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The relationship hetween a creative thinker and other people 

ra i s e s  many ouest I o n s .  Thaught expressed in a language , perhaps 

m a t h e r n i t i c s ,  dance, sculpture, Englisb, has a product, perfarmers 

and an audience. 

What ie s creat ive  thinker? Do thoughts require expression at 

- I l ?  What is lanouage? A r e  the limits of language too confinlng 

for some thoughts or too traditional to express a radically new 

i d e a ?  1s a listener likely to understand the thought itself, with 

some of the c o n t e x t  , and is this understanding possible or unlikely 

considerino the differences hetween people, especially over time 

anfi place? Does the recipient of the thought require training to 

u n d e r s t a n c i  the suhtleties of the expression? Does the performer of 

the product offer an aecurate interpretation of the thaught, and 

will the audience be able to make the leap in imagination required 

to understand it? If translation is necessary what are the limits 

of accuracy, depending on the faithfulness of the translater? 

This dissertation's focus is the relationship between the 

thinker and the language chosen to express a thought; the 

relstionship hetween interpretation hy the recipients (performer, 

i i 



crltic, or audience) and the o r l g m a l  expression; t h e  relationship 

between people, across h i s t o r y ,  c u l t u r e  and t i m e  who receive the 

expression and try to understand it, and the original creative 

thinker . 
This relationship is hoth interactive and e s s e n t i a l ;  

interactive hecause the c r e a t i v e  th inker  is at tempt ing  t o  express 

a thought to someane else and has an audience i n  mind, or t h e  

audience may have heen unirnaginahle to  t h e  thinker. The c h o i c e  of 

t h e  language has l i m i t a t i o n s  and sornetimes the thinker pushes n t  

t h e  lirnits of this language to effectively a r t i c u l a t e  t h e  t h o u g h t ,  

espscially i f  it is new or different. The r e c i p i e n t s  who i n t e r p r e t  

t h e  expression a l s o  transform t h e  thought with their  exper iences  

and biases. How far can t h e  thought be transformed before it is 

chanoed rather than enriched hy this interaction? And where does 

t r v t h  l is  i n  t h i s  relationship? The relationship is e s s e n t i a l  

hecause w i t h o u t  each of its participants it would n o t  e x i s t .  Each 

component is interdependent, shaped by each, and has a place in 

history because of each. 

These questions will be e x p l o r s d  

iii 
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A s  a high school English and philosophy teacher in the Ontario 

school system for almost three decades 1 have become increasingly 

f ascinated by a deceptively simple question: how daes a thought get 

transmitted accurately from one person ta another? 

A teacher facilitates the communication of thought: her own, 

the thoughts of great thinkers, a student's thought. She must also 

teach how to use the language, as s form of expression and 

comprehension. Assessment of the accuracy of this communication, 

oral and written, in discussion, dehate, essays, creative writing, 

exposition, is also important, 

Some thoughts, of course, are simple and their transmission is 

relatively easy to understand, such as facts, instructions, basic 

descriptions of things. We just need ta speak the snme language. 

B u t  what of big thoughts, the kind of thoughts expressed by a 

Socrates ,  for example? How c m  the hrilliant world view of such a 

mind, preserved hy Plato, spoken in ancient  Greek in a culture 2400 

years ago, be taught meaningfully to a sixteen year o l d  Sri Lankan 

immigrant boy, whose first language is Tamil and who is being 

t a u g h t  in English? Or again, hou can a seventeen year ald Somali 

girl, a refugee from an East African culture, be helped to hear the 

music of the Austrian Wolfgang Amadeus Mozart, circa 1780, and 

experience in some fashion what Mozart himself or .bis particular 

audience might have been hearing in its performance? 1 am led to 

wonder, in my classroom, how it is that 1 can communicate m y  own 



thoughts to my students. Do they understand me? Do 1 understand 

t hem? 

1 want to helieve t h a t  meaning is transmitted, that 1 and my 

students are able to grapple with great thinkers of any time and 

resonate with something basic and true. This i s  what keeps me 

q o i n q  as a teacher. Much is assumed, but the longer I introspect 

the more cornplex and marvellous it seems ta me. In rny own fashion, 

T have tried to study t h e  process, a study t h a t  has ultimately led 

to this doctoral t h e s i s .  

It a11 begins with a thought in t h e  mind of a t h i n k e r .  A 

th inker  c m  he any great artist , philosopher, writer, or you and 

me. The thinker has a holistic experience, a k i n d  of prethought, 

unformed hunch, made up of al1 the mental capacities we can 

imagine, and mare. 1 speculate that this thought may grow in 

associations, memories, sensations, f e e l i n q s  to the point where it 

finds coherency in what some might cal1 a voice. This voicè is 

h e a r d  o n l y  by t h e  thinker and it is in a symhol system chosen by 

the thinker to express this thought to himself or to another 

p e r s o n .  Nowadays, we think of a spoken tongue and writing as 

synonymous with language. Here, 1 mean more t h a n  linguistics. 

Music, movemeni, imaging, sculpture, mathematics, to name a few, 

are al1 modalities of communication made up of symhols, syntax, 

form, structure. 

The first three chaptets  of this dissertation are essentially 

about the 'thinker', thaugh there will he a great deal of overlap 

throughout. In the first chapter,  THE TWINKBR, 1 explore t h e  



t hinking processes of a variety of people, demonstrating 

differences in talent, skills, and i n t e r e s t s  of individuals. The 

second chapter, A PERSON, explores the prohlem of how some thinkers 

are n o t  legitimized and therefore not  heard wi th in  t h e i r  own 

culture, for example, women, the poor, slaves, t h e  illiterate. 

There is no set rule  here. Exclusion is dependent an history and 

social culture, and changes  al low t h e  t h i n k e r  to  be heard later, 

somet imes with the h e l p  of t h e  historian, archaeologist , 

sociologist, sometirnes hecause the thought has been maintained in 

oral form or in memory, The t h i r d  chapter looks at those who were 

'out ' and have, in t h e  course of t ime, corne ' in' . T h i s  c h a p t e r  

focuses specif ically on one example of exclusion, American hlack 

slaves, and how their t h o u g h t s  eventual ly  came into the mainstream 

of soc ie ty .  This chapter is called JAZZ. 

The t h o u g h t  f i n d s  voice and farm in language. The thinker 

must have a close relationship with his language if it is to 

express t h e  d e e p e s t  workings of t h e  heart  and mind. It is a k i n d  

of love r e l a t i o n s h i p  t h a t  w e  t e n d  to take for qranted.  As a 

teacher of English, sometimes to students for whom English is A 

second lanquage, 1 aim to inspire thern with an understanding of 

this love. The thinker has a close re lat ionship  with it, knowing 

how to use it as a f i n e  tool which bears the mark of his character. 

