400. Anthony Storr explains that the pripracess uses the four following
mechanisms: condensation, displacement, symbolizatiohahuatinatory wish fulfillment. See also
Chapter Four in Anothony Stofffreud — A Very Short Introductigi®xford University Press, 1989).

12



The reason for the conflict between the logical eredemotional minds is
therefore clear: they simply do not speak the same |gegud/hile each offers a
different set of advantages and is necessary for suramalunfortunately finds that
these two minds are quite often placed in oppositianwanother. The question is then
to whom one is going to give the reins? Or could one perparceive a state in which

both mind and heart are working together and in supporteoather®

% Some great innovators have mastered this state ofregimpeand have proved that achieving it is not
an impossible task. These great scientists, aatigtpoliticians have understood that emotion is what
gives one the passion and confidence to go into the uwmkaod to discover an America, a theory of
relativity or bring an end to slavery, and they halg® understood that a brain is what gives one thieyabil
to break the unknown into manageable parts and drawcaprae of action.

13



1.3  The Challenges of Confronting One’s Emotions

Anyone can become angry — that is easy. But to be angry
with the right person, to the right degree, at thitrigne,
for the right purpose, and in the right way — this isewsy.

Aristotle

Our passions, when well exercised, have wisdom, they
guide our thinking, our values, our survival. But they can
easily go awry, and do so all too often. As Aristotle sa
the problem is not with emotionality but with the
appropriateness of emotion and its expression. The
guestion is how can we bring intelligence to our emotions
and civility to our streets and caring to our communaPlif

Daniel Golemaff

The Challenges

Freud identified the most basic problem in dealing withetinetions: their
placement in the subconscious. If an emotion is foroubting and overwhelming,
Freud tells us, it will be prevented from reaching consciessiby being locked up in the
mind’s subconscious. The suppressed emotion does notchbeenecessarily a negative
emotion, such as anger or depression; it is enougmériely confronts a strong

judgment or social taboo, such as having a strong sexued d@sone’s parent (Oedipus

27 Both these quotes are taken from Goleman, ix.

14



and Electra complexes). The division Freud made bettiweconscious and the
subconscious minds, explains why so many of us have proldemsfying and
accessing emotions: the difficulty is simply inherenthe mind’s mechanism. With the
aid of psychotherapy, Freud managed to enter the subconacidireal some of his
patients’ ailments, but he was not able to change theenaf the process itself: when a
person finds herself being overwhelmed by a certain emoti being confronted with an
emotion or desire s/he might judge as sinful, the mindisor jumps into action by
locking the emotion and subsequent images in the subconsailmwgng them to be

processed mainly through dreams.

What is left in the basement of the subconsciou$ datdctly affects one’s day-
to-day actions and decisions. One might not be abetdify these emotions, but they
still operate as one’s basic software, dictating anytfionm choice of drink to choice of
date. To this fact, one should add that emotions arelysxaressed in a non-verbal
manner: “Just as the mode of the rational mind is wolndsyiode of the emotions in
non-verbal...the emotional truth is in how he says s$bimg rather than in what he
says.”® This triple combination of emotions being subconsciousldmental and non-
verbal, make their identification highly problematic. oligh the subconscious storing
mechanism is designed to protect the mind from being ovémelde it is not perfectly
designed. On occasion the mechanism can be confraiitedn overwhelming emotion,
which in turn can cause an ‘Emotional Flooding’, being paralyzed by emotion. We

all run the risk of being drowned by waves of fear or joiye more sensitive we are, the

2 |pid., 97.
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more we are at risk. On the opposite end of the spectrum, one finds thaeating
emotion can be as debilitating. The inability to ackmalgke the emotion one is feeling
or empathize with others is a state called 'Alexithyfli€2eople who have been
diagnosed as suffering from this state have been rejpiriese interest in life and the
world outside them. Without the ability to feel, thege the desire to connect to their

environment or accomplish anything.

Assuming one has learned to recognize one’s emotionsaces the next
challenge: owning up to one’s emotions and learning howttorathem. By accepting
our emotions, we learn how to show affection andlaolly. At the same time we learn
that the expression of certain emotions can caus&liation of others, since certain

emotions might challenge the conventions and dogmteeanvironment.

A different set of problems arises from the inherend¢eicy of emotions to
metamorphose into one another. For example, if®@aé&aid of having insufficient
money for rent, is dreading an important exam, and @éssalared that her significant
other is about to break up with her, one runs the riskiofb®verwhelmed by fear.
Though suspiciously similar to the effects of floodingehthe issue is the coming
together of the different fears, as is the intensitshe emotion experienced. The three

different fears, each troubling in its own right, canifdividually dealt with and

29 More information on the effects of emotion on highépsitive people can be found in Elaine Aron,
The Highly Sensitive Pers¢New York: Broadway Books, 1997). One should not confuseienad
hijacking, acting on behalf of one’s emotions withcagmitive processing, and emotional flooding, being
paralyzed by one’s emotions.

% Goleman, 51. The term was coined by Dr. Peter &ifena Harvard psychiatrist, in 1972.
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resolved, but if not separated, the combination ohadleé could be quite harmful. At any
given point, the separate unrelated fears could becomeaad the separate oil-drops
could merge into one oil stain. The difficulty therefdies in identifying the true nature

of what one could perceive to be the experience of onien.

The expression of a given emotion poses yet anothef shallenges. A
contradiction for example can arise between whatmigét be feeling, and one’s ability
to express that emotion to others. This might be dse éor an individual who has been
brought up on the dogma that men should not show emotmhsamnot therefore
express them either verbally or physicaflyOnce one has become aware of one’s
emotions in relationship to others and has learned hoynttheonize one’s feelings with
their expression, one faces the Aristotelian challerigexpressing emotions in a way
that could be understood and accepted by others. It snooigh to feel anger towards a
friend who has done us wrong; it is essential that Widesable to communicate this
anger in a way that the friend will be able to comprdhenhis challenge can clearly be
seen in the actor’s daily work, which consists, amongrdtfings, of learning how to
control emotions on stage. Actors are encouraged ttogbdt place’ where they can
connect with their anger, fear, or desire at wilheif challenge is to find just how much

of the emotion they need in order to convey the textesstally to their audience. They

3L We all learn by first imitating our elders. We learn Howalk and talk by observing the behavior of
those around us. The expression of emotion works #h@sg same lines. We will learn how to express
the emotions by using examples we encouinteur environment. The opposite holds true as wellveif
did not see the expression of emotion, had no role ntodellow and were growing up in a society that
has placed a judgment on the expression of emotion,hikeait little chance we will know how to
express emotions as adults. The reader should compapsybimlogical approach with the neuro-
physiological approach, i.e. learning via use of min@urons.

17



learn how much is too much or too little and how to digtish between the twS.
Unfortunately, in real life, it is very rare that ogets a chance to re-play one’s fights and
love scenes. What was said and done either conveyedniiteonal message or it did

not, making the importance of conquering this challenge gueater.

The reception of a given emotion, in turn, is a prohileitself, since one can
only respond to the expression of an emotion on thie b&sne’s own experience. If
one does not share the culture, age group, or even die, pérson communicating the

emotion, one runs the risk of misinterpreting the eomatl intention altogethéer.

If the host of emotions included only the positive osesh as happiness and
love, one would probably have no problem with identifyind arperiencing emotions.
It is the existence of negative emotions that corapdie matters. One is very rarely
taught how to use negative emotions to one’s advantageeweh acknowledge that
these emotions are crucial to one’s existence. Fearywsadness, panic, rage,
depression, disgust are for the most part considerectedj emotions. One must
therefore first realize that these emotions arengisddor one’s survival. They teach one

how to avoid a speeding car, a spoiled food, or to confomjustice. Let us examine

%2 This is of course true for musicians as well, and gsiseé will be dealt in more length in Chapter 4 of
this document. See also Constantine Stanisla@skating a Rol§New York: Theatre Arts Books, 1965),
44 and Boris Bermamotes From The Pianist's Benfiiew Haven: Yale University Press, 2000), 169-
179.

%3 Take for example the issue of hospitality in differaritures. An English person traveling from
England to Israel might find the warmth of Israeli itaity somewhat overbearing, while the Israeli
person traveling to England, might find the Englishsitence on proper manners cold and condescending.
One of the ultimate examples of this discrepancy betwaention and comprehension can be found in:
John GrayMan are from Mars, Women are from Venus — The Classic Guidenderslanding The
Opposite SeNew York: Harper Collins, 2004).
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this issue in art. Could we imagine any piece of liteeabr music without the negative
emotions? What would the story of Romeo and Julietitteout tragedy? How would
the Montagues and Capulets realize the value of hunearld make peace with one
another without suffering the horrible loss? What wdusat’'s music be without a
Mephisto or a Dante’s Inferno? Negative emotions prodngmportant contrast that

teaches us the difference between good and evil, betweetifferent sets of actions.

Reviewing the list of challenges and problems caused byrmemations, makes
it no surprise that their education has been left langreattended. There are
unfortunately not enough people who dare face these dlifticallenges and help others

identify, contain and use emotions.
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1.4  Society’s Challenge

If man is ever to fulfill the mission he undertook at vieey
start — when he first began to philosophize, as a Gegek,
evolved the slogan ‘Know thyself — he will have to
understand his unconscious self; and the most articulate
language of the unconscious is music.

Deryck Cook&’

The Challenge

We have defined emotions as both physical and cognitive ph@ageglored
the relationship between thought and emotion, and addressezlof the important
challenges that emotions raise. This informatiohserve as the basis for the discussion
in the following chapters. Before we continue thougls inportant to examine the
performer’s challenge in light of a greater challeribat of society. Performers do not
exist in a vacuum; they are an integral part of so@etyshare the same ideals and the
same issues. To understand the magnitude of the challengsi@an faces in bringing
both mind and heart into performance, one has to unddrtanthe musician's
challenge does not exist in isolation and that inifawirrors the challenge our society is

facing®® Society tries to fix the problems of emotional retéicdaby over-medicating,

34 Deryck CookeThe Language of Musi®New York: Oxford University Press, 1959), x.
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cheap TV psychology and generally denying that thergislalem. But this produces
dire consequences. In Goleman’s words: “At preseneexel the emotional education
of our children to chance, with ever more distressisglts...Our schools and our
culture are fixated on academic abilities, ignoring eomati intelligence, a set of traits —
some might call it character — that also matter @nsely for our personal destin3’.”

One must not forget that performers are also studettises¢ schools.

Modern society has understood the changes that need foldake It has started
shifting from an either/or approach to one that accégtsvord_andfrom an 1.Q. only to
an E.Q. also world. This being said, it is still unnegvihat we have yet to find a way to
create such a shift in consciousness in the educats@rs, in schools as well as in
conservatories, by introducing a new set of prioritfe3io be able to take a field such as
children’s education and change the judgments placed surch,as 'emotion is not as
important to one's education as memorizing information @athing logic are’, takes a
commitment society still lacks. What would schoolkidho have emotional
intelligence as a part of their curriculum, be likeadsllts? And what kind of artists

would these children b&®

% This section might seem to be a digression from the subject. Nevertheless, it is my belief that in
order to properly understand the challenges the perforrfaing, one has to consider a wider arena, that
of society at large.

3¢ Golemans$, 36.

3" The level of school violence apparently has not rettnat critical point when one realizes that
teaching emotional intelligence is as important ashieganath. One’s awareness of one’s emotions
together with a mastery of the cognitive processesatt@mpanies them should be taught as well.

38 A basic survey of education sites such as The Cent@htPrevention of School Violence, Safe
School Model and The New York Board of Education on thedweide web, shows that the term EQ has
reached public awareness, but as far as concreteatioationally implement it in schools are concerned
very few measures have been taken.

21



Possible Solution

One possible solution lies in increasing our Emotiona&llligence as early as
possible. Then we will able to create better relatgps at work, at school and with
those close to us. Goleman describes what Emotiotelligence means in a few simple
phrases®

1. Emotional awareness — knowing what one is feelinggaten moment.
2. Managing the emotions.

3. Being able to motivate oneself.

4. Being able to recognize emotion in others, and being aldmpathize.

5. Managing relationship¥.

The same problems encountered in the macrocosm of tieea@ducation system
exist also in the microcosm of the music educatioresystThe same archaic judgments
rule both systems and neither allows for much chakgeotional Intelligence is needed

equally by both the music world and humanity at Idfge.

39 This definition in fact belongs to Peter Salovey, ae¥adychologist, and an important figure in the
creation of Emotional Intelligence. Salovey took oféloward Gardner's multiple intelligences: the
personal intelligence, and broke it to these five groogsdate what we call today E.I. I'm using
Goleman’s wording. Golemand2-43.

9 Some pioneer work has been done in schools such as The Sicleool in California, established in
1967 by Karen Stone McCown, where the curriculum of theads based on the basic principles of E.I.
In their work the teachers and students of The Nueva Sbhwe demonstrated that the tools of Emotional
Intelligence do not have to be the possession of at $elecbut something every one of us can have under
his belt. For more information see: Goleman, 268-270 and.muevaschool.org.
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1.5  The Origins of Music

If music is about anything, it is about expressing and
inducing emotion.

Steven Mithef?

It is time we took a closer look at the other subjes document concerns:
music. This section aims to shed some light on howaawlved from the early-human
communication system into what we consider to be ntosiay. In order to do so, we

will have to first examine the development of spokegleage.

If one follows some of the discussions on thigéss one learns that the
comparison between music and language is a fairly conomenyet usually done with
much caution. For example, most writers stressdberttial differences between the
expression of emotions via language, where the specifioingsaof words carries with
them an emotional response, and via music, in whiclpeoifsc and predetermined
meaning for notes exists and therefore no specific enatiesponse can be guaranteed.

Resorting to language in order to find the origin of musianore to the point, to explain

*1“The conservatory’s emphasis is on one overridingesttbHow to survive and succeed at an audition.
Much time is devoted to teaching a student to stressidiukstnd true and to value unchanging metrical
lines above expressiveness and rubato. The best perfigrthe one who can play a cliché in the most
reliable manner...this is now so entrenched in the matiop schools that many of the soloists below the
age of 35 | hear in concert are guilty of plodding and cipbgethey trudge the music unscathed but
without communicating its substantive meaning.” FroedHKirshnit, “The Problem with Conservatories”
The New York Suri2 September 2005.

42 Mithen, 2.

3 These discussions will be elaborated on in Chapter 2.
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how music arouses emotion, would be considered therbjomgany a dangerous trap.
This would be true if one had not become familiar wittv8h Mithen’s research as it
appears in his bookhe Singing Neandertha§ Mithen demonstrates that in uncovering
the origins of human language one is bound to encountec amisvell, and that contrary
to the approach which completely separates music and landhegeis in fact a deeply
rooted connection between them, one which goes baakéntt the early

communication system of our early-human ancestors.

This section follows Mithen'’s line of reasoning, and igé¢lf@re constructed in
the following manner: we will start by examining how bothsic and language are
processed in the brain, then investigate the concepbsbgy as it appears in both, and
lastly we will search for the origins of music andgaage in the early-human
communication system. Mithen’s line of reasoning shéadd us to the following
conclusions: (1) the processing of both language and masigs in the brain by using
the same acoustical analysis mechanism, as a resuttici language and music share
some of the same pathways in the brain; (2) the emdtiespponse to both music and
language is based on the acoustical analysis; and (3) antianguage share the
characteristic of prosody (among others), becausesafdture and evolution of the

early-human communication system. Let us go intcetisesies in more depth.

*4 This and the following sections rely extensively eevdn MithenThe Singing Neanderthals: The
Origins of Music, Language, Mind and Bo@ambridge, Massachusetts: Harvard University Press,)2006
Steven Mithen is a Professor of Early Prehistorylaat] of the school of Human and Environmental
Sciences, Reading University, England.
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How Music and Language are Processed in the Brain

Mithen starts by asking, what are the connections dmtvwnusic and language?
And where in the brain are the faculties associatuboth located?About the latter he
concludes:

The neural networks that process language and music have
some degree of independence from each other; it isgh@ssi
to 'lose’ or never develop one of them while remaining

quite normal in respect to the other. Moreover, it is
apparent that both language and music are constituted by a
series of mental modules. These also have a degree of
independence from one another, so that one can acquire or
be born with a deficit in one specific area of music o
language processing but not in others. The separation of
the modular music and language systems, however, is not
complete, as several modules such as prosody, appear to b
shared between the two systentS...

In order to further explain this 'independent, yet relatddtionship between the music
and language systems in the brain, Mithen resorts tollksdteretz's research and model

(see graph on next pad®).

*5 Ibid., 67. To be more specifi¢As one might expect, they [researchers] found that testtprovoked
neuronal activity in numerous and distributed parts of tamb But some differences were detected.
While melody activated both cerebral hemispheres tecual extent, harmony required more activity in
the left rather than the right hemisphere, wheregfini activated few areas outside of the cerebellum.
Melody and harmony activated areas of the cerebellomnput with significantly less intensity than that
produced by rhythm.A similar pattern of ‘chaotic’ distribution was found lmnguage faculties. It seems
that there is not one specific area in the brainysoésponsible for either language or music; both are
scattered in different areas of the brain.

“8 For more information about the graph see: ibid., 62-3.
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Graph 1: The Modularity of Music and Language

This model shows how an acoustic stimulus is broken dowvimei brain by either the music or language
modules, or by both. Each box is ‘a processing comporthetarrows are ‘pathways of information flow

between processing components’; the components whichwttal appear with straight arrows and those
47

components specific to music appear underlined and wittedashows; the boxes in italics are: "Three

neurally individuated components...whose specificity to misscurrently unknown
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What this model clearly reveals is that any acoustaustis, whether it be a
spoken word or a musical gesture, is subjected to an a@dwstalysis. In this process,
the stimulus is broken down by the different processimgpoments such as the temporal
organization component, the pitch organization compotiesmgmotion expression
analysis, etc., which help determine the exact natutlgecdtimulus. This analysis
reveals the prosody of the sentence, its inflecti@hiatonation, and therefore helps

clarify the emotional content of that stimultfs.

Baby Talk

In order to further explore the concept of prosody, Mithens to a specific and
more familiar communication system: the communicasigstem between mother and
infant, or to use the proper term, Infant-Directed Spek2®)( Because infants are
incapable of comprehending the literal meaning of wordsjmrst assume that what
they comprehend is the vocal inflection and intonatioth@ parent’s voice. "Baby-talk’,
'motherese’, and 'infant-directed-speech’ are all ternisfoiséhe very distinctive manner
in which we talk to infants who have not yet acquirdtidinguage competence — that is,

from birth until around three years old. The generatatter of IDS will be well known

“8 In Mithen’s words: "The music system is, in fact, stitated by two groups of modules, one concerned
with extracting the pitch content (pitch contour, pitcteimals and tonal encoding) and the other with
temporal content (rhythm and meter). Both the pitch antetheoral modules filter their output through
the musical lexicon —a memory bank of musical phrasesl-thee emotional expression analysis
module...If you decide to join in with the song 'Happy Birthd#nen the melody will be provided as
output from the musical lexicon module, and this will be biorad with output from the language lexicon,
resulting in singing. If, on the other hand, you wengpdy required to recall something about the song, the
output would be sent to what Peretz describes as theassomemories module. In parallel with this,
outputs from the pitch and temporal modules would be ddd¢otéhe expression analysis module, which
would enable you to recognize the type of emotion beingeszpd by the tempo loudness and pitch
contours of the music." Ibid., 64.

27



to all: a higher overall pitch, a wider range of pitimger 'hyper-articulated' vowels and
pauses, shorter phrases and greater repetition thatuene ih speech directed to older

children and adults?®

Mithen takes great care in explaining the differeagss of IDS development and
how those affect the infants’ emotional developmet. observes that the older we
become, the more meaning we derive from our parents’atisonregarding their
emotional state and intentiéh.(The derivation of meaning from a communication
system that relies so heavily on prosody should remind asertain extent of the
process of listening to music.) Mithen later descrilee®al experiments which deal
with IDS and its universal nature and concludes that: "8xpbriments demonstrate that

in IDS 'the melody is the message' — the intenticth@tpeaker can be gained from the

49 Ibid., 69-70. Also!'We talk like this because human infants demonstratetarest in, and sensitivity
to, the rhythms, tempos and melodies of speech ldingebhey are able to understand the meanings of
words. In essence, the usual melodic and rhythmic festirspoken language — prosody — are highly
exaggerated so that our utterances adopt an explicitly mab@acter. It is the 'mental machinery’
underlying the prosodic elements of language that Steven Rilakes has been borrowed in order to
create our musical ability. But the evidence from Hd§gests that his view of language and music is
topsy-turvy: on the basis of child development, it appteisthe neural networks for language are built
upon or replicate those for music.”

0 "with slightly older infants, changes to the charaofehe IDS intuitively used by adults indicate the
appearance of its second stage, as it now begins to nemdubaisal of emotion. When soothing a
distressed infant, an adult is more likely to use low patath falling pitch contours; when trying to engage
attention and elicit a response, rising pitch contowsrasre commonly used...as the child ages, IDS
enters its third stage and its prosody takes on a ooon@lex function: it now not only arouses the child
but also communicates the speaker's feelings and irtentithis marks a major transformation in the
child's mental life; in all previous ‘conversatioin® infant simply enjoyed pleasurable sounds and listened
with displeasure to unpleasant sounds; all that was ianpontere the intrinsic acoustic properties of the
IDS. Now, however, the melodies and rhythms helgcttilel appreciate the mother's feelings and
intentions." Ibid., 71.
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prosody alone..> As we shall see, this ability is going to proveicai for the

performer, when searching for the emotional conteatmiéce of musié?

The Evolution of Music and Language, i.e. ‘Hmmmmm’

But what has caused the development of IDS? To exhisinMithen resorts to
the conclusions of Ellen Dissanayake, a child psychol@rgist Seattle. Dissanayake
claims that IDS evolved from the pressing need of thig-eaman mother to
communicate with her infant. The particularly long pénio which the human infant is
growing and is incapable of taking care of herself, fohe¥sto communicate and
establish a rapport with her baby through distance. ¥ample, since one can assume
that the early-human mother kept doing her daily choshich probably occupied her
hands, it is safe to assume that she soothed her byfarttcalizing rather than by picking

up the infant in her arms.

When coming to determine the nature of this vocalizing,eme®unters two

opposing theories. The first belongs to Derek Bickend claims that human

51 bid., 72.

*2 DS is indeed a fascinating topic, which also touches oauhject of the universality of emotional
expression: "The idea that IDS is not primarily abonglege is supported by the universality of its
musical elements. Whatever country we come from andewialanguage we speak, we alter our speech
patterns in essentially the same way when talkingfemts..." Ibid., 72. For more information on
experiments done to prove the universality of IDS sek,IBR-73, 79.

*3 In Mithen’s words: “Dissanayake believes that the naisispects of IDS evolved as a direct response
to the increasing helplessness of human infants ashearlinids evolved into early-humans, dismissing
the Darwin/Miller hypothesis that male competitiordadult courtship provided the original selective
pressures for music...ultimately achieving concordancedmivthe emotions experienced by the parent
and infant...such concordance was essential, she argudsyfoping their relationship and, ultimately,
the enculturation of the infant.” Ibid., 197.
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language evolved from words and grammar: "Human ancestonekatives such as the
Neanderthals may have had a relatively large lexiéavoods..."®* and claims that the
evolution of this lexicon and grammar has resulted intwtegaconsider to be modern
language. The opposing theory belongs to Allison Windng claims that language
evolved in a quite different way: "The precursor to language a communication
system composed of 'messages' rather than words; eaamdhatterance was uniquely
associated with an arbitrary meaning..." and insists thabd#h language only evolved

when holistic utterances were 'segmented’ to produceswor

To settle the conflict, Mithen embarks on a journegkhia time, 200 million
years to be exact, to retrace the origins of languadeaa we shall see, the origins of
music. He commences his journey by examining the comiaimrcsystems of our
closest evolutional relatives, the apes, and derives iirbis own theory regarding early
hominid communication: ‘Hmmmmm’. The following is M&n’s explanation of
‘Hmmmmm' as it appears in primates:

None of the vocalizations or gestures is equivalent to
human words. They lack consistent and arbitrary
meanings, and are not composed into utterances by a
grammar that provides an additional level of meaning. The
term that Allison Wray uses for the vervet alarnmscsl
generally applicable to non-human primate vocalizations
and gestures: they are holistic. Secondly, the term
'manipulative’ is also generally applicable. The
vocalizations and gestures do not appear to be telling
another individual about the world in the same way Weat
refer to objects, events and ideas when talking to another

** This and the following quotation are taken from Stevéitén, The Singing Neanderthals: The
Origins of Music, Language, Mind and Bodg€ambridge, Massachusetts: Harvard University Press,
2006), 3.
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individual. Monkeys and apes probably simply do not
appreciate that other individuals lack the knowledge and
intentions that they themselves possess. Ratheb#iag
referential, their calls and gestures are manipulatines t

are trying to generate some form of desired behavior in
another individual...a third feature may be applicable to the
African apes alone: their communication systems aré-m
modal, in the sense that they use gesture as well as
vocalization. In this regard they are similar to human
language...finally, a key feature of the gelada and gibbon
communication systems is that they are musical iaraat

in the sense that they make substantial use of rhytidm a
melody, and involve synchronization and turn taking...The
holistic, manipulative, multi-modal, and musical
characteristics of ape communication systems provige th
ingredients for that of the earliest human anceslionsg

in Africa 6 million years ago, from which human language
and music ultimately evolvedf

Mithen’s theory is very much in alignment with Wrayssit includes several
added modifications. Mithen titles his theory, 'Hmmmnan'acronym, which suggest
that the early-human communication system was: @listit, an utterance which in
itself acted as a complete sentence -- for exartipdeword Toomabi, meant 'hand over
the hand ax' -- the different syllables of the utteramate@mplying separate words as they
would in modern compositional language; (2ampulative — suggesting the utterance
included an action such as 'hand over’;_(3)ItMVl odal — suggesting that the utterance
was accompanied by a body motion, a hand gesture for é&xaf@pMusical — the
utterance’s prosody resembled the prosody of IDS; and ifBett — suggesting that the
utterance imitated sounds and behaviors found in naturdaeiMalso explains that
‘Hmmmmm'’ developed as a result of tHemo ergastés evolution; meaning its rise to

bipedalism (from walking on all four limbs to only two), therease in communication

%5 |bid., 120-21.
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due to foraging, mate competition, parenthood and other gaiias, and the

anatomical changes allowing for complex vocalization.

The origin of music therefore lies in the developtreamd nature of the early
communication system. In it, music and language, sourdlghair meaning, were
intertwined and were both used to convey emotions. Rutwhat was it that forced
‘Hmmmmm' to separate into the compositional language amslawf modern humans?
In order to answer this, Mithen examined the divergemesolution between the
European Homo lineagél¢mo neanderthalengisand the African Homo linagéipmo
sapien$. Mithen explains that as result of its brain phy=yyl the European lineage of
theHomo neanderthalensigad a ‘domain specific mentality’, and that becausaf t
physiology, this European lineage was not able to progessmi the holistic proto-
language, i.e. ‘Hmmmmm’; it simply did not have theifsato do so. On the other
hand, the African Homo lineage, out of which evoltamo sapiensind eventually
modern man, has achieved 'cognitive fluid mentality'the.ability to use compositional
language, as a result of some critical changes inais physiology. Thélomo sapieris
holistic language had gone through the process of segiiventawhich resulted in two
distinct forms of communications: language, "a commuiginasystem specializing in the
transmission of informatiort,” and music, "a communication system specializing in the

expression of emotion.” As a result of the segmemtgrocess, a split of functions

*% Mithen explains this process of segmentation as folloWsay uses the term 'segmentation' to
describe the process whereby humans began to breakistiiphrases into separate units, each of which
had its own referential meaning and could then be aoeabwith units from other utterances to create an
infinite array of new utterances." Ibid., 253.

*" This and the following quotation are taken from ibid.,.266
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occurred between music and language: "Music emerged esnthants of ' Hmmmmm'
after language evolved. Compositional, referentiajlage took over the role of
information exchange so completely that 'Hmmmmmabeea communication system
almost entirely concerned with the expression of @nand the forging of group
identities..." The similarities therefore betweka eéxpression of emotion in music and
in language cease to be surprising since both clearly valeed from the same source
of the early-human communication syst&m.

Mithen’s research suggests that the separation betwesio and language
should not be taken for granted, and that if one chdodesk into the evolutionary
history of humans, one would realize how closely tmigred music and language are.
The emotional content of a musical phrase and theienad content of a spoken
sentence are both processed in some of the same patimithe brain, and the search for
the emotional meaning in both cases lies in the prosbtheastimulus. To conclude, it
is clear that we react to music as a stimulus; wpard to it by retrieving relevant
information as part of the acoustical analysis prqdessse Mithen’s terms, or via the
‘primary process', to use Freud’s term. We can thensehtoofeel empathy with the
performer by using the intricate mechanism of mirror nesirdhseems that at its core

the connection between music and the emotions is aodyisal one.

*8 Mithen: "The fact that the music and language systertreibrain share some modules is also to be
expected given the evolutionary history | proposed. Becaaseow know that both originated from a
single system. Conversely, the fact that they ada@ ltheir own independent modules is a reflection of up
to two hundred thousand years of independent evolutidithen, 274. Mithen also explains the
'problematic’ issue of listening to songs: "Here wetmoge the importance of song — the combination of
music and language. Song can be considered as the rectbambofdhe two products of 'Hmmmmm' into
a single communication system once again. But the twaupt®, music and language, are only being
recombined after a period of independent evolution into thigrevolved forms. Consequently, song
benefits from a superior means of information traigsion...combined with a degree of emotional
expression, from music, that cannot be found in compositianguage alone." Ibid, 273-4
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Chapter Two

Music and the Emotions, Theories Revisited

Heaven knows it is difficult enough to say what ithatta
piece of music means, to say it finally so that evegyisn
satisfied with your explanation. But that should natlle

one to the other extreme of denying to music the right to be
expressive.

Aaron Copland’

2.0 Introduction

In the previous chapter the reader was presented withf@wnation regarding
the emotions and the origins of music. In contras$,¢hapter, a survey of important
theories on the subject of music and the emotions, déhlsvhat the music domain has
accepted as its leading theories. It will compare anttasirthe previously presented
information with the ideas of these theofi&sThe conclusions of this comparison will

serve as the basis for The Emotional Understandingddgthesented in Chapter 4.

*9 Aaron CoplandyVhat to Listen for in MusiNew York: Whittlesey House, McGraw-Hill Book
Company, 1939), 12.

€ This chapter also includes some important observatiaisvere made by Malcolm Budd in his book
Music and the Emotion§ee:Malcolm Budd,Music and The Emotions — The Philosophical Theories
(London: Routledge & Kegan and Paul, 1985). Though Budd does nehpeetheory of his own, his
book, published in 1985, contains a comprehensive and in deptlssian of the important theories on the
subject. Throughout it Budd raises some very important etimi@s crucial observations as to the validity
of these theories, but at the same time, he also nsakesal faulty observations which should be
addressed.

34



2.1  The Map — An Overview

The General Parameters

Much has been written on the subject of music an@mhations by individuals
with very different opinions and from diverse domainsac8iidentifying the basic
guestions and positions taken by all of these theoristsicgal for the understanding of
this document, it seems that in order to encompas$ thiése different viewpoints and
essential questions on the subject, a map would be h&lptimderlying this map lies the
basic question we set out to answer: what is the eatfthe connection between music
and the emotions? Chapter 1 has already given somei@nsWe acknowledged the
work of the associative mind and the important rolet@me have in human life, and
concluded that music and the emotions are clearly witeztl by what Freud called the
‘Primary Process’, the act of associating, and byanimeurons which facilitate empathy.
We then studied Steven Mithen's research, and have sgenusic, at its base, is tied to
emotions through the evolution of the early-human comeoation system. We have
accepted that music and the emotions are joined togetber basic physiology. In
Chapter 3, we will see further proof of the connectiomvbeth music and the emotions
through examining the concert hall network and realizinag it revolves around the

communication and transformation of emotions throughptincess of catharsis.

®1 A historical survey of older approaches to the subjétnot be given here, since the scope of this
document will not allow it. Nevertheless, the reademrged to familiarize himself with important theories
such as théffektenlehreof the Baroque period and the emotional functions difaim scales (raga), to
name two.
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After reading the first chapter, it has become cleat €motions are a complex of
cognitive, physical, conscious and unconscious factorsight of this information, some

of the theories presented in this chapter will seem wadwaeoutdated and/or faulty.

All philosophical theoreticians agree that music is cagpabhrousing emotion;
the views just differ on how exactly this 'arousal'dsef® In order to put the different
theories and conclusions into one large frame, letsad_eonard Meyer’s topography for

this issue. Meyer divides the different theories enfthllowing manner:

Referentialists Absolutists
Expressionists:  Formalists

Absolute

Referential

%2t is important to note here that some theoreticieere led by a slightly different question than the

one presented here: what is the nature of the caondmttween music and the emotions. For example,
Leonard Meyer searches for what gives music meanindg Bhdd asks what gives music value. We will
not get into the complicated discussion of which isnlest suitable question for leading this discussion,
but note that at the root of all of the researchginestion presented here still remains: what lies betwee
music and the emotions in the first place? What isiliere of the connection or possible connections
between them? Whether the connection gives music meanirsdue is a discussion for a more advanced
stage.