Much can be s a i d  about language, but 1 am just an inquiring teacher 

n o t  a linguist or cultural anthropologist. 1 feel able t o  

speculate on what 1 have corne to appreciate from my own experience 

and r e a d i n g s .  This process, o f  a t h o u g h t  finding voice i n  a 



lanquage ,  takes place in a particular culture, at a particular 

historical time, under particular human conditions. The chapter, 

LANGUAGE, looks a t  various symhol systems: movement, mathematics, 

painting, sculpture, music, verhal languages in order to describe 

their comrnonality as v e h i c l e s  of thought expression. STRUCTURE AND 

MEANING deals more specifically with words and music. In it, f 

anafyze how the structure holds and transforms meaning, Carrying 

this forward, 1 explore how language may also limit the expression 

of thought and how a great thinker often strains at these limits, 

hreaking the rules and establishino n e w  usage. T h i s  chapter is 

called FRUSTRATION. 

Two other c h a p t e r s  are d e v o t e d  t o  language a s  well. 

TRANSLATION deals with the passage of the thought, formed as i t  is 

in a language, to ather languages, other cultures and times. Th i s  

chapter deals with relaying a thought accurately, and comprehending 

it based  on the process of translation, sornetimes just between 

different people in the same community, sornetimes between vast 

distances and t imes. Unless a language is direct, as is oral 

communication or body movement, people have invented a means of 

communicatino which is more permanent and transportahle. The 

chapter, TECHNOLOGY touches on the interface - alphabet, books, 
cornputer, j u s t  to name a few in verhal language - between a thinker 
and the person who receives the thought. Students are touched 

d i r e c t l y  hy cornputers which they use for many purposes, ta notate 

and play music, to draft architectural plans, ta write an essay, to 

illustrate using animation. Technology plays an important part in 



al1 other forms of expression from kiln, costume, CD, protractor, 

any medium used ta facilitate expression. 

Interpretatian takes training and practice. Teaching students 

how to interpret a poem, an essay, a Shakespearean play for 

themselves without imposing one's own h i a s  is dif f icult . They must 

learn how to analyze, deconstruct and see the whole, then to 

interpret another person's expression. Three chapters in this 

dissertation cover interpretation. INTERPRETATION d e a l s  with the 

technical skill of a performer, editor, museum director, to read a 

piece of music, manuscript, work of art and identify, compare, 

evaluate and present its message and meaning to an audience, 

reader, spectator. THE CRITIC, or expert a t  interpretatian, offers 

an opinion to which people with less skill look for guidance or 

assessrnent , and al1 students must learn to choose their authorit ies 

carefully. THE HISTORIAN, who studies the thinker in a distant 

time and place in the context  of significant events, is another 

i n f  luential interpreter . Tbe audience is involved on al1 levels as 

c r i t i c ,  historian or individual attending a performance 

Then cornes the unanswerahle question students hopefully ask 

when they have acquixed skills and knowledge in depth.  How can we 

understand another person? How can we understand another thinker 

from a time, place and langauge quite different from Our own? 

These  questions are raised in the last chapter, UNIVERSALITY. 

There are a numher of terms used in this paper. The basic 

premise is thât there is an interactive, transformational 

relationship between the thinker, the language, the executants and 



the audience and this transformation must stay within a radius of 

truth so thnt the original can he understaad with accuracy or 

faithfulness. Each of these terms has a range of meaning which 

fits the scope of the dissertation. 

The thinker in this paper is a creative thinker: a 

mathematician, painter, sculpter, musician, poet, dancer. This 

person is simiiar ta you and me, but after the evaluation of 

history is deemed vastly talented, innovative, grent. 

Relationship is the most significant term. This word means 

'connexus' or connection, link, relntedness, interdependence. 

Between the thinker and the language chosen is the link of choice. 

The thinker chooses the language, moulds it to suit his needs and 

impresses it with h i s  persanality. Between the thinker and the 

executant there is a relat ionship hased on the connect ion of shared 

technical skills, education and appreciation. The audience 

interprets, internalizes what has heen presented, and giveS it 

persona1 meaninq. Between each partner in the communication of an 

idea is an interdependence. 

Transform describes an interactive relationship. The thinker 

actively shapes the languaqe to suit his needs while the language 

offers resistance and constraints no matter how passively. The 

executant must make decisions, create a settinq for the thought, 

interpret a piece of work, like choosing the fonts used in a book, 

the frame of a painting, the instrument used in a performarice. 

T h e s e  aspects define the presentation because of their intrinsic 

qualities. The audience brinas  its own experiences, feelings and 



i d e a s  to the articulation of the thought, and the performance is 

influenced with srnall modifications. 

Radius of truth is the hard one. What is truth? In some 

cases,  truth may he identified as simple factual accuracy, tested 

n g a i n s t  perception and experience, or found in t h e  voice of 

authority. ft may he an axiom, a valid deduction, or a scientific 

hypothesis. It may he a philosophical concept. Nevertheless, it 

m u s t  ' r i n g  t r u e ' .  The audience who takes the thought into its own 

realm of understanding must believe that t h e  meaning they 

comprehend is what the thinker meant, and that it is v a l i d .  

S t u d e n t s ,  who have trouble  articulating their own thoughts, 

beain t o  express themselves articulately. They also learn to 

i n t e r p r e t ,  analyze, and test another persan's ideas .  Hopefully, 

they comprehend that t h e y  can take part in the 'qive and take' 

between thoughtful people and play an a c t i v e  role in t h e i r  own 

community of t h i n k e r s .  



The thouqht processes of people can be almost as varied as the 

people who think. Some donf t express t h e i r  thoughts. Most do. 

Albert Einstein, in his "A Letter ta Jacques Hadamard" 

examined his mechanism of thought. 

a. The words or the language, as they are written or 
spoken, do not seem to play any role in my rnechanism of 
thouqht. The psychical entities which seem ta serve as 
elements in thought are certain signs and more or less 
clear images which can be "voluntarily" reproduced and 
combined. There is of course, a certain connection 
hetween those elements and relevant louical concepts. It 
is also clear that the desire to arrive finally at 
l o g i c a l  ly connected concepts is the emot ional bas i s  of 
this rat her vague play with the above mentioned elements . 
But taksn from a psychologica1 viewpoint, t h i s  
combinatory play seerns ta be the essential feature i n  
productive thouoht - hefore there is any connection with 
looical construction in words o r  any k i n d s  of s i g n s  which 
can be cornmunicated to others .  
h. The above mentionen elements are, in rny case, of 
visual and some of muscular type. Conventional words or 
o t h e r  signs have to be sought for l a b o r i o u s l y  o n l y  i n  the - 
second stage, when the mentioned associative play i 
sufficiently established and can he reproduced at will. S 
Temple Grandin i n  h e r  Thinking  in Pictrrres says E i n s t e i n  n l s o  

" t o l d  his psychologist friend Max Wertheimer, "Thoughts did not 

corne i n  any verbal formulat ion.  1 r a r e l y  think in words nt a l l .  