% This consensus is detailed in A. P. Merriem’s sumniafgrriem listed ten major functions of music:
emotional expression, aesthetic enjoyment, entertaijro@mmunication, symbolic representation,
physical response, enforcing community and social noratisiations of social institutions and religious
rituals, contributing to the continuity and stabilitfyculture, contribution to the integration of society."
Again, philosophers agree on these functions, the omirdiffer on the way they are achieved. Mithen,
280.
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According to Meyer: “The first main difference of opiniexists between those
who insist that musical meaning lies exclusively withincbatext of the work itself, in
the perception of the relationships set forth within thsioal work of art, and those who
contend that, in addition to these abstract, intelEdaheanings, music also
communicates meanings which in some way refer to ttra-exusical world of concepts,
actions, emotional states, and charactérMeyer labels the first groumbsolutists and
the secondréferentialists.®® The first group believes that musical structure is what
gives music meaning, while the second believes thatheiptojection of human
emotions onto music, and the ability to associate, wined music meaning. ‘Meaning’
does not necessarily mean the arousal of emotion, ayemd use of Information
Theory to explain meaning shows this. But for the purpdbsieis survey, we are going
to use his definitions as follows: the absolutists laosé who believe that emotion is
aroused by the nature of musical structure while theenetialists are those who believe

that it is aroused by the process of associafion.

Another important distinction made by Meyer is betwdwendifferent absolutists’

positions, namely the “formalist” and the “expressidmstint of views:

& Meyer, 1.

% In light of the information of the previous chaptétseems that another circle should be drawn in
addition to Meyer's two, for the 'Biologists' group: &abkn, Mithen, Freud and Darwin, to mention a few.
In trying to keep the size of this document in check,samck the conclusions of the 'biologists' have been
already discussed at length and stem from such differenplthsd, their position will only be discussed in
this chapter as responses to claims made by the etbgroups.

8 Again, meaning in music is not the same as an enatieaction. Understanding music can be done
on an intellectual level, aesthetic level and on antiemal level, to just name a few possibilities. Using
Meyer’s topography in this case is helpful because it shwmat different theoreticians consider emotional
meaning in music, and this will help us in identifying the passattitudes to the subject.

37



Both the formalist and the expressionist may be abstdutis
that is, both may see the meaning of music as being
essentially intra-musical (non-referential); but thiemalist
would contend that the meaning of music lies in the
perception and understanding of the musical relationships
set forth in the work of art and that meaning in music is
primarily intellectual, while the expressionist would argue
that these same relationships are in some sense capable
exciting feelings and emotions in the listener...One might
divide expressionists into two groups: absolute
expressionists and referential expressionists. Theeform
group believes that expressive emotional meanings arise in
response to music and that these exist without refetence
the extra-musical world of concepts, actions and human
emotional states, while the latter group would assatt th
emotional expression is dependent upon an understanding
of the referential content of music.

For the formal absolutists emotion is a by-product of mukit is aroused, it is a result
of the listener’s attitude towards music. The meaningoa@adty of music, for them, are
completely separate from any emotional reaction omggintave to music. To the
expressionists, emotion can be aroused by musical strijghselute expressionists), or
by the association of emotion with musical structuege(ential expressionists).

In establishing the dichotomy between the two primary gr¢aipsolutists and

referentialists), Meyer is careful to emphasize thay do not contradict one another and

are both equally valuable:

In spite of the persistent wrangling of these two groilips,
seems obvious that absolute meaning and referential
meanings are not mutually exclusive: that they can and do
coexist in one and the same piece of music, just giihe

in a poem or a painting...the musical symbolisms depicting
actions, character and emotions, utilized by many Western
composers since the middle ages; and evidence furnished

7 Meyer, 2-3.
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by testing listeners who have learned to understand mmeste

music — all these indicate that music can communicate

referential meaning®

The position taken in this document is in complete ageee with Meyer’s last

statement. Though Meyer takes the listener’s pointeaf as his entry point, and this
document takes the performer’s position as its entrytpihia basic statement made here
holds true for both (as well as for the composeryvals stressed that the performer must
possess two kinds of understanding of the piece: one ahtisical structure and the
second of the emotional content of the music, andndabbjective is the merger of the
two. Hence, when the performer is about to perforneeep s/he must ask herself
whether the emotional meaning of the piece is convegbdio the notes set forth by the
composer, or whether s/he must explore the referengahing of these notes as well,
and identify with the emotional meaning. Both sets ofsil®es and both inquiries are
clearly needed. Structural awareness and emotional awarsimeuld both be used by
the performer as well as by the listener. One doesardradict the other, but in fact

enhances it.

Meyer, in his book, concentrates on the absolutistsitwd view and on emotion
as it appears through musical structure: “For an adequoatgs# of the problems

involved in the meaning and communication of the referkeciatent of music would

% |bid., 2. Deryck Cooke in his bodkhe Language of Musiupports this position: “However complex
and allusive the form of an expressive musical work maiyt ieestill simply the means whereby the
composer has expressed an emotional attitude towardsegistg imposing a meaningful order on
expressive terms; and it is the continual failure togeize this fact that is responsible for our generally
ambiguous and fruitless approach to music — which can be stioqrees ‘form is form, and expression is
expression, and never the twain shall meet’.” Cooke, 213.
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require a separate study of its ovii.’Nevertheless, in the last chapter of his book
Emotion and Meaning in Musi®eyer does create a terminology for discussing the

referentialists’ point of view, a terminology we wiise in the following section.

Associations and Connotations

When asking to uncover the connection between musitheneimotions, one is
bound to encounter two basic ties: associations anabtations. We have already
discussed at length the first of these, associatior@Shapter 1. Freud showed that the
human subconscious is capable of making all sorts of ctinne between seemingly
different domains, the domains of music and the domaamwitions being no exception.
He has called this ability ‘The Primary Process’, dingut, one’s ability to associate.
We have seen that the primary process is chiefly pats@®ne could connect a major
chord with a childhood memory, with a person or wittobr, and all would be viable
connections. As in a dream state, the associationfiyjumake sense only to the
dreamer and only s/he can explain the reason for congeseemingly contrasting
elements. Recent research, such as Isabelle Bepgtw/ed that this process is indeed a

scientific reality, and not only a psychological the6t

Another scientific discussion of associations camld in Dr. Thomas

Horning's dissertation, which gives a different insiolek into the physicality of the

%9 Meyer, 2.

" For Isabelle Peretz's research see: Mithen, 51-58356
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primary proces&' Horning sets out to explain scientifically why on@epiences an
emotional response to music and to describe the neurapsygaal process that takes
place in the brain when one is listening to music. éilanation begins with a detailed
description of the complex process taking place in thghvhen one listens to music, in
which first the ear and later the brain perceive soundgranslate them into
'information’. Horning claims that it is this translatiof sounds into information that
gives music meaning, that makes for the associative cbonend that causes the
arousal of emotion. The building of the informatiorars in the short-term memory and
since this building is accomplished by means of retrievingyindtion from all parts of
the brain, including the limbic system, where emotionamories are stored, the listener
ends up retrieving not only relevant ‘music informatidesfi of sounds and notes but
also ‘emotion files’, since the latter are similastructure and content to ‘music

information files’?

Again, the nature of an association is personal. Omeassociate the color red
with the key of E minor, if one wishé3. But for the second basic tie, connotations,
matters are slightly different. How is it that Wave learned to associate the major chord

with happiness and the minor chord with sadness? Hothek# certain associations

" Thomas Martin Horning, “The Development of a Modetha Psychological Processes Which
Translate Musical Stimuli Into Affective Experience” (BhCase Western Reserve University, 1982).

"2 The reader should contrast Horning's writings with Isali&retz' model and Steven Mithen's graph
which are discussed on p. 26. It will suffice here totlaytheir findings point in the same direction.

3 The proper term used to describe the association hetweseingly unrelated domains, in this case
between music with colors, $ynesthesia Some composers, such as Scriabin, are known to have
associated the notes of the scale with specific solBor more information about synesthesia, seeeGrac
Tiao, "Speaking in Textures, Hearing in Colotddrvard Science Reviefirall 2005): 65-67. Can be also
viewed on:x<http://www.harvardsciencereview.org/Issues/fall2005/pages_G6adi67 .
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between music and the natural world become culturalrmedme cases universal
conventions? Meyer explains:

Most of the connotations which music arouses are based
upon similarities which exist between our experience ®f th
materials of music and their organization, on the omel ha
and our experience of the non musical world of concepts,
images, objects, qualities, and states of mind, on the
other...1) In most cultures there is a powerful tendency to
associate musical experience with extramusical experien
The many musical cosmologies of the Orient, the meact
of most primitive cultures, and the writings and practimles
many Western composers are striking evidence of this fact.
2) No particular connotation is an inevitable product of a
given musical organization, since the association of a
specific musical organization with a particular refeisnt
experience depends upon the beliefs and attitudes of the
culture towards the experience. However, once thefbel
of the culture are understood, most associations appear
possess certain naturalness because the experiences
associated are in some sense similar. 3) No matver h
natural a connotation may seem to be, it undoubtedly
acquires force and immediacy through cultural
experience?

Connotations, according to Meyer, are associationshadre a result of our tendency to
associate (the Primary Process), basic naturalagitiels and sheer repetition. Meyer’s

definition of connotations will be the one used in thagument.

All aspects of music, including pitch, dynamics, timanel tempo, are
responsible for the creation of a connotation. Mewyentions qualities such as loud and
soft, colors such as dark or light, positions such ds &gl low, and tactile qualities such
as rough, smooth or piercing as some primary exampleéadanaking of basic

connotations, and adds that: “In general, the more rdbrkiee elements of a sound

" Meyer, 260, 262-263.
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pattern diverge from neutrality the more likely they arevoke connotations and the
more specific those connotations are liable to’BeFurthermore, being able to make
associations and connotations would be meaningless umeasdociations and
connotations carried with them certain emotions: Bty one of the fundamental
conditions for the existence of any connotative com@éie presence of a single-mood
response which is common to all of its componentdedd, connotations and sentiments
are so inextricably united that every connotative expegiento some extent a mood
experience as well’®

Meyer also claims that culturally we have identifiettho'Se modes of behavior,
conventionalized for the sake of more efficient comrmatmon...” meaning that the
expression of a certain emotion has been convenzedado that all who share that
culture, would be able to identify the emotion expresdddyer gives the example of
grief and its conventional expressions patterns: mininadiom, crying, and a vocal
expression which is slightly confined. He also makesltsignction that violent wailing

and moaning are not a part of this vocabulary in moderréiesulture”’

® Ibid., 264.

® Ibid., 292.

" That one does not necessarily express grief by wailidglauting does not mean that one does not
identify this form of expression with grief. Anotherangsting point of comparison is with Susan Langer’s

idea of the life-of feeling. Susanne K. Landehjlosophy in a New Key: A Study in the Symbolism of
Reason, Rite and A ed. (Cambridge: Harvard University Press, 1942).
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Music, like communicative behavior, “tends to become eatignalized for the
sake of more effective communicatioff”.We therefore associate certain musical figures
with the expression of certain emotions, and becatigee constant use of these

associations, they have evolved into connotations.

One aspect of Meyer’s definition requires further etakion. Meyer claims that
musical connotations can only be understood by those albodto the same culture.

However, recent research presents a different pbwmew.

Mithen tells us of an interesting experiment, which sugaiis last claim:

Ongoing research is beginning to demonstrate that such
universal relationships do indeed exist. In 2003, Hella
Oelman and Bruno Loeng, psychologists from the
University of Tromosg, demonstrated a significant degree
of agreement between the emotional meaning that ditfere
individuals attributed to a particular musical interval.eifh
subjects were Norwegians who had been acculturated to a
western musical tradition. Oelman and Loeng noted that
precisely the same associations between particular
emotions and particular musical intervals had previously
been found in connection with ancient Indian music — a
radically different musical tradition. Their condlus, that
'these meanings seem to be relevant for the emotional
experience of musical intervals of humans acrossii@ast
and time, and thus might be universaf®...

The research done by Oelman and Loeng, as well asareeganeral research done by

Eckman and Clyne®, supports the view that connotations, between certanvials and

8 Meyer, 239.
9 Mithen, 91.

8 See more in Chapter 1, p. 5.
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emotions and between a facial expression and an emat®iapable of transcending

cultural boundaries and could be understood univer&ally.

The Collective Memory

Though Meyer does not refer to it by a specific nameywhtings nevertheless
imply that there is in fact an accumulated body ofvikedge, a well of information of
human experience, which is shared by people who belotig teame culture and
perhaps the world at large. The concept of the ‘colechemory’, or ‘collective
consciousness’, is clearly not a new one and ygrésence becomes crucial when

dealing with one’s ability to identify connotations betweeusic and the emotions.

According to Meyer: “A melodic figure, a set of modealationships, or a
harmonic progression is experienced time and time agamonjunction with texts,

programs, or extra-musical experiences which either dagighe mood directly or imply

81 Meyer also mentions the role of myth in the cremtibthe listener’s connotations. He states that th
existence of culturally established images as a reslifeiture and mythology are largely responsible for
the creation of connotations. Again, with this explamatibe problem of cultural boundaries must be
addressed. At its essence a myth was created to ileduman experience and therefore with emotions,
while including special features of the myth’s geographgires. But then if we consider the Orpheus
story for example, we will realize that essentidiligalds true for all persons who suffered loss and wish
they could retrieve a loved one. That the origin of timgh is Egyptian or even Mesopotamian is
somewhat irrelevant, and proof to this lies in thet faat in Israeli literature and in Brazilian litareg of
past years this myth is still very much alive and w8ee Ofir Touche Gafl&nd’s World(Jerusalem:
Keter, 2004) and Paulo Coelhithe Zahir(New York: HarperCollins, 2005). Both books are Israedi a
Brazilian examples of husbands’ journeys in search of tegid/lost wives. Myths and therefore
connotations derived from myths are more than capdldessing boundaries and having a universal
meaning.
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it...Once such associations become habitual, the presétioe proper musical stimulus

will, as a rule, automatically evoke the customary choesponse®?

Cooke concurs:

Is the traditional language of music, to which we have
referred, a genuine emotional language, whose terms
actually possess the inherent power to awaken certain
definite emotions in the listener [the absolute expogssts
view point], or is it a collection dbrmulaeattached by

habit over a long period to certain verbally explicit
emotions in masses, operas, and songs, which produce in
the listener a series of conditioned reflexes? [The
referential expressionists viewpoint] It seems mde
that the answer is simply both. It would be uselessny de
that the continuous and consistent use of certain tefms
musical language throughout five centuries or more must
have conditioned us to accept them without questionjtand
must have helped to intensify their effect, pinpointrthe
character, and codify them clearly?>..

The idea of a collective memory of musical patterrstarir emotional connotations is
therefore a given to Cooke and Meyer, as well as to Mijtiwbo refers to it as 'the

musical lexicon's processing compon&nt.

But let us not confuse the connotations that can beatkfiem this collective

consciousness with one’s personal associations.stAafad loud dancing theme in a

82 Meyer, 267.

8 Cooke, 24-25. He continues: “One can only wonder how(tte Hindemith) ‘Certain patterns of
tone setting’ ever came in the first place to ‘correspwith certain emotional reactions on the listener
part'...it is possible to discover...close natural corresporetehetween the emotive effects of certain
notes of the scale and their positions in the acohstiarchy known as the harmonic series; it seems
improbable that the ‘strength’ of the fifth and the ‘joy'the major third, for example should not be
inherent in their ‘basic’ positions in the series.”

8 See Chapter 1, p. 26.
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major key could lead one to connote the passage wittntle¢ion of happiness, since if
one refers to the collective memory, one would sekinh@aost cases, a loud fast dance
melody in a major key is usually attached to this emotBut one’s personal association
of the same theme might lead one to a different imdigaight be associated, for
example, with a memory of a pleasant trip to the tguii There is indeed a profound
difference between the general connotation and thatprassociation, and one should be

careful not to confuse the tWb.

Another important observation regarding the composarsperformer’s
relationship to the collective memory should be mabl®ough, as we have seen, the
perspective taken by Meyer and most other theoreticiahati®f the listener, these
observations, about one’s use of the collective mentarig true for the composer and
performer as well. It is important to remember thahlmatmposer and performer have
listened to music and have developed their associativespeodnoting abilities and
'musical lexicon' processing components. Mozart’s musgne created by an artificial
intelligence nor was it performed by one. One must iatkeconsideration that at the
time of composition and performance, the collectivescamusness, connotations and

primary process are all working and have not been shw dtar the sake of creating

% In some cases it might also arouse a negative asenaan unpleasant trip, which will be in
opposition to the common connotation.

8 Another aspect of the collective consciousness isaheble part it plays in teaching us about
emotions. One should also remember that one’s refer® any emotions could be made out of one’s own
experience and also by referring to an experience vexigts in the collective consciousness. For
example, one might have never been in love, or felexhdaration of falling in love, neither physically
nor psychologically, but since one is a part of a caland one perhaps read a book or saw a film in which
this emotion has been described and experienced bypsbjie, one could now mirror that emotion
oneself.
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so-called ‘pure’ music. To conclude, the artificiakiistions made here between the
structuralists’ and referentialists’ point of views, atif do not exist. According to
Cooke: “Many modern musicians refuse to admit the presehany emotion in the
music at all: it has now become pure sound-structuritelfectual and aesthetic delight.
We are under constant pressure, from the written pokles word, to make only a half
response to all music — to admire the form without apmiihg it as expressio” It
seems that we are asked to put aside and ignore somethimgftimlamental to our

being and to our physiology: our ability to associate.

2.2 The Intersections

The previous section established that the connection betmeasic and the
emotions is based on one’s ability to make assocatietween music and the world of
human experience. We have also seen that someagsashave been ingrained in
human consciousness by sheer repetition and havdaieeeyolved into cultural
connotations. Since the number of possible connotabetween music and the
emotions is so vast, the following section will fo@rssome general areas from which
connotations seem to stem. Because of their fundie@nd inclusive nature, these

areas will be referred to as intersections.

87 Cooke, 234.
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The First Intersection: Programmatic Music, Representatonal Music and Pure

Music

In this first intersection the discussion revolvesuaid the juxtaposition of three
different categories of music: (1) Music that has @neation to text, i.e. music set to text
or music which follows a program or has a descripitle® (2) representational music,
i.e. music which is capable of representing or suggestirgin objects, phenomena,
etc.; and (3) pure music, which has no text or represemshabilities deliberately
attached to it° In the case of the first category, emotions caarbesed by the text's
implications®® In the case of the second category, the objectsepired by the music
can cause certain emotions to be aroused; for exarhiile,music portrays a storm, it
could arouse certain emotions normally associatedanstiorm, such as fear. In the case
of pure music, though, the arousal of emotion is cons@tl® be a more complicated
matter, and hence the question that lies at the baigs next section: can one assume
that pure music also carries an emotional meaning witereg not follow a text or when
it does not clearly represent an object? Certain schhalach as Eduard Hanslick,
declare total separation between the three types oEm8sime others, this author
included, claim that the three are, in reality, inseparaBloth these positions are going
to be elaborated on in the following discussion, butdgef@nturing in, it is important to

clarify the following. Firstly, the two categories ni®ned before, music with text and

8 In this section, we will refer to all types of musimnected to text as programmatic music.

8 Though some obvious overlap between these genres exigdiginto prevent confusion, they will be
discussed separately here.

% One must remember when setting music to text, odeakng with the personal response of the

composer to a text and that therefore irony and opposditire text’s implications should be included
under this category as well.
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music with representational abilities, have caused a wbddsociations and
connotations to be created between musical gesturesrartebeal meanings, a world
that can be easily applied to pure music as well; the sgpatbetween the categories
only describes a superficial element of the musicesigtence of text, the depiction of
an object or phenomenon, or the lack thereof. Alsoethetional meaning of music lies
not only in the existence of such extra-musical stifudialso in a deeper layer of the
music, in the musical line’s prosody and in the listenability to refer to the world of
connotations and associations. One should therb@®oareful in attributing the origin of

the emotional response to music to one element rathrrthe othet*

Music Set to Text?

The immense power of the collective consciousness whegtes musical
perception, is derived in part from centuries of composetsing music to text. Here is
one of the most common examples: “In most of thegsan Schubert’®ie schone
Mdllerin...the accompanist indirectly imitates the flowing motadra brook by regular

patterns of quavers and semiquavets.This has become such a familiar connotation

1 The discussion in this section narrows the cause fomati@nal response to music to the existence of
text or representational abilities. Clearly, one baraffected by several factors at the same time,asich
the music’s prosody, the performer’s charisma, andtie of the listener as well as by the existenee of
text. However, the purpose of this section regarding irdoses, is to isolate certain characteristics of
music which are in this case attached to it, and seelihaw they might cause emotions to be aroused.

2 The reader should compare this following section withafits scientific explanation presented in
Chapter 1, p. 25-8. ltis clear from Mithen’s graph oBthat the arousal of emotion is done
simultaneously on several different planes, bothrasetion to the text and as a reaction to the musical
line’s prosody.

% Cooke, 5.
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that when one encounters the same patterns in SchunmariR&hmaninoff's music, one
will inevitably make the same connotation. It is atkEar that when the music is
accompanied by a sung text or program, the emotionaticbat the piece will become
obvious because of the existence of such*fesfthe emotional response to music in this
specific case is therefore a result of a very spesiimulus — words. Could we then use
this genre of music to help decipher the emotionalesdrdf a purely instrumental work?
Could one assume that the meaning of a certain musidalgegas implied by a
program and text, and would hold true for the same gestaréurely’ instrumental
work? To go back to Cooke’s previous example, can Schsibegular use of eighth-
notes and sixteenth-notes patterns, which so cleadictithe flowing of a stream Die
schoéne Mullerinbe assumed to mean the same thing when it appeaesWanderer
Fantasy The answer is more often than not, yes. 8hk must be careful and examine

the context of the work carefully in each and evexrsec

Very few theoreticians deny that music that is progratienaad/or text-related
may cause specific emotions to be aroused. But someeticgans seem to think that the

same could be not said for pure instrumental musicir @hguments can be challenged

% One must be asking at this point if this sort of connmtas based on the purely musical qualities of
the line or on the added text attached to it or bothv®make the connotation between a descending
chromatic line in the bass and a lament because of tiseah nature of the chromatic line, or because so
many laments have been written on this ground basssdty difficult to answer this question with
certainty and yet, | believe that by the end of thisptér it will become clear that the repetition oftamr
musical gestures and specific text as well as the speaifure of a musical gesture, are both responsible
for the creation of a connotation.
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by referring to the primary process, as discussed atutisetaof this section, as well as by

resorting to the research on prosody, discussed in GHapte

One such theoretician is the famous music critic Edtiamslick®® Hanslick’s
main claim is that music is an end in itself and thatvalue of music lies in its essence
and not in any projected emotion or image one might add“he ideas which a
composer expresses are mainly and primarily of a pure$ycanature. His imagination
conceives a definite and graceful melody aiming at nothirygd itself.®” Hanslick
addresses programmatic music, and claims that its natueey different from
instrumental music and that no analogies can be netdesbn the two. He also refers to
the resemblance between motion in music and emdiwdrglaims that this resemblance
is not enough of a condition for identifying emotion ingic: “By this we mean that the
beautiful is not contingent upon nor in need of any stilp@©duced from without, but
that it consists wholly of sounds artistically comhiri€® Hanslick takes the formal

absolutist position, and at the same time discards gy possible position. Though

% Infants respond to the vocal intonation of their mithspeech before they are capable of processing
the literal meaning of the words. The musical natéil®8, suggests that humans are capable of realizing
the emotional intention behind a vocal line, even ifrtteaning of the words is unintelligible or even when
no words are attached to it. Whether that line igyday the mother or by a clarinet, the differences are
negligible, and an emotional intention can be derivagk Ghapter 1, p. 27. Also consider listening to an
opera when one is not fluent in the sung language. The&agralomeaning of the aria could still be derived
from the musical line’s prosody.

% Eduard HanslickThe Beautiful in MusicTranslated by Gustav Cohen (New York: Liberal ArtssBre
1957).

" Budd, 23. The reader should remember that at least dafamslick’s ideas are presented more as
reactions against Wagner’s dramatic concepts, andhmésan attempt to justify the more traditional
‘abstract’ classical forms such as the symphony andtso

% |bid., 47.
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music does have a value in its own right, one basets$ @ure structure, it can, as we
have seen, also carry a whole different dimensfaneaning if one is willing to accept

the world of associations and connotatidhs.

Music, as a Representational Art Form

Painting is considered a representational art form begaysenting, a chair
could potentially represent a chair in reality. Therfahe chair takes on canvas could be
similar to the form a chair takes in reafff}). Because music cannot represent an object,
such as a chair, it cannot therefore, be called a mpa®Nal art form. Hence, listening
to The Great Gate of Kievom Mussorgsky's’ictures at an Exhibitiofassuming one is
not aware of the movement’s title), the listenerrca be expected to imagine a gate on
the basis of what s/he hears alone. It is only aftee has learned of this movement’s
title, that the association between music and gatdeanade. Cooke, though, shows
that in some other cases music does have certairsegpagional abilities: “There are
three ways in which music can represent physical objdetst by direct imitation of
something which emits a sound of definite pitch...The s@eway is by approximate
imitation of something which emits a sound of indefipiteh, such as a
thunderstorm...the third way in which music can represent pdilysbjects is by the

suggestion or symbolism of purely a visual thing, such asiligdy clouds or

% The reader should be reminded of Meyer's and Cooke’s caisrog the complementary nature of the
absolutists’ and referentialists’ positions.

19 This is of course, if one puts aside the differencedsen the canvas’ two dimensions versus reality’s
three.
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mountains...frequently, music’s three methods of tonetipgimre fused..*** Cooke
demonstrates that music can on occasion be viewed pseaegntational art form;
Beethoven’s Pastoral Symphony, which Cooke clearlyeatas here, is filled with such
examples. If we choose to add to this the listasnalility to identify common
connotations and association in the music, for eXxampgthe case of théreat Gate of
Kiev, where the listener should be able to identify thginig bells and chorus singing,
we could surmise that even though music cannot be corgittebe a representational
art form to the same extent that painting is, it ndedeiss does possess certain

representational abilities, which could potentially yieideanotional responsé?

Malcolm Budd nevertheless claims that: "Pure musicnisrarepresentational
form of art and in that respect differs from fili?* Budd insists on distinguishing
between music with text and with some representatiqunalities, and pure music. One
can surely agree that indeed the listener is more tqaatbte of appreciating music as
pure sounds and having an emotional reaction to such pure sgdndshould also
realize that the logical mind does indeed make conscistiaaions between different
types of music such as programmatic and purely instrumeBtdalone must also admit
that these distinctions are not necessarily foltbwéen one is listening to music. There

is no reason why one’s mind will prevent an establishedatation which is a result of

101 Cooke, 3.

192t js important to note here again that a piece of maicconvey an emotion without being
programmatic or representational at all. One doesane to have a program to realize the grief affiBa
E flat Minor Prelude from Book One of the Well-Tempe@dvier; the music by itsefuggests such a
feeling.

103 Budd, 29.
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programmatic and representational music to be admittadpurely’ instrumental work;
compare for example, the last movement of SchumaPersavaland the second
movement of higantasyOp. 17. For the associative mind, music is music, dégss of
whether one calls it programmatic or representationakither. Once an association has
been established as a connotation, it will be identigkd or without the logical mind’s
permission to use to it. Budd would have us think differenflgcording to him,
composers give the listener permission to freely asowith the music only on specific
occasions, and in most other cases (pure music) de@né.still must ask oneself
whether SchumannGarnavalandFantasyare so fundamentally different from one
another since in the former Schumann gave the mowsitides and in the latter he did
not? Did Schumann mean to imply that in one work théeacd and performer are
allowed to free-associate with the music and in theratey are not? Clearly this is not
the case. Not even a great composer such as Schunmasiopdhe listener from
imagining, or referring to the world of existing connaias, and frankly one should

strongly doubt that that was ever any composer's intetti

Budd claims that music differs from film, i.e. stonythe fact that it is not
representational. But we have since seen that musidhdeesome representational
abilities, and that with the aid of connotations an@e@sasions, music could tell a story
quite easily. Furthermore, centuries of music sexg tind four hundred years of opera,

show that there are some important overlaps betat®en and music. As we have seen,

194 This issue is especially clear in Schumann’s music, siaceuch of his music is inspired by literary
works and by his imagination. His choices of titles sichantasy Pieces, Fairytales and Forest Scenes for
purely instrumental works, are clearly invitationstfoe audience and performer to free-associate with the
music, even if the logical mind would have them labeketgbare’ music.
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the relationship between music and text, between a ptb& anusical gesture is a
centuries-old relationship. Folksongs, lieder, madrigadscgeras have through the
centuries guaranteed that the connection betweentstting, word painting and music
will have its imprint in one’s consciousness. One omgds to consider any of the
Romeo and Juliet renditions, opera or ballet, and olhewimess the inseparable link

between story and music:

It seems therefore safe to say that programmapecesentational music and pure
instrumental music all operate under the same lawhkaiRavsky's ballets and operas are
therefore not as fundamentally different from his syompés and concerti as Budd would
have us believe. No one can say with absolute certiiat when Tchaikovsky was
composing his instrumental works he didn't see a balleeolgoaphed or imagine a story
line to the music. It would be peculiar to think that wiehaikovsky was composing an
instrumental work he was engaging in a profoundly diffecempositional technique
from when he was composing a programmatic ptétéccording to the information
presented in Chapter 1, we can safely assume thassbeiative mind does work

continuously, and that it is not activated and deactivatedll.**’

195 Cooke gives a wonderful example to show how imprintecetheanections are in our consciousness:
“Within the orbit of tonality, composers have alwageb bound by certain expressive laws of the medium,
laws which are analogous to those of language...try singingdhe ‘Crucifixus’ to the music of Handel’s
Hallelujah chorus...” Cooke, 14-15.

1% This quotation is taken from the program notes to kaivaky’s Fifth Symphony, written by Michael
Steinberg: “There is, however, a notebook page outlinimg@asio for the first movement: ‘Introduction.
Complete resignation before Fate, or before theunslole predestination of Providence. Allegro. (1)
Murmurs, doubts, plaints, reproaches against XXX. (@IS throw myself in the embraces of faith???”
Michael Steinberg, “Pyoter llyich Tchaikovsky, Sympkid#o. 5,” Tanglewood Summer 2006):39-43.
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The Second Intersection: Motion

The second intersection between music and the ematweos/es around the
similarities between the human body’'s motions andendbund in music. We have
seen that the physiological elements of emotions n&rillemselves in part in bodily
motions, so when similar motions and gestures appeausic, an easy association
between the two can be made. According to Meyer, “Moedcegtion by similarity
depends upon a likeness between the individual's experigmeods and his
experience of music. Emotional behavior is a kind obmposite gesture, a motion
whose peculiar qualities are largely defined in termenefgy, direction, tension,
continuity, and so forth. Since music also involuestions differentiated by the same
qualities, ‘musical mood gestures’ may be similar to ‘betravimood gestures™®
Obviously, any motion in music that resembles a dancetheh it be the last movement
of Beethoven’'s Emperor Concerto or a Waltz by JoharauSsr(Senior or Junior), will
create a clear connotation with an emofithAnd dance motion is by no means the only
possible motion. For example, Schumann’s whirling windse first and last

movements of his Op. 22 Piano Sonata, or Brahms’ pastonal for the Op. 8 Piano

970On a more practical note, if one considers the g@aposers’ output one will find, that almost all
have written a tremendous amount of vocal music. The cisoparsetween Mozart's operas and his
instrumental writing is unavoidable, and a list of gamanalogies between the vocal works of such
composers as Schubert, Schumann, Brahms and Debussy amusthainental works is as immediate.
One only needs to compare the Four Serious Songs Op. Btaluys with his last piano piece Op. 117,
Op. 118 and the Clarinet Sonatas, Trio and Quintet, andakién which the three-octave unison is used in
all of these works, and one will realize how strgrtgle vocal writing is connected to the instrumental and
how both stem from the same emotional core, takints deave from life.

198 Meyer, 268.

199 This is not to say that a dance connotation can onlyeceeaassociation with positive emotions, there
are many examples of sad dances, like some of Chopewsifidas.
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Trio’s opening measures, are all clear examples of hotlomin music can imply an

emotion of either frenzy or tranquility.

In The Meaning of Musit™’ Carroll Pratt, another notable theorist on the subject
of music and the emotions, assumes a somewhat bipoliopas the connection
between music and the emotions. First he denies thecoom between music and
human emotions by stating: "We attribute to inanimatectdjgharacteristics that are
specific to living things...Ruskin gave the name 'the patifellecy’ to this falseness in
our impressions of external things induced by strong emotidH..Essentially Pratt
claims that the listener is projecting his emotions ontsmanimate object: music.