A thouqht cornes, and 1 try to express it in words afterwards." 

When he developed the theory of relativity, he imagined himself on 

a heam of light. H i s  visual images were vaguer t h a n  mine, and he 

Albert Einstein, "A Letter to Jacques Hadamard", in The 
Creative Process, paqe 43. 



could decode them into mathematical formulae. Temple Grandin is 

a hiqh-functioning a u t i s t i c  woman who has spent years trying to 

understand how she thinks. She is essentially a non-verbal thinker 

who has ta make a great effort to translate her visual thinking 

into words for communication to verbal people. To the engineers 

she works with, her drawings of the buildings speak for themselves. 

She doesn't need words at all. 

1 would like to describe the thought mechanism of several 

people who go through the pracess of thinking in diverse-ways. 

To me, my mind is a theatre larger than my body and not 

governed by conventional laws of time and space. At its centre is 

a stage filled with light, sound, odours, people, movement - 
experiential material that appears consciously or sub-consciously, 

v o l i i n t a r i l y  or involuntarily, at any moment and aimultaneously . 
Memories of sense impressions hring in music, the taste of food, 

pain, feeling, faces in combinat ions, and relationships that' are 

unexpected and not based on real experience. The play that 1 set 

up between instances of remembered impressicns and their 

rearranqernent creates an inner experience that 1 attempt to control 

within limitations. Lack of experience , sensitivity to 

relationships, l a c k  of aqility in rearranging the props and people 

create a thought that 1 attempt to control. These thoughts are 

disorganized until 1 can relate them to symbols which qive them 

consistent and tested meaning; then 1 begin to understand and start 

to express them. My seif-consciousness would be the metaphorical 

' Temple Grandin, Thinking  i n  Pictrrres, pages 182-183. 
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audience which is present and actively watchinq, listeninq, 

interpretinq, and reacting to the play. My thoughts, in the 

theatre of my mind,  allow me to solve problems, understand 

situations, create beauty and meaning outside of my day-to-day 

experience. 

Doug wade3, a cornputer and nathematics teacher at Weston 

Collegiate Institute is a non-verbal thinker who has never dreamed 

in images. He has never heard, smelled, tasted, touched or seen a 

sensual  representatian i n  his imagination, or  visualized a thought 

in colour. Wade could b a r e l y  see u n t i l  t h e  age of four, when h e  

was given glasses and he certainly has mathematical talent. He 

o n l y  thinks in numhers, never words. It took him great difficulty 

and a very lonq time to articulate his process of thinking. In h i s  

mind he imagines models using l i n e s  which have changing 

measurements expressed in numbers. These models are symbalic 

devices which represent meaninq, and the measurement i n d i c h t e s  

relationsnip between the parts. It is very difficult for hirn to 

translate his thouqht into words and to communicate to people who 

are not mathemat ical. 

JoAnne   en ch' is a teacher of s p e c i a l  education a t  Weston 

Collegiate Institute. She has been tested often at Stanford 

University in problem solving. She i s  hoth a rnarvel and a 

frustration to her testers hecause she is so quick, accurate, and 

' Interviews with Doug Wade nt Weston Collegiate from 1990 to  
1 9 9 6 .  

' Interviews with JoAnne Leach at Weston Collegiate from 1990 
to 1999. 



unconcerned w i t h  t h e  results. She, like most of us, has barely 

a r t i c u l a t e c l  t h e  process of thinking s h e  uses in her problem 

solving. Leach has a method similar to  the model t h a t  Plata used 

a s  s x p l a i n e d  by Twyla ~ i b s o n ' .  Leach has a large, holographic, 

three dimensional g r i d  (as 1 have a theatre) and she s lots  the 

relevant material in r e l a t i o n  to the question, maves it, rejects 

the irrelevant , and solves the question at remarkable speed. In 

f a c t ,  she was once given a puzzle that very bright minds at 

Stanford had been struggling over for t h r e e  months and salved it in 

twelve  and a h a l f  minutes. I t  i s  p a r t l y  because of the speed of 

her m e n t a l  processing t h a t  she has had difficulty atticulating for 

herself the mode1 she uses. 

Henry Moore e x p l a i n e d  how he, as a sculptox, thou ght :  

This is what the sculptor must do. He must strive 
continually to think of ,  and use  form in its f u l l  spatial 
completene8s. He qeta the solid shape, as it were, 
inside his head - he t h i n k s  of it, whatever its size, as 
if he were holding it completely enclosed i n  the hollow ' 

of his hand. He mentally visualizes the cornplex form 
from a i l  round i t s e l f :  he knows while he looks a t  one 
side w h n t  t h e  other s i d a  is like; he identifies himself 
with its centre of g r a v i t y ,  its mass, its weight; h e  
realizes its volume, a s  the space t h a t  the shape 
displaces in the a i r . '  

Mozart in A letter said he didn't know whence and how h i s  

l d e a s  came, but once they made t h e i r  p r e s e n c e  f e l t ,  provided he was 

not disturbed, 

m y  suhject enlarges itself, becornes rnethodised and 

' Gibson, Twyla. Lecture i n  John Eisenherg's class at 
O.I.S.E., Gepternber 18, 1995 for her doctoral thesis. 

' Henry Moore, "Notes on Sculpture", i n  The Creat ive  Process, 
paqe 7 4 .  



defined, and the whole thouoh it be long, stands almost 
complets and finished in my mind, sa that 1 can survey 
it, like a fine picture or a beautiful statue, at a 
glnnce. Nor do 1 hear in my imagination the parts 
successively, but 1 hear them, as it were, al1 at once. 
What a delight this is 1 cannot tell! Al1 this 
inventing, t h i s  producing, t a k e s  place in a pleasing 
lively drearn? 

The mind of Scott ~ilkinson', a composer, is like a symphony 

filled with rich, colourful, textures of sound. He imagines 

images, smells, words and other e x p e r i e n t i a l  data, but always in 

conjunction with saund. He can create a piece of music in his mind 

t h a t  is complete when he writes it down, translating it from pure 

sound to symbols on a page for whatever instrument he has chosen as 

t h e  voice. 