That one will attribute these ‘living things” characsgtigs to music because of
associations and connotations, and not because one suddiggNes that music has
taken a physical form, is not an option for Pratt. al4® is clearly opposed to the
possibility of empathic listening. He claims that musiansnanimate object and points
to the fact that since music is not a living entitys ihot capable of transferring emotions,
and that therefore there is no possible way for omerpathize with it. One must oppose
these statements. In Pratt's view music is an indaioigect; it is merely sounds in the
air and exists as shapes on paper. But music does nohag®ation. It cannot
seriously be considered an inanimate object becausmiltdwt exist without a

performer, a living human being, breathing life into it tage. The emotions put forth

by the composer expressed as choices of notes on théogatiger with the performer's

10 Carroll C. PrattThe Meaning of MusitNew York, 1931).

111 Budd, 38.
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emotions on stage are what the audience is empathizingnet abstract sounds. The
projection of emotion happens because there are oth@arhbeings involved in the
performance of music. The only true pathetic fallagsehs the isolation of music from
the rest of the variables involved in a performaiiéelater on, Pratt changes his position
and claims that music and the emotions are tied becausieahmotion and body motion
are similar. Since emotion is the motivating fadiehind body motion, it can also be
aroused when the same motion appears in the music; sasids and looks the way
emotions feet™® Pratt is then in complete agreement with Meyerdaitins that because
there is movement in the body when one experiencesnation, and because music is
capable of conveying motion, a resemblance exists betwedwod. Fast and slow tempi
could then be associated with different emotions beddwseshare a similarity of
motion. This lands Pratt with a comfortable positiothie absolutists’ circle, as a

referential expressionist.

The Third Intersection: The Voice

Being both the source of most audible expressions of enwithn human life and
the most basic tool for music making, the voice ssywa have seen in Chapter 1, the main
reason for the connection between music and theiensdt* Since this intersection has

been previously discussed, only a few other observatiandcsbe made here. Trhe

12 The connections between the concert hall varialsidgtee processes that take place in between them
will be elaborately discussed in Chapter 3.

113 For a more elaborate discussion of Pratt’s posgamBudd, 46-47.
114 Meyer: “Because moods and sentiments attain their presise articulation through vocal inflection,

it is possible for music to imitate the sounds of enmatidehavior with some precision.” Meyer, 268.
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Descent of Mart*® Charles Darwin traces the origins of music as a phenomin the
natural world, to the vocal communications system&@fnimal world. Darwin

claimed that the existence of music was a result>afaeselection — the desire to
reproduce and choose the best possible mate. In ortdailiate reproduction, certain
species have developed voice calls that would attraetttéetion of a potential mate and
which will make them more desirable than others. Modaugic, as far as Darwin is

concerned, is just a continuation of this behaviorakepat

Steven Mithen on the other hand, has shown that theexjral selection was
indeed a powerful force in the evolution of both languagkrausic, it was not the only
working motivation. He adds that the rise to bipedalibm®,increase in communication
due to foraging, mate competition, parenthood and group satrete all motivating
factors in the creation and evolution of the early-anrmommunication system, of

which, as we have seen in Chapter 1, music was a'part.

115 Charles DarwinThe Descent of MafNew York: Prometheus Books, 1997).

19n Mithen’s words“Homo habilis most likely used vocalization and body nmoeats to express and
induce emotions in a manner that far exceeded any modetimunaan primate but that was quite restricted
in comparison with modern humans, owing to the posses$immelatively ape-like vocal tract and limited
muscular control. Both vocalizations and movement whalge been substantially enhanced following the
evolution of bipedalism, so that later species of Home@wabte to engage in extensive mimesis in order to
communicate about both the natural world and their emaitstates. In both Homo ergaster and Homo
heidelbergensis, singing may have been a means aftettyanates and a behavior that was subject to
some degree of sexual selection. Singing would have adspebmeans to reassure infants when 'put
down’', and to facilitate their emotional development tli@dacquisition of an adult communication system.
Finally, as cooperation was essential in those Earlyafusocieties, singing and dancing would most
probably have been used to engender social bonds betwaieiduals and groups.” Mithen, 234. For a

more elaborate discussion of Darwin's position and plesspposition to it, see Mithen, Chapter. 12
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The Fourth Intersection: Beauty

Unlike the previous intersection, beauty offers a muchersomplicated
connection between music and the emotions. The siijpctf one’s definition of
beauty and beauty’s possible effects on the listener thakatersection difficult to
address. Edmund Gurney, in his bddie Power of Sounaevertheless, does attempt to
address this issué’ Gurney starts by making similar remarks to those madeéayd
and Meyer: "Our reaction even to the most abstraoaVi®rms is everywhere influenced
by their likeness to the forms of phenomena in the abtwrid: we do not respond to
them in complete abstraction from reference tontterral world.**® He later adds: "But
our reaction to melodic form is undetermined by any res@mgblto similar forms in the
natural world: we respond to them in complete abstnadtam reference to the natural
world..."**® Why this should be the case, that melodic formsesharesemblance to the
natural world, Gurney does not specify. He does resh&eonflict in favor of the
associative mind by referring to motion: "Musical mosi@xpress extra-musical moods
and feelings through their resemblance to physical motiGhs=or Gurney, the smallest
building blocks that should be considered in regard to e isf music and the
emotions are short melodic phrases or 'short mefodias’, to use his term. Music, for

him, is made out of these short phrases, and in thetoelreves, lies the answer to the

17 Edmund GurneyThe Power of Sound@.ondon: Smith and Elder, 1880).
118 As quoted in Budd, 55.
91pid., 53.

120 pid., 65.
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connection between music and the emotions. He dissings between those short
melodic phrases which he finds beautiful and those, whit¢iim are not. Beauty,
according to Gurney, is the cause for the intense enjayomenexperiences when one
listens to music. He also claims that the emotioesibonse to this form of beauty is

unique®?*

That what one might consider beautiful in music midgéb gerve as a magnet for
one’s attention, and a cause for some emotional exeiteis undoubtedly true. When
one listens to a particular melody (and one shouldiatdode here a particular harmony,
rhythm, or timbre), that one might consider beautuak often does feel enjoyment. But
then this is also true in the case of the performigbearticularly fetching — beauty is a
magnet and a cause for enjoyment. But is beauty the ne@son for the arousal of
emotions in music? And is enjoyment the only possiblet®n aroused? Let us
concentrate on beauty as it might appear in the actusic and disregard the performer's
physical appearance for the time being. The beauty otsteu@nd in structure one can
include everything from an interval to the entire forha@iece) is indeed capable of
creating strong emotional reactions. The opening chdrbsloussy's Violin Sonata and
the relationship between them could be to some so ba&atyly beautiful that these
measures in themselves are enough to send the listemerstate of ecstatic joy. Beauty
of tone, of sound combinations or of original architectare,to a great extent the

reasons for one’s attraction and emotional respansrisic in the first place.

12L«The prime characteristics of music, the alpha andgarof its essential effect: namely, its perpetual
production in us of an emotional excitement of a verynisgekind, which yet cannot be defined under any
known head of emotion. So far as it can be describedems like a fusion of strong emotions
transfigured into a wholly new experience...” Gurney, 120.

62



But there are several major problems that arise friraducing 'beauty’ as an
intersection between music and the emotions. Rifsd} is it that makes something
beautiful in music? And then is it really only the bgaaftstructure that creates the
emotional reaction? The answer to the first probefairly simple. Beauty is in the eye
of the beholder, or in this case, in the ear of tterier. It is a subjective point. Some
might consider th&ite of Springo be a beautiful piece of music, some might notchEa
person has different standards for beauty, but this dutesegate the original premise
that beauty plays a powerful part in arousing the emstidlhe more troubling issue here
is that according to Gurney, enjoyment, caused by beauhg imain emotion we
experience when we listen to musié. To conclude, beauty should be strongly
considered as a powerful intersection between musi¢tenemotions, but should be

treated with much caution.

122 pnother problem that arises form his theory is the tpresf beauty's origin. Can one really
distinguish between the beauty of the structure of the nggtirase of Debussy’s Afternoon of a Faun and
the beauty of a specific performance? Can one saycesthinty that what one finds beautiful is the
structure of the music, the combination of notestithbere, the rhythm of the phrase and not the
interpretation of the flutist who infuses the phragh & beautiful tone and tenderness? No clear answer i
possible here.One might also argue that the flutist is already combitioth structure and the emotion in
her performance, and what one finds beautiful is alreaggrger of the two.
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The Fifth Intersection: The Composer

Undoubtedly, the last century has profoundly challengec¢cdomposer’s
involvement in bringing music and the emotions togethetheir writings composers
such as Hindemith, Stravinsky and Cage have put forth diffeqg@nions as to what
music is, what is the role of the composer and theegddemotions in the creative
process. It seems therefore quite necessary to opeisghe for discussion and
understand the role of the composer in bringing musiclanérmotions together. Before
venturing into the discussion of the structural aspeictise composer’s work, it is
important to remind ourselves, that as a human beingaitmposer is also subjected to
the same principles of association and connotationgheAsest of humanity s/he is not
immune to them and s/he cannot avoid them, thouglcafheonsciously oppose them,

as so many composers in the last century have.

What are the composer’s building blocks? What arsttiuetural tools at his
disposal? One can mention here pitch, rhythm, dynatmalsre and form, as the most
general groups of musical building blocks. As we have,saation can be aroused as a
result of musical structure, by both associations andatations (the referentialists’
point of view), and/or as a result of the actual mudicatling blocks (the absolutists’
point of view). Whether emotion is the cause for ordgthese elements or is their

result, is where opinions differ.
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Let us start this discussion with Meyer’s theory witgard to how a composer
incorporates emotion into music. When coming to define iemolvleyer says:
"Emotion or affect is aroused when a tendency to resjsomdested or inhibited® In
this quotation Meyer identifies yet another common thitéat runs between musical
structure and the emotions, i.e. tension and its resaolutleyer is specifically referring
to the fact that emotions are usually aroused by oneedfut possibilities: satisfaction
or the lack of satisfaction. Emotions indeed revolwriad the axis of satisfaction or
lack of satisfaction and resulting tension. But oraukhremember that tension is not
the sole indicator of one’s emotions and more immbistatension in itself cannot

disclose the identity of the specific emotion onexperiencing.

Meyer sees musical structure as obeying the same pesitiat motivate
emotional response, the inhibition and fulfillment o$ide: "Emotion — felt is aroused
when an unconscious expectation — a tendency to respotidatext by the musical
stimulus situation is temporarily inhibited or permanebtbcked.*?* Meyer suggests
that behind every harmonic progression and interval resalutés a basic expectation;
one usually expects a dominant chord to resolve to a¢btoid, a dissonance to a
consonance, etc. When one’s expectation is 'arrestdddne perhaps hears a deceptive
cadence instead of an authentic one, one’s expectatiertemporarily inhibited' and

emotions are aroused.

123 Budd, 155.

124 |pid., 160.

65



It is important to note Malcolm Budd’s objections to Meygroint of view: "It is
clear that it is integral to music that it should ¢egatramusical expectations in the
practiced listener. But these expectations — whethecgtmus or unconscious — are not
automatic response patterns: they do not consist ines £ mental and behavioral
responses that succeed one another in determined ord@rOrie must argue against
this position. Most trained musicians, including composeestaught the basic rules of
harmony and interval resolution, of counterpoint andevéeading, different possible
rhythmic patterns and rhythmic displacement. Musiciaaslto identify these
‘determined orders’, it is an integral part of the mudemaguage and of musical training.
They might not be automatic but they are ingrained. @itbupports this claim: "Tonal
knowledge is probably the closest that music comes ta¢pavsyntax — for although the
rigid rules apparent in language syntax do not apply, tomallenlge creates
expectations about what pitches will follow each atlkepecially when a piece of music
comes to its end.” Mithen then describes Burkhard Maesgieriments proving that
even uneducated listeners are capable of realizing ‘detednoirders’ in music:

Maess and his colleagues adopted this approach,
interpreting harmonic incongruities in music as the
equivalent of grammatical incongruities in speech. The
participants in their experiments, all non-musicians,
listened to chord sequences that conformed to the rules of
tonal music. As a sequence was played, the chord®drea
expectations in the listeners as to which chords waoardec
next. Maess then introduced chords, ones that did not
conform to the rules of Western music, and used MEG
imaging to measure the changes in brain activity that thi
caused. If one brain area became more active thad it h

been before, then that was likely to be where musical
syntax was being processed. Maess found that this did

125 pid., 160.
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indeed happen, and that the area was the same as that in

which speech syntax is processed — Broca's*atea.
Maess' experiment shows that though we often process mwssubconscious manner,
we somehow intrinsically understand tonal tensionsisti proves that music does obey
certain rules and that the exceptions to these toited are immediately registered in the

brain as anomalies.

Only by knowing the rules can one truly understand and alppgeghen they
are broken. And since composers often depart from theshof their period, it becomes
even more important for the performer to be able totifyerwhich of the norms were
broken and why, and to understand these exceptions as ideyWAfthen a rule is broken,
and for example a harmony that does not seem 'approppgtears, or when a five-
measure-phrase appears instead of a symmetrical periahilibeto identify these
cases as unusual becomes critical to one's interpretafioe issue is therefore not
whether these determined orders exists, as they ctb@riyut whether the performer and
listener who have not studied them, would be able to igethigfim as such. Structure is
indeed partially responsible for the creation of tensimhthe arousal of emotion. The
combinations of sounds in expected or unexpected pattetma witertain frame will

surely cause the listener to feel the arousal andselef tension in musié’ At the

126 Mithen, 66.

127 Another interesting viewpoint is discussed in ChaptdrBudd'sMusic and the EmotionsThis
chapter discusses Schopenhauer's theory. Schopenhaugethgéawotion in music as being similar to the
motion of the human will. The motion in a phrase msilsir to how one moves through life: "The sense in
which music is a representation of the will is that thost important elements in musical structure and
close counterparts of the essential features anusfof the will as it manifests itself in time..." an@hus
music mediates between the world as representation amebthteas will. It enables us to experience the
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same time, Meyer, as the opening of this chapter haadslrshown, has little problem

admitting that the referentialists' point of view ¢ually valid:

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 connotations of referential things. These
imaginings, whether conscious or unconscious, are the
stimuli to which the affective response is really matie
short, music may give rise to images and trains of thought
which, because of their relation to the inner lifehe
particular individual, may eventually culminate in aff&gt

We can therefore conclude that the composer arousasoeny the nature of his

musical structure as well as by his ability to realizeasociations and connotations that

might arise in himself and in the listener as a teslihe following question is then how

conscious is the composer of this process? And doestérmMalaron Copland answers

this question:

Now the composer has an idea. He wants to know what he
has. He examines the musical line for its purely formal
beauty. He likes to see the way it rises and fafisf it

were a drawn line, instead of a musical one...but he also
wants to know the emotional significance of this therfe.
all music has expressive value, then the composer must
become conscious of the expressive values of his theme.
He may be unable to put in into so many words, but he
feels it! He instinctively knows whether he hagay or

sad theme, a noble of diabolical one. But sooner er he
will probably instinctively decide what the emotional

innermost nature of the world as it were from withinot from without, as is the case when the will is
objectified... in the natural world and we experience it psasentation — yet without our paying the
normal price when the will is experienced from withirg price of suffering." Budd, 94.

128 Meyer, 256.
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nature of his theme is, because that’s the thing he ig abo
to work with.. *?°

He continues discussing the process of adjusting the mausiatch an emotional

intention:

Merely by changing the dynamics...one can transform the

emotional feeling of the very same succession of ndégs.

a change of harmony, a new poignancy may be given the

theme; or by a different rhythmic treatment the saotes

may result in a war dance instead of a lullaby. Every

composer keeps in mind the possible metamorphoses of his

successions of notes>°
Granted, not all composers will admit to this levelwleeness regarding the adjustment
of the music to match an emotional intention for enposition. What seems stranger

though is that some of them completely derfy'it.

Cooke, in his booRhe Language of Musiexamines music’s building blocks
and the emotional connotations that are usually attachidngm. This act of cataloging
emotional connotations and meanings gives him a signifinaight into the act of
composition. Cooke argues that the creative imaginatansforms emotions into
musical form. As a result of this transformatidre tomposer’s emotional energy is
converted into a durable, transportable and reproducibie dbenergy. As Cooke puts

it, “the score is simply Beethoven's message dowrydlaes: ‘pick up a D trumpet and

129 Copland, Chapter 3.
130 |pid., Chapter 3.

131|n his book about Brahms’ Piano Quartet Op. 60, Peter Hb@mith demonstrates that at times even
composers such as Brahms, considered by many to be &”phai$ at times a specific mood in mind for a
composition. In the case of the opening movement of théé@ Brahms is aiming at suicidal feelings, or
to be more specific, the feelings one has when opeints a gun at himself. Peter Howard Smith,
Expressive Forms in Brahms's Instrumental Music: Structure araahidg in His Werther Quartet
(Indiana University Press,2005), 3.
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play these notes at this dynamic level, in this rhytainthis speed, and everyone within

hearing it will know how | felt.” *** At the same time, when it stimulates a response in

listeners, music is transformed back into emotion:

Just as Beethoven'’s feeling of joy, reaching a high pitch o
excitement, must have powerfully stimulated the messor
of musical elements attached to it, until one day & wa
suddenly converted by the creative imagination into a form
of musical energy ...When that form of musical energy is
let loose on us by the performance of the actual soitnds,
must powerfully stimulateur memories of similar musical
elements; and through them must violently arouse the
feelings attached to them, and the emotional faculty
whence these arise, which must in the very natureiags

be the emotion of joy. It must be in some such asthis
that we transform music ‘back’ into emotibi.

The positions of Cooke, Meyer, Mithen and Horning arsialilar. Musical

connotations as both physiological and psychologicaipmena are partially

responsible for the arousal of emotion in listening tsicn They are the convergence

factor between emotions and sounds. But Cooke neglectadrtion one important

fact. In order for Beethoven'’s cry of joy to be heamlhther human being must be

involved, and that is the performer.

One last observation, even if one allows for asg@ais and connotations to be

taken into consideration ase is listening to a piece of music, one can never be

absolutely sure that one is interpreting the composaestion correctly. In functional

language words usually have a distinct and agreed-upon meaaing tinderstood and

shared by all of its speakers; the phrase, “the dog is deasl’q specific meaning that

132 Cooke, 209-210.

133 |pid., 208.
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will be understood by those who speak the English langudtigle in music, gestures
such as chords and intervals do not have such a specifitngeand yield themselves to
different interpretations of the different composamnd performers. The C major chord
does not have one agreed upon connotation, and could lii@verdiones at different
junctures of the same a piece. The typically asdréraotion of 'happiness' to the C
major chord or to the major tonality in general is natessarily the emotion that
Debussy or Scriabin would have ascribed to it. But,ttle@nobjective was never to find
the emotional intention behind a single chord withowgrrefg to the context in which it
appears. One must pay close attentiomotoonly the chord, but to the entire context of
the musical gesture and consider the potential meaninglated every juncture as well
as for different composers. (Consider, for example &t Sonata in C major K. 330,
Haydn’s Piano Sonata in C major Hob. XVI:50 and Beeths/C major Piano Sonata
Op. 2 No. 3. All three works are in C major, but each possesses a completely
different character.) This being said, most associatéonnd connotations simply make the
connection between the musical particle and its rmmstmon use. And in more cases
than not, C major, and the major tonality do imply pesiemotions. The following
comment by Steven Mithen can serve as a good sumnhMngical phrases, gestures and
body language are holistic: their 'meaning’ derives fimemathole phrase as a single
entity."*** When searching for the emotional intention behind a phra®e has to use a
holistic approach and examine the context as much aspenels examining the different

parts.

134 Mithen, 25.
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The Sixth Intersection: The Performer

Since this entire document revolves around the perforimediscussion in this
section will concentrate only on reestablishing theqoerér as one of the important
intersections between music and the emotions. Onbdmsaccustomed to think that
the composer is the one who is ultimately responsislénk structure of music and has
the final word on which notes, dynamics, tempi and ddi@n will be used in the piece.
Unless one is dealing with the practice of improvisatioaroamentation, or
contemporary instances where the performer is instiuotereate the music from
scratch, it seems that very little change regardiagstructure of the composition could

occur at the hands of the performer. Or can it? qinsestion will be answered shortly.

Music does not exist in isolation. Therefore when Cageaks about
Beethoven'’s cry of joy he should be mentioning the truemp@ho is expressing this cry
of joy, and when Meyer discusses the emotional tansi@a phrase he should also be
discussing the performer who realizes this tension andit to life. This omission of
the performer as one of the crucial variables, arisimig the authors’ desire to
concentrate on another element or simply from négieighly unfortunate. Cooke for
example writes: “Let us first of all completely igreathe problematic part played by the
performer. For our purposes, the problem has quite dessopution: if the performer is
unmusical, the chain of communication is broken or impaifehe is genuinely musical,

it is undamaged. We will imagine the ideal case of atgeist, who is able to identify
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himself entirely with the composer’s emotion, and $ra it to us practically unmodified

in a performance such as the composer himself imagftied.”

With Cooke’s comment in mind, let us now go back toghestion presented at
the outset of this section: who is it that determimesical structure, the composer, the
performer or both? Most of the theoreticians on thigest would have us believe it is
the composer. Not necessarily because they trulyweetie, but because, as Cooke says,
for the purpose of their discussion, it makes it muctpker to refer to musical structure
as an absolute phenomenon. But musical structurediss heavily on the performer’s
decisions, almost to the same extent that it relieh®momposer’s original ones.
Beethoven'’s cry of joy, if played too slowly, will bmme a funeral march. Each
performer creates her own structure for a piece, byngapecific choices regarding the
tempi, colors, articulations and phrasing, which aopéfully) ones based on clues left
by the composer. There is no ultimate performance oegeadndition of a piece of
music. Any discussion of a piece of music must takeeonsideration the involvement

of an equal and volatile decision maker, the performer.

This is not to say that as a performer, one does netdiawbligation to the
composer and to his original intentions and that s/he nlatesave to do her utmost to
figure out and execute the composer’s intention, butrédhgtress that somewhere in the
discussion of the roles of performers and composess; thas a mistaken shift of

balance. The composer became God, his score becameitti of God and the

135 Cooke, 204.
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performer became merely a servant. This shift in loalasa tragic mistake that still
operates in current perception and teaching today. We doéeunahear the Elgar Cello
Concerto without a Jacqueline du Pre, or Ba@ufdberg Variationsvithout a Glenn
Gould*® One could claim that the composer has one hundredrpemetrol and
ownership of a work when it is still in her studio, attohwhich s/he cedes to the
performer when the latter is performing the work. It iglationship of total equals. The
structure of the music is equally dependent on the anstfdrmance decisions and on
the notes and musical decisions of the composer, tsemparho initially conceived it.

Elgar’s notes meet du Pre’s spirit, Bach’s variatioeeinGould’s artistry.

Let us then discuss the performer’s role in a lititere detail. Though in essence,
Cooke is very much in agreement in his description optbeess that takes place on
stage with those descriptions we have encountered setitend chapter, his choice of

words reflects the basic misconception.

Let us examine his usage of the words ‘musical’ and ‘unralisand their
potential meaning. How is it that a man who is so chreith identifying every interval
and its possible emotional meaning is careless enoughuoea¢he performer’s duties to
the single one of ‘being musical’? Does ‘being musiedér to the performer’s
structural analysis abilities, her technical abilitiesher brain physiology? Cooke says

that the performer should be able “to identify entirgith the composer’s emotion and

13 This is not to say that these particular interpretatame better than others; there are of course the
interpretations of the Bach by Wanda Landowska andedEthar by Paul Tortelier. It is to say the
performer’s interpretation, and this could be one of maoryderful artists, is as important as the
composer’s notation of the score.
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transmit it without being modified”? But why shouldcha@t be modified? How could
Gould become Bach? And du Pre, Elgar? In fact, why woul&k&pefuse one of the
most basic chains in the creative process, the additng qierformer’s skills and
decisions to the work, her interpretation? Cooke has besth here only as an example;
these same questions should be raised against mosswriténe subject of emotion and
music, as most of them do not even mention the perforifiee performer serves as an
important intersection between music and the emoti&@ise arouses emotion with her
interpretation of the score, her sheer physical presenstage, and psychologically, by

allowing the audience to empathize with the emotiores is/kxpressing.

The Referentialists

More detailed descriptions of the role and process gb¢ni®rmer can be found
in the writings of the theoreticians Meyer calls tleferentialists. In the words of
Tolstoy, “art is a human activity consisting in thisat one man consciously by means of
certain external signs, hands on to others feelinga$idéived through, and that others are
infected by these feelings and also experience th&hirblstoy does not distinguish
here between the composer and performer as artistsube their emotions, one to
create the music on paper, the other to bring the néife on stage. Though the
associative mind is not mentioned as such by the rdfalists, its existence is
nevertheless the underlying assumption that enableswhitses to connect poetry,

acting, and emotions to music.

137 Budd, 121.

75



R. K. Elliot, for example, ties music with poetrigraugh the existence of a
speaker in both art forms. Elliot claims that whea @nlistening to a poem one can
usually clearly identify the speaker. One then fahesoption of either simply
empathizing with the speaker or in fact ‘becoming’ theakpe This means that one can
listen to the poem from ‘without', i.e. listen to stw@y's grief and empathize with it, or
one can listen from 'within', i.e. feel the grief bétspeaker as though it were one’s own
grief. Elliot does say though that the emotion "wdlt lhe experienced exactly as it would
be if it were to be experienced outside the expressidmtof>® He clearly claims that
there is a fundamental difference between emotionshndrie experienced in reality, and

those experienced in art.

To clarify this difference, Elliot calls the two pdsiel ways of experiencing
emotionsPrimordial , the experience of emotion in reality and as a r@adt a real
event, andNon-Primordial, the experience of emotion in a non-real environmerit asc
the imagination. Meyer supports this distinction: “®imsusical effective stimuli are
obviously different from the referential stimuli afiel, there will always be a generic
difference between musical affective experience aaekiperiences of everyday life.
From this point of view musical experience is unigtfé.’Kendall Walton adds a
different twist to the distinction between real anstic emotion by saying that in fact

one does not really feel sadness for a fictionaladtar such as Anna Karenina, but feels

138 Meyer, 126.

139 pbid., 269.
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what he categorizes as make-believe sadif&s8ne can, according to Walton, envision
a scene in one’s imagination and react to it as thawgére a ‘real’ event, while

knowing perfectly well it is not.

Two important distinctions should be made here. Theiéirthat all three, Elliot,
Meyer and Walton, are referring to emotions perceivedéytdience, and not to the
emotions of the composer or performer. This mearighbagh their distinction might
be true for the listener, it might not be as truettiercomposer and performer; the

emotions that they are using to create could be vety rea

The second distinction has to do with identifying tHéedence between the two
possible states of primordial and non-primordial, anth wie realization that a whole
myriad of experiences lies dormant in between. Afiawe seen in Chapter 1, there are
many different levels of experiencing emotion and empatiayy more than just two
possible states. The problematic nature of emotionsdaladert us to the fact that it
would be very difficult to establish on which level ogerfiposer, performer, and/or
audience member) is experiencing emotion in an arpstiformance. To some the
suspension of disbelief is difficult, and the realitysbage is only perceived as an
artificial one; to others, telling the difference betm the reality on stage and real life is a

difficult task 4

149 Budd, 128.

141 When trying to establish the level of authenticity mfeanotion in an artistic experience it might be
helpful to ask the following: why is it that one jumps otibne’s chair in horror films? If indeed fear is
different in art than in reality, there would be no reasgunmp. Meyer takes the opposite approach:
“Merely because the musical designation of a mood ormsentiis comprehended by the listener does not
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As we have seen in the previous section of this chagmdras was made clear by
the similarity of prosody between language and music,ral®gy between a speaker in
a poem and a speaker in music is quite a natural oneic'ias sound
like the vocal expression of emotion’**says Budd. Both Elliot and Walton concur,
saying that one can associate emotions expressed wadallgertain qualities in a
melodic line; a laugh or a sob, expressed loudly or lguiaeta harsh or soft manner,
could be duplicated in a melodic line, "as if someoneveapressing his emotion in the

143

sounds which compose music:.>" One can therefore say that a piece of music could

contain the vocal expression of an emotith.

Going back to the performer, one can see that by beingi¢aduor by identifying

with the composer, what Cooke probably meant is thgpeéhi®rmer is asked to identify

mean that the listener responds affectively. It ifepdy possible to be aware of the meaning of belravio
without responding as though the behaviors were our omg may sympathize with the mood of another
individual without having an emotional experience ourselvéfeyer, 268. The fact nevertheless is that
differentiating between real and fictitious emotionsassimple matter.

142 Budd, 132.
143 |bid., 131.

144 A question that is not addressed by Walton, Elliot eddBis what happens when the music offers
more than just one line, as is the case for examplesymahony or in a fugue. Is one now dealing with
multiple voices and therefore multiple emotional itésgior perhaps with a schizophrenic composer? The
palette of musical sounds might originate and heavilyaelthe voice, but it surely contains much more
than just a voice. The gushing sounds of a stream,ufmpéts of hell, stained glass windows or birds, all
exist in music and show that no composer has ever pedrtoscreate a one-dimensional narrative-like
music only, or to be clear about his emotional interstifor his music at all. As a performer and a listene
one has the obligation to remain sensitive and allovedngposer's intention to be carefully uncovered.
Sometimes the expressive qualities of a vocal linénaleed what the composer was after (as many of
Chopin’sNocturnesand MendelssohnSongs Without Wordsuggest). At other times it is more a
guestion of an atmosphere (such as a battlefield inatbee @f Prokofiev's War Sonatas or a moon-lit terrace
and fireworks in DebussyBrelude$, and more often it is a combination of the two. dme musical
examples only one speaker is present, while in others tire more than one, which can represent different
sides of the composer's personality or different speallexmether. As a rule, there is no rule, and
performers and listeners should always be open to sudden clmngesical context, suggesting a change
in the composer's intention.
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the speaker’s line in the music, the composer’s naesaifiyou will, and to identify,
either by empathy, or by total immersion, with the eondiof that narrative. To Budd,
the performer’s task at hand is nonetheless problenidtchear M (a melody) as
sounding much or quite like the vocal expression of E (eifspemotion) — even being
struck by its likeness does not imply that one makes\eethat M is the vocal
expression of E. And to make believe that M is the Mexjaression of E does not imply
that one thinks that M sounds much or quite like the vexadession of E..

Logically, this is true. There is no fixed dictionaratisays which emotion should be
associated with which melody, since even in the comtietkte same piece the
connotation could change. Budd is therefore corresaying that the relationship
between melody and emotion is not an absolute o thBn his absolutism is of no
importance, since in reality, it plays no role; tikehess between the prosody of
language and of music is enough to create the assoaatibtherefore the connotation
between both. It does not really matter that om®isecessarily the other, that a
specific melody will represent a specific emotion; wthaés matter is that for most of us,

there is enough to cause the associative mind to linkafispamotion with a vocal line

of a certain character, because of all previous exantpée do sd*°

145 Budd, 132.

146 Cooke in his book gives plenty of examples of cases in véhinklodic line surely represents a
specific emotion. His generalizations are obviouslybullet proof, but are sufficient to show that a
tendency exists nevertheless for most intervals, diredand rhythmic features. Also, the following
description of Patrick Juslin's and Klaus Scherer's axgartis by Mithen shows the falseness of Budd’s
statement: "In 1997, Juslin published the results of tledae sets of experiments, in which the music was
generated by electric guitars. First, he wanted toifgdmiw musicians themselves sought to express
specific emotions through their instruments. He gavetprefessional musicians five different melodies
to play, chosen to cover somewhat varying emotionabciens in their melodic structures: 'Greensleeves’,
'Nobody Knows', 'Let It Be', 'When the Saints Go Marg In', and 'What Shall We Do with the Drunken
Sailor'. They were asked to play each piece in whateaener they thought appropriate so that they
would sound happy, then sad, angry, fearful, and finally emally neutral. The musicians were not
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2.3 Three Subject Problems

The following section identifies the essential ar@ashich some confusion on

the subject of music and the emotions still exist.

Problem No. 1: Confusion in Terminology

The first problem arises out of general terms as ‘emstilo music’. One should
always be identifying whose emotion one is referringatm, be aware of the possible
differences. The composer’s deep emotional undersmislised in the composition of

a piece, the performer’s emotions are used to fuelfarpgnce, and the audiences’

allowed to make any changes to the pitches, melodigsitar sound. Under these restraints, they could
play the piece as they wished, but they would do so wittnoaledge of how the others chose to express
the specified emotions. The results showed considecabrdance among the musicians, indicating that
distinct styles of playing were associated with eachefritended emotional expressions. When seeking
to express anger, the music was played loudly, with adagid and legato articulation; for sadness, a slow
tempo, legato articulation and low sound levels were choBppiness was expressed with a fast tempo,
high sound level and staccato articulation; fear wascesged with a low sound level, staccato articulation
and a slower tempo. However, identifying the manner irchvparticular emotions were musically
expressed was just the first part of Juslin's experimerg.s&bond was to explore whether listeners were
able correctly to identify which emotion the musiciaresavattempting to express. For this, Juslin used
twenty-four students. Half of these were musicallyniedj half had no close involvement with music.

They were asked to listen to fifteen performances bieéi\the Saints Go Marching In' and to rate each one
as to whether it was happy, sad, angry or fearful. nJfmlind a very strong correlation between the
emotion intended by the musicians and that which thexéstebelieved was being expressed. Happiness,
sadness and anger were all relatively easy to idefe#ly was a little more difficult but was successfully
recognized in the great majority of 'fearful’ performancéhe listeners who were trained musicians had no
greater success than those without expert musical knowled@pmen had slightly greater success than
men...Scherer's experiments required that any semantic mésniegioved from the words so that the
emotions were expressed via acoustic properties alake.Juslin, he tested whether listeners could
correctly identify the intended emotion. In one expeninthe voice was employed to list the alphabet or a
numerical sequence, while listeners attempted to réoegvhat emotion it was endeavoring to express.

His findings, confirming those of numerous other ingedbrs, were that a success rate of at least 60
percent is usual, even when complex emotions of jealtmsy,and pride were involved...some of
Scherer's other experiments have attempted to idenéfgelationship between specific acoustic properties,
such as pitch level, tempo, tonality, and rhythm, andgleeific emotion expressed — just as Juslin did with
his guitar players. The results were similar...The amalygiCooke and the experiments of Juslin and
Scherer place out intuitive knowledge and common experierftawe&motion is expressed by music on a
scientific and objective footing — whether the music isegated by the voice alone, by an instrument, or by
a complete orchestra.” Mithen, 93-4.
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emotions are usually aroused by the process of empathi@ing.must distinguish
among the different manifestations of emotions ingdJ\whose belonging to the
composer, the performer and the listeners, and rahbizehey are not the same, though

they are obviously linked.

One more important distinction should be made here degathe nature of the
composer’s emotions. In Hindemith’'s words, “Music careress the composer’s
feelings. Let us suppose a composer is writing an extydmeereal piece, which may
require three months of intensive work. Is he, duringttitese-month period, thinking of

nothing but funerals?*’

Cooke answers this question by establishing a dichotomy betwedevels of
emotions in the composer’s life: the composer’s dagiap emotions and a deeper and
more personal level of emotions. He claims thatrapmser does not create from the
first level, but rather from the second. He thendummMozart for an example:

To say that a composer writes music out of his whole
experience is not to entertain crude notions of music’s
dependency on life — to imagine, say, that the meldycho
of [Mozart’s]...Fortieth Symphony was the immediate
result of an influx of bills into the poverty-stricken
composer’s home, or that the comparative joy ofitiggter
arouse out of the receipt of a large loan from a driethe
Fortieth Symphony and the Jupiter are visions of the
sadness and the joy of life respectively, as expee vy
Mozart — not in his superficial, everyday reactions,ibut
his deep, enduring self'*?

147 paul HindemithA Composer’s World: Horizons and Limitatiof@ambridge: Harvard University
Press, 1952), 35-36.
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More confusion, this time in Cooke’s writing, concetims listener’'s emotional
reaction to music and its level of intensity. Cookplaxs the arousal of emotions in the
listener as an empathic reaction to the composer’si@nsgiresented in the music. He
claims that listening to thEéroica's Funeral March, the listener will recognize
Beethoven'’s grief in the music, as a result of thengt associations and connotations,
and will therefore empathize with Beethoven: “In tles heavy, dragging rhythm, the
minor key, and the mournful melody, he [the listenet] ngcognize the type of the
funeral march, and Beethoven’s own individuality of egsion...**° He adds that to
some extent, the listener’s ability to empathize is robd by his personal experience of
that emotion but insists that this form of empathizind mok awaken the real emotion in
the listener: “Will the music awaken ‘former expegerof real grief, stored up in the
memory, and now portrayed in a dream-like fashion?’ [Hmtlgs words] Surely
nothing of the sort...” Cooke sees listening as an empattianasimilar to reading a
letter from a friend, but to him, the next step, thtetearousing one’s own memory of
grief, is not a possibility. One should use cautionmégsuming that the music will not
arouse real emotion in the listener. Not all listera@e the same, and for the sensitive
ones, empathy can arouse real memories and therefigried. For the performer, the
emotions are real, since the task at hand is aboussacgehis emotions. Though s/he
has the option of performing a piece out of an empaibie, as if reading a letter from
Beethoven, one should argue that the performance woulbheeffective if s/he

accessed her own sense of grief to bring Beethoven’'samabteality to life.

148 Cooke, 235-236.

149 This and the following quotation are taken from Cooke, 19-20.
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Problem No. 2: Specificity and Totality

The desire to have specific and complete answers tgetlgecomplex questions
at hand, has led to many complications as well asyfagbumptions. For example,
Cooke shares Meyer’s limitations on the comprehensi@onnotations by people who
belong to a different culture: “The investigation of mukiaaguage is confined to
Europe, since if music is an international languagbiw# given continent, it is certainly
not an inter-continental languag€® As we have seen, the answer to the question of
whether one is capable of understanding connotationssacultural boundaries has
dramatically changed in recent years. Recent resbéascBhown that some associations
and connotations are universal and that there are makefmbetween the perceptions
of emotions in different cultures, than Cooke and Meyeuld care to admit. To say that
all human beings are capable of understanding all possieal connotations would
be an error; to say that only Europeans could understasd tfidVestern music, would

be another.

Another example of the demand for specificity is shawtihe argument against
the investigation of the composer’s emotional intenbgrsaying that one will never
know what this intention truly is. According to Cook#/Hat Goethe, Baudelaire, and
Kafka said may be valuable data for the final understgnalfitnumanity; what

Beethoven, Berlioz, and Mahler said is certainly not pbirhecause there is no way of

150 | hid., vii.
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agreeing as to exactly what they did s&}."To this one must say, as Copland did, that
the lack of specificity should not be used as an excofs®rstart an investigation for an

emotional intention altogether.

Cooke, on one occasion, does give an example of spgoiffemotional
intention, which he finds in a letter Mozart wrote to faiher: “Now, as for Belmonte’s
aria in A major —O wie angstlich. O wie feurig- do you know how it is expressed? —
Even the throbbing of his loving heart is indicated — ¥ ¥iolins in octaves...one sees
the trembling — the wavering — one sees how his swellingbheaves — this is
expressed by the crescendo — one hears the whisperingeasidtiimg — which is
expressed by the first violins, muted, and the flute in umi§6® Cooke proves that
specificity does on occasion exist and can be veriigtywhen it is not present its lack

should not be used to mean that it does not exist.

A more sophisticated opposition to, as well as a desmnijgti the specificity
problem is expressed by Copland:

My own belief is that all music has an expressive @ow
some more and some less, but that all music hagarcer
meaning behind the notes and that that meaning behind the
notes constitutes, after all, what the piece isrggywhat

the piece is about. This whole problem can be stateéd qui
simply by asking, ‘Is there a meaning to music?’ my

answer to that would be “Yes’. And ‘Can you state in so
many words what the meaning is?’ My answer to that
would be, ‘No’. Therein lies the difficulty...

51 |bid, ix. Cooke is clearly being ironic here.

152 Cooke is quoting Mozart in a letter to his father, Vierf@September 1781, concernifige
Abduction from the Seraglidbid., 13
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Let us suppose that you are fortunate and can describe to
your own satisfaction in so many words that exact nmegani
of your chosen theme. There is still no guarantde tha
anyone else will be satisfied. Nor need they be. The
important thing is that each one feels for himself the
specific expressive quality of a theme or, similarly, an
entire piece of music. And if it is a great workaof, don’t

expect it to mean exactly the same thing to you eacdh tim

you return to it.. >3

This problem is also addressed by Cooke in the form okxamieation of the
second movement of Beethoven's Seventh Sympidnin his examination Cooke
clearly shows that though there is a margin of viamain one’s possible titles for the
variation theme, there is nevertheless a core osnse and that some possible titles
could be in direct opposition to the composer’s emotioantion. This last statement
is very much in agreement with what was described ipténd as the false assumption
regarding the subjectivity of emotions. Indeed, each pdrasm subjective
understanding of an emotion, but this subjective undernsigquisitied to a general
consensus about that emotion. Cooke is stating timatrgin of right and wrong about
the emotional intention for a work does exist. Anglaad points to the fact that there is
a difficulty, in this margin, with assigning specific amng to a musical theme, and that

one has to accept personal deviations of interpretation.

153 Copland, 12,15.

154 Cooke, 22-23.
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Problem No. 3: The Causal Connection

The criticism against referentialists’ approach to musicprding to Meyer,
centers around: “1. the causal connection between teeahstimulus and the
referential response, 2. upon the apparent disparity betthheagesponses of different
listeners, and 3. upon the lack of specificity in trepomses madeé™ We have already
addressed Meyer’s second and third objections in the presaations, and therefore
will deal here only with his first objection. In thevds of Hanslick: “There is no causal
nexus between a musical composition and the feelingaytexcite, as the latter vary

with our experience and impressibilit}?®

To Hanslick’s claim Meyer answers: “These objectiare, however, without
merit...” The fact that the nexus between music and respdoes not always exist, or
only sometimes exists is by no means to say that ig esists: “As is evidenced not
only by the practice of composers within a given style st lay the responses of
listeners who have learned to understand the styleAgain, Hanslick chooses to ignore
one’s ability to associate and connote with the musitoming to one’s experience and
knowledge. The difficulty Meyer finds with basing musit connotative and mood
responses is:

That in absence of a specific referential framewdrérd is
no causal nexus between successmanotations or moods.

155 Meyer, 270.

156 Eduard HanslickThe Beautiful in MusicTranslated by Gustav Cohen (New York: Liberal ArtssBre
1957), 25.

157 Meyer, 271.
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In literature or in life, successive experiences are

apparently causally connected by the sequence of events

which take place between them. A depressing experience is

followed by a joyful one, and the change is understood in

the light of the events connecting them. But thougisim

can present the experiences themselves, if only

metaphorically, it cannot stipulate the causal connectio

between them. There is no logical reason, whethesical

or extra musical, for any particular succession of

connotations of moods?
This problem, in Meyer’s opinion, was what led to the atieéprogrammatic music:
“The program is not the mere whim of the composer, apaegssary and superfluous
addition to meanings already inherent in the music, nbais attempt to depict moods

and connotations. Its function is to connect thém.”

Let us make this issue clear. Meyer agrees that asmes exist between music
and the emotions through connotations, but he does nevdédd¢hat another nexus exists
between the progressions of emotions in music ane ghiagyressions in real life: “The
musical materials and their organization are the nacgssuses for a given connotation
but, since no summation of necessary causes canraeainato a sufficient cause, the
sufficient cause of any connotation experienced mustpplied by the listener.” It is
strange that Meyer does not see that the world of angisrtigat he used to assert the
existence of the first nexus could be used to asseunkisis well. The same collective
consciousness that has led to the creation of the catiore to begin with is also
responsible for one’s ability to understand the causatioekhip between the different

emotions presented in a piece. As audience membehnaveebeen conditioned by

158 |pid., 272.

159 pid., 272.
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listening to hundreds of da capo arias, in which a contfashotion has been so
eloquently presented, to be able also to appreciate thegasts when they appear in
instrumental music. In other words, the ability to makkr@ct connotation between
music and a specific emotion means that another caiotan be made for the

transition between them.

Cooke concurs: “The fact remains that in all our writamgl thinking about
music, we do most unfortunately tend to preserve the Yallet musical form cannot
function continuously as expression, whereas in factwo things are only two aspects
of another of our indissoluble unities...” and elsewh&fée overall emotional
organization of a piece of music is often quite sintitathat of a poem or a drama. This
can be seen clearly in the case of a song or an opeeryone can hear how Schubert,
by the use of different types of melody, different rhyshiand subtle tonal modulations,
follows the emotional progression of the poem...the cdiflicemotions of poem and
music follow in swift succession — restless anxietypjgyecstasy, a cry of pleasurable
pain...” Cooke also mentions Wagner’s philosophy as suppohisg‘Wagner’'s
musical construction, in such a work@se Ring goes hand in hand with his verbal-
dramatic construction; in fact. As is well known, thveere in places conceived as one

indissoluble musico-dramatic whol&®

In order to follow the analogy between the progressioemotions in literature

and the progression of emotions in instrumental musiok€ compares Beethoven’s

160 Cooke, 214, 28.
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Funeral March from th&roica Symphony with Tennyson®de on the Death of the
Duke of Wellington“My only reason for a comparative verbal analysisheftwo works
is to endeavor to indicate that music functions verghmiike poetry in making a
coherent and unified statement out of conflicting ematiomusic is not more incapable
of being emotionally intelligible because it is bound by ldws of musical construction,

than poetry is because it is bound by the laws of Vgraanmatical constructiorn®*

There is therefore enough data to suggest that the causadction between the
progression of emotions in a piece of music and freigression in reality does in fact

exist and that the progression of these emotions isaiotidental®

2.4 Conclusion

This chapter began by presenting Meyer’s topography faditfezent positions
taken by theoreticians on the question of the connebgbmeen music and the emotions.
It is important to stress here again that theoreticsaiet as Meyer and Cooke have
voiced opinions that encompass more than just one vietyamd hold both the
referentialists’ and the absolutists’ views to be comgletary. We have also seen that
there are at least six intersections tying music haskimotions to one another, and that
both composer and performer play an equal part in thearouemotions. Another

essential point to maintain is that all involved, compggerformer or listener, share the

181 pid., 30-31.

52 The analogy between the speaker in literature and ircmuasi discussed in the previous section in
the work of the referentialists.
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collective memory. This well of connotations and agg@ns is the basis for the
connection between music and the emotions, and casdokin the creation of a new

piece as well as in deciphering an already existing one.

Uncovering the composer’s specific emotional intentiomusic is not a simple
task, yet it is not an impossible one either. Atetgnthe answer is clear and is inherent in
the musical line or is specified by words such as ‘Futiasd ‘Melancholic’. But even
when this is not the case, one can usually uncoeegtotional content by carefully
examining the score. The intention behind the music doealways have to be clearly

specified, and still a sensitive performer will be ablarioover it.

Budd implies in his book that the composer's chief imwanh writing a piece of
music was for it, above all, to be heard. It is Hartelieve that any of the great
composers became great only because they wished thdis %o ‘be heard’ and because
the music they wrote was worth hearing only becausastheautiful. As a whole, we
recognize that behind music lies something far greater tisaa joeautiful architecture,
and we sense that what it is, is a higher goal; to paaaphrolstoy, the composer’s desire

is to share some of his unique experience with the féstroanity’®®

183 This idea is beautifully expressed in the following parplgtaken from Walter FrisclBrahms, The
Four SymphoniefNew York: Schirmer Books, 1996), 35. In this paragraph &v&ltisch quotes Paul
Bekker’s remarks on Beethoven’s symphonies and their‘talearlier times, said Bekker, this social
function had been fulfilled in music by masses, oratodosd, passions, which had, however, lost this role
as organized religion declined in influence in the laighteenth century. What Bekker admired about
Beethoven’s symphonies was their unique ability ‘to pizgthe new humanity of the years around 1800
into artistic form, and thereby give to that humartity bpportunity to recognize itself as an entity capable
of feeling’.”

90



Chapter Three

The Concert Hall Equation

| cannot believe that God plays dice with the cosmos.

Albert Einsteir®

3.0 Introduction

In order to clarify the basis for this chapter, hera famous short fable. Three
blind men were walking in the jungle when they suddenlytbatop due to an obstacle
in the road. Not being able to continue, they tried taldish the nature of the obstacle
and find a way around it. The first man, feeling the atistin front of him, said that he
thought they were standing in front of a roughly surfacell. wrhe second, feeling the
obstacle in front of him, objected and said that thesevgganding in front of a thick
branch, while the third man insisted that they weredstgnin front of a small tree trunk.
Hearing the loud quarrel, a man appeared and after takingakat the object sighted,

he said: “Gentleman, it’s an elephant...”

184 Albert Einstein on quantum mechanics, published in_tmelon ObserverApril 5, 1964; also quoted
as "God does not play dice with the world." in RonaldGMrk, Einstein: The Life and Timéblew York:
World Publishing Co., 1971), 19.
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While identifying each of the variables seems an easygintask in itself, seeing
them as one entity, or if you will, as one elephan& much more difficult one, making it
the chief goal of this chapter. This chapter deals thighconcert hall equation and
variables as a whole. The word ‘equation’ was choseausecit incorporates both the
six concert hall variables, the composer, the mulseperformer, the instrument, the
audience, and the space, as well as the processéskihalace in between these

variablest®

The purpose of the first section of this chapter is ¢ater a framework for the
discussion oéll concert hall variables by using the basic principles ook science.
The middle section explores some explanations optbeesses that take place between
these variables, while the last section is a brefulsion of the different variables and

the relationships between them.

185 |n this document, the term “Concert Hall” includes derglerformance situations and venues such as
private lessons and run-throughs. It does not imppeaific scope.
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3.1 The Science of Networks

Most of us feel that we do not live in such a random avorl
— that there has to be some order behind these complex
systems...

Albert-Laszl6 Barabadi®

The concert hall equation is made out of six vargililee composer, the music,
the performer/s, their instrument/s, the audience lamgérformance space. Since some
of these variables have been closely examined in Chapter &jll start here first by
establishing the framework in which they all work. ld@rto do so, let us go into the
complex world of networks. The science of networksbie®me one of the essential
keys to understanding the world around us. If in the pastanked at networks such as
the U.S aviation system, the human cell or the Wdfide Web as having very little or
nothing in common with one another, one now hasde fae fact that these systems
operate under the same basic mathematical princigyg$earning and applying the
basic terminology of network science, one can siarvting old familiar structures in a

new perspectivé®’

186 Albert-LaszI6 Barabaskinked - The New Science of Netwofiiew York: Plume, 2003), 23.

7 |n the words of\lbert-Laszl6 Barabasi: “Now we are close to knowjusgt about everything there is
to know about the pieces. But we are as far as wellemrefrom understanding nature as a whole.
Indeed, the reassembly turned out to be much harder tieatists anticipated. The reason is simple:
riding reductionism, we run into the hard wall of complgxitWe have learned that nature is not a well-
designed puzzle with only one way to put it back togethecormplex systems the components can fit in
many different ways that it would take billion of ye&sus to try them all. Yet nature assembles the
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The Basic Terminology

In order for us to create a framework for the concalitdguation, let us start with
an example of a simple network: a dinner party. Inghisy, the hosts and guests are
nodes, i.e. intersections. Each one of the particspean increase the number of
connections he has to the other guests by simply addrebsimg tA network is born. A
connection made between two guests is called a link aneintive dinner party can be
presented as a simple graph of connections between tigks faxsts and guests. Since
the hosts of the party are normally acquainted with stiralh the guests they will have
the most links, and they therefore serve as the larlikig network. JFK and O’Hare
airports are examples of non-human hubs in the USi@vigystem as are the Google
and Amazon websites on the World Wide Web. Each btleesmaller airports or
websites is still a viable node in the network, butroheo to become a hub, the number of

connections necessary must be among the highest metiverk.

The idea of ‘success’ could then be defined as one’syatalconnect to as many
nodes as possible, and ‘successful people’ could be defintbdseswho become the
hubs of their networks. These people have masteeealility to connect to a large
number of people and in doing so have managed to increasernter of links their
network has and therefore reduce the chances of faiBmewhat has made these people
or airports hubs in the first place? Every node in arghatwork has a ‘fitness level’: the

nodes’ measured ability to make contacts in comparisoth&r competing nodes.

pieces with a grace and precision honed over millibrysars. It does so by exploiting the all-
encompassing laws of self organization, whose roetstil a largely a mystery to us.” Barabdsi, 6.
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Google and Amazon became hubs because they managed toasupiguiry with a
good response in a short time and free of charge, whadke their fitness level extremely
high. JFK and O’Hare became hubs because of their ptgxioniwo heavily populated
metropolises. When we then apply Barabasi's terlogyto the concert hall equation, a
clear picture emerge§® The hub is a complex made out of performer, music an
instrument, the different nodes are the audience men#®ithe performance space is

the location in which this network operates.

But in order to identify the more specific relationshipwestn the audience and
the performer we must answer the following question: Hoes one measure the
distance between a hub and any of the other nodesansher to this question can be
found in the Kevin Bacon game invented by two college studéntsrder to play the
game, one picks a random actor and then realizes how ‘degrges of separation’ there
are between that actor and Kevin Bacon. All the limkisveen the two are actors with
whom both Bacon and the random actor have worked. Bepapular actor, Bacon
exhibits all the characteristics of a major hub, aBdseworked with many of
Hollywood’s finest. The number of links one has taly@ugh before reaching Bacon is
the distance between hub and node. The lower the musyltlee closer the actor is to the
hub. The higher, the further he is from it. Whatildde viewed as a simple game in
Hollywood trivia turns out to be a mathematical primeipA network is a construction
made out of hubs and nodes that are linked to one anotherying levels of separation.

When we now go back to the concert hall equation wehsgeeach and every audience

%8 The application of network science to the concettdtalation is not discussed as such by Barabasi.
The application of his terminology to the concert leglliation is done by this author.
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member is once removed from the artist (the netwdmnlty, assuming each one of the

audience members in the hall is capable of seeing therpenf and hearing the musfe.

Another important determination to be made when studyinghatwork is
whether the network is directed or non-directed. Actir@ network is one in which
navigation between the links can only occur in one doacnd its links are therefore
called directed links. For example, one can search @dogh specific artist and find
her homepage, but the homepage will not have a link baGlotgle. One could
navigate back to Google by hitting the back arrow, but in doddetermine whether a
network is directed or not, the navigation betweenities Imust occur inside the same
network, meaning on the artist’'s homepage. A non-sitenetwork, on the other hand,
allows one to navigate back and forth from one link odtiner. Examples of this will
include a dinner party network where conversation flogts/ben the guests or the

aviation system, where travel is possible among anyeofidides.

The concert-hall network can be viewed as a directedankfwince the music
does move from the stage to the audience and not thevedgearound. At the same
time, it can also be viewed as a non-directed networke s can allow for links to be
made in more than just one direction. The relationskipvden audience and artist is a
two-way street: on the one side music is being directélde listener, and on the other

side attention (visual and audio) is being directedeaptrformer. If we take into

%9 The importance of this fact will become clear whendiscuss the specific network model of the
concert hall network.

96



account the audience’s attention we can say thataheert hall network could be viewed

as a non-directed network.

The first model attempting to explain the mathemapceiciples behind
networks was presented Bpul Erdos and Alfréd Réngind was calletThe Random
Network Model’*"®. Since it was the first successful attempt at dealitly the
mathematical principles in networks, this model id gié¢ foundation for the basic
terminology we use today. At the same time, this ma@el based on two faulty
assumptions. The first was that the number of nodasetwork stays the same during
the network’s lifetime, and the second was that ttee§s level’ of all nodes in a
network is identical. These faulty assumptions ledbErand Rényi to make the faulty
claim that the existence of the hub was impossi}leThey simply did not acknowledge
two important facts. The first is the rule®fowth*’% a network is in a constant state of
fluctuation. Itis born and it will die, and it is matefinitely not static. Hubs are going
to rise and fall with varying speeds and they cannot aridhatilexist forever. The
second rule is that dfreferential Attachment'’® some nodes are better than others, and

therefore will have better chances of connecting thaim tompetition. With these two

rules in mind we can now mathematically prove the ewrzt of hubs in a network. This

7% Barabasi, 47-53.

1 The existence of hubs is in complete contradictidhédErdés and Rénynodel. If all the nodes in a
network are similar and have the same fithess leve theuld be no mathematical explanation for the
existence of hubs in a network. The web is sure prootite&r assumption was incorrect since in this
network we can clearly see preference of some nodeothens.

172 Barabasi, 86-89.

173 |pid., 96,183.
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is also true in the case of the concert hall equatidme rule of growth can be viewed in
the duration of a concert. A concert starts withimiks between the audience and the
artist but with the first notes the population of tiadl will become connected to the
performer:’® As for the preferential attachment rule, one couldtsayif Aunt June has
a heart attack during a concert, she will ‘steal’ satbention and several nodes from the
performer; but in general, audience members choose tecotanthe artist on stage, and
except for a few coughers and cell phones users, tleetdrall network offers little
competition to its performer/huy> The new model incorporating these two rules was

created by Barabasi and his team and is calledStedé-free Network Model*’®.

To view the concert hall equation as a network anddleeaf the artist as a hub
percolating music and emotion is not earth-shattenntgself. The analogy is simple and
the similarities immediate. But, as Barabasi seswhat is indeed earth-shattering is
that these similarities between networks are not randasuincidental and by using the
network rules and conditions we open a whole new texlogy for the discussion of
artistic performance. Also, viewing the concert hgll&ion as a network offers a
solution to one of the most basic problems faced bgtartudiences and music
educators in teaching, understanding and listening to musieathsef continuing to do
what comes so naturally to us, ‘riding reductionism’ andisoty on each of the

variables by itself, with the terminology network swe offers us, we can concentrate on

74 This is an organic process; not all members of theeaadiare going to link to the performer at
exactly the same moment. Some may choose to coanéifterent times or during different pieces.

75 Of course in comparing one artist to another, a elErgr picture of preferred ‘hubs’ emerges.

176 Barabasi, 87.
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the connection among all the variables and identifyptibeesses that take place, the

percolation of emotion being one of them.

Having familiarized ourselves with the basic terminolo§yetwork science, we
can now turn to examine the processes that take placedatwork. For example, the
aviation system allows people to travel from one ptacanother. What moves between
the hubs and the smaller nodes are people travelintpe lcase of the World Wide Web
it is our attention that travels from one page to agttrough invisible channels. This
attention or motion though a network is calRercolation!’” A computer virus that
penetrates the general computer network is percolatidgitsge through millions of
nodes. The AIDS virus does the same through the huntenvorke(the people who were
infected and had unprotected sexual relations served asampbubs in the spread of
the disease.) During a concert, the performer is pgioglmusic. And if s/he also
chooses to establish an emotional reality on stalge veill percolate much more then

just notes. S/he will percolate emotion.

7 |pid., 18-19.
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The Concert Hall Network, a Specific Case

But there is another problem we have yet to address, ani tine existence of
only one hub in the concert hall equation. Though madefdtutee parts (performer/s,
music, and instrument/s), this complex makes for otedmly, one which has no
competition in the actual concert hall (again, we atediscussing here the natural
competition between different artists in the geneetvork of the music world, but the
specific event of a performance.) As we saw befatyorks usually have several large
hubs and subsequent smaller ones in their overall steucNone of them could fully
function with only one hub workintf® Therefore, some adjustments must be made when
discussing the concert hall equation as a network tauatéor this discrepancy. In
order to do that we will have to turn to a more speciéitvork model based on tB®se-
Einstein condensation’® This principle explains a different form of making links
between the network’s nodes, and one that puts only dnathtbe center of a network.
In order to understand how this might be possible, lebusagk to the Hollywood

actors’ network.

A budding actor starts out with relatively few linkshis fellow actors and to the
general public. As his career grows this fact could dedktichange. With one hit film,
our actor can suddenly multiply his connections in the basias well as with audiences.

He now has offers to act with other leading actard,the newspapers might just start

178 Eor example, try to imagine the US aviation systeth whly one major airport.

17 Barabasi, 99-107.
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saying that a new star is born. He has become alHalis now getting more movie
offers than before and the more movies he makes the offers he receives. But at one
point will our actor become the only hub in his netk®rCould we imagine our actor

becoming the only working actor in Hollywood?

As we have seen before, there is a reason why sodesmeceive more links than
others. Their fitness level is simply higher thart thfahe competition. For example
Compagq, Dell and IBM each have a slice of the computeiwae market at 13%, 11%
and 7% respectivel§?° From this we can surmise that there are three rhajos in the
computer hardware network and that all three have afitigdss level. Our actor is in a
similar situation, though he is now one of the impdrteading men in Hollywood, he is
still not the only successful actor in LA and competitwill always be breathing down
his neck. This is not the case when it comes to Midro$tobody is breathing down its
neck. Even though there are other computer softwarensysiperating in the market,
Microsoft has managed to secure 86% of the market th itdslwe have seen in the
previous examples, in most networks subsequent hubs musamciare going to be very
close by. No network can grow with only one hub. It wdturally create the conditions
for several hubs to emerge. Something else must haveegerathe software network
to allow Microsoft to become in effect the only exagtihub. This “something else” is
explained by a principle called the Bose-Einstein Coratens If and when a network
IS subjected to certain critical conditions, such asxreme temperature, it will start

behaving differently. It will unite in a cluster ara@uane preferred node. These extreme

180 These numbers and the following information appear ial@esi, 105.
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conditions are very low temperatures in the case §ffgancial conditions in the case of
Microsoft, and in the case of the concert hall equati@ing stranded inside a concert
hall for a set amount of time. Under these extreamitions the nodes reunite around

one hub, and for our purposes, the performer.

We start the performance with hundreds of people wlmair connected to one
another, but that, due to the extreme conditions offanpesince, will become a cluster:

Physicists call it percolation and will tell you thag yust
witnessed a phase transition, similar to the moment in
which water freezes. Sociologists would tell you tfwair
subjects had just formed a community. Though different
disciplines may have different terminology, theyagtee
that when we randomly pick and connect pairs of nodes
together in a network something special happens: The
network, after placing a critical number of links, drestic
changes.Before we have a bunch of tiny isolated clusters
of nodes, disparate groups of people that communicate only
within the clusters After, we have a giant cluster joined by
almost everybody?*

To connect each and every audience member to all theaatiEemce members would
take a long time. But because of the extreme comdifimsed by a performance and
because each audience member is only once removed frgrartbemer, a cluster is
formed. There are now only two degrees of separatioveles each and every audience

member. This process is also referred to as the T§favlogy” because of the shape of

its graph.

181 pid., 18.
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O
Graph 1:
The Star Typology*®?

In this graph we find one central node, the performermpdexmwhich is
connected to all of the other nodes. The point wtiexrgperformer complex and audience
become one is similar then to the point when wettenges from separate floating
molecules into icé®® We have seen that the concert hall equation caiebed as a
network of a specific structure and topography. It putpdmrmer complex as its hub
to which audience members are link&4.Let us now take an even closer look at the

processes that take place in this network.

182 This graph is based on Paul Baran’s centralized nktgraph. Paul Baramntroduction to
Distributed Communication NetworkBM-3420-PR.
<http://www.rand.org/pubs/research_memoranda/2006/RM3420.pdf>

183t is important to remember that every audience mese®s and hears the performance separately
and in a different way than the person sitting next to R@ere is no apparent exchange between members
of the audience with one another (except perhaps in thenistgon or listening to each other’s coughs).
Yet something quite unusual happens in a performance asdi@nce unites around a performer. “The
most important prediction...is that some networks can und&oge-Einstein condensation. The
consequence of this prediction can be understood without knaniyting about quantum mechanics: it
is simply, that in some networkise winner takes it all Just as in the Bose-Einstein condensate all particle
crowd into the lowest energy level, leaving the reshefenergy levels unpopulated, in some networks the
fittest node could theoretically grali the links, leaving none for the rest of the nodese Wimner takes it
all.” Ibid., 102. For more information about how di@ tharallel between the Bose-Einstein condensation
and networks science evolved, see Chapter Eighihked

184 The Bose Einstein condensation phenomenon is alsaliEbby Mithen (who is paraphrasing
McNeill), but using a slightly different terminology: "Meill is keen on the notion of 'boundary loss' — the
manner in which group music-making leads to 'a blurring ofssgéireness and the heightening of fellow
feeling with all who share in a dance." The origihsuzh feelings, McNeill argues, lie in our evolutionary
past, 'when our ancestors had danced around their casbdfore and after faring forth to hunt wild and
dangerous animals'. Those individuals who practiced thieamad enhanced their levels of coordination via
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3.2 The Concert Hall Process

In Chapter 1 and 2 we have identified the reaction tausitiempathy and the
‘primary process' as some of the basic processes talielplace during a performance.

The following section examines these processes froiglalgldifferent perspective.

According to Wagner

A good place to start this discussion is with Wagneéssifal, since this opera
offers both a metaphor and a religious explanatichefoles of both art and artist.
Parsifal’s plot revolves around the unveiling of the Holy Gra#parce of nourishment
to the knights of the enchanted forest. The personmegge for the unveiling of this
power is Amfortas. Only he can hold the Grail and alkswidden force to work its
magic onto his fellow knights. But what is the forhbattis contained in the Grail that is
so purifying and that gives one such nourishmepdpsifal serves as a wonderful
metaphor to the role of art and artists. Art in gahand music in particular, could be
viewed as Holy Grails, containing an energy that can lgoth everlasting joy and relief
from pain. The artist is Amfortas, the person wheesaon the duty of uncovering this
energy, by creating and holding up the Grail. What hapgersg a performance is
perhaps analogous to what takes place during the unveiling &rtil. What travels in
the space of the concert hall network from the stagke audience is perhaps akin to

what powers travel from the Grail to the knights. Wies in the space in both cases is

dance would, he suggests, have been reproductively moessiudcleading to the genetic transmission of
their capability..." Mithen, 209.
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the magical and healing energy of God. One can aduspg a simple metaphor or as a
religious explanation to the basic question at handhéd case of this specific opera,
Wagner wanted the religious effect of both story andiertosreach his audience not only
as regular and neutral audience members of an operasbwsasictive participants in the
religious ceremony which is taking place on stage. al as if he wanted the effects of
the Holy Grail not to stop at the stage line, but tougther into the hall and reach his
audience as well. In the words of Michael Heim: “Wagsteped the drama with story
and music so that strong sensations would engulf the aad@amd pierce them to the
heart. Each listener begins as a naive spectator amehigradually touched by the
painful actions on stage until the listener becomesftoamed into a more sensitive and
compassionate member, ready to bring to a sick scsnetye measure of healing and
renewal.*®® The original reasoning behind usiRgrsifal as an explanation for the
concert hall process was the innate compatibility betvtiee variables of the concert hall
equation and the images presented in the opera. It waatoalater stage in research,
that it became clear that the analogy betweendleeof Parsifal as a character in the

opera and the role of the artist in general, as gtdessthis document, runs far deeper.