Tt, rnay not be necessary to communicate thoughts to others. It 

rnay be that the expression of thought s t a y s  with the thinker. R. G. 

Collinqwood heiieved that what is thought is of value in i t s e l f .  

When a man makes up a tune, he rnay and very often does at 
the same time hum or sing i t  or p l a y  it o n  an instrument. 
He rnay do none of these things, but write it on 
paper . . . .  But a l 1  of these are accessaries of the real 
worK, though some of them a r e  very useful  accessories. 
The actual making of the tune is something that goes on 
in his head, and nowhere else . . . .  Hence, the making of a 
t u n e  is an instance ~f imaginative creation. The same 
applies to the makino of a poem, or a picture, or any 
o t h e r  vork of art. . . . The art ist , when he h a s  made h i s  
tune ,  rnay go on to do something else which at first sight 
seems ta resemble this: he rnay do what is called 
publishinq i t .  He rnay sing or play it aloud, or write it 
down, and thus make it possible for others to get into 
their heads t h e  same t h i n q  which he has in his. B u t  what 
is written down or p r i n t e d  on music-paper is not the 

' Wolfgang M o z a r t ,  "A letter" in The Creac ive  Process, page 
4 5 .  

Interviews with Scott Wilkinson at Weston Collegiate from 
1990 to 1997. 



tune  . Tt is only something whicn when studied 
intelligently will enable athers (or himself , when he has 
forgotten it) tq c o n s t r u c t  the tune for themselves in 
the ir  own heads. 

When the thinker expresses a thouqht, the language t h e n  

t ransforrns the rthought which t h e  listener , spectator , sharer of the 

thouoht, must work hard to understand as clenrly as possible. 

There are many ways of thinking, and thauqh aften 

idiosyncratic to t h e  individual t h e y  are comman to our humanity, 

and therefore shared and comprehensible to  others. As well, there 

is the effect  of c u l t u r e  helonging to  a specific people a t  a 

specif ic time in histoty. The characterist ics of the community, 

i t a  politics, mores, geography, technolaqy, environmental and 

national influences a l 1  help to determine attitudes and methods of 

lookino nt the world. Depsnding an the l a t i t u d e  of i n f l u e n c e  t h i s  

c u l t u r e  has wit .h  its neighhourç, 

expression and assumptions about 

without an individual's awareness 

t hinkino. 

ways of thinkino, styles of 

reality take historical shape 

of its effect on his or her 

Derrick de Kerckhove in his "Theatre as Information Processing 

in Western Culture" developed a theory that in Greece bath theatre 

and a phonetic alphabet were dsveloping at t h e  snme time. They 

grew symbiotically with a culture in a state of expansion with a 

qrowina d i v e r s i t y  of expression and sudden surprising self - 
consciousness. De ~ e r c k h o v e ,  with McLuhan and the growing 

disciplines of media-power, looked at the change in perspective 

R . G .  Collingwood, The Principles of Art, pages 134-135. 
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that the Greek phonetic alphabet and Greek theatre wrouqht in t h e  

mind of Western people. 

Theatre is an outgrawth of t h e  a l p h a b e t .  It n o t  only 
stems from it and decotates the alphahetic culture, but 
also provides its spectators with models of i n t e g r a t i o n  
for those aspects of perception and experience which have 
been determined by the a lphahet ic  technologies in t h e  
t o t a l  culture. Theatre and the alphabet both affect 
patterns of memory and techniques of classification. In 
his preface to Plato, inspired hy the pioneerinq work of 
Hilrnann Parry and Alfred Lord, Eric A. Havelock explains 
that the techniques of recall in the oral tradition 
involved the participation of t h e  whole body; composition 
and delivery depended on rhythm, prosody, sound patterns, 
singino, gesturing, and dancing. The introduction of 
phonetic writinq saon rendered o b s a l e t e  most of these 
strenuous strateoies of recall to replace them with the 
single line of visual s i g n s  supporting the practice of 
vocalization. Besides b e i n g  a significant labour-saving 
d e v i c e ,  the alphabet introduced a critical distance 
between the knower and the object of knowledge," 

Perhaps t h e a t r e  and the alphabet  have îndeed developed in the 

Western mind in t h i s  way. Perhaps t h e  resulting detachment, t h e  

objective position of an individual, the alienation from 

participation in an increasingly fragmented world can be directly 

drawn from t h e  synchronous developrnent of theatre and alphabet in 

o u r  culture. 

Little do we suspect that out notions of space, e v e n  a s  
t h e y  are supported by maps of a l 1  kinds, are only 
e x t e n s i o n s  of the theatrical space, and as such are 
stronoly b i a s e d  by our visual perceptions. Since  
ohviously the eyes cannat embrace in a sinqle glance t h e  . 

t o t a l i t y  of whatever t h e r e  i s  to  see, it follows that our 
minds work n o t  o n l y  on e v i d e n c e s  of "real space", but on 
mental constructs. It is the mind-set, visually biased 
and h i g h l y  f l e x i b l e  which is t h e  product of literacy and 

' Derrick de Kerckhove, "Theatre as Information-Pracessing in 
Western Cultures", in Modern Drama, 1982. 2 5 :  1 4 4 .  



t heatr  icality coshined .' 
This is just one perspective on a cultural convention. It may 

not t a k e  into account t h e  profound influence of commerce on the 

conceptualization of the Greek world, or the centrality of the 

au ra1  exper ience especially in the neighbouring Eurapean 

population whose majority was illiterate f o r  much of its h i s tory .  

Thought p r o c e s s  may he a s  varied as individuals and their 

talents. Cultural conventions and religious assumptions (for 

exsmple, God as P r i m e  Nover, therefore causation) also colour and 

shape t h e  thouqht when i t  is expressed  ta athers .  The thinker 

takes e thought through the constraints of the chosen lanquage with 

it s structure, history and constantly f lexihle, dynamic changes and 

offers it to another person who must then  translate it back into 

personal understanding. This transformation is acceptable only if 

the thinker adheres w i t h  integrity t o  a r a d i u s  which is c lose  

enouoh to t h e  t r u t h  to be meaningful. 

Derrick de Kerckhove, "Theatre as Information-Processing in 
Western Cultures" in Modern Drama, 1982, 2 5 :  1 4 8 .  