At the root of the opera one finds Parsifal’'s quest fedam which one is told
could only be acquired through compassion. In Derrick Exvemgbords: “...The key to
obtaining this wisdom is fellow-suffering or compassionitleiden leidvoll wissender
Tor, Wagner wrote in the prose draft. In Schopenhauerssethis compassion that is

the foundation of morality. From compassion follow thrtues of justice and loving-

185 Michael Heim.The Metaphysics of Virtual Realifilew York: Oxford University Press, 1993), 109-
128.
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kindness, and from them all other virtues:2®” Everett continues: “...Only after he
[Parsifal] has understood what the Grall represerdsndny Amfortas suffers, through
his faith and by paths of suffering...only then, by the wisdomegbthrough compassion

or fellow-suffering, is he able to heal.”

Compassion, according to tMerriam-Webster Online Dictionarys defined as
one’s: “sympathetic consciousness of others' distoggthier with a desire to alleviate
it...” We can also view it as a more specific form ofpatiny, which in this case,
revolves around another’s pain. Wagner is perhapsgels throughParsifal’s libretto
and music, that the way to obtaining wisdom is to leakm taoempathize with others,

and that drama and music can serve as facilitatomcfieving compassiofi’

18 The author of these and the following lines is nliksty Derrick Everett, who is also responsible for
the large collection of essays Barsifalin: Derrick EverettMonsalvat — the Parsifal Page2?2 May
2006, 23 April 2006, <http://home.c2i.net/monsalvat/progress.h He adds: “Wagner shows us a young
man growing in compassion, from the first inarticulateisgs of compassion for the dead swan (Parsifal
cannot find words, so he shows his remorse by bredlisigow), through his evident sympathy for the
suffering Amfortas (Parsifal presses his hand to hisghaad his remorse for the suffering that he had
caused his own mother, to the compassion for Kundryhthét able to express after experiencing her
kiss...Originally, it would seem, Wagner had introduced Kyisdciss as the mechanism by which Parsifal
would be awakened to an understanding of the sufferingrddas (with all that it entails); he would
understand by an emotional identification after relivingtttiad happened to Amfortas...”

187 |t is important to stress here that empathy is aroimstids case not only by the libretto, as is

commonly assumed, but by the music as well. The musids opera serves as another tie to the events
taking place on stage and without it, the connectighe@fudience to the drama would be quite different.
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Aristotle’s Catharsis

Most of us are familiar with Aristotelian concept oflzasis in drama. As the
Oxford English Dictionaryefines it: “The purification of the emotions by vicarso
experience, especially through the drama...” InRusticsAristotle explains the
benefits of viewing a drama as the ability to empathiza thie occurrences on stage and
the resulting process as purifying the body from excesdimeganotions. Today we use
catharsis as a psychological term as well: a technigad to relieve tension and anxiety
by bringing repressed feelings and fears to consciousnegsgugltion is then could this
process take place while we listen to music as wellkingianto consideration the
information presented in Chapter 1 (from Freud’s definibf the associative mind
through the crucial role the mirror neurons play in agairbby establishing empathy to
Mithen’s explanation of the origins of music), we skidwave sufficient cause to accept
music as yet another cathartic form. Music and dramaet so very different. The
listener capable of using her associative mind and empathvzinghe music can release
negative emotions and experience a wider range of ywsithotions, as s/he would
during a play. But with music s/he also has the addeelfibeh not having a specific
dramatic event associated with these emotions, buich fnreer associative environment.
One can therefore identify one of the processeaggiace in the concert hall as a

cathartic process.
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3.3 The Concert Hall Variables

We have seen that the concert hall equation iadhd network operating under
extreme conditions. Audiences are linked to the musiastnliment/music complex by
aural, visual, and emotional connections, and under themes conditions of a
performance, can form a cluster. In this clusteatharsis or an emotional
transformation occurs. The expression of emotionitan@lease allow for new energy to
flow through the body and for old emotional blocks tadrmoved. One might
experience this relief as crying or laughing or maybe iridhma of the more familiar
term ‘goose bumps’. With this explanation in mind,ustexamine the concert hall
variables in a little more detail. For the sake stdssion we will separate these

variables into four layers.

The first layer includes the composer and a piece of papsrywadays a
computer screen. Music is being put on the page. But wlbesthis music come from?
Is it solely the creation of the composer? Or perhiggsa combination of both the
composer’s unique style and a mysterious unknown? Onefaotist ‘inspiration’ into
this layer. For some composers the unknown means umprg at their instruments
until they hear something that catches their attenti€or. others it means a walk in the
woods. (Brahms was frequently quoted to have heard musis datly walks through

the forest.) For the purpose of this discussion werefiér to this phenomenon as the
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unknown. Something which refuses definition yet is inloeks. The variables in this

layer are therefore the composer, the music and tkreoum %

The second layer introduces two new variables: the pegfoanmd her instrument.
As the performer releases her energy, i.e. her emadtioughts and physical motions,
(which are a result of the music s/he has assimilai@d)the instrument s/he in turn
receives sound waves. This circle between the perfosrmgention and the instrument’s
sound waves is at the root of every performance. Butrarst not forget that this layer
also incorporates the unknown factor as well. As thiopwer practices the piece, ideas
come in and out of consciousness. Images, options a®istandings are always afloat.
In this second layer or, if you will, in this incubatipariod, the piece becomes one with
the performer. Through the act of practicing and menmagiaiwork, the
performer/instrument/music complex is created and theaepaariables become

indistinguishable from one another.

The third layer takes place in the concert hall. & add to the existing
variables a new one: the audience, and more importaimghyaudience’s attention. This
attention now allows for a new process to take plaatiacsis. As we saw with the
Bose-Einstein condensation, the audience and the perfbeoeme one in this network

because of the emotional reality created onstage. d\ttht the attention of the

188 4| sit at the keys, seldom hearing any melody urtilove my fingers across the keys and hear the
melody locked within them...the act of sitting down to kiegs or to the lined page, the physical position
of readiness, seems to cue the stream of thoughtsnte fooward now. | think the stream is always there,
a current into which | tap at will...we are the portalat allow that entrance to take place. Composers
more than writers tend to acknowledge that music comibeto from a higher source of inspiration, that
they are the gateway and not the source...” Julia Gaméhe Sound of PapéNew York:
Tarcher/Panguin, 2005), 30-31.
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audience members and one has sufficient tension femaional transformation to

occur.

The fourth and last layer allows the variables to séparéhe concert is over.
The music may be still resonating in the audience&llk, but cannot be physically heard
any longer. The performer has ‘given birth’ to an integiren, the performance has

ended and the audience was moved and transformed.

As we saw in Chapter 1, dealing with one’s emotionscisraplicated matter, as
one might be blocked in some avenues and not in otBertsduring a performance the
difficulty of dealing with emotions can be avoided, sitiee listener is not obliged to
identify the emotional reality as her own, but can ideiit as the
composer’'s/performer’s and can therefore allow hetgsalonnect to the emotional
reality without the danger of being overwhelmed. Sinedhave already seen that
emotions act as magnets it is no surprise that tisti@nal reality on stage is shared by
almost all who are preseff It is important to note, though, that emotional
transformation will not always occur. Among the d@mgifactors one can find out-of-
tune instruments, resentful audience members, bad hairataythe lack of creativity
and talent in performers. Talent is very much like unaniun order to create a nuclear

reaction one needs large quantities of it.

189 This fact can also serve as a good explanation for waytncerts are so radically different from
commercial recordings.
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Chapter Four

The Method of Emotional Understanding of Music

But one must throw oneself into the affect to be esped

and apply and execute in certain good style all the ties
practicing, every care must be taken to find and render the
affect which the composer wished to have brought odt; an
as sadness often alternates with joy, each mustrbtulia
depicted according to its kind. In a word, all must be so
played that the player himself be moved thereby.

Leopold Mozaft®

4.0 Introduction

Whether one chooses to follow the explanations obiblegists, the absolutists,
the referentialists, or incorporate all of the diffiet perspectives, one must at this
juncture accept that music and the emotions are vesglglatertwined. We now shift
from the overall discussion to the more practical personal world of the performer. As
we have seen, the performer acts as one of theimpsttant and most neglected
intersections between music and the emotions. Hersalf vital importance both in
presenting the music’s structure and in sharing the comp@saotional intention with
the audience. As such, the performer should take am guisition on the subject of

music and the emotions, and not remain a passive bystander.

190 eopold MozartA Treatise on the Fundamental Principles of Violin Playifiginslated by Edith A.
Knocker. Second ed. (New York: Oxford University Press, 1985)-218.
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The performer faces many challenges. These include agtihe emotional
intention, the character of the piece, the speak#éreirmusic, and understanding the
general connotations the music arouses. It is algpduhed know some of the more
personal associations the composer might have had.cfdgder presents one possible
route for the performer to address these challengesisidy the five steps of the
Emotional Understanding of Music Method, s/he will\aerat a clear set of performance
decisions regarding the communication of the emotimmahtion of the composer. Later
on, in Chapter 5, this set of decisions will be com&@svith the important structural
decisions the performer should make as a part of lempiattation. Then we will be able
to identify possible ways in which the performer couldgedboth emotional and

structural decisions in performance.

The Performer’s Role

If one chooses to follow the writings of Meyer, Copk#then, Horning and
Freud, one would realize that it is quite possible forlarowledgeable and sensitive
musician to uncover the composer’s emotional interii@mnnd a piece by examining its
structure and investigating probable interpretations basékdeomusic’s connotations.
One realizes that the performer could learn how tohesedllective memory to assist her
in uncovering the composer’s emotional intention: (1jdaflizing the connections
between the specific piece and another piece whiat i® | text by the same composer;
(2) by looking at the motion in the piece and its reseng@do human emotions; and/or

(3) by identifying the emotional implications of the metokhes in it. By using the
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same tools, the performer will also be able to uncdwercausal relationship between the
different sections in the piece, and as a resulf &mpress the emotional content which is

at the root of the compositidi

The performer must realize that it is her responsjttii decipher Beethoven’s
emotional intention behind the music, whether it beyao€joy or a cry of agony, and
that it is also her responsibility to express theset&ms to the audience by adding her

own unique experience of them to the performance.

Emotion, as we have seen in Chapter 3, is the gludattds the entire concert
hall network together. Therefore, there are two plameperformer must deal with. In
the first, s/he must produce the piece to the extemeofechnical abilities, playing the
notes as closely as s/he can to match the compasers. In the second plane, s/he
must realize the emotional motivation that has ledcbmposer to write those specific
notes, and communicate this motivation. S/he now aesdbe same deep personal level
from which the composer created, and produces the notash&r own parallel

emotional coré®?

191 Obviously not every piece will be constructed on thsi®of an emotional conflict. Some will
revolve around the presentation of only one emotion.

192 Copland speaks about three planes, which are very similae two planes presented here, from the
perspective of the listener: “In a certain way weiateh to music on three separate planes. For lack of a
better terminology, one might name these: 1. thewgars plane; 2. the expressive plane, 3. the sheerly
musical plane.” Copland, 9. Copland’s musical planardas to the first plane presented here, and the
expressive plane to the second plane. The differenm@ér stems from the perspective. Copland speaks
about the listener, not the performer.
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The Gap in Music Education

All described above would be well and good if the per@arhved in a perfect
world. Unfortunately s/he does not. The ideals of taesical music world have
dramatically shifted in the past decades mainly due toawestandards created by edited
recordings and by the prevalence of competitions in #ssital music world®® As a
result of both recordings and competitions, both techaiedlstylistic accuracy have
become the new ideals, while the ability to communieatetions in music and generate
the work's musical catharsis have become secondaigurédcy and authenticity are
indeed critical to one's performance, but that is onfiyst the music's emotional and
structural essences are maintained and communicatedrrRers end up worrying about
the outer shell of the music, and turn their backw/bat their true role as performers
should be — facilitators of catharsis. As a resuthaf shift in ideals, priorities have
become also skewed in musical education. Music studestgoammg performers are
usually first taught technigue: how to accurately executedtesras closely as humanly
possible to the composer's notation. Structural uratetstg tools are only introduced at
a much later stage, and their application towards tHernpegr's interpretation is rarely

discussed? To this, one should add that there is very little imgeof an organized

193 More on the recording world effect see Alex RosschetiAlex Ross, "The Record Effect," The New
Yorker, 6 June 2005. See also: Norman Labrathp Killed Classical MusicfSecaucus, New Jersey:
Carol Publishing Group, 1997).

19t is interesting to note however that in the educatisystems of former Soviet bloc countries,
structural understanding tools such as harmony and couimtespadies, are taught from a very early age.
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method that could help students understand the relationskpdremusic and the

emotionst®®

The skewed priorities in music education reflect the mamdamental problem of
diminishing the performer’s role. How is the perforrgemg to truly realize this role
when s/he is continuously taken out of the concettdoplation by those s/he values the
most: the great composers, teachers and leading thinkitees field? One example of
this attitude can be found in Hindemith’s writing:

Even if performers of any kind — singers, players,
conductors — were actually the demigods that many of them
want us to think they are and some of them believe tobe
reality they are, in respect to the current that idnem the
composer’s brain to the listener’s mind, nothing but an
intermediate station, a road-side stop, a transfohmese,

and their duty is to pass along what they received from the
generating mind. Although our system of notation can give
them no more than an approximation of the composer’s
intentions, they are supposed to understand his written
symbolism and by means of their own interpretational
liberties...add merely what is the minimum requirement for
a realization of the composition in sound. The ideal
performer will never try to express his own feelingg®..

The objective of the Emotional Understanding Methothésefore threefold: to
help the performer realize her role in the creatiothefpiece’'s emotional reality on stage,

to enable her to communicate this reality to the audiemzkfo allow the musical

195 The one occasion where the student might explore boittistal and emotional understanding of
music is the weekly one-on-one instrumental lessoncddéd also study these subjects on his own. One
book that discusses both structure and emotion for penferisiBoris Berman's book: Boris Berman,
Notes from the Pianist's Ben{liew Haven: Yale University Press, 2000).

19 paul HindemithA Composer’s World: Horizons and Limitatiof@ambridge: Harvard University
Press, 1952), 37.
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catharsis embedded in the music to take place, while aatie time remaining faithful

to the music’s structure.

One might argue that a method such as this is redundaetisspiration and/or
talent are not subjects that can be taught. But the puopdise Emotional
Understanding Method is not to teach inspiration, buetp the already sensitive
musician clarify what s/he intrinsically knows abtiw# emotional content of the piece.
As we have seen, the existence of associations, tatiors and at least six different
intersections between music and the emotions, shoussbes that the sensitive

musician investigates.

The Emotional Understanding Method is also designed towigighe challenge
of being expressive under pressuv¥hen one is practicing in the comfort of one's own
home, one naturally connects to the music and the gaebdeemotions with little or no
difficulty. Problems usually arise when one is mobne’s living room anymore but is on
stage. Itis then that notes become jumbled; findweghread of inspiration seems
impossible and fear takes over. It is at this time tiaperformer’s role is most at risk.
One learns how to cope with the ravages of pressupedayicing technique and by
practicing one's structural decisions over and over ag&limy then does one not practice
one’s emotional understanding of a piece as well8 dossible that in order to do so,

one needs a technique and a terminology.
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4.1  The Origins of the Emotional Understanding Method

But when precision is divorced from emotion it can leeo
anti-musical, inhuman, repulsive...

Alex Rosg?®’

Background

It is important to clarify that the Emotional Understeng Method was not only
developed out of the need to solve the problems with negsication and reverse the
music world’s skewed priorities, but also out of a venypde and immediate need.

The method was developed out of the joint work | haveedwaith Dr. Einat Fabrikant, a
first class musician and pianist, whom | first metysars ago. At the time | was

working as an assistant to Dr. Yoheved Kaplinsky, mghteaand the chairperson of the
piano department at The Juilliard School, from whoravenhlearned the principles of the
Taubman Technique, a technique focused on treating hand irjliriéghen we first

met, Dr. Fabrikant was suffering from chronic pain in dens and had come to study the
principles of the Taubman Technique with me. Learning ¢hetechnique proved to be

the simpler stage of our journey.

197 Alex Ross, "The record effect," The New Yorker, 6 Jp6@5, p. 100.

198 For more information in the Taubman technique $be: Taubman Institut®9 June 2006,
<http://www.taubman-institute.com/html/home.html>
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We soon discovered the negative aspect of learning tiisitpie. Though after
she mastered it, Dr. Fabrikant's arm pain was subdtgméduced and she found that she
was able to control the piano with much more ease anfidence, she nevertheless had
to face a more troubling reality: the natural connectetwben her body, emotions and
piano had been broken. It seemed that because diidhge in technique, Dr. Fabrikant
had also lost the intrinsic natural connection to thd&ayd. And she was not the only
one who suffered from this syndrome. | did too. Dr. Famti and | soon realized that
reconnecting our hands to the music and to our talenawagual problem and so we

embarked on finding a solution.

The method’s principles were first developed in collabion with Linda Joyce,
an acclaimed New York therapist and writer. Though Mgcd had no background in
music, her uncanny ability to observe and analyze an isagagllowed for the method to
be created. The three of us together were searchiggigs to realize the full potential
of human emotions in performing music, while still agifig to and not abusing the

music's structure.

We understood that the reasons for many hand injuriespeef@mer’s blocked
emotions, encountered in the music but then suppressedhevédore ventured into
making this relationship conscious. It was mostly & &al-many-errors expedition,

which overall took three years. With the aid of bielh Joyce and Dr. Fabrikant, | have
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experimented with the method until it finally settlecbitthe general application

presented her€?

The Basic Assumption, a Review

Let us review the basic assumption that was put firthe outset of this
document. The ideal performance stands on threespillar

1. Emotion: The understanding of the composer’s emotiateition and the
emotional content of a piece and the ability to cgnvéo the audience.

2. Structure: The understanding of how a piece of musnstaucted
harmonically, melodically, rhythmically, etc.

3. Technique: The understanding of how one should manighkataestrument to

create the desired sounds under pressure and with apdittlas possible.

While each of these pillars is important in its ought and follows a different
and separate set of principles, it is clear that duaipgrformance all three will merge
into one. If the performer understands how the mgstomnstructed and makes conscious
structural decisions in her interpretation, if s/he kaavhat emotion the composer is
expressing and can express it herself, and if s/he pessbssbest technical tools to do

So, a clear and balanced performance should emerge.

1991n doing the research for this document (and aftentbthod was already completed), | was surprised
to find that Deryck Cooke has created something quitgasitn the method presented here in one of the
sections of his book. The main difference is thatsh#sspecific case concerning the second movement of
theEroica Symphony, and this method is a general applicationviéhe his analysis, see: Cooke, 31.
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4.2  The Method's Principles

| play only what | feel I can identify with...

Richard Good&°

According to the basic assumption, one of the perfosng@als is to give a
performance in which a definite position has been thooigihtvith regard to the work’s
emotional content. One possible way of achieving thad gay using the Emotional

Understanding Metho®*

209 David Murray, Interview with Richard Goode. Financiah®s, Monday December 6 2004.
201 One cannot stress the following point enough. Therelaarly more ways than the one presented

here for reaching a solid footing in each of the psepodomains. This method should be taken as one
option, not as the only option.
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The method is constructed in five stages, each revoarnognd a basic question:

1) What are the piece’s overall emotional connotatiahassociation?

2) What are the emotional connotations and associatwribd different
sections of the piece? How do these sections rielaire another?

3) How much emotion does the performer need to expressanten?
What are the boundaries and how should they be mainfained

4) How can the performer connect between the emotia@rdkat of the
piece and her emotions?

5) How can the performer practice detachment and guararaes/lie will

not be overwhelmed by the emotions in the piece?

In the method’s first three stages the performer i®wgring the emotional
content of the piece. This content is a composittetbomposer’'s emotional intention,
stylistic conventions, common connotations and the pedds personal associations
with the music. With each stage another layer opibee is revealed. It is a continuous
process of questioning and discovery, which should be codtimtd the performer has
reached the piece's inner layer, i.e. the basic emattmnflict?®?> The other two stages
of the method are designed to help the performer comntariloa emotional content to
the audience. It is important to note that this isanagid method and that the performer

can at any given point use only a few or just one ofthges >

202 The similarities between Schenker's method and thetiBnal Understanding Method are fairly clear
here. One such similarity is obviously the idea of Quteddle and inner layers in a piece of music which
exists in both methods; though in the case of the foitneea discussion of the structural layers and @ th
latter it is a discussion of the emotional ones.
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The First Stage: The Emotional Embracé™

The emotional embrace is a general definition oetmetional content of a work.
According to Budd: "It is clear that an emotional cletgaization of a piece of music — as
joyful, triumphant, mournful — can be correct and it banncorrect. Furthermore an
incorrect characterization can be indicative ofilufa of appreciation of the music.?%®
Even Budd agrees that an overall emotional connotatipossible for a piece of music,
and admits that an emotional identification of a @ieEmusic could be potentially true
or false?® Both performers and listeners may in some casaschpable of identifying
the emotions in music propedy’ In trying to minimize the misidentification of the
work’s character, the performer is asked in the fisge of the method, to identify the
general emotional character of the piece by realiziagrbsic’s basic connotation.
Described in a sentence or a word, this general defirshonld give inkling as to what

the general emotional content of the piec&is.

203 several readers of this document have remarked that g miss understand the narrative of the
following sections. The reason for the detail ang-sig step description here is to give a general overview
of the method and shoufwt be interpreted to mean rigidity in its execution. Theégomer should feel
free to extract whatever stages or tools from the otetihe feels would be helpful to her and skip those
s/he feels are unnecessary to her.

204 The reader is advised to consult the Graph 8 on p. 1§Raseads through the method’s different
stages.

205 Budd, 70.

208t js important to keep in mind that when discussing aepiéenusic here we are referring to a piece
of music that is written in the Western tonal music trauit Atonal music, some impressionistic works,
and a significant amount of contemporary music will lmeendifficult to characterize.

297 According to Cooke, “Could it not be that some listerse incapable of understanding the feeling of
the music properly?” And he promptly answers: “Ye$his same question could be easily posed to
performers: could it be that some performers are iridad identifying the emotions in music properly?
Cooke’s answer might hold true here as well. Cooke, 21.
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Just a reminder of what has been already discussebiot€ 2: musicians walk
the fine line between facts and serious guesswork. |ffonexample, is performing
Liszt's Dante Sonata or Mussorgskyistures at an Exhibitionan absolute identification
of the emotions is possible because of the programomanitent of these works. But with
the so-called 'abstract’ works or pure music, the perfdsroennotations and
associations are the main key in deciding what emotiorst grlay. As a part of this
serious guesswork, one should consider clues left by thpaser in sources such as
correspondence, manuscripts and first editions. In s@ases the composer might have
left a clear identification of the emotions by scriblsomething on the score or in a
letter. Brahms for example, in a conversation with Fudim der Leyden, said that the
Three Intermezzi Op. 117 were “Drei Wiegenlieder meinéin&szen”, three lullabies
of his pain®® This comment is a critical clue in identifying the eimos that are at play

in this work.

The emotional embrace is then the basis for the peeids emotional
understanding of the work and is represented by a cirtteimethod’s graph’ These
general definitions might be: ‘a tender lullaby’, ‘arggnmonologue’, ‘a painful
realization’ or ‘a peaceful dream.” As one can see dbjective here is not to find the

best literary description for the music’s emotionaittemt, but find a simple coherent

208t one is having trouble with finding a satisfying defimit, finding the definition can be also be done
by the process of elimination, by simply asking whatpieee is not about.

20% This important information appears in Hans-Christian Millereface to: Johannes Brahriibree
Intermezzi Op. 11{Wiener Urtext Edition, 1973).

#9Tq view an example of this stage in a graph, see Graptp8l57.
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label that would help with establishing the emotional pataraef the work. Itis
important to remember that the performer’s first debmitmight not be the one best
suited for the piece and that this definition could chamitfe time and practice. The first
definition then should not be taken to mean the Iasthe entire method should not be
understood as an ‘instant interpretation’ tool, but as eggin which continuing

adjustments and readjustments are made, until thesubable answer is found.

The creation of the embrace, i.e. the overall eomati definition and a boundary
for the emotional content, will help elevate the perfer’s comfort level in dealing with
the relevant emotions. As we have seen in Chaptndtions are difficult to contain,
but by labeling and drawing the large circle of the emaliembrace, one symbolically
creates a container for the emotional content®fabrk and is reassured that however
radical or overwhelming those emotions might be, dreynevertheless contained under
a familiar characterization. The circle in the draben represents both an openness to
explore the emotions in the piece and also theitasoment. This following example
might help shed some light on one of the other benbfitisarises from this stage. (See
Graph 1 on the following page.) If one is preparing to perfa group of Scarlatti
sonatas, and debating in which order to present themgtineitional embrace can prove
very useful in reaching a decision. Let us consider &carlatti Sonatas as an example.
The definition chosen for the E major Sonata K. 53ghibe Transitions between joy
and sorrow', for the B minor Sonata K. 87 it mightlmment', for the famous repetition
Sonata in D minor K. 141 it might be ‘Anger and doulnty gor the C major Sonata K.

132 it might be 'Between peaceful and troubled’. Theswuttadlly very general
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definitions, give a reference point in viewing possible oyad presentation. The

following graph shows the choices.

Positive Emotions

Major

Negative
Emotio .~

Graph 1: Emotional embraces and wave for the Four Scarlatti Sonas

Another benefit of this stage can be found when one fsnpaing a chamber-
music work. It is common knowledge that conflicts oéiptretation are an integral part

of any chamber-music endeavor. Working through thediegie of the method within a
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chamber-music group, though, can help relieve these corflicis/ing members of the
ensemble a way to find the common denominator amongdifieirent interpretations.
Finding a definition that all performers can agree uporesobne of the most basic
problems of chamber music: emotional alignment to teegpand to one another. From
work done with students at The New York Youth Chamberié/fesogram, | have come
to realize how seemingly simple, yet profoundly helptils first stage is for chamber
music ensembles. | have found that a margin of diffexen interpretation almost
always existed between the different players, strulctleanents were usually argued,
and connotations and personal associations were rgrelgcaon and as some players let
their imaginations run wild, others refused to deal &itly personal associations and
insisted on concentrating on the printed notes. This sh@gebecame a synchronizing
tool for the ensemble. The performers first had todeoin whether there was a clear
emotional connotation implied by the music, and thea general association that they
as a group could agree on. Once they reached a conséegusiusic making ascended
to a new level. The desire to reach a consensus, ge ithat will be shared by all
members of the ensemble, and the actual process of fitidingonsensus, resulted in a
sense of partnership and harmony between the playerg dath rehearsals and

performancé™

211 Again to those concerned with absolute accuracy oféneonnotation and association, one can only
say that there are no absolute truths, no absoluteat@onnotations or associations. The one thing that
can be said with certainty is that once these conoattnd associations are made, the music making
ascends to a new level. Once the first movemehtoafart's C major Piano Trio K. 548 received its
emotional embrace by the young piano trio membenseaSoyful adventures of the forest animals,’” the
joy of the players (ages 12-14) became palpable. Theassodetween the joyful C major runs, and the
liveliness of animals is not based on any written plefo by Mozart, yet it seemed to work miracles for
these players, and since the listener is not judging therpemce according to which image was used, but
rather what was the performers’ level of involvemert eommitment to the music, this emotional
embrace proved to be a very powerful one.
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But what about mature artists? Could they find some valpeacticing this
stage? It is hard to make any kind of generalization arstibject, since most of the
creative process experienced by great performers remaspsken and/or
undocumented. A rare instance of a great performer whshdire parts of his creative
process and who apparently did go through a process quitardio what has been
suggested here, can be found in a documentary about thedatard Bernsteifi->
Evidence of the fact that Bernstein had at timesnaotienal embrace in mind can be
found in a film documenting his recording sessions of Bl&hNinth Symphony with the
Vienna Philharmonic. In it, Bernstein refers to the ghony as a farewell from the
world of the living and gives titles to each of the fonovements: the first movement he
entitles ‘A farewell to life and to human love’, teecond ‘A farewell to the joys of
country life’, the third ‘A farewell to the joys of uah life’, and the fourth ‘A farewell to
one’s existence’. It is safe to say, that Bernst@lmdt assign these titles simply for the
purpose of making Mahler’'s music more accessible to thkstener, as might have been
the case in his concerts for young people, but rathesfdus understanding of the
emotional intensity of the music and what was needebifioy as a performer, to convey
it. There is no indication in the video whether B#em's imagination and associative
mind are what led him to these titles or if it was dase his knowledge of Mahler's
correspondence and pencil commentary on the autograpé piece. Regardless of
their origin, these definitions surely assisted Beingterealizing his interpretation and

creating his performance.

%12 Humphrey Burton and Tony Palmer, directdtsur Ways to Say Farewell: Gustav Mahler's Ninth
Symphony, a Personal Introductifirong Branch, NJ: Distributed by Kultur International Fln1971).
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The Second Stage: The Different Stations and the Emotional Wave

The second stage of the Emotional Understanding Metlaot$ svith the
performer conducting a general structural analysis ofvtir&. It is not necessary at this
stage to analyze each harmony and phrase, but ratidemtdy the large sections in the
work and the relationships between them, such as théhese, transition,
development, and so forth. Each of the identifiedigestis labeled as a station, and is
represented by a small circle in the graphThe exposition of a sonata form could then
include four major stations: the first theme, a tramsjta second theme and a codetta.
On the other hand a station could include an entire dpnednt section. The scope of
the station is left primarily to the discretion oétperformer. An important key in
realizing the proper size and length of a station igaradhange of character in the
music. For example, if within the development onertlesees a definite change in

character, it would be advisable to split the statiom iwo.

After identifying the different stations in the piedee fperformer is asked to give
every station its own specific connotation and to placeside the larger circle in the
following manner: the stations portraying positive emotiimsuld be placed above the

circle's middle line and the stations portraying negaiwetions should be placed below

2310 Chapter 5 we will see that it is indeed necesgagp through an in-depth structural analysis in
order to fully understand a piece and in order to reali®s structural set of decisions for it, but as far a
the second stage of the method is concerned, one shadldysconsidering the larger segments of the
structure. Unlike Cooke’s specific approach, this methed dot ask the performer to find the
connotation for each and every interval and harmonysatier identify the emotional connotations of
larger segments of the composition.
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it (see Graph 2). Connecting the stations with arlveals the progression of emotions

though the composition. This line will be referred tehesemotional wave of the piece.

Graph 2:

Positive emotions The placement of stations

and the emotional wave

Negative emotions

Several questions will surely arise when one is giteg to place the different
stations. First, what should one consider a positivetienand what should one
consider a negative one? For the purpose of conductmgtge, one should follow the
universal consensus regarding this division. For exarhpfginess, joy and love are
usually considered positive emotions, while anger, sadgmekdepression are usually
considered negative ones. Even if these emotions maylet the opposite association for
the individual performer (one perhaps feels that angepssitive emotion), one should
nevertheless, in this case, adhere to the universal vieiwhus probably the view the
composer held as well. Another important question siigeen one is attempting to
place different emotions that belong to the samergégeoup of either negative or
positive emotions. Should one place sadness lowéeinircle than anger? Should
peacefulness be placed higher than joy? What scaléddbewsed in finding the proper

placement? This is indeed a complicated question, diece is no universal scale which
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states the level of ‘positiveness’ or ‘negativenedsl given emotion in comparison to
others. Therefore, in trying to answer this questionpdr@®rmer should use her careful

judgment and sensitivity to determine the best possibleepient.

What usually helps determine the placement of a stasidhe work’s overall
context, or simply, what other emotions are present.ekample, if one has to place
calmness, tenderness and confidence, one should use teet adnhe piece to decide
which of these emotions would be considered by the compmé&e the most positive.
This could usually be determined by examining the structure¢plant and progression
of emotions in the piece. Again this is not an exeietree, and the performer will never
be absolutely sure whether her placement is true toaimposer’s intention or not. It is
more important though, that a position will be takeralperformer about the relationship

between the emotions expressed in the piece.

Let us take the exposition of the first movement oizitt's Piano Concerto in A
major, K. 488, as an example (see Graph 3 on the faitppage). In this movement, the
pianist is asked to make clear distinctions among skpesitive emotions. The first
theme (A, mm. 67-81) is mostly calm and joyful with soseéinite mischievousness, the
second theme (B, mm. 99-113) is sweet and tender, whikxgeesition’s codetta theme
(C, mm. 117-137) is mostly triumphant. There are thugersingly menacing measures
before the codetta theme appears, and the themastbettken with a hesitant dialogue

between piano and orchestra, but the overall effettteocodetta theme is confident.
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One possible way of placing these stations is showmeirialowing graph.

@G)?
o

Graph 3: Mozart's Piano Concerto K. 488, the placement of thetations in the
exposition of the First Movement

The extroverted joy of the first theme could mentightly higher position than that of
the more introverted love of the second theme, whéettiumphant and exuberant
character of the codetta theme seems to end the e@pasit an almost ecstatic note,
placing it above the other two. Still, this is only onegible interpretation. There are

numerous other ways in which one could map this expositiamincingly.?**

We can safely assume that intensity is a primaryikdynding a station's
position. A first theme station labeled 'anger' wiilfely not be placed at the same level

as its parallel recapitulation station, even thougly irobably share the same music. An

24 The pianist should also discuss this issue with the coodaied match between her interpretation and
presentation of the main themes with the orchestraseptation of them in the opening ritornello.
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example of this can be found in the first movemerBedthoven's Fifth Symphony (see
graph 4). One can label the main motive as anger (A, I¥By), the recapitulation
appearance as fury (A', mm. 248-253), and the appearancesafitigemotive in the final

coda as desperation (A", mm. 478-483).