CHAPTBR THRBB 
A PBRSOW 

The thinker must be acknawledged as a person by the society 

receivina h i s / h e r  thought.  I f  t h e  th inker  has  a low status in the 

community then t h a t  th inker  may not he heard until some later time 

when personhood is granted. S l a v e s ,  working class people, 

foreigners, women, children, prisoners or enemies were often 

memhers of sroups who were not heard and this exclusion shaped the 

cheracter of the community. The voices which are heard define 

knowledge and i t s  scope. In time, t h e  groups which were repressed 

or condemned to s i l e n c e  may be heard and then a r c h a e o l o g i s t s ,  

historians, anthropologists, activists and other researchers open 

c h a n n e l s  f o r  their  voices. 

To define n person is to reveal the relntionship between an 

individual, the social c o n s t r a i n t s  of the community, the political 

nature of the State, the cultural/historical context ,  and the bias 

of the persan investigatinq t h e  suhject. One must look c a r e f u l l y  

at the difference between what is stated and w h a t  is p r a c t i s e d  i n  

order to  assess t h e  hias of the  researcher, A n  investigation of 

the philosophical his tory  hehind the exclusion of people may allow 

one t o  see consequences  i n  contemporary society, understand why 

these  conditions may have corne about, and f o r e s e e  possible f u t u r e  

c h a n q e s  . 

I n  each case, a person is viewed differently: as an 

i n d i v i d u a l ,  from the community's point of v i e w ,  from the  state's 

position, and from the v i e w e r ' s  bias. Even when al1 t h r e e  - 
16 



individusl, community and state - are synchronized there is s t i l l  

dehate. Generally, continuing through h i s tory  t a  the present, 

there is conf l i c t  hetween the value and r i g h t s  of these three as 

separate entities and in relationship with each o t h e r .  

An individual rnay be interpreted as a microcosm of the 

perceived w o r l d  and representative of that world ( A r i s t o t l e )  . A 

citizen may he perceived t o  he a memher of a state and the s t a t e  

may have much greater signif icance and value than the s ingle  person  

( P l a t o ) .  An i n d i v i d u a l  must free aneself  from the desires of self 

to reach enlightenment (Lao T m ) .  Therefore, the individual 

strives to harmonize and j o i n  w i t h  the universe and not be a person 

at al1 (Buddha) .  A person is an individual, nat dependent on the 

atate but on his own c h a r n c t e r  anly (Rousseau).  A persan shou ld  not 

be constrained by hirth - race, class,  or gender - to make choices 

about a s o c i a l  or political action (Mill). A person is one who is 

able to financially support h i s  or her life and thereforë be 

autonomotis (Woolf ) . I n  any r e l a t  ionship between people, a person's 

full recogni t . ion and the acknowledgment of that person ' s  being must 

be made and his wholeness affirmed ( B u b e r ) .  

T h e  nature of education and who is  a l l o w e d  to get it reveals 

most obviously the groups who have and do not  have power. 

Examinino what p h i l o s o p h e r s  Say  about education can reveal which 

t hinkers in society are heard and, as  a result , shape t h e  nature of 

Our world. O t h e r  thinkers, not heard until the political structure 

of the society has changed ,  also contribute t o  t h e  nature of Our 

world because when they are s i l e n t  misconceptions occur and when 



they are finally heard c o r r e c t i o n s  can t h e n  be made. 

From the perspective of education in history, a "person" has 

heen defined according to a v a r i e t y  of values. These definitions 

reveal  the attitudes of the establishment. A thinker can only he 

heard when he or she is acknowledged as a person. 1 

I n  t h e  fourth  century  B.C., t h e  city s t a t e  of Plata's Athsns 

was the focus of attention, and t h e  individuals who populated it 

were considered secondary and supportive only. An individual had 

rights, privileges and power accordinq to status accorded by birth. 

Man or woman, free or slave, c i t i z e n  or foreigner, with the social 

status of craftsman, w i f e ,  citizen, merchant, soldier or statesman 

a l 1  were accorded a dif ferent definition of persan.  When Pla to  

d i s c u s s e d  the education of a person in The Republic, he was 

referrinq to a f r e e  citizen of either gender possessinq the social 

status to which he or she was born. Bach individual would teceive 

a n  education according  to his or her future function in the Sta' te .  

Plato stated that  in h i s  ideal system of education men and 

women were to he t r e a t e d  equally and given equal education 

according to the position they would take later in society. 

And i f ,  I s a i d ,  the male and female sex appear to 
differ in t h e i r  f itness for any art or p u r s u i t ,  we should 
say that such pursuit or art ought to be a s s i g n e d  to  one 
or the other of them; but i f  t h e  d i f  ference consists only  
in women hearinq and men b e g e t t i n g  children, this does 
not amount to a proof t h a t  a woman differs from a man i n  
respect of t h e  sort of education she should receive;  and 

' In each example of t h e  education system discussed here, 
there 1s a difference between t h e  ideal and t h e  reality e x i s t i n g  a t  
t h e  t i m e .  However, these ideals d o  r e f l e e t  what the system might 
have offered if t h e  r e n l i t y  were n o t  so i n t r u s i v e .  



we shall therefore continue to maintain that aur 
gardians, and their wives ought to have the same 
purs~its.~ 

However, t h e  world a s  Plata would have it was an i d e a l  one 

t h a t  did nat exist during his time. Women were nat considered 

equal to men. Plata's vocabulary shows this d i f  ferentiation - "our 
guardians and t h e i r  wives". Even two centuries hefore Plato, 

Sappho and women who wanted education and e q u a l i t y  had to leave 

A t h e n s  and create their own separate community on Lesbos. 

For P l a t o ,  t h e  purpose of education was to train the people 

who would fil1 the various levels of society ta serve t h e  S t a t e .  

T h e  h i g h s s t  Level w a s  the guardian and the people who would fiil 

t h a t  level would he trained apprdpriately for leadership.  

And sure ly  you would not have the children of your 
l d e d  State, whom you are nurturing and educating - if 
t h e  i d e a l  ever becornes a reality - you would not allow 
your f u t u r e  rulers to be like posts, having no reason in 
them, and yst to be set in authority over the h i o h e s t  
m a t t e r s .  

Certainly not . 
Then you will make a law t h a t  they s h a l l  have an 

education as  w i l l  enah le  them t o  a t t a i n  the greatest 
ski11 in asking and nnswering questions? 

Yes, he s a i d ,  you and 1 together will make it. 3 

The word "compel" elsewhere is used by Plato and it is ohvious 

f rom t h e  ahove quotation that the  law would he used to set t h e  

standards of education for t h e  S t a t e .  People would have to  he 

compelled, one way or another, in order for Plato's educational 

system ta work. 

Methodology, revealed in Platof s writing, indicated the 

Plato, The Republic, page 191. 

P l a t o ,  The  Republic, pages 2 9 7 - 2 9 8 .  



rslationship between t h e  student, the teacher and the State. The 

classes were small, intimate and respectful because they relied on 

dialogue. The students were al1 familiar w i t h  each ather and the 

teacher,  and could tap each other's strengths and tease each 

other's weaknesses without risk of failure. The ideas of an 

individual were considered by everyone and discussed u n t i l  the 

subject i n  question had been thoroughly i n v e s t i q a t e d .  The teacher 

controlled the discussion, the s t a t e  controlled the subjects under 

discussion, and the students were ready to serve the s t a t e  and 

accept their position in t h e  social hierarchy .  As a result, t h e  

s t u d e n t s  must have felt like fully r e a l i z e d  individuals in a stable 

environment which was there to protect and encourage their 

development, a s  they would later p r o t e c t  and maintain the s t a t e .  

In our pedagogy, the Sscratic Method st i l l  has respect and is o f t e n  

used by teachers. 

The student is l e d  through dialogue to t h e  eternal i d è a l s  

P l a t o  envisioned. 

A l 1  t h e s e  things, t h e n ,  will have to be carefully 
considered hy us; and if only those whom we introduce to 
this vast system of education and traininq are sound in 
body and mind, j u s t i c e  herse l f  w i l l  have nothin9 ta say 
against us, and w e  shall he the saviours o f  the 
constitution and t h e  State; b u t ,  if aur pupils are men of 
another stamp, the reverse will happen and w e  shall pour 
a s t i l l  greater flood of ridicule an philosophy than she 
has to endure at present. 4 

Ariatotle believed education should be r e g u l a t e d  hy law, that 

teachers should  he professionals i n  a publ ic  school system, and 

t h a t  education was often  " t r a i n i n g 1 ' .  Human autonomy was sacred 

' P l a t o ,  The Republic, pages 299-300. 



according to Aristotle and all knowledqe was interrelated, but the 

s t a t e  was of far grenter importance than the individual and women 

and slaves had no p l a c e  in his concept of autonomy. 

. . .  the mind of the pupil  has to be prepared for the 
inculcation of good abits, if it is to like and dislike 
the things it ouqht. 9 

We must have a charactsr ta work upon which has a 
natural b i a s  towards virtue, loving the noble and hating 
the base.' 

The hest t h a t  could happen would be an i n s t i t u t i o n  
of a çound system of public supervision in t h e s e  
matters.' 

In contrast to Greece, in I n d i a ,  Buddhism throuqh t h e  concept 

of "maya" states that there is no ego, no self and that  "a separate 

i n d i v i d u a l  self is an illu~ion"~. As well, the Buddha " i n s i s t e d  on 

f reedorn f rom spiritual authorityu9 

Therefore a qualified student can o b t a i n  the true 
Knowledge of the Self only from t h o s e  patamahamsas who 
have renounced al1 desires for the external world and 
embrnced t h e  monastic life, who a r e  engagea only in the 
pursuit of Vedanta, and who f o l h w  t h e  instructions of ' 

Prajapati as l a i d  down in the four chapters just  
explained. Even today only siich revered teachers Gan 
rightly e x p l a i n  the doctrine of S e l f .  
(Sankaracharya. )ju 

Hinduism requires a teacher who is qualified, with a definite 

set  of instructions a s  i n  the ~ r i s t o t ' e l i a n  systern of education, 

j Aristotle, The  Bth ics  of Ari s to t l e ,  page 310. 

O Aristotle, The G t h i c s  of Aristotle, page 311. 

' Aristotle, The E t h i c s  of Aristotle, paqe 312. 

Fritjof Capra, The  Tao of Phys ics ,  "Buddhisrn", page 95 .  

' F r i t  jof Capra, The Tao of Physics, "Buddhism" , page 96. 

'O The Upanishads, t ranslated by Swami Nikhilananda , page 389. 
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but t h e  purpose is not ta rule or maintain the State but to free 

t h e  sou1 from ego. Therefore, although a student usually followed 

the instructions of a teacher usino a Socratic method, t h e  purpose 

was not just to gain s k i l l s  or to play a successful and responsible 

part in the function of the S t a t e ,  but eventually to free oneself 

f rom the desires of the world.  However , t h e r e  were requirements of 

age and claçs and gender. rn yauth, it was anticipated that an 

individual fulfil the expectations of the  family ,  and it was the  

retired man of fifty or alder who might have gone on this spiritual 

quest. The younger ones, women and those of the lower castes would 

have been expected ta  maintain t h e  family and the S t a t e .  

In China, Taoism, like Hinduisrn, taught that freedom from self 

was most important. A teacher or "master" would o f f er  a mode1 of 

" r i g h t  thinkino" to anyone who wanted ta learn. Gender, class, aqe 

o r  nationality are of less importance. 

The ancient masters were subtle , mysterious , profound, - 
responsive . 

The d e p t h  of the ir  knowledqe is unfathomable. 
Because it is unfathomable. 
All w s  can do is descrihe their appearance. 
Watchful, like men crossing a winter Stream. 
Alert, like men aware of danger. 
Courteous, like visiting ouests. 
Yielding, like ice about to melt. 
Simple, like uncarved blocks of wood. 
Hollow, like caves. 
Opaque, like muddy pools. 

Who can wait quietly while the mud s e t t l e s ?  
Who can remain still until the moment of action? 
Ohservers of the Tao da not seek fulfilment. 
Not seeking y l f  ilment, they are not swayed by desire for 

chanoe . 5 

. . '' Lao Tzu, Tao Te Ching,  # 15. 



The Islamic states frorn approximately t h e  end of t h e  Roman 

Empire to t h e  twelfth century defined a person accordin9 to gender 

and class. Educated men, whether Christian, Moslem, or J e w ,  were 

t.reated with e q u a l i t y .  A slave had no such rights and no access ta 

education. It was s i m i l a r  i n  Europe in the Middle Ages, except 

that religion would have negated personhoad. A Jewish s t u d e n t  

would be educated to his bar mitzvah or her bat mitzvah i~ the 

synagogue, a Moslem student in his own community in Spain would 

study t h e  Quran, but non-Christians would be u n l i k e l y  ta receive an 

education through the Church or the Christian community. A serf, 

like a slave, had the same low s t a t u s  and l a c k  of r ights .  Women, 

too ,  would not have been given access to education in the Church. 

However, some women were educated by their brothers or fathers ( for  

example, Christine d e  Pizan) and this education was respected by 

t h e  e l i t e .  Christine de Pizan worked in the court in her fa ther ' s  

position a f t e r  he died. 

In Emile, Jean-Jacques Rousseau revealed the change in 

attitude towards the persan after the Renaissance and Protestant 

Reformation. From being t a k e n  as a member of the State, the person 

was now conceptualized as an individual who was separate from h i s  

community and alienated from it. A s  a result the education of this 

person had dramatically changed. 