Graph 4: Beethoven'’s Fifth Symphony, first movement, compasion of main motive
in the first theme, recapitulation, and coda

The performer will find that with some stations th@maotation can be found
quite easily, while with others several attempts mayeleired. S/he should also be
aware of stations that include two or more emotions. ekample, a theme could have
both hope and despair at the same time, as is thenctsefirst theme of Chopin's
Mazurka Op. 17 No. #° It should be clear that in the placement of antjcstahe

performer should use her sensitivity and judgment, but thm pbould be emphasized

215 See graph on p. 176.
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even further in the case of stations with multipleogaons. The performer should ask
whether one emotion is more prominent than the othéiboth are equally important.
S/he should also realize what in the music’s struatateses the multiple emotional
connotations. Again, s/he should not be deterred bgaming to a final answer

immediately, but instead allow for questions and oppositiohe raised.

Once s/he has concluded the step of labeling the stationggyhout the piece, the
next step is connecting the stations with a line, thetiemal wave. This line is the road
of emotions s/he must travel to fully and accuratefyress the piece. It shows the

emotional highs and lows, the transitions in the pisabtle or abrupt as they may be.

The emotional wave is of course the graphic representafithe causal
connection between emotions in music, an issue thathgaussed at length in Chapter
2. As was mentioned, there are some dangers in alldhendifferent connotations to be
tied. Meyer, for example, warns against following @lssociations, and creating a causal
connection between them. He believes that botrcaggms and connotations, which are
indeed relevant to a certain passage, might cause eusigahdiversions that are not
necessarily intended by the composer: “One image mayvahother, not because of
the associations which obtain between the imageshengrogress of the music, but
because of the associations in the mind of the lisf@ngerformer] between the images

themselves?!® For this very reason, it is essential to conduct thergéstructural

218 Meyer, 256- 257.
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analysis of the piece first. By doing so, the perfarcan make sure to be following the

musical structure first and not simply letting her imagararun with free associations.

The emotional wave exposes another level of diffictdt the performer.
Knowing what emotions s/he needs to express, enabl@ettoemer to fully express
them. At the same time the emotional wave showsewe would need to shift
between them on command, a difficult challenge indeexd.us look at an example of a
famous transition (see Graph 5.) The emotional whews, that in the first movement
of Beethoven's Fifth Symphony, the four measures (mre2)9which separate the first
theme (A) from the second (B) are very importantgitgon measures, structurally and
emotionally. These measures show the difficult chglethe orchestra, with its hundred

players and conductor, is facing in transitioning from atgéve.

Graph 5: Beethoven'’s Fifth
Symphony, First movement,
transitional measures between

first and second themes

-
S
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As we well know, transitions do not occur exclusivelyoigical and comfortable
places. They can take place in the middle of a phoasa,held note or even on an
eighth-note rest. The emotional wave helps the pedobmentify the exact nature of

each transition and prepare for it accordingly.

A clear example of a sharp emotional transition casees in the first of
Brahms’s Op. 118 piano pieces. The only element separhéartgvd parts of this
Intermezzo is a double bar line. It is up to the perfotmeealize what has caused this
sharp transition between the exuberant and bright ogpeamd the tragic and anxious

continuation, and to then shift between them on condnaaua in a split second.

With this second stage of the method another importantezit of the piece is
exposed: the emotional centers or, if you will, theemiayer of the piece. The outer
layer is, of course, the one printed in the scorerntidglle layer is the one just exposed
by labeling the different stations. To go further and Beertner layer of the piece one
should examine the emotional wave and locate the enatcenters underneath it.
These centers are the basic emotions that are irvoivibe piece and usually correlate
to the larger sections of the work: exposition and agmaént, for example. In many
pieces, the performer will find that it is the combioatof several of these centers that

creates the emotional conflict of the piéte.

27 1n the case of some works, it is the expressiombyf ane main emotion that serves as the propelling
force behind the music. The existence of only one iemgier piece clearly echoes the Baroque tradition
of theAffektenlehre
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In the case of the Beethoven's Fifth Symphony, thetiemal center of the first

movement exposition includes anger and love, see Graph 6:

Love

notional
center

Graph 6: An example of an emotional center in Beethoven's filh Symphony

The emotional center here clearly includes both emstat the same time. Similarly to a
person who is torn between conflicting emotions, Beethcstarts by first expressing one
emotion and then immediately turns to express its afgoshe identification of the

emotional centers of the inner layer mean that tilepeer has a firm understanding of
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the emotional conflict of the piece. At the sameetithe identification of the emotional
centers also helps the performer find the middle groutwdes the different emotions of

the piece and determine the correct boundaries for firession of those emotiofi$

The Third Stage: Placing Boundaries

After finding the fitting connotation for each of thtations, and uncovering the
inner layer of the piece, a clear boundary should bgrassito each of the stations. For
example, if the connotation is that of happinessptrormer should also determine if
the composer is asking her to allow the full potentidhs emotion to be expressed and
reach the highest levels of joy or to simply exprege@d-natured attitude. It is of vital
importance that the performer be clear on how fah eacotion will be allowed to
stretch. There are two reasons for doing so: (}owit boundaries one increases the
chances of emotional flooding; and (2) because thetbed the music sometimes lies in
the performer’s ability to adjust the boundaries of @gigmotion throughout a piece.
Using clues left by the composer and her own judgmenpdhermer must therefore

find the best-suited boundary for a statidh.

As is the case with previous stages, this stage recgubessantial
experimentation. The performer should try differemiitdaries until s/he finds the most

suitable one. S/mghould also not be surprised if as a result, her ofigimational

#8To view an example of a complete inner layer, the restumuld turn to p. 169, where the analysis of
Chopin’s mazurka is presented.

2% For more information about emotional flooding seepiéal.
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connotation for the stations will shift, since it #em the case that when experimenting
with the boundaries of a station, one realizes thbfferent yet related emotion is better

suited.

To better understand this stage, let us examine Scarutigior Keyboard
Sonata, K. 141 (see score on following page and Graph 71e19p. Assuming the
connotation one has for the opening theme is thatgdraftaking into consideration the
Baroque stylistic convention of concitato, it is unlikétat this beginning is aiming at
any other emotion but anger), this station's boundaridd beudescribed as follows: the
upper boundary would be agitation, and the lower boundamwdwae violence. These
boundaries place the anger expressed in this particulanaes between agitation and
violence. In working through this stage, the performéaasig again some of the same
guestions raised in the second stage of the method. blesvathe know, for example,
that the boundaries have been placed correctly? chneettness’ in this case is also left
to the performer’s discretion, i.e. personal tasteuanterstanding of style. Through
experimentation, the performer can come to a satisiirsgver as to which of the

boundaries would be the most appropriate.
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Upper Boundar
Agitation

First Them

Anger

Lower Boundar
Violence

Graph 7: Assigning boundaries to the first theme of Scarlats D minor Sonata

It is important to note that the boundaries are essdotiget one more reason. It
is often the case that when one aims at expressiagarcemotion, one is bound to
express a lower intensity level of that emotion. &wample, if one aims to express
violent anger, in reality one will only be expressingem or if one is aiming at

happiness, one will inevitably express a good-natured nmsbdelad. Why this is the
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case, one can only hypothesize. We have alreadyirs€drapter 1 how difficult
emotions are to understand and use, and if one adds tbetigct that our perception of
what we really express is very often tainted by our skkperception, one might have
the answer. Another explanation is that, we have bmgght that the suppression of the
expression of emotion is a positive value, and therafongg against this value system
might result in a ‘bad aim’, i.e. a weak portrayal of ttesired emotion. To solve this
problem, what is asked of the performer is similar totvshasked of a runner before s/he
passes the finish line. As the runner reaches itnsénct is to slow down, since the end
of the race is in view. But in fact, s/he must aingdrel the finish line in order to not
slow down and to achieve the best results. Similénky performer needs to aim beyond
the boundary of the desired emotion to a higher intetesigl of it. In the case of
Scarlatti's K. 141, s/he needs to aim at violent angexpress anger. With time, the
performer will learn how much emotion is indeed requivg@ passage, and aiming will

become more natural.

Again, discerninghe boundaries is complicated because there is no salest
of ‘which emotions precede which’. An emotion that migéém to one performer to be
the step beyond mere anger will not necessarily beaime for another, or for the
composer for that matter. The guiding rule in establistiiegooundaries and aim should
be one’s common sense, and, as Leopold Mozart stiageshe listener will realize what
emotion the performer is conveying in the music andheilmoved by it. In establishing
the boundaries for the entire piece and interpretatina,should also take into

consideration the boundary of style. Since anger aml&ti's music is quite different
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from anger in Prokofiev's, the performer should alwaysain sensitive to the era in
which the piece was composed and should at least taketimelaries imposed by that

era into consideratioff:

The Fourth Stage: Connecting with the Composer’s Emotionalntention

After completing the first three stages of the methbe performer should have a
grasp of what, in her opinion, the composer’s emotiariahtion for the work is, and
should be ready to tackle the next stage. Here slhbenasked to find a way of
connecting between her emotions and those s/he igenitifthe music, i.e. a way of
connecting her unique experience of these specific ensotitdh those s/he uncovered in
the piece. The reasons for going through this stagedisady been discussed in
Chapter 2, in the writings of Cooke and the other ref@aksts. We have seen that in
order for a performance to be meaningful to the audig¢hegyerformer must remain
sincere in her expression of the emotion. This caacheved either by empathizing
with the speaker in the music or by becoming that spedkaractors as well as singers,
this process of searching for a personal emotional ctiondo a role, is a daily matter,
since in the greater part of the theater world itkenaor granted that the performer

should use her emotions to bring life to a charactersmene.

22! This is an interesting topic for debate. Could itHa because the expression of emotion in classical
music is so restrained and stylized, it has lost its/egice to today’s expression of emotion and therefore
society? This discussion deserves its own research.
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In tracing the origins of this line of thinking, one goeslbto the writings and
techniques of the famous Russian theater director and \@dtestantin Stanislavsky?
and to the more contemporary application of his principlesee Strasberg, at the
Actors Studio in New York?® In the latter’s studio many young actors, who later
became leading men and women, were trained in accessingriotions and using
them to create more convincing characters and moraregxpierformances. Though
music making offers a very different challenge fromract for example, the lack of a
specified emotional reference point in the case afungental music versus the existence
of text in acting — both nevertheless revolve arourdstime task: the communication of
emotions. It should not be such a far-fetched notien to take a tool from the actor’s

tool kit and learn how to apply it in the musician’s daoma

Having gone through the first three stages of the Emdtidnderstanding
Method, the performer should have now a specific emalti@ierence point for the
piece. By organizing the connotations to the musicomi cohesive interpretation, s/he
should have realized the emotional content of theepi&/he is now asked to find her

own personal connection to this intention and to thet®nal conflict of the piece. It

222 For more information about this, see Constantin Stkavsky,Creating a Rol¢New York: Routledge,
1989). Stanislavsky’s principles were based on a bookewrith 1896 by the French psychologist,
Theodule Armand Ribot, titledhe Psychology of the Emotionghis book helped Stanislavsky to create
the memory exercises which were used in the actoirdnga These exercises were designed around
recalling the sensory atmosphere of a past evertliegdhe actor to then recapture that emotion @selit
in the creation of a character.

223 For more information on Strasberg and the ActousliStsee also: Herbert Klein, directéiting:
Lee Strasberg and the Actor’s StudiBBS) and Robert H. Hethmon, EStrasberg at the Actors Studio
(New York: The Viking Press, 1965). The questions that ratad/ Strasberg in his development of his
method were: “How can an actor both really feel and ladsim control of what he needs to do on stage?
How can the actor make his real feelings expressiv&@age?” --quotation from Ron Gilbefithe Method —
an Actor’s Journeyl6 May 2006 <http://www.methodfest.com/0O4pages/industry/gitisart
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might seem as though there is an inherent conflictantabk at hand. How is the
performer to determine at which point s/he is following tomposer’s intention and at
which point s/he is following her own emotional agenddf® performer indeed is

walking a very narrow path between the general conootatnd the personal
associations. It is very difficult to say when thefpeaner is projecting associations onto
the music that are not there, and when s/he is igergiemotions that are put there by
the composer, i.e. the connotations. The honestyioptocess lies with the performer.
As long as the performer distinguishes between thetfiree stages and searching for the
composer’s intention, between what s/he can labebasotations and this stage, in

which s/he is accessing her own experiences and herssoniations of these emotions,

s/he can rest assured that s/he, if not able avoiddhfat, will be able to minimize it.

Finding the connection then can be achieved in sevdfateht ways. One
possible way is inventing a personal scenario based barrietitious images that will
allow the performer to access the needed emotionswhitliand connect them to those
emotions s/he believes the composer wished to expréiss music. In creating this
scenario the performer should use whatever images tmmand that prove relevant to

the emotional wave of the piece, and that allowtlierproper emotions to emerge.

Again, one should stress the difference between finth@gonnotations in the
method’s first three stages, and finding the personatedsms that will allow the
performer to access her emotions under pressure. Tiy tlaidifference let us take the

first theme of Mozart’s Piano Concerto K. 488. Themotation here, most likely, is
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with joyful, pleasant, and pastoral emotions. Itasvrup to the performer to find her
personal association to these connotations. Penmgggning a walk s/he took on a
spring day would arouse these emotions in her, whilarfother performer it might
arouse a memory of a hike in the Swiss Alps. The mapb point here to remember is
that the performer should find a personal image thatcamnhect her to the general

connotation and therefore express the desired emotion.

As was explained previously, the scenario can use thgesnaf a personal
emotional experience that have been adapted to the b@asdad style of the specific
piece, or it can be based on imaginary events that seéhe performer relevant and
appropriate. By either using the resources of one's oaynames or imagination, the
performer can bring the music to life and engage the ausliarec more profound
interpretation of a work. When practicing this stage pgxdormer should keep several
things in mind. S/he should, on the one hand, feet@rese her imagination and be
open to the possibilities of different associations.thé same time, s/he should

remember to treat these associations with caution.

There are several reasons for practicing caution hEne.first, of course, is that a
chosen image might not always be relevant to or compatiith the music. Some
images might seem appropriate at first, but when apmigidet music will not completely
match it; either the emotion conveyed in the imageld/be too much, too little or
simply inappropriate. It is up to the performer, then, &ntain constant awareness and

to question herself at every juncture as s/he attetofitsd the best suited image. S/he
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should keep her priorities clear; music first, imagesdcand if an image does not serve
the music, discard f2* Another reason for practicing caution is that underdiress of

a performance accessing the imagination could beconekwptiask. It is therefore
important to remember that one should find an imagegts clear and as real as
possible. Only then would the emotion be accessible uhderessure of a

performance.

Let us take the opening measures to Schubéfédsderer Fantasgs an example.
One possible association to the opening measures could be/émtion of a happy-go-
lucky wanderer who is excited to set out on a journdiienAustrian forests. On the
other hand, the performer could recall how s/he falh@butset of an exciting trip. The
danger in using the first association is that if s/henea®r been to Austria or has never
seen a forest, there is little chance that under thesdwf a performance s/he will be able
to conjure this image up. The second association, oottiee hand, which is based on a
true memory and experience, is less likely to disappedaryressure. In general, the
more truth there is in the chosen association, mgahe more one has felt the emotion

in one's real life, the easier it is to access ¢hation under pressufé

224 This is easier said than done, since for some perferimaige can take over an interpretation, making
the music the image’s victim. Tempi and dynamicsaétexed to match the image, rather than the other
way around. As difficult as it is to avoid the tempiatithe performer should remember that the images
are just tools and not ends in themselves.

% This is of course not to mean that one must be tieddaleagged by a horse in order to perform a
successful rendition of Lisztllazzeppa The imagination is an important tool in the creatiba strong
association to the music’s emotional wave, butficide under pressure and should be treated with
caution.
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In most cases the more specific the associatidmoih (real and imagined), the
easier it would be to access the emotion on stagehantidre engaging one’s
performance will be. However, for some performers itot the specificity of the
connection that helps make for a good performanoeneSperformers are capable of
connecting to the emotions in a piece without thesteste of a specific image. In fact,
for some of them, the specificity actually inhibiteithperformance$’® The conclusion
one can therefore draw is that there is no one donayg of conducting this stage and

that each performer should find her own.

Another reason for practicing caution with images ésrtatural tendency to
forget that one’s image should encompass an entire.piElee images and scenario
chosen by the performer should contain the entireepatof the turns and transitions of

the emotional wave, in order to achieve maximum effect.

For example, if the stations of the emotional waketthe performer from
expressing tender love, to sadness and misery and backléo teve, as is the case in
Brahms’ Intermezzo Op. 118, No. 2, the performer’s scesoald include all of the

above mentioned stations, and not just a¥eéwOne possible scenario which will

226 One of my students, Lisa Liu, claimed that she did eqtire the fourth stage of the method and that
once she had identified the emotions in the piece tedtisfaction, she was able to access them without
much difficulty. It was the abstractness of the cotinecand the lack of attachment to a specific storyline
or personal experience that made for a comfortable ctionen Ms. Liu’s case.

227 This rough emotional wave might sound simplistic toseeaders when compared with the depth of
the music. | would agree up to a point and say it issddgmple, but not simplistic, and insist that there is
a reason for making it so. The stages of the medkedribed so far, such as identifying the embrace of the
piece, the stations and the wave, are in some wagatkier stages; all they require is one’s willingriess
investigate. The difficulties arise when one reathedourth stage, and when the actual expression of
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encompass the entire wave of this Intermerzmild be a love scene in which the lover
is speaking to her beloved, remembering a past in whicwsifidonely and only
dreaming of love (in the middle section), and realiziveg her beloved is now at her side
in the recapitulation. Another possible scenarim igiew the entire Intermezzo as a
lullaby. The tender feelings are expressed towards aamildhe middle section’s pain
is the speaker’s empty p&&t. What will not be helpful, on the other hand, is to
disconnect the images from one another and/or mix #reomd by, for example, starting
the piece with an image that shows tenderness to d o, in the middle section using
an image of a lost friend and concluding with the imagigef lullaby. In attempting to
establish an emotional connection to the piece, itavaldo be unhelpful to use an image
that only depicts partial aspects of a piece; in tise od the Intermezzo, it could be the
image of a flowing brook, for example. Though indeed theed eighth-notes in this
piece are clearly flowing and water-like, this imageatbglf does not contain any of the
emotional conflict of the piece. This is not to sastthne’s playing would not be
significantly enhanced by an image of a flowing brook, &ad it should not be
incorporated into the general interpretation, but to salyithitself, it will not carry the

emotional weight of the piece.

emotion needs to come into play. Keeping the dedinitisimple helps focus the performer on the task at
hand: in this case the communication of tender love.

228 One only needs to listen to the first of Brahms’ @palto songs, and the first of the Op. 117
Intermezzito realize that this interpretation is highly plausibl
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Confronting Unsettling Emotions

Before we move on to the fifth stage of the Method must address the issue of
unsettling emotions. For this purpose let us turn back to C6bke fact is that people
can only react to the emotions expressed in a workt @icaording to their own capacity
to feel those emotions...the truly musical person, witleranal capacity to respond to
emotion, immediately apprehends the emotional cotemipiece of music to the degree
that he can experience #2° But what happens if the performer has not experienced the
emotion, or more likely, has for some reason suppretded/hen a performer accesses
her fear, anger, love or happiness, s/he also conflloajsdgments s/he has placed on
these emotions. S/he might feel, for example,ghatiting when angry is uncultured or
that the expression of romantic love is a cliché@nf@nting these judgments or the mere
fact that one is now consciously dealing with certano&ons can cause severe
discomfort**® Here is a specific example. If a performer is regliin a certain passage
to express tenderness, but has rarely or never expedi¢ime emotion in her own life, by
playing the passage, s/he will be forced to confront tendefad the judgment/s s/he
has placed on it: ‘I don't know what tenderness faledsand therefore | cannot express

it’, is what the judgment would sound like. As a resulthis judgment placed on

29 Cooke, 21-22.
230 5ome of the information in the following paragraphddsved from Linda Joyce’s writings. For

more information see: Linda Joycihe Star Withir(New York: Citadel Press, 2003). In this book Joyce, a
noted therapist, discusses the nature of and reasorangjudgments on emotions.
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tenderness, the performance of this passage might sorghddmal in extreme cases it

might cause the performer to suffer from hand p&in.

If a performer finds that s/he is feeling discomfortdogse of a certain passage
and the emotion that passage requires, s/he should stopgplagd instead try to realize
the nature of her discomfort by labeling the judgmeihis BAs placed on that specific
emotion. In some cases these judgments will be lgltise to an upsetting memory or
even trauma, and it is therefore extremely importaméke extra care and caution when

approaching the removal of these judgments.

For another specific example let us examine the firstement of Mozart's
Sonata K. 330 in C major. Let us suppose that the peefofeels discomfort while
accessing the joy, faith and humor of this first movamdiithe performer chooses to
expose the judgments s/he has placed on these emstlomsyould realize that s/he
perhaps has judged them as being juvenile or simply utineaileason for this being
perhaps the way s/he was brought up, a comment froatheewho was too serious,

and so forth. The discomfort arises from not wantingdcept joy, humor, silliness,

21 This last statement, though requiring further prodbaised on my work with my students and my
own experience. Hand injuries are the result of maffgrdnt causes: misuse of the hands, over-
practicing, accidents, etc. A reason that is not ugsoatintioned in this context is that hand injuries could
be caused by tension created by the need to express aarearmatithe personal judgment one has placed
on it. The need to play the notes, on the one hambithee desire to run away from feeling and expressing
this emotion, on the other, would cause a conflicht#rests, so to speak, in the body. The hands are
asked to play and at the same time they are asked t@stiged message that could create debilitating
hand injury.
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child-like play and deep faith as acceptable emotionsé@sdife and therefore as

acceptable emotions on st&ge.

The performer’s discomfort could be elevated by the rfaatethat s/he has now
made these judgments conscious and changing them. Byirexplos judgments and
confronting them (childish joy is a very useful emotiewen for the most serious of
musicians), hopefully s/he will open the channel to exprggshkis emotion. S/he could
then try to access these emotions for the durati@nodvement or for a short

experimentation session, to monitor her reaction.

Finding the judgments one has placed on emotions could bkisive task.
What will expose them, nevertheless, are the imagssemarios one chooses to
associate with the music. These images offer a plhieee one can also change one’s
judgments. Going back to the Mozart Sonata, if the paeo cannot identify herself as
the speaker in the piece, who is filled with joy andhby, s/he could change her image
and include a different speaker, an appropriate chargttersay Susanna frofihe
Marriage of Figarq to express the joy and child-like humor of the pfeééeThe
performer's judgments will probably manifest themselve&dusanna's inability to sing,
act and be joyful. By reminding the performer thas iappropriate for this character to

be singing, be joyful and be humorous on stage, andibse £motions are an important

232 As we have seen in Chapter 1, emotions tend to hadleaf their own. If one was not allowed to
express childish joy as a young adult, one will have a @noleixpressing it as a mature person, even if all
one is dealing with is childish joy in music.

233 The melodic lines in this sonata surely suggest one atiMis joyful female characters.
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part of the character’s palette, the performer cawallerself to reconnect to these
emotions. Once this has happened and the performer pr@ssad them (even if it is by
using a third party character), s/he would have startegtneey of lifting the judgments
and accessing her own joy and hurfidr To conclude, while practicing, and most
importantly, before going on stage, the performer shaarund herself of the image s/he
has chosen for the connection to the piece. This imébereate the emotional reality
on stage, and will propel the connection to the work’stemal wave. It will make sure
that the performer will be able to connect to the énal content of the music and

express it to its full potential.

The Fifth Stage: Finding the Balance — Disconnecting From&otion

As we have seen in the previous stage, working with aarations is a
complicated task that could arouse welcome as well\@eloome emotions. As a result,
the performer faces two major problems. The firstiiming the risk of being
overwhelmed by a certain emotion while being on stagkttansecond is that due to the
newly found intensity and availability of an emotiore ferformer might find herself

indulging in it, and subjecting the audience to a performamasich the emotions are

234 One might be asking how is it possible that the perfomilebe able to allow a character to express
an emotion s/he is not comfortable expressing heiealf in some cases express an emotion s/he has never
experienced at all. Can the performer express ematibrshas not felt? The answer to this is that we al
learn first by imitation. Whether it is by imitatirmyir family members, our teachers, or our friends, we
learn to express ourselves by imitating those whoraumnd us. Therefore, using and imitating the
emotional behavior of a familiar character will ®as a trigger, as a pathway to one’s own vocabufary o
emotions, even if that emotion was suppressed and judged.
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exaggerated. It is therefore absolutely essentidhtoperformer to find and practice the

correct balance between involvement and detachmeménfarmance?>°

Finding the proper amount of detachment during a performande loe achieved
in several ways. After finding the personal connedbetween her emotions and the
emotional wave of the music, the performer shoulska form of disconnection. S/he
could achieve this quite naturally by basing the emotionath@ction on an experience
from her far past, and/or by having the scenario conveyedfioitious characte?*° or it
could be achieved by simply experimenting with the amooi¢snotional involvement
needed to convey the emotional content of the pieceessfully, and by doing so,
decreasing the chances of being overwhelmed. If for gkeamne decides to connect to
a piece that one believes deals with unrequited louesing a personal memory
containing that emotion, one should make sure to usgperience from one’s far past

and not an experience that occurred the day before faiHpast perspective usually

25 \We all know the feeling of listening to an artigio is obviously feeling the music very intensely, but
we as audience members are not able to empathizenegl emotions. There are many reasons why this
may be, and not one right answer. In the case ekaggerated performance, the inability to empathize is
perhaps due to the fact that the expression of emotimyand the realm of the believable for the listener.
In the performer's quest for an engaging performance, exatygean emotion is as detrimental to the
performance as not expressing the emotion at athelperformer wants to convey intense grief to the
audience, such as in the sentence: ‘My best friend juse@dasvay’, shouting and crying hysterically will
probably not do the job. What the audience will peecgwnot the performer’s grief, but her instability.
The performer should therefore always consider whétbeexpression conveys the emotional intention to
her audience, and whether her way of expressing this@maltows the audience to empathize with it.

236 Again, the performer is asked to walk the thin line leetwimagination and reality. To create a
viable connection, the performer can use a real evansthe has lived through, but instead of relating it
herself to the audience as the speaker in the piece;aihreplace herself with for example a favorite
actress. This substitution is one of the best forhassonnection for the performer, since on the one hand
the emotion one is relating is real but in the actudgbpmance it will be carried out by a third party,
leaving the performer slightly detached.
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gives enough time for the emotion to have been prodesssubside and to be now

malleable to match the emotional wave and the boundafrepiece.

Another, more creative, way of disconnecting was faumhen Dr. Fabrikant and
| were working on the first of Brahms’ Op. Fantasy Pieces The opening measures of
the dark F-sharp minor Intermezzo, were extremely tipgefor Dr. Fabrikant, so
upsetting in fact, that she could not start the pietkout experiencing severe arm pain.
In order to create a sense of detachment and safetytfi® emotional pain of the
beginning, | advised Dr. Fabrikant to play the last phrasieeopiece before she started.
This Intermezzo concludes as the darkness and miserywgivéo a new light and
beginning. Playing the last phrase before she began e gaee Dr. Fabrikant a sense
of safety, that there would be light at the end ofttimmel, and allowed her to plunge into

the abyss of the opening measures without hesitation.

Another disconnecting challenge can be found in the méisieacontemporary
Israeli composer, my colleague and dear friend, Avnenfaar Performing his piano
music makes one realize how relatively 'emotionalfg’'saScarlatti Sonata is. In
Scarlatti's music, the emotional involvement, no ewaliow intense, will be always
restrained in the Baroque style. But because the emsog¢xpressed in Dorman’s music
belong to our time, the music ceases to be ‘safe’ lmmdisconnection for the performer
becomes much more complex. Inthe case of Dormanscnthe performer faces the

music and therefore the emotions of th& @éntury. Violence, lust, murderous anger,

%7 1n a concert setting, Dr. Fabrikant obviously did mave the option of actually playing the last phrase
before starting the piece, and therefore | suggestefisthigear this phrase in her mind’s ear.
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and drug infused raves, are all very much the emotionalbtdary of this music.
Because these emotions, and the events with whichatkegssociated, are so much of
the performer’s reality, it is much more difficult tetablish the line of detachment
between the performer’s reality and the emotionaltyesihe is expressing on stage. The
emotions in Dorman’s music are difficult both to ascasd to control, not only because
of their immediacy, but also because of the deptimegétivity that they reach. In order
for the performer to find a comfortable balance betweegmession and detachment, and
find a place from which these very dark emotions caexipeessed without being
overwhelmed, one should replace real events withidias scenarios, true experiences
with imagined ones. This way enough distance is aldagdveen the music and the
performer, so that the emotions would not overwhelm Béthe same time the
emotional intensity that the music requires, and theesity of the emotion, can be

accessed.

The fifth stage asks the performer to balance intetibh result. To help find
this balance, another helpful tool is the tape recorttegnables one to sit on both sides
of the fence: as the performer and as an audience mefbs in turn frees the
performer to identify the parts in her interpretatiort #r@ convincing and true to the
piece’s emotional wave and those parts which are ome clarification is needed
regarding the role of technique in all of this, since It mot be discussed separately in
this document. As we have seen, the fact that thernpeef feels the music is not
necessarily an indication that audience members \eillifas well. The performer must

have enough technical control to go beyond understandinfgaling the music to
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convincing those who are listening to her. No amountratsiral analysis or emotional
attunement can compensate for the lack of technicalalat the instrument, or for her
inability to physically express the structure and feelihthe music in the notes

themselves.
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Graph 8: The Five Stages
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4.3  Emotional Challenges in Performance

The following section discusses some of the specifitl@hges that arise from
the application of the Emotional Understanding Methoehtisic, and offers some

possible solutions.

Opening Measures

Opening measures are challenging in every respect. Thaelfeicult to execute
technically, because they are the first to be perforameldone is usually is not warmed
up yet. At the same time, they are also difficultustain structurally because they carry
so much of the piece’s weight; and finally they aréaift to connect to emotionally,
because one has to create the emotional reality sggnoiut of thin air and in some

cases while fighting stage fright.

In the opening measures to Liszt's B-minor Piano Sowatédnose of Debussy’s
Clair de Lune one finds an added difficulty. These openings are nbdjtigult to
perform because of the reasons listed above, but etsube of the extreme emotional
reality they require the performer to present fromahtset. In order to guarantee the
full emotional expression of these openings, the pedomust connect to the emotion
s/he is about to express in the silence that precedesmgosition’s first notes. Before

starting, the performer should close her eyes (elibre going on stage or while on
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stage), and recall the first image of the scenariodibse. Inthe case of Liszt's B-minor
sonata, s/he should connect to the menacing qualitibe tiree-octave unison, and in
the case of DebussyXair de Lune connect to a state of otherworldly tenderness. The
image carries in it the emotion the performer willchémr performing the piece

convincingly and will make it easier to execute thesesoness.

Another basic problem, that is not specific to openingsMilsurely manifest
itself in them, is the possible discrepancy betweerethetion the piece requires and the
performer’s actual mood when s/he starts playing. Hogetukarefully thought-out
scenario and image will help minimize this discrepaaay connect the emotion needed
to the emotion felt, but this gap can neverthelessesiit, even if the performer has

properly prepared, and therefore, the performer should bg readnfront it.

As | was working with Dr. Fabrikant on her performantéhe second movement
of Schumann’santasyOp. 17, we discovered that even a straightforward beginning
such as this movement offers, could pose a potential pnolddot only were the
triumphant qualities of this beginning difficult to ace@sd be convincing with, but
accessing them when one was in a bad mood, was clespdssible. The performer
must take into consideration the fact that s/he mighbe in a triumphant or very festive
mood on the day of a performance and should attemptriinire the discrepancy by
establishing a viable emotional connection to the piecanage or a scenario, and
practice it. The connection will allow her on they dd the performance to find a way to

bridge her emotional state and the one which the pezpgares. This being said, the
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other extreme, forcing oneself to feel the exact san@ien in every performance, is not
recommended either. One should be able to allow theemibtm be a part of one’s
performance, and whatever variation the moment offevald be incorporated into the
performance. For example, one can use the adrena$je saused by stage fear to fuel
the enthusiasm needed for the Schumann. Or if onle$menergy than usual a more
subdued yet confident performance would be a good solulibe.goal here is a balance

of intention and freedom. Not choosing one over theroth

Transitions

With transitions, a different challenge in expressinp#ons in performance is
exposed. Let us assume that the performer is capabteedsing with ease a myriad of
emotions. Could s/he now move between them as tseermommands? The performer
must be aware of what emotion s/he is coming from, whaition s/he is leading to and
even more importantly, note how much time s/he hasifo between them. Making a
transition between different emotions might seenmgle enough task, but in fact it is
extremely difficult. Letting go of one emotion invta of another is enough of a
challenge in real life; and in music, when one alsothacomply with a beating pulse and
an audience, the challenge becomes even greater.rtaindemes, the performer will
have several phrases in which to create an emotiredition, in others, only a few
notes. S/he might have to move between two relatediens or between two opposing
ones. The endless possible combinations suggest thatraasition will offer a slightly

different challenge and therefore should be caretullyerstood and practiced.
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A good example of a drastic transition can be foundhogih’'s Mazurka Op. 17
No. 4, which will be comprehensively analyzed laterrothis chapter. Here the
transition happens on a bar line between the middle jafmsaction and the return of the
main theme. One moment the performer is taking patjayful dance and a second
later crying out in despair. In order to successfullydemi this transition, the performer
must let go of the joy of the middle section and chaos®mnnect to pain, not a simple
switch. The transition here takes place between bmtrasting emotions and is difficult

to perform convincingly unless the performer is free to esgbeth.

Another extreme transition, although this time movinth@opposite direction,
can be found in the third movement of Brahms’s F-minan®Quintet, Op. 34. The
menacing beginning is set off by an insistent pizzicatbencello part, and is then
followed by the crawling main motive of the movemenCiminor. As this motive
unwinds, a triumphant march in C major suddenly takes owaing for an abrupt and
startling transition. The entire movement revolvesiad this unexpected transition and
its improbability. Another added challenge here is eftitt that five people have to

conduct this transition at the same time.

In order to achieve effective transitions, the penfer must also weigh the
importance of the emotions in the large scheme opigee. For example, we are all
familiar with the jubilant and optimistic first thenoé the first movement of
Tchaikovsky's First Piano Concerto, which appears twi¢ha exposition. The only

element that separates these two festive appearaitesfost theme is the short piano
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cadenza, which in spite of its size, plays a pivaikd.r This cadenza abruptly changes
the jubilant mood into a dark and insistent searchbgrabing so presents the nucleus
for the movement's entire emotional conflict. Theqenker must understand the
importance of the transition between the two configemotions in this opening in order
to make the transition believable and allow the rétte@movement to properly unfold.
S/he must realize that this is not just a brief @gésof despair, but a total collapse of the
festive facade, and that the search to regain this agotinsi what propels the entire

movement forward.

The E major Scarlatti Sonata K. 531 offers yet anatbeof challenges as far as
transitions are concerned. In this piece, mood chamg®s in almost every phrase as
the initial joy gives way to trepidation in a seriesabtle changes. Scarlatti makes each
phrase delve deeper and deeper into fear until the initias jogmpletely gone and all
that is left are fearful question marks. It is as ghoint that one of the most difficult
transitions in this piece occurs. With no warning, Btiichooses to let go of the fearful
guestioning state he took so much time in establishing andhsedtuthe initial joyful
mood. This sonata does not challenge only the perforatality to let go of emotions at
an extremely rapid pace, but also her ability to acrcdlit switch between contrasting

ones.

Another form of transition, one that has not begdrassed yet, is the slow

transition. In the case of this form of transitidgng difficult to determine and pinpoint

where exactly the change of emotion takes place amdftire the performer needs to
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remain sensitive and open for the transition to occturally. An example of such a
slow transition can be found in the second of Schum#&wonsancesOp. 94. As the
oboe and piano emerge from the ferocious middle selotiok to the tender opening
theme, an exquisite transition takes place. Even thoogttan clearly recognize the
original melody on its return, it is only when the Ajor tonic is re-introduced that the
middle section's fire and the subsequent fog finally disapmebthe good-natured and

tender mood of the beginning is reinstated.

Peak Points and Climaxes

It seems obvious that the performer should be able toifigémt climax or
climaxes in the work s/he is performing. Emotionafigaking, this identification
becomes even more critical. Only if the climaxesidentified will the performer be
able to accurately gauge her emotional involvement throughpetformance, and save
her energy for the focal points in the piece. Ing&ePiano Sonata Op. 1, one finds a
series of relentless climaxes. The emotions inpl@se are exceptionally dark and
obsessive, and the climaxes appear in unusually closeitpxd one another®® In a

piece such as this, it is crucial to establish thevatg parameters:

238 The obsessive nature of this piece can make the pexfdeel quite mad. This is a feeling that was
also expressed by the famous soprano Evelyn Lear, whdtsangle of Marie in Berg'$Vozzeckinder
Karl B6hm in over a hundred performances. She clatimechobody should sing the part for more than a
hundred performances, or they would go crazy.
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1. How extreme is each of the climaxes in itself? Meg, how far away from the
center of the emotional embrace circle is the ctistation located? And what is
its boundary?

2. How distant are the climaxes from one another and sdjarates them?

3. How should one clearly distinguish between the ematiceality that needs to

occur on stage, and that of the performer’s daily3ie?

Climaxes tend to be difficult to perform because theyrmhtdy stretch the performer's
comfort level and ask for her utmost involvementis it these peak points that s/he is
asked to let go of any inhibition about the expressi@mnmtion and to be the most

expressive. To some this is indeed an almost insurmoerthallenge.

Endings

One also needs to know how to resolve the work’s ematiconflict and bring a
performance successfully to its end. To make this ptear,det us go back to the first
Intermezzo of the Brahm§&antasy Piece®p. 76. As we have already seen, the piece
begins in deep sorrow and reaches a peaceful statenatdyast few measures. In this
final resolution the performer must let go of sorrow amolose hope instead. This is a
difficult task, considering that most of this Intermezz set in deep depression. To end
this piece properly, one must be able to let go of the sa@dmesspent so much time and

energy establishing. The performer should also remerhbeif s/he does not jump deep

239 For more about the merging of emotions see Chapter 1.
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enough into the opening’s depression and darkness, s/heowie able to create any

sort of conflict and therefore s/he will have nothingesolve.

Oppositional Phrases

What are oppositional phrases? A composer will stadppositional phrase by
presenting a certain assumption or mood and by its entpletely negate it. If one
chooses to imagine a speaker for the music, it is agththe speaker has started the
phrase in one mood and ended it in another. As wedeereit is difficult enough to
maintain one emotion in a phrase; and therefore, abl@eto maintain two contrasting
ones in the same phrase and move between them conWnoimgeasured time is a quite
a difficult challenge. One example of such a phrasebeafound in the second of
Schumann's Op. 7Bantasy Piecefor Clarinet and Piano (see Graph 9 on the next page).
This movement starts with a simple melody in the @ipart, suggesting a joyful, though
a slightly agitated, mood (Al). When the clarinet$aim the mood abruptly changes
and turns somber, more introverted and a bit fearful .(AZ if this opening phrase is
not enough of a challenge in itself, Schumann askpahermers to repeat it, (A1, A2")
totaling three emotional transitions in the space of plwases. It is also important to
note that the repetition of the phrase does not meatuanrto the identical emotions, but

to a second slightly enhanced statement of them.
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Graph 9: Schumann’s

Fantasy Piece Op. 73 No. 2,
Oppositional phrases

The important point for the performer to realize herehat causes this
oppositional sea-saw to occur in the first place; viltite causal connection between the
phrase's opposing parts? What would make a speaker sdyranarid contradict it only
seconds later? According to one interpretatfSithe opening A1 might be the words of
a slightly excited suitor who is about to meet his bedbfor the first time. She is the
reason why his emotions are swinging between excitemerirepidation. Knowing
that the propeller of the contradiction in feelingthis beloved allows the performer,
representing the suitor, to naturally move between pippsite emotions with little

difficulty. **

240 Thjs interpretation belongs to cellist Evie Koh, anderful musician and friend, with whom | had the
pleasure of performing this piece in concert.
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In addition to the challenges we have discussedrsth&aperformer should

consider the following challenges:

Opposition —When the same theme appears twice or more in a pig@abh time it
conveys a different emotion. This is the case mdJbr Scarlatti Sonata K. 132, where
in the A section the main theme appears in its trafioui and in its furious minor form
in the B section. The challenge here is for théoperer to make a 180-degree emotional

turn and still be convincing.

Sarcasm- Thismight appear in the works of the™and 21 centuries, although one
can find traces of it elsewhere as well. For exanfpden the first notes of the first
movement of Shostakovich's First Piano Concerto, oneatkthat this music should not
be taken at face value. The pianist’'s upbeat descendingj&@ scale meeting the
trumpet's D flat on the downbeat, should alert us to #ais fLater on the circus-like
melodies that resolve ‘incorrectly’ or are suddenlyrinteted (in the last movement) also

serve as clues to this fact.

Background — 1t is the difficult task of the performer to determinbat part in the music

might be a speaker's voice or speakers’ voices and whiag¢ imusic might act as the

241 One also finds oppositional phrases in Mozart’s musithe Jupiter Symphony, for example, the
first movement's first phrase contrasts confidenckhasitation, the second movement's first phrase
contrasts tenderness and strength, and the fourth moverfiest phrase contrasts mystery and humor.
Another example can be found in Tchaikovsky's First Pfaancerto, in the pianist's bravura entrance to
the first movement’s development. What starts aséident almost military-like E flat major passage
turns half way through into a catastrophic avalanote-flat minor. In the quartet literature, an example
of an oppositional phrase can be seen in the theme thitd movement of Mendelssohn’s A minor
Quartet, Op. 13.
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background to a scene. Inthe middle section of thensemovement of Brahms'
Clarinet Quintet Op. 115 for example, the four string umsgnts abandon their original
melodic characters and become a stormy backgroune ahnet’s rhapsodic laments.
In the music of the impressionists this issue receiven greater importance, especially
in works such ageux d'eawor Feux d'artifice where water, light, and fire take center

stage.
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4.4  Applying the Method to Chopin’s Mazurka Op. 17 No. 4

So far, the reader has been introduced to the fundanpeimteiples of the
Emotional Understanding Method. S/he has been preseriteds basic stages and
some examples of its possible application. No expwosdf the method, however, would

be complete without an example of a full-length analg§a work.

In this following section, the reader is invited to exanarm®mplete emotional
analysis of a piece, in this case Chopin’'s Mazurkal@pNo 4. The analysis is
predominantly based on the findings of the lecfiwels of Expressiowhich was
presented in the US, China, and Israel by Dr. Fabrikahinayself, in which the
Emotional Understanding Method was discussed and praetitea diverse audience
comprised of students, music teachers and adult perforrReesented in this analysis

are mainly their opinions and answéfs.

Expecting to encounter resistance from our audience assvelultiple answers
to the questions presented in the different stages ofi¢tieod, we were surprised to
encounter only moderate opposition to the applicatidhe@imethod and to find that most

discussions led to strikingly similar answéts.

242 The lectures given in Israel were at the: Jerusaleat@my of Music, Talma Yalin Musician’s High
School, ‘Schtriker’ Conservatory in Tel Aviv and thaifd Conservatory; in China for: the Central
Conservatory in Beijing and the Zhou Guangren SchwdPfano Teachers in Beijing; and in the US for
the Long Island Piano Teachers Association and studehtealuilliard School.

243 The reader is invited to consult the graph on p. 17&whading the following narrative.
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Tackling the first stage and finding the emotional embaddbis Mazurka was,
for the audiences as well as for Dr. Fabrikant and Hygate difficult. It seemed that
this short work resisted definition, and contained auneof different emotions. We
decided then, to take the opposite approach and ask wiaétkeewas not’ about. To
this question answers came fairly quickly: “It is ngb@ul work. There are sections in it
that are, but mostly it is a sad pieé&"” With further prompting audience members got
more specific, and 'melancholic’ and 'nostalgic' wereesoithe definitions we heard. A
group of Polish piano teachers in Israel offered wiesP word 'Jal’, which roughly
translates to mean pain in English. These words gatke basic emotional definition of

the work.

We entered the second stage by breaking the piece dawmimet different

stations (See score on p. 200):

Prologue o? mm. 1-4
First Theme A
Initial statement al mm. 5-20
1% variation a2 mm. 21-36
Contrasting idea b mm. 37-44
2" variation a3 mm. 45-60
Second Theme B B mm. 61-92
Return of First Theme A’
3 variation 4  mm.93-108

244 \What appears in the quotation marks are generalizatidhe audience’s answers.
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Coda C mm. 109-128

Epilogue 02 mm. 129-132

With audience assistance, we began placing thesernstatiside the emotional
embrace circle. O? left the audience baffled, itsrizanric ambiguity making it difficult to
clearly define and place. We decided then to continueetnch to it later. a! on the
other hand proved to be a much simpler station to defirenderness and love mixed
with pain and sorrow”, was the common answer we he¥fden asked to place it in the
circle, it was usually placed slightly below the meltihe of the circle. It was clear that
this station included a mixture of two emotions, in whighghdness was the slightly

more dominant one.

The next station, a2, was placed in relation to tle &t. It was defined as a 'more
intense’ occurrence of the first theme. For somecgaants this intensity meant that this
station was darker than the first and they therefbose to place it lower than the
original at. For some the intensity meant that thdeéeness and love were enhanced and
they therefore chose to place the station abovertbmal a. In either case, both the
first and second occurrences of the theme were natgkicthe same level, and were

understood in relation to one another and not independently

Station b, the contrasting idea to the first A sectaifered a clear change of

mood. Only a small minority of the participants hetdnid theme as a joyful dance, while
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most heard it as an angry outburst. This latter inééapion placed the b station below

the two previous stations.

The third appearance of the main theme, a3, was undersgt@oslight relief after
the second theme’s intensity. Here the audienctspretation was the most varied.
Though all agreed that this occurrence was in direatioal to the first two appearances
of the theme as well as to the preceding contrastiray tthere were several ways in
which this relationship could be viewed and represented igraph. a3 was finally

placed somewhere in the space between the origiaadab.

The contrasting A major theme, the B station, wasdas “bright” and “happy”.
It was also agreed that this theme got progressively hagpiemore excited with each
repetition. This intensification of emotion posed gbra challenge but the station was
finally placed high above the middle line and with the ddsfgral lines to show the

intensification of emotion.

Another unanimous decision was made about the climé&hed¥lazurka, which
occurs in mm. 91-92. To all participants it was clear éimeabrupt change took place at
the end of the A major theme, and what happiness veasepr before had now suddenly
evaporated. Because of this radical transition, tkestation 4 the fourth appearance

of the main theme, was placed at the lowest poifarsm the graph.
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The coda theme, the C station, was understood by thenaadietwo different
ways: either as a relief after thiestation, in which there is some resignation to thents
that have taken place, or as an intensification ohflad therefore as a continuation of
the spiraling down of negative emotions. Both views, ribeéess, shared the idea that

the coda was a summation of previous events.

Not forgetting O* and O2, participants now found it easigrldoe these stations.
Most participants understood these stations to be a protooglepilogue, and therefore

decided to place both stations outside the circle.

By connecting the different stations in the piece aim®tional wave of the piece
was uncovered. The wave exposed three clear emotiortals€anthe inner layer:

longing, happiness and a painful resolution.

As for tackling the third stage of the method and findingoitnendaries of the
stations, generally, all participants found Chopin’s elegamd classical restraint,
important boundaries to preserve, meaning that no matteekivame the emotions
became, the performer should always express theneleitfance and restraint, and not

break Chopin’s stylistic parameters.

Two specific examples of placing boundaries were discusisedour

appearances of the main theme and the four phrases/Aintiagor theme. In both cases,

each appearance asked that the boundary would shift anddeel gt a different level to
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allow for more expression of that emotion. For exianne boundary for the at station,
should have allowed for very little pain to be exprdsbat with each of the repetitions
(a2, a3, § it needed to be moved lower and lower to allow forevmain to be
incorporated. The same principle, though in the opposieettbhn, needed to be applied
to the A major theme. With each appearance of theajamphrases, the performer had
to allow for more lightness and more happiness to beded, and therefore place the

boundary progressively higher.

Since the discussion of the following two steps, thegperér’'s connection and
disconnection, is inherently subjective, what was ptesein the lecture was only one of
many possible interpretations, in this case Dr. Fabrikantéerpretation. In her view, this
Mazurka depicts the emotions that arise as a resalt@ftionship breakup. The
speaker’s voice we hear in the piece is that of dtleeolovers, reminiscing: in O, she
introduces us to the memory of this love, the hope andeeske in a*, to the longing
and to the separation; in b, to the pent up anger that and3eto the happiness and
good times the couple had had; the climax depicts thentupaint in the relationship
and the turn to loneliness; if ahe expressed the pain caused by separation; in C, the
acceptance of the breakup; and in O, finally she retartitetmemory of the love, but

we now realize that this dream of love exists onlgen imagination.

The way Dr. Fabrikant chose to disconnect from thisysivas through using a

memory of a breakup that happened in her past. This fodis@dnnecting gave her a

clear path to these difficult emotions without havingléal with the added danger of
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being overwhelmed by them. The emotional analysis retbat the challenge that this
Mazurka poses for the performer is in expressing dark antupamotions convincingly

as well as in performing delicate and at times extreamsitions between emotions.

While writing this document, a different scenario to thiszMrka, was suggested
to me by my advisor, Dr. Carl Schachter. Poland, ap@lifelt deeply, was a country
which was constantly torn and oppressed by other countadand divided in Chopin’s
day between Austria, Prussia, and Russia. The Mazurkeedland performed in the
Warsaw salons of the time, was then also used a®ilao$yor expressing feelings of
nationalism and patriotism. With this information iimoh one could perhaps consider
the longing, the pain and strong sense of nostalgiassMarurka to be not for a person,

but rather for one’s country.
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Graph 10: Emotional Understanding Graph of Chopin's Mazurka
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4.5  Afterthoughts

The advantage of the Emotional Understanding Method tistthaes the
performer a thorough and systematic tool to investiga@thgression of emotions in a
piece of music. This conscious viewing should make tbessility of these emotions
under pressure somewhat simpler. One should also remeoiterview the work done
with this method as a one-time event, but as an ongwowess, which invites as many
changes and corrections as the performer feels ackede In searching for the answers
to the different stages, the performer must continuwplistion and oppose her own
answers and conclusions until there is little doubtdaél s/he is thoroughly convinced
by her interpretation. Also, a new perspective mightrg when revisiting the piece
months later. As one grows older and hopefully wiseg’'s emotional vocabulary
grows to include many more colors and nuances, which roffghta better fit for the
piece in question. One should therefore not heditatbange one’s conclusions and take

advantage of a new perspective.

| have practiced this method with many of my students, ftwnvery young to
the more mature teenagers and adults, in both privaenesnd chamber music
coachings, and have found that the initial reactionéaibthod in most cases was very
similar?*® At first students would be hesitant. Most would not coaeand argued
against going through the method'’s stages by using argumehtasué¢iow do you

know this is what the composer meant for a fact?dpti't think about music this way"

245 See Appendix B, p. 218.
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and “This is too simplistic**® But with some encouragement and a promise that one
does not have to marry one’s interpretation, but jast gte process of creating one,

most students ventured in.

The results, even from my point of view, were surprisiBgudents with very
little knowledge of technique or structure, learned to sudage complex structures,
improve the control of their instruments and theagst presence, and penetrate
contemporary compositions in original and imaginativgsvaviost importantly, they
seemed to be enjoying themselves in the process of geatimterpretation, and so it

seemed, was the audience listening to them.

On another front, working with a living composer serve@@ood test for
establishing the accuracy of the method. Performing ABoeman’s music was a
chance for me, as a performer, to discuss the emotion&dnt of a work with the actual
composer. It was encouraging to discover that, aftepaanyg his answers with mine,
the differences between our understandings of the enabtiontent of the music were
negligible?*” Whether one is dealing with the responsibility of peming a work for the

first time or with the responsibility of performing ald anasterpiece for theth time, one

is facing the challenge of being convincing. The performestrelp the audience climb

48| heard these statements quite regularly working ashdoeathe New York Youth Chamber Music
Program.

247 Avner and | met many times to discuss my interpmatatof his works. From these meetings, it
became clear that for Avner, emotion and structure weertwined. It was difficult for him to addre$et
emotions in a work as such, and he much preferred discussipgand dynamics. The emotion, for him,
was something that was to be understood from the sodradiled by the performer, and the entire process
for him seemed to be taken for granted. To paraphraseohds: “Of course there is X emotion there, you
would have to be deaf not to hear it.”
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the wall of opposition and accept new works, as s/he¢ hals those who heard the
Mendelssohn Violin Concerto for the millionth time h&aafresh. To be truly
convincing, the performer must involve her own emotiorthéncreation of a solid

interpretation.
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Chapter Five

Merging Structure and Emotion

5.0 Merging Structure and Emotion

Before we address the question of how the merger betstagrure and emotion
occurs, let us examine the basic assumption one nmaee #e have seen that in order
for a performance to be truly convincing and for the peréortm convey the full
potential of a work to an audience, the performer mageé la solid understanding of the
piece’s structure, of the piece’s emotional conflitd a technical mastery to bring them
to life. Each of the three parts of the basic assiomps a pillar or perspective on which

the ideal performance stands. In the performer’s htdmede pillars become actions.

It is important to note yet again, that the principlest make for these three
pillars are fundamentally and essentially differeatrf one another. In the case of the
emotional pillar, the building blocks are connotaticassociations, subjective opinion
and imagination. In the case of the structural pitlae,building blocks are harmonies,
intervals, rhythms, forms and style. In the casdetéchnical pillar, and this depends
on which instrument one is playing, the building blocks adybmotions and the
performer’s breath. There is clearly significant ey among the different pillars and
the perspectives they offer, yet one should keep in matdhly are fundamentally

different from one another in their respective deparpaints.
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All three perspectives are vital to one’s performarfeer. example, it is clear that
if a violinist cannot play the notes to Raverlaigane then the discussion of the merger
between structure and emotion would be irrelevant. hleg#motional understanding nor
structural analysis will be of any use to the performefhié does not possess the basic
technical skills that will allow her to play the neteThough realizing the joy behind a
particular passage might give the performer the appremaor, and a structural
analysis might reveal better phrasing for an extraardy difficult passage, it is clear
that unless the performer knows how to move her hanasviay that they will allow her
to play the notes, no merger between structure and emwilicoccur?*® One of the
reasons for not naming this document “the merging of strecemotion and technique”
is that every instrument requires a different techniqud,therefore has a different

equation to balancé?

Let us go back now to the question at hand: how doeséhgimg between
structure and emotion occur? The answer to this ighibanerger in fact takes place in
the actual playing of a phrase. In the case of piangnglaboth heart and mind meet in

the physical actions of the finger§o be more specific, the performer must have enough

248 This statement is of course also true with regardusic which is technically simpler. One must
have technique in order to be able to execute both struanamotional decisions, in a Bach Minuet as
well as in a Liszt Transcendental Etude. "As with allimjusmotional power is embodied in the technique
that expresses it." This quote is taken from: Bruce ptumlOf Mozart, Parrots and Cherry Blossoms in
the Wind(New York: Limelight Editions, 1999),109. Although Adolpheegerring here to the technique
the composer requires which will enable him to exphesemotions in music, that same holds true for the
performer as well.

249 As far as piano technique is concerned the readegésito contrast different piano techniques and
their validity. For example contrast the Dorothybman technique versus the Russian school and
strength training (Hanon, etc.)
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musical knowledge to realize the music’s structure arableto then translate this
understanding into a set of practical and performablefsktaisions. S/he must also be
sensitive enough to bring out the emotional content ofingic by allowing for yet
another set of decisions to be made. While techniqustigte ability merely to play the
notes, it is also the meeting place of the two ekssructural and emotional decisions.
Through technique the performer can allow for both thecgire and the emotion of the

music to come through her fingers and instrument and be erped by the listener.

Music should be viewed as a holistic phenomenon as SMitkaen's research
demonstrates. We have seen that the early-human aoinatian system was holistic in
nature, and that both music and language still carrydhstio fingerprints of earlier
times. The division therefore between structure,t&@mand technique is made here for

the sake of discussion only.

Let us then go deeper into this question of how to mergetste and emotion by
considering what a note is in a piece of music. Theetpillars give us three different
perspectives and answers. According to the technique pevepectiote is a result of a
body action, a motion. In the case of a pianiss, & finger pressing on a key, which in
turn allows for the hammer to hit the string and produseuad wave. For the singer, on
the other hand, a note is created by the vibrationto¥deal chords. A note, according
to the technique perspective, is a physical action whichtsas sound.

The structural perspective indicates that a note is odétail in the larger

picture, a small brick in the entire structure. ltildobe a crucial note, a part of the
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urlinie perhaps, or it could be a negligible note, a part afrapggiation. A note,
according to the structure perspective, could be only fudtlerstood in relation to other

notes.

The emotional perspective provides another viewpointlaiins that a note is a
means to convey an emotional intention, whether bstitstural placement, by its
referential meaning, or by both. Its articulation by performer carries with it an
emotion, which should be transmitted to the listeridris perspective will say that to

fully understand a note, one needs to realize theienabintention behind it.

It is clear that all three perspectives are equallgyvah note in a piece of music
is a physical action which is motivated by both emotiaah structure. But how is it that
these three very different perspectives are merge@dmd® Or perhaps as we have seen,
they are already merged by their shared history and ¢héhfat they all stem from the
early-human communication system? If one expldrestman hand for example, one
will see that it contains all three simultaneousBne can view, as scientists do, the
structure of the hand: how the tissues, the bonesgliffeeent joints and blood vessels are
functioning in this organ. One could then discuss posaitiiens made by this hand (in
essence the technique perspective), such as a punch dleacgegss, and ask what
emotion has motivated these different actions (thetiem perspective). The hand serves
as a clear example of the merger among the diffgrensipectives, of how both a physical
(Structural) manifestation and an emotional intenti@nexpressed in action

(Technique). Inthe case of making a fist, anger mosvaseo tighten the muscles and
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clench our fingers and our minds will tell us in which dil@tit is best to hit the
opponent. In the case of caressing, love motivatés les the muscles relax and allow
the fingers to open and sense more of the caressed sulirfate. case of music, emotion

has motivated the composer to put notes together in @teuct

Clearly, there are essential differences betweeintiman hand and music. In the
case of the hand the merger among the three perspelctippens naturally. One does
not need to trouble oneself with the hand’s structuceder for it to function properly.
The connection between the hand’s structure and the@mabimpulses is also
instinctive, and sometime, as we have seen in Chaptathlyery little cognitive
involvement. Inthe case of music, it could also be Hat one is going to hear, feel and
perform a note instinctively and that the merger isedsubconsciously. This position is
also supported by Mithen's conclusions, which claim thatrigxger between music and
emotion is millions of years old. But unlike the hunteamd, western classical music is a
man-made phenomenon, and therefore the merger amortgebeerspectives will not
always occur naturally. To this one should add thatartridgnsfer between composer’s
intentions to performer’s execution, some of the ndasgpects of this process could be
lost as well. One should then distinguish betweerdifierent levels in which this
process can occur. If we look at a child’s attemptsdaating music, we can see how
intrinsic the merger is. The structure is usually \@nyple, the technical level required
is basic and the emotional complexity is narrowed yeajod sadness. The older one
gets, and the more difficult the music becomes, theeraoe needs to deepen one’s

understanding of the different perspectives. One needario hew technical skills to
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allow for the execution of difficult passages, to untéerd the way complex structures
are organized, and to realize a wider emotional spectiumat this level that the
merger of the three perspectives becomes more difaadlitherefore requires more

conscious involvement from the performer.

The question then remains, how and when does the perfoeoeme aware of
the merger between structure and emotion in music®rRers are used to assume that
this merger, like the one that occurs in the human haradnatural one and is mostly
done unconsciously. The performer does not need to ocoiscrealize that a classical
periodAllegro movement in C major is expressing positive emotiaieh s joy and
happiness. Her familiarity with the style and her gty will tell her this
subconsciously. The merger usually becomes more caissaioen problems start
arising: when one finds that for some reason one ¢grerorm a certain passage to
one’s full satisfaction, or when one is not clelaoat the emotional intention of the
composer. It is at this point that it is necessarstant exploring the passage in light of

the three pillars and perspectives in an attempt tatesthe cause of the problem.

Let us examine this issue of isolating the root of thélpra, by making yet
another analogy. The merger between emotion and steuntmusic is similar in some
ways to the merger between a family and a house.hdige, as a structure, enables the
family to live and function. The dining room, for examptedesigned to have all family
members present and enjoying a meal together; its strustdesigned to contain an

event. In music, the structure of a Schumann charpieee, for example, is designed to
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contain a character; Eusebius, Florestan, or Pag&fifihis relationship between the
structure of the piece and the emotional content isllysmMbat composers agonize over,
while performers are just asked to express the alreadgvetyrelationship. But since as
performers, we mostly receive structural indicationsfamposers, we run the serious
risk of mismatching and/or misaligning the visible structuite the more hidden
emotional content. Structure and emotion are fundaathgwnlifferent, as a house and a
family are, but both are united by their sheer presenteeisame physical space. When
one tries to isolate the cause of the problem, one ghake into consideration that the
problem might lie either in structure, emotion, technigné/or in their alignment. One
should therefore take extra care in exploring the megrgieits between the different
perspectives, and make sure one has realized the refgpidesween structure and

emotion correctly.

A problematic performance and a very simple case ohélict between structure
and emotion could be found in the next example. If tntopwer chose to perform
Chopin’'sFuneral Marchfrom his Second Piano Sonata (markedto in a tempo that is
closer to arhllegretto,one might find that this tempo choice will not reflda true
emotional content of the piece, but make the musicdsmare like cartoon music than a
real funeral march. On the other hand, if the perfotms submerged herself in the grief
of the piece, and as a result the tempo has detebraiaGrave the performer runs the

risk of losing the overall structure of the piece as agllosing her audience in this

20 The titles are taken from SchumanBavidsbiindlertanze)p. 6, andCarnaval,Op. 9.
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movement's many repetitioi3" In order to properly match structure and emotion, house
and family, one must take into consideration the speeifiotional intention behind the
piece as well as the structural limitations posed bg the composer. Awareness is the

key in solving these problems and in creating a solid merger.

%1 Of course there are different possible tempi for trisement and no ‘one’ right tempo. But
whichever tempo the performer eventually chooses it neflect the somberness of a funeral march to
some degree.
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5.1 Structural Decisions

The previous section examined the merger of structure aaticenfrom a
general viewpoint. We have seen that in some instdheaserger happens
subconsciously, while in others it becomes consciousalomesalignment as well as
other problems in interpretation. A more proactive apgrda conducting the merger
between structure and emotion is also availablehisnapproach, the performer is asked
to consciously make two sets of performance decisiongtatal decisions and
emotional decisions. S/he must then determine at plaees in the piece these sets of
decisions coincide and in which they conflict. By raaly some possible conflicts ahead
of time and by making the entire process conscious, tiierper has better chances of

merging structure and emotion in actual performance.

As we have already discussed the emotional set adnpeshce decisions at
length, this section will concentrate on the structares>? Before going into specifics,
let us once more reinforce the importance of structurdérstanding of music for
performers. Musical structure and logic stand firmltleeir own, as has been shown in
Chapter 2 by the structuralists’ viewpoint. Music can he&eustood, appreciated and
loved solely as a structure in sound. The performer dibatefore always consider the
musical structure independently of the emotional corgrdtunderstand it on its own

merit. This means that the performer should investitiggdnarmonic hierarchy, the

%2 gince there is plenty written on this subject of strattanalysis, this section only mentions the
important branches of an analysis, assuming the reaéeniliar with some if not all of the material
presented.
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resolution of dissonances, rhythmic relationships, andratate under which laws of
musical reasoning the composer constructed the pieds.infdrmation will help

explain the composer’s intentions and the best pogsitdgoretation of the piece. Let us
stress this point once more: the performer must lottkeatmusic objectively and in terms
of musical logic. Only then will s/he be able to re#ae true emotional intention behind

it.

Obviously, conducting a structural analysis of a pieaawdic can be done in
varying levels of deptf?® The objective of this section is to generally consitier
essential structural decisions the performer must rbafae s/he reaches the
performance and how these decisions could affect therpenfwe. First, the performer
must define the overall structure of the piece, whatheiin sonata form, rondo form,
binary or ternary structures, etc. It is also advisaii¢hie performer to learn about the
history of the specific form and become familiar withestexamples of it by the same
composer as well as by othéré. The performer should be able to distinguish the
different sections in a piece and realize in what thay relate to one another, for

example the key scheme in sonata férm.

%3 The following sources are tremendously helpful in deepesries understanding of musical
structure: Heinrich Schenkdfree CompositiorfHillsdale, New York: Pendragon Press, 2001), Felix
Salzer Structural Hearing(New York: Dover Publications, 1962), Allen Cadwallader Bagid Gagné,
Analysis of Tonal Music: A Schenkerian Appro@dbw York: Oxford University Press, 1998), Edward
Aldwell and Carl SchachteHarmony & Voice LeadingUnited States: Thomson/Schirmer, 2003), Felix
Salzer and Carl Schachté&@ounterpoint in CompositiofNew York: Columbia University Press, 1989).