If w e  have to combat either nature or society, we 
must chooss between making a man or making a citizen. We 
cannot make botf i .  There is an inev i tah le  c o n f l i c t  of 
aims, f rom which corne tua opposing forms of e d u c a t i o n ;  
the one communal and p u b l i c ,  the other indiv idual  and 
domestic. 

To get a qood i d e n  of communal education, reaci 
Plato's Republic. It is n o t  a political t r s a t i s e ,  a s  



those who merely judge books hy their titles think. It 
i the finest treatise an education ever written. 
Communal education in this sense, however, does not and 
can not now exist. There are no longer any real 
f atherlands and therefore no m a l  citizens .li 

Rousseau's d e f i n i t i o n  of a person was strangely paradoxical. 

In the natural order where al1 men are equal, 
manhood is the camman vacation. . . . Before the vocation 
determined hy his parents cornes the cal1 of nature to t h e  
life of human kind. Life is the business 1 would have 
him learn. When he leaves my hands, 1 admit he will not 
be a magiçtrate, or a sol ier, or a priest. First and 4, foremast he will be a man. 

Now,  wha-t did Rousseau mean by a "man"? He described Emile as his 

i d e a l  ordinary student. 

Emile is no genius, but a boy of ardinary ahility: 
that he is the inhabitant of some temperate climate, 
since it 1s only i n  temperate climates that human beings 
develop completely; t h a t  he is rich, since it is only the 
rich who have need of the natural education that would 
fit them to live under al1 conditions; that he is to a l 1  
i n t e n t s  and purposes an orphan, whose tutor having 
undertaken the parents' duties w i l l  also have their right 
to control al1 the circumstances of h i s  upbrinqing; and 
finallp that he is a vigorous, healthy, well-built 
child . - -  

The criteria for the ideal student had definite limitations. He 

couici not he female. Rousseau stated c l e a r l y  that females should 

he t r a - i n &  to serve men and be trained for t h n t  purpose only. He 

could not he handicapped. He was European; therefore a boy from 

Africa or India or China could not have been acceptable as a 

l i Jean-Jacques Rousseau, #mile in The Phi1osaphical 
Foundations of Education, page 156. 

I 3  Jean-Jacques Rousseau, Emile i n  The Philosophical 
Foundations of Gducat ion,  page 157. 

" Jean-Jacques Rousseau, Emiie in T h e  Philosophical 
Formdations of Edrrcation, paqes 157-158. 



student to Rousseau. H i s  social class had to be hiqh as well. A 

working class boy would n a t  have been acceptable. The teacher 

would have had total contra1 over the student and the State would 

not hâve interfered in any w a y .  The student would have h e m  an 

individual, but he would have expressed Rousseau's ideal, not the 

State's or the community's. He would have been Rousseau's Galatea, 

but without the submission of the creator ta the work of art. 

Rousseau did not acknowledge t h e  reality of the student's life; he 

would have purged everything social, political and historical until 

the student reached manhood. Even then he would have kept him f rom 

sex and the realities of life. How anyone could do this beyond 

t h e o r y  is hard to imagine. 

John Stuart Mill stated that the modern world viewed people 

differently from the past. But this was a description of an 

utopian world not reality. 

For, what is  the peculiar character of the modern 
world - the  difference which chiefly distinguishes modern 
institutions, modern social ideals, modern life i t s e l f ,  
from those of times l o n g  past? It i s ,  that human b e i n g s  
are no longer horn to their place in life, and chained 
down by an inexorable bond to the place they are born to, 
but are free to employ their faculties, and such 
f avourable chances as of fer, to achieve the lot which may 
appear to them most d e s i r a b l e .  . . . The modern conviction, 
the fruit of a thousand years of experience, is, t h a t  
things i n  which the individual is the persan directly 
interested, never go right but they are left to his own 
discretion; and tha t  any regulation of them by authority, 
except  to  protect the rights of others, is sure to be 
mischievous. . . . 1 t is not that al1 processes are suppased 
to be equally good, or al1 persons ta he equally 
qualified for everything; but that freedom of individual 
choice is now known ta be the anly thing which procures 
the adoption of the best processes, and throws each 
operation into the hands of those who are best qualified 



, - 
for it.. . .. l: 

Mill added: 

B u t  i f  the  p r i n c i p l e  is true, we ought to act as if w e  
b e l i e v e d  it, and not to ordain that to be born a g i r l  
instead of a boy, any more than ta be born black instead 
of white ,  or a commoner instead of a nobleman, shall 
d e c i d e  the persan's position through a l 1  life - s h a l l  
interdict people from al1 the more elevated social 
positions, and from all, except a few respectable 
occupations . . . .  any limitations of the field of selection 
deprives society of some chances of being served by the 
competent , without ever saving it from the 
incompetent. 16 

Mill protested the position of wanien in his society. 

T b a t  the principle which regulates the existing social 
relations between the two sexes - the leqnl suhordinat ian  
of one sex to the other - is wrong in itself, and now one 
of the chief hindrances to human improvement; and that i t  
ought to he replace4 by a principle of perfect equality, 
admitting no power or pfivilege on t h e  one side, nor 
disability on the other. I r  

V i r g i n i a  Woolf, in Three Guineas,  discussed power and a 

woman's lack of influence. Up until 1919 a woman could have used 

ferninine charrn alone to "influence" her world. 

The educated man's daughter has now at her disposa1 an 
influence which is different from nny influence t h a t  she 
has possessed before . . . .  She need no longer use her charm 
to procure money from her fa ther  or hrother. Since it is 
beyond the power of her family to punish her financially 
she can express her  awn opinions. In place of the 
admirations and antipathies which were often 
unconsciously dictated by the need of money she c m  
declare her genuine likes and dislikes. In short, çhe 
need not acquiesce; she can c r i t i c i z e .  At last she is in 
possession of an influence that is disinterested, 

Such in rough and rapid outlines is the nature of 
our new weapon, the influence which the educated man's 

John Stuart Mill, A Select ion of H i s  Works, page 365. 

i 7 John Stuart Mill, The Subjection of Women, page 219. 



ciauohtex can exert now that she is able ta earn her own 
living . l e  

Up until this t î m e  c l a s s ,  gender, and nationality d e c i d e d  the 

d i r e c t i o n  of A man's life. Now, Virginia Woolf introduced women to 

t h e  power of  money and the independence it gives. Gender had 

negated  ha1 f of the population f rom being cansidered a person from 

t h e  tirne of Plata to the twentieth century.  Wornen, at l a s t ,  were 

accorded education, the v o t e ,  and jobs which al1 granted 

independence. A s  Woolf pointed out, it had t a k e n  a vety long tirne 

for a woman ta be allowed an education which would l ead  to a 

career. With an education she was no longer chattel, a domestic 

servant ,  a spinster, a witch. She was a person. 