%4 A comparison of classical sonata forms for examgsahey appear in the works of Haydn, Mozart,
Beethoven and Schubert, can be a particularly usefulisaéncestablishing common and uncommon
tendencies in the form, and can also help in identifyingliffierent attributes and compositional styles of
each of these composers.
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The next stage in analysis consists in breaking dowpigoe into phrases. One
should start this stage by marking the beginnings and emdsades. At first, this task
might seem tedious and perhaps redundant, since the perfonght feel that s/he can
identify the beginnings and endings of phrases without tachrdifficulty. This is
indeed true in some cases, while in others, and espeoia@ibntemporary music, it might
not be the case. Marking the phrases in a piecaustklly open the performer’s eyes
and ears to interesting characteristics of the work, asameven phrases of five or seven

measures, question/answer phrases and classical-styldsetio

After completing the marking of the phrases in the wtr& performer should
conduct a harmonic, melodic and rhythmic analysis oftipbsases. While conducting
the harmonic analysis of the phrase, it is importanttfe performer to note which of the
harmonies are expected and which are unusual, whichw#ref‘place’ and which obey
the more common rules of the harmonic progressiotiseoperiod. (These rules clearly
change depending on the time period and composer.) Mamadéntifying each
harmony by its proper name, it is important to realizerdtationship between the

harmonies, by conducting a Roman numeral analysis orysioydhbeling chords. The

%5t is always advisable to compare and contrast phsgitions in a piece. For example, play the
second theme of a sonata form movement, as it apipethes exposition and immediately after play it as it
appears in the recapitulation. This method of juxtapos@i@onhelp the performer establish the overall arch
of the piece by making her aware of the inner relatipsdbetween those sections.

¢ Uneven phrases, performed unnoticed, can torpedo an perticemance. The basic pulse of the
piece usually shifts in them, the performer’s breathatigeme can be ruined, and a very special feature of
the work might go unnoticed. The opening phrase of teéqusly discussed Scarlatti Sonata in D minor
for example, has nine measures, while the opening phr&salohs’ Intermezzo Op. 117, No. 3, has five.
In both cases planning ahead and realizing the spetimeret the phrase will help the performer sustain it
better.

190



more unexpected relationships are points that the pegfoshould bring out in

performance, as these are the crucial intersectizh$uens in the plot of the pieé¥.

Besides realizing the harmonic relationships in a phthsegyerformer should
also become aware of the phrase’s harmonic rhythm.ciNgtihe rate of harmonic
change in a phrase will help the performer choosedbedmssible tempo for it. A fast
harmonic rhythm for example, usually suggests a relatslelyer overall tempo in a
phrase, while a slower harmonic rhythm usually suggestse fase”® The performer
should then proceed to examine the melodic contour gitttese. This melodic analysis
should tell the performer which notes and intervalstla@enost important in the phrase
and which are subsidiafy? The performer should also be aware of how the coemiss
resolving (or not resolving) intervals, and be able to ifiestructurally important notes

as opposed to unfoldings and arpeggiations. This is efipdwipful in dealing with

%7 For example, more than knowing that the opening phriEBeaihoven’sAppassionatatarts on an
arpeggiation of an F minor triad, and moves to the Neapatihord, an arpeggiation of a G flat major
chord, it is important for the performer to realizevtintense and unexpected this modulation was in its
time, and also that this half step between the tamictiae lowered second scale degree, plays a pivdgal ro
in the construction of the entire piece.

%8 the case of the D minor Scarlatti, the harmeonythm is one harmony per measure. This fact
should instruct the performer to worry less about thiet thand’s fast repetitions and worry more about the
direction of these harmonies in the phrase. This tyjpeiofitizing has a tremendous effect on the
technical aspects of a performané@ar more on harmonic rhythm see Edward Aldwell and Cdra8uer,
Harmony & Voice LeadingUnited States: Thomson/Schirmer, 2003). See undertiedwand rhythm and
chord progression.

29 The rules of musical style and the rules of a langaagerofoundly different. Those of music do
not provide meaning in the same way that linguistic gnamprovides meaning to language. While 'man
bites dog' is fundamentally different from 'dog bites in@versing the order of three notes is of far less
significance to a piece of music. It may make thegsmund awkward, but the reversal cannot be said to
change its meaning, because there was none to changdinsttplace.” Mithen, 20. The opening to the
first movement of Beethoven's Fifth would surelyél@s meaning' if the descending major third was
ascending instead (E flat to G). This comment by &fitehows just how important intervals and their
direction in a phrase are.
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technically demanding passages. By realizing which nogestarcturally important the

performer could worry less about each and every not@assagé®°

The rhythmic investigation of the piece should be condumteskveral different
levels. The performer should determine the overalpteof the piece, its boundaries,
and some possible ways of conducting the piece, to halplissta sense of the general
pulse and overall flow. The performer should also emarthe pulse of the phrase by
trying different counts such as counting half measwhs)e measures and

hypermeasure$?

Once the performer has gathered this basic informabiontahe piece, s/he is
ready to determine the direction of the phrase asasgalkalize the relationships between
the different phrases. The climax of a phrase is usdatermined by a combination of
elements such as a strong and/or unusual harmonic progtessiatical intervallic leap,
and/or a clear dynamic or articulation marking indacalby the composer. A structural
analysis of a piece could be also enhanced by underrsjaheé texture of the phrase and
the role of each voice, i.e. accompaniment, melodyniaypoint, etc. plays. It could be
also enhanced by realizing a comfortable breathing schemaephrase and by

identifying the tension between the different voicethenpiece, such as which is moving

260 schenker’s analytical principles in this case bectseraendously helpful in telling the performer
which notes are crucial and which are subsidiary. Aispexample of a melodic analysis is given on p.
206 with regard to the opening phrase of Brahms’ E mimtioGonata Op. 38.

51 This type of counting helps one practice the phrasestibn. This form of practicing was conveyed
to me by David Dolan of the Guildhall Music School asttased on Arthur Schnabel’s principles. For
more information see Konrad Wolfchnabel’s Interpretation of Piano Playiiiyew York: W.W.

Norton, 1979) and Edward Aldwell and Carl Schachter, 42.
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forward and which holding bad®? This process of gathering information about the
structure of a piece will result in a set of decisior&le by the performer about how best
to perform it. As the phrases are organized according tacatlsgic and as the
performer has a strong understanding of the special strufgarares of the piece, it is
more likely that the performer’s emotional understagavill be similar to the

composer’s intention.

%2 The idea of the performer’s breathing scheme refemswothe performer chooses to breathe during a
performance of a piece. This idea is of course iatégrthe work of wind instruments and singers, but is
only superficially discussed in piano and string playing.
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5.2 Examples

Let us start with an example of the merger as itdghace in modern language,
and examine this simple sentence: “The salad is gr&sveral options for emphasis are
possible here One option would be to emphasize the adjective: ‘gregis emphasis
will ensure that the listener knows one’s opinion ofsald. On the other hand, one
could emphasize the words ‘the salad’, as opposed to cihvenot-so-great dish. Or
one could emphasize the word ‘is’, supporting someon&saeenment. The sentence
takes on a slightly different meaning according to oneipleasis. The words and
structure of the sentence as well as one’s chosehasispare therefore critical to the
listener’s understanding. But, and as we have alreay Heere is an entirely different
dimension to the sentence which relies on the emdtstate and intention of the speaker
— the prosody of the sentence. The sentence can berddlwith enthusiasm, making
the salad seem as though it was the best dish evenroed. It could be said flatly with
no expression whatsoever, or it could be said with sarcansuring that the listener
knows one’s true opinion of the salad. This latter itidgccompletely negates the

original structural meaning of the sentefte.

63 One of the famous scenes in ShakespediesTaming of the Shrevs constructed around the
contradiction between the literal meaning and the ematimeaning of a sentence. As Petruchio is
‘taming’ Katherina, he points at the sun and claimsithathe moon, to see whether she has finally been
tamed and will blindly support his statements, even astie is clearly a lie. Eventually Katherina does
break down and repeats her husband’s lies. Sinceeai glving in this scene is repeating her husband’s
words, the beauty of the scene lies in the intonatioadlress chooses for the repetitions of her husband’s
lines. Is she going to mock him? Is she going to itdpedines helplessly admitting he has won and she
has lost her freedom? Or is she going to be playfuj@ndhim in his taming game? Shakespeare was
clearly aware what a powerful tool the merger betwatarcture and emotion could be in the hands of a
great performer.
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The emotional intention of the speaker can shift ttammg of a sentence and
could potentially negate its meaning, regardless of thersmigestructure. This is of
course similar to what happens in the case of a mysdicase. On the one hand, it is
imperative that the performer have a good grasp of mugi@ammar and know which
part of a phrase is structurally the most important. @tihe same time s/he must also be
attuned to the emotional intention behind it, since &ek bf awareness can result in the

complete negation of a musical sentence.

Examples

Since the merger between emotion and structure is siogdier to discuss when
language is present, let us start with an operatic examjidee moving on to an

instrumental one.

In the famoud.a Bohémaria ‘Mi chiamano Mimi” Mimi is telling her neighbor
Rodolfo about her life. Examining the first phrase, see that Puccini chose to put a D
major key signature, even though the first implied taE major. The phrase’s
ascending line is harmonized by a C major ninth chord, suggéke key of F major,
and resolves accordingly to an F major chord (withdated sixth). It then, however,
modulates to an A major chord, according to the keyasigr, the ‘real’ dominant of this
aria. This play on real and unreal is matched ingke tMimi first says, | am called
Mimi, to the deceptive dominant on C, but then says thatdal name is Lucia, as the

real dominant A is heard.
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Structurally speaking, the soprano could emphasize the sirpadulation by

creating a color change between the two halves gilihese. She could start with

perhaps a very luscious tone, and then alternate itantbre delicate tone for the

phrase’s second half.

that there are other important dimensions to it. Orstineace, Mimi is trying to be polite
and casual with Rodolfo as she tells him the very basts fabout herself, at the same
time she is also flirting with him. To this, one shbatld that Mimi is not only a poor

lonely girl but also a very sick one, and this shadowiakness can give a very different

If we look at this phrase fragretinotion perspective, we will see

color to this aria. The merger between structure aratiemin this case is again a

%4 The example is taken from Giacomo Pucdi@i.BohémeVocal Score. (New York: Dover

Publication, 2000), 70.
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combination of two planes that meet in the singer’s pevdmice choices and in her actual
singing. The singer has to realize the structure ofrilrgic, the direction of the phrase
and the important harmonic changes in it, and at the simme stay true to the character’s

emotional reality on stage.

For an example of the merger between structure and@amiatsolo instrumental
music, let us go back to Chopin’'s Mazurka Op. 17, No. 4. Taeukka is a common
Polish folk dance from the Mazovia regitfiibut to the classical music audience it is
more commonly known today as the dance that servdweasdpiration for a set of
stylized keyboard works by Chopin. How does the mergevden structure and
emotion take place in this work? How does Chopin crigetesense of longing and
despair in the music? The answer lies in the harmaretydic and rhythmic
characteristics of the wofR® The sense of longing and despair in this piece is crégte
the tortured relationship between the F, the sixttesiegree in A minor, and E, the fifth
scale degre®’ The desire of F to resolve to E and Chopin’s deliberadidance of this
resolution are the chief agents of longing in the Mazuakd, when finally resolved, of
despair. Already from the opening measures, we seb\tlilaying the resolution from

F to the E, Chopin creates a state of suspension, simggpesrhaps the illusion of hope.

255 For more about the history of the Mazurka see thenBtePownes article “Mazurka” in Stanley
Sadie ed.The New Grove Dictionary of Music and MusiciaBscond edition (New York: Macmillan
Publishers limited, 2001). Other composers who wroteuvlas are Scriabin and the Polish composer
Karol Szymanowski.

%66 See score on p. 200.
%7 Cooke discusses in length the descending 6-5 (in minor) atlides: “The chief and almost only

expressive function of the minor sixth is to act as an apptggion to the dominant, giving the effect of a
burst of anguish.” Cooke, 146-150.
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This suspension reaches its fullest form in mm. 91-92 ciashing fortissimo, but still
without the resolution to E. Only in the coda, mm. 115-1d6sdChopin finally allow
the F to resolve to its lower adjacent tone E, and gee this resolution is hidden in the

alto voice.

The feeling of suspension is also enhanced by other ,seahsas the avoidance
of root position triads and the absence of a clear caderthe Mazurka'’s tonic key for
the first nineteen measures. The piece begins wits@nding appoggiatura in the
middle voice of the D minor 6/4 chords. (Note hereuheesolved F, which is repeated
in the top voice of left hand chords.) By creating kubhanges in the voice leading,
Chopin moves the first theme phrase from D mind¥ taajor, and from a G seventh
chord to E minor, a change which suggests at the saradtith hope and despair. He
then allows the harmonies to continue and descendearnies ®©f chromatic suspensions,
which make one almost cringe, but which only lead to ¢eersd repetition of the main
theme in m. 13, albeit with slight melodic and rhythraciations. It is only after
nineteen measures that Chopin finally resolves the piwaselear cadence to A

minor 268

The idea of longing is also supported by the melodic comtbilre phrase as well
as by the chromatic motion in the left hand chords’rnirvaéce. The first theme is
constructed out of two ascending phrases, the firstioating on C and the second on E,

which are followed by a long descending phrase, made oatiomall descending

%8 This instance of delaying resolution is a good examplehatt Leonard Meyer describes as tension is
music, cadences which create a sense of not being désibjved.
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gestures. The first two ascending phrases suggest longirfgpar, but as the second
phrase is resolves into an E minor chord, one understaatithe hope is only an
illusion. The middle voice of the left hand chords suito a chromatic descent,
supporting the general feeling of being pulled down, and sonteaghaes the baroque

period’s laments.

The texture Chopin uses in this Mazurka helps estableshtthosphere as well.
Throughout the piece, Chopin maintains the texturesoi@vocal line with light
accompaniment, which should remind the listener of a greaperhaps by Bellini, a
composer Chopin greatly admired. The loneliness o¥dloal line and the slow pace of

the repeated chords are the chief agents of the melimabmosphere in the piece.

199



Ex. 2%

Eonmponiert 183233
Oipus 17 Ne. 4

¥ . e
- Y rESFENG
A Lenio ma non troppe #-152 . : 5;"? - S P
b kY kN ey 2
T ™ v _ e T s M__&__ﬁ__.ﬂ?xr
= L u ¥ foe—

13.

9 A I
i (-

ﬂ%ﬁéﬁﬁ“ £ 5% N «g\f___g_g_ $58 |

sotfc voce

7

I lem, LI 5

. g N b g Pl
T e eI LA o i  ——

i 0 ¥ i kai u;‘-"* e oy S
. S S + h I : s g-r f’ ” T =
T e [~ R =
-

) e e T T T 1] i
b T
A% ;M‘%mﬁt %v( : o ‘1 -5 - %H
O s-,gq.: = == T
’ delicatizsimo
: ¢ sesle ¢ g
o 13 - ﬁ r: N i —-js'_—? § g
1 4 L) 3 1 1 i i s |
A, - La b = T - T ¥
18 U 2“; ““?‘.\‘Y
'“"*wtﬁﬁ}’f”ﬁ:h:;l - g fle ; e ——
P S b=t + T e e £ L e
i%i_. T i - e =
& s ——g T =

@ * 8 *
- —
g 13 .2 L T P ; By 4
P e S i T L T ]
1 R 1 ; " t 5 T ;:' ‘w{_vh?- £
3 - =

o B
i

269 Frédéric ChopinMazurkas(Munich: Henle Verlag, 1978), 30-33.

200



F K]

rra

e

28

£l 3,232

e

" —
—

AN

| L I 8
i I

| o . |

poco riten.

L.

s

rY

(4)
o
L B

A )

b

ﬁ?.u-a-

1 el A - "l

34
-

L

i

15
W e oA g i

2,
Sre

in tempo

b

i

$ g
L it 2

o

A ITES

"=

Pt

-

ry
ol

s

E- 3
=i
T

3

‘/J‘;:'?:z:'fp—

XY

N

)

T

£

|
..!nu
L.

IEEN

y

b
1

178

21
Py

P A%
15
b i)

Len,

i
1
Fat )

1
P |
o —

T
i d
i R

-:‘.E_é ki

F o Tl Y
Lk 18

A
T

k(]

201




s e,

202

% - o

Pive g

=




9 /i."
o =] 2 g Z § o, MHER 1 2 fen.
. L3 . n s
i e ol el = i ﬁ? e i P" ;
\J I ] &\J‘_f::: 11 h | vt ‘T" I 5 L | ‘F 1
5 ¥ 3 3 ] 8 R
=5 (= 4 * 3
" e $ 2 lg38 2 s
S EEms e e S -
¥ o e e e = , o
S R EE S e ' : S ==

ol *
105 - §E 3 ¢ @ 3
Oy e ,E’ﬂp_g B oy iy st S
",;‘vf g 1 *ir{!; .54 S BN o o TRt i ““fE"'_:!E’f’fﬁ T 1 =]
G S——— S e
) ' 4 = T = Al
ol b ] F — -
» gg_ﬁﬁ- A é% ﬁ% § g:...._‘ﬁ‘ ,/?? J’/“?%M . ’/;:._»__
- o ¥ —— t - ﬁ:;ﬂ - e e
i l i Gl 1 . L X 1 | 1 Xl 1 F ot I
P s j ! o ' |
s #*
132 g 32
£ s S ,M/:"M“"x e tien {; ‘E B H?“
b= Spreins o
i o, I'h_ E——-m%é“ "w;mg_"?uw;;# — hr: ﬁ;___-_“ = (e o Ts
Y e i i T T %
- W_H\ = e e =
- b
!//’;‘""" j@ ,,/ | g ,/::‘:\" [/;’“—: l/:;.hp
B Lot S cm— T 7 ; 23" ﬁ‘ .y I e oo
% ' T t o € s s o £ + o I I o O P T M e W
T . i i T T i T ¥ ! T T 1 ¥ H
1 H
1y —
W cxiiad =4 “‘%‘ e T e ’% s T — . ‘}J '// s S
v B 1 e £ Pt e o
- i e ) i Z ol e b
e . i o 5 - T
¢ e A e RO T =
sottwwoes 7| T o= T o= sompre pin
i~ N .
| e J/gn /@\a ‘//’3;:.\1 PR I s
e o : : s e i e
51 7 ST T Vor il 1 o 5 Iz ) i o IR E 2, 3
i Ly + i Y i g + T 1 + & 1 T
144
P L 3
.63 F—t—— ¥ ; S -
T P S S - o P I
Y + +
P calando
mef i e
i3 £ 3
- = S =i i}
i .2 L0 s Y LS S - "‘P Hq *

203




Generally speaking, both the structural analysis andnio¢i@nal understanding
of this Mazurka suggest the same conflict, a mixture afitgpand despair. Still they do
so in two very different ways. The structural logienore precise and shows which
harmonies resolve in an unusual way and at what pothiei phrase a modulation takes
place. The emotional layer, on the other hand, is vagues behind the actual notes
and depends on whether the performer chooses to becaare afits existence and
express it or not. When coming to perform this piecepén®rmer must become aware
of those structural devices Chopin uses here, so stericey them to the forefront of
her performance and make full use of them. At the dan® similarly to a singer in a

Bellini opera, s/he must infuse these notes with thpgeremotional intention.

A different example of the merger can be found indpening theme to
Stravinsky’sDance Russédhe version for solo piano (see Ex. 3). Emotionsgigaking,
the performer must transmit a sense of joy, freedonmeauderance to the listener while
structurally s/he must realize the very fast tempoghrase requires and understand that
it is constructed out of little segments that repatt different emphasis each time. Her
responsibility is therefore not only to maintain tlmeakneck tempo but also to

emphasize for the listener the different turnshefphrase.

The texture of this opening poses the most difficultlehgke. The melody that in

the orchestral version is heard so clearly in thegdas and flutes, here can only rely on

the pianist’s fifth finger, making this phrase difficudt voice. The performer’s technique
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should enable her to achieve all of the above, anceaaime time, hopefully, to connect

to the emotional intention of this passage — to joy.

Ex. 3%7°

. : Igor Strawinsky
Allegro giusto 4118 & 15154921 =y

In Brahms’ Op. 38 Cello Sonata, the opening theme offetraryother form of
challenge (see Ex. 4). Again, from the perspectivenudtion, the performer’s task is to
communicate the sense of nostalgia which is so dominahis piece. Her challenge is

to create a sense of remembering something or someone iwhiclonger there.

27%1g0r Stravinsky;Trois Mouvements de Petrouchidorida: Masters Music Publications, Inc. ), 3.
This example appears by arrangement with Masters MubiicBtions.
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Structurally speaking, the cellist has to plan her wagugn this very long first
theme (mm.1-20) very carefull§/? The first segment is perhaps the simplest ong:ait i
melody based on the arpeggiation of an E minor chordqlbeady at its end the first
surprise takes place as the Brahms concludes it on laarp siajor chord, the secondary
dominant. Mm. 9-12 are probably the sweetest measurkss iphrase. For a moment

the cellist lingers in the new tonality of the relatmajor, reminiscing, but soon enough,

21 Johannes BrahmSpnata for Piano and Cello in E minor Op. @8ankfurt: C. E. Peters), 2.
Copyright © 1928, renewed 1956 by C. F. Peters Corporatised by permission of C. F. Peters
Corporation.

2’2 The measure numbers are according to Johannes Brabnea for Piano and Cello in E minor Op.
38 (Vienna: Wiener Urtext Edition, 1973).
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s/he is forced to move on to a set of small sequencepubh her to reach the theme’s
climax in m. 17 on the note C supported in the piano Dysharp diminished seventh

chord.

The cellist should then consider these three evdmssurprise move to F sharp,
the brief tonicization of G major, and of course thghiC, as the focal points in the
phrase?”® S/he should connect these events in a way that nsaekes to her so that the
listener will become aware of them. To aid the penfarin making this phrase coherent,
Brahms’ tempo indication is alllegro non troppoa relatively fast tempo for the
expressive content of this phrase. A cut time marking lamgyncopated piano part also
help push this long theme forward. The merger in this lsagpens very subtly.

Emotion is most definitely the moving force behind thisribethe nostalgia of the
opening measures, the sweetness of the G major and/tbeagony on the diminished
chord at its end. But these emotions are to be exprassery specific points in the
theme, and it is the performer’s ability to expressrlag these specific points that will

make for a successful merger.

We have discussed here the merger of emotion andwstun the microcosm of
a phrase, but this is not to say that the merger ddedsmwtake place in the larger
macrocosm of a complete work. In Brahms’ D minor Miglonata, for example, the
performers are asked to merge the large structure of a fowement work with some

disturbing emotions.

23 One can divide this long opening theme into an eight-meatuase, a four-measure phrase and
another eight measure phrase, 8+4+8, to help withrgznization.
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All four movements of this sonata are dealing in essesiitethe emotional
conflict between love and what is caused by love’s alesdocging and frustration.
The first-movement exposition presents a conflict betwthe main theme (mm. 1-24), in
which the violin and piano seem to be restlessly seagdbr love, and the second theme
(mm. 48-73), which is a reminiscence of if. The development section (mm. 84-129), a
unique section as it is accompanied by a constant pedalgyof in the piano left-hand
part, seems to be an elaboration of the first themsearching, while in the coda (mm.
208-264), one finally realizes what was lying underneath tsetfieme’s restless search:

the despair of being unable to find love.

The second movement explores the more tender sidegeoé&hd friendship, but
here too, they are followed by dark shadows that neesn $e disappear completely
(mm. 19-24 and mm. 51-56). In the third movement, the schetzere traditionally
lighter emotions are expected, the pattern establishi first movement is repeated.
This movement oscillates between a new ‘searching thertlee piano (mm. 1-52),
perhaps a more naive one than found in the first movesna sense of hope (mm. 53-64
and mm. 75-85), ferocious outbursts (mm. 65-74 and mm. 86-96)(fam. 97-105),
and the loss of all hope in a short piano cadenza (mrL18% The specific merger
challenge in this movement can be seen in Brahmgidandication:Un poco presto e
con sentimento The music moves quite rapidly in this movement batmlovement’s

emotional depth must nonetheless be maintained.

2" The measure numbers are according to: Johannes Br@bnaga for Piano and Violin in D minor
Op. 108(Vienna: Wiener Urtext Edition, 1973).
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The last movement, in sonata-rondo form, contragieraand hope. The first
theme of the movement (mm. 1-38), on its eighth-ngptets, demonstrates some of the
angriest writing in Brahms’ chamber music. Thesedtgphre vicious and relentless in
both the violinist's and pianist’s parts, and to make bigentention is clear, Brahms’
marks this movemermresta The second theme (mm. 39-54), on the other hand, is a
more peaceful and hopeful chorale. As the movemengtresses, the emotions keep
spiraling down until the movement’s coda is reached (mm.33r}, and all shred of
hope is lost. The structural challenge for the peréwsnm this movement is that they
have to present the conflict between anger and hopennet but twice (owing to the
sonata-rondo form). Both times the performers are askietd go of anger and convince

the listener that matters could be resolved, only tdiggppointed time and time again.

In each of the four movements of this sonata, theopmdrs have to balance strict
forms and explosive emotions. The difficulty in maintng this balance becomes
clearer unfortunately with the less successful perfocesf this work. It seems that
the performances that are centered on the expredsib@ emotions of this piece tend to
be exaggerated, resulting in too slow or too fast tempiewvithé ones that center on

structure tend to be dull.

In the symphonic repertoire, there are a few addedesigb to the already
complicated merger between structure and emotion. &pertoire is as emotionally
turbulent as that of any genre, while the performanczefoneeded to execute it are

perhaps the most difficult to control. In the one come find the composer and his
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emotional intention, in another we find the condueiiad his interpretation of this
intention, and in yet another corner we find the piayeho have to make these
intentions intelligible to an audience. As we hasers the merger between structure and
emotion is difficult enough when there is only one parer trying to balance the
composer’s intention with her own understanding ofiis challenge undoubtedly

intensifies when there are such large forces involved.

In Mozart’s Jupiter Symphony, for example, the challethgeconductor and
musicians are facing are in establishing the style (atedurte, phrasing and tempi) as
well as in joining forces to communicate Mozart’s emadil intention. Could the players
unite and express the confidence and exuberance of thengpeeasures? Could they
then contrast this confidence with the hesitation wiadbws in the next measures or
with the ‘battle’ scene of the development sectidrt#e conductor’s task is not only to
make the basic structural decisions for the piece, kalstoto unite the players around

what s/he perceives to be Mozart’s emotional intention.
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53 Document Conclusion

A work of art is guided both by the feelings and the
intellect: the intellect brings craftsmanship to bear o
realizing the overall shape which is felt before it is
intellectually apprehended.

In this way, one can explain how those who havesbnig
for music but no technical knowledge can justifiably be
said to ‘understand’ a piece of music — the form is

apprehended as an emotional shape, as it must have
originally been conceived by the composer.

Deryck Cook&™

We started this document by searching for ways to implekerdwitz’s basic
assumption and by asking how the performer could mergdaitat proficiency of the
instrument, a structural understanding of the score ateba position regarding the

emotional content of a piece of music to createdbaliperformance.

We explored the emotion pillar of the basic assump@md saw that emotions
are fundamental to human existence, that in order tp dnliierstand them one has to
take into consideration both their physiological and pslgdcal aspects and that by
using empathy, via the complex mechanism of mirror neumnesjearns how to
communicate and comprehend them. We also realized tlsat and language have
both evolved from the early human communication systéere they were once

inseparable, and that therefore both are channelsdatmmunication of emotions.

275 Cooke, 31, 32.
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We then examined the ties between music and the amdtmm the
philosophical viewpoint, and realized that one can takereitie structuralists’ approach
or the referentialists approach, or indeed both. &dézed that there are at least six
intersections tying music and the emotions togetherlaatdatith the aid of the collective
consciousness and the ability to identify connotatiowsassociations in music one could
decipher the emotional content of a piece. We éxgiored the performance experience
from yet a different perspective, that of network sces and established that the concert
hall could be viewed as a non-directed network, in whicinds, sights and emotions

percolate and catharsis occurs.

Noticing the gap between the skewed ideals of the curreetagjeand music
education systems, and returning to the original challengeeading structure and
emotion, we presented the Emotional Understanding Metmone possible way for
helping the performer take a clearer position regardiagthotional content of a piece.
Finally, we examined the merger between the structuréh@nemotion pillars in actual
performance. Though they obey different sets of rigesn from fundamentally
different domains, and give different insights to thecpj their merger nevertheless is

essential for any performance to be fully satisfying.

In the words of Arnold Schoenberg:

It is not the heart alone which creates all thégeisutiful,
emotional, pathetic, affectionate, and charming; nartise
brain alone which is able to produce the well constrycted
the soundly organized, the logical, and the complicated.
First, everything of supreme value in art must show reesart
well as brain. Second, the real creative genius has no
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difficulty in controlling his feelings mentally; nor muhe
brain produce only the dry and unappealing while
concentrating on correctness and Idgfc.

My hope is that this document has reached the gos#$ @ut to meet and has
made the vision of a vibrant classical music world eftiture slightly more real. | also
hope that the presentation of the information in #rdyechapters has made the reader
realize how profoundly important emotions are to masig to our lives in general, how
deeply connected music and the emotions are, and wihat tisue role of the performer
on stage. Lastly, | hope that the Emotional Undesitey Method presented here would
help those who are interested in exploring this asgemotional expression in

performance further, and help merge both a deep struanatatstanding of the score

with expressivity on stage.

2% From “Heart and Mind in Music” Leonard Stein,. eBtyle and Idea: selected writings of Arnold
SchoenbergBerkeley: University of California Press, 1984), 53.
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Appendixes
Appendix A

The Emotional Understanding Method — Observations by Dr. EinaFabrikant

As performers, there are many questions that we coresatiiroughout our
careers. There are times for concentrating on exacatid there are times for self-
inquiry. As we constantly change in our personal lnewall as in our performance
ability, we need deeper and more thorough answers foelgess | found myself in the
phase of self inquiry one day in my late twenties.ltitfat as a pianist and as a teacher, |
needed to answer many fundamental questions and get tdostho-line answers. |
was feeling stuck and felt that my playing came to a staggpetition and expression

that was well planned, yet one-dimensional.

In the beginning, my instincts directed me towards improwiygechnique and
the study of the structure of my pieces. After alk thias mainly what | learned in music
schools: if you improve your technique and grow with thecstire of your pieces, and if
you are basically talented and able to express youtiselfight emotion and inspiration
surely will come along. | improved my technique and deepenedterpretation, but
the more | did, the more | realized something was misslitgg more | took apart the
components of my performance, the more | found mysel&hle to put them back

together with the same ease as before.
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| tried to consult with my teachers and with other miasis, but realized | might
have to walk this path alone. As my search continuedsllucky enough to meet and
start working with Eliran Avni, who | felt was facing tegact same problems. Then, in
a process of questioning and influencing each other we both ttasome wonderful and
important conclusions which would permanently affect owyiptaand teaching. By
learning from this process and by giving lectures about itr@r¢ohe world, | realize that
many of our colleagues and music students face the sams, igadehose should be

addressed and discussed among musicians everywhere.

The main problem, of course, is that music is an alistraclt is merely sounds
and the connection between them. When musicians tmdiscuss more philosophical
and metaphysical issues, they realize they might noersakse talking about abstract
topics. In an era of scientific research and datdpwade for proofs of trial and error. In
music, there is no real proof beyond the analysis ofrard the connection between
them. We all know, of course, that there is so mmoke. Stuck at this point, many
express that music is very personal, suggesting subjdetiirgs and interpretations. It
cannot be described or put into words, because everybsdehawn story. Also,
everybody finds different interest in music: technigte,intellectual challenge, self

expression, and the combination of them all.

When we approached this topic, however, we were interesictly in that “X”,

that point where most musicians stop and fail to disc\Wgs realized though, that

through a dialogue between musicians this “X” can be definddree more we define it,
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the more the unknown becomes known, and we will betaldeal with it and better

express ourselves.

Our lectures in many music schools and teachers’ orgamzgtroved that
emotional analysis is the easiest topic in the wohfdthe beginning, we were concerned
that the more musicians we will get together, theenapinions we would get. This
proved to be wrong. In fact, the more musicians weagsther, the more creative ways
they found to share their feelings about analyzing theepiaad to get to the exact
agreement about the meaning of the piece with all trex otlisicians. This was also the
case in the lectures in China, where | surprisingly fouatrtfusicians were even more
natural when discussing their feelings about the pieterelwere some exceptions, of
course, when some thought discussing feelings in musio imtimate and too personal.
We respected it. However, what we learned was thahhlyzing emotions in music
most of us actually feel and respond in the same wamatter how advanced we are
and what is our cultural background. Down in the emotitenedl, we are capable of
describing music and responding to it on the same way aeiigerson. No matter

how disappointing this might be, those were our findings.

Personally, this process of sharing the emotional aisalynderstanding the
relationship of the performer and the instrument, anérstdnding the connection to the
audience in performance, gave me a freedom of exprdssexer had before. By
defining my emotions and the composer’s emotions in #gepi was free to get to more

variety of color, of expression, and to reach new sid@sy expressivity that | never
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even knew before. | believe today | am more famidh the spectrum of emotions in
my playing and able to more easily connect with themanyrdifferent situations and
under pressure. Finally, | came to realize how ivallkked together: emotion, technique
and structure. | could also take each component apaptainidback together again more
naturally and with much more confidence. It is amazaigen you explore the unknown
more and are able to touch many sides of yourself, thingsect together much more
easily and you feel that the knowledge was always ingideand perhaps may be

universal.

| hope that this subject of emotional analysis will eegart of a musician’s
education and that more musicians will put an emphasis dMaybe one day we will
have discussion groups on this topic in music schddigil then, we are happy to

document our experience and share it with many musicrans@ the world.
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