Martin Buber transformed the dialogue of Sacrates, "The 

relation in education is pure dialogue"i5. A relationship betveen 

two people would be hased on full recognition of each person's 

b e i n g ,  on " f u l l  mutuality". However, t h e  teacher and the stunent 

were n o t  fully "inclusive". 

. . .  full mutuality is not inherent in men's lives 
together. It is a grace, for which one must always be 
ready and which one never gains as an assursd possession. 

Yet there are some 1-Thou relationships which in 
their nature may not unfold  to fu.11 mutuality if t h e y  are 
t o  pers is t  in that nature. 

Elsewhers, 1 have c h a r a c t e r i z e d  the relationship of 
the oenuine educator ta h i s  pupil as being a r e l a t i o n s h i p  
of this kind. In order to help the realizatîon of the 
best potentialities in the pupil's l i f e ,  the teacher must 
really mean him as the definite person he is in his 
potentiality and his actuality; more precisely, he must 
not know him as a mere sum of qualities, strivings and 

. . 
'"~irqinis  Woolf, Three Guineas ,  page 17. 

. - 
M a r t i n  Buber, Between Man and Man, page 125. 



inhibitions. he must he aware of him as a whole beinq and 
affirm him in this whalensss. But he can only da this if 
he mests h i m  again and again as his partner in a bipolar 
s i t u - a t i o n .  And in order that his effect upon him may he 
a unified and significant one he must also live this 
situation, again and again, in al1 its moments nat merely 
from his own end but also from that of h i s  partner: he 
must practise the kind of realization which I cal1 
inclusion (Umfassung). 

B u t  however much depends upan h i s  awakening the 1- 
Thou r e l a t i a n s h i p  i n  the  pupil as well - and however much 
depends upan t h e  pupil, tao, meaning and af f irming him as 
the particular persan he i s  - t h e  special educative 
r e l a t i o n  cauld not persist if t h e  pupi1 for his part 
pract ised "inclusion", that is, if he lived the teacher ' s 
part i n  the common situation. Whether t h e  1-Thou 
relationship now comes ta an end or assumes t h e  quite 
different character of a friendship, it is p la in  t h a t  t h e  
specifical y educative relation as such is denied full 
mutuality. h 
Ideally, s t u d e n t s  might anticipate a relatianship with a 

teacher which would satisfy their needs for self-recognition and 

t h e  actualization of their potential. As Buber suggested, a 

teacher should see a pupil in a dialogical r e l a t i o n s h i p  even i f  the  

p u p i l  does not  share the mutual i ty .  

T h e  definition of a person is dependent on the estahlished 

power strtzcture of the S t a t e .  A t  times, when free men w i t h  

p r o p e r t y  ruled, then  no one else was acknowledqed as a person. 

When slavery, a c a s t e  system, or feudalism existed, c l a s s  

determined personhood. In an established patriarchy like 

Rousseau's, women had no voice. 

Toclay, in Ontario, it seems that everyone has access to 

'' Martin Buber. 1 and Thou, pages 131-132. 
2 8  



educntion and to the opportunities it pro vide^.^^ But, let  us look 

more c lose ly .  Al1 children are affered access ta educatian.  There 

are schools, both public and private,  for every type of child and 

also for those who do not fit a type. There are schools for t h e  

deaf, blind, mentally and p h y s i c a l l y  handicapped, for every 

religious group, every social class, every individual. There are 

alternate schools f o r  students who don? f i t  the mould and schools 

for children who work (Interact at Vauuhan Road Collegiate). There 

are prciorams for s t u d e n t s  who drop out, correspondence courses, 

programs fo r  adults, and retraining proarams. Many of Our schaols 

are in t eqra ted .  Northern Secondary S c h o o l ,  i n  Toronto,  has a 

prooram for the hearina impairecl, and hearina s t u d e n t s  also t a k e  

siunino in order ta communicate with their deaf friends. There are 

schools within schools. Weston Calleaiate is an exnmple of a 

t y p i c a l  Toronto school. There is an International Baccalaureate 

schoo1 within the school,  a program for travel and tourism,' for 

dental hyqiene, for adults, with technical studies, business, 

lanqunges, humanities, art, drama, physical educat ion ,  a T.V. 

s t u d i o ,  cosrnetology and although it does not have a daycare program 

it does  offe r  the comrnunity access ta  h a i t  dressing, d e n t a l  care 

and t r a v e l  arrangements. The students are from every e t h n i c  

o r i q i n ,  are multi-lingual (with E.S.L. and E.S.D. classes ta teach 

Chris Olsen would s a y ,  "persons we educate, non-persons we 
don't" and he would include al1 human beings as passihly educable 
w i t  h t h e  exceptions of tY etuses and human vegetables" , ( f rom "Minds 
and Persons" in Knowledge, Mznd and Persons pages 3 and 5 ) .  



standard ~ n g l i s h ' ~ ) ,  represent cvery class and religion in the 

world [there is an Ummah for Priday prayers for Moslem students) 

and many s t u d e n t s  are not yet citizsns. There are exchange 

students, re-entry students, students w h a  are going to college or 

to work at the same time as they are attending Westan C I .  ( S A L E P ,  

Articulation, Co-Op). 

Does that mean that e v e r ~  student is treated as a person? 

As Martin Buber dernanstrated, the key is found in 

r e l a t  ionships; but, t h e  relat i a n s h i p  hetween student and teacher 

cannot De regulateci from the  outside. If a teacher has a personal 

hias t h e n  r e s p e c t  may he limited, b u t ,  hopefully, governed hy goad 

rnanners.  Tnis i not always sa, but there are channe l s  for 

complaints. The idea  of "destreamed" grade nine was an attempt to 

achieve a fair base for the streaming of students (there are six 

levels - mentally chaflenoed, vocational, basic, general, advanced 

and gif t e d  } because there was a fear that pre judice regarding c l a s s  

and e t h n i c  origin was interfering in the designatian of advanced, 

general and basic level students, even though al1 students can move 

from o n e  l eve i  t o  another level  freely - based on their own and 

their p a r e n t s '  choice or on the suggestion of the school which 

u s u a l l y  makes a fair decision about a student's ability. Wealth is 

often a means of separating the elite from the masses. In 

educat  ion, until recently in Ontario, the public schools d i d  

attract the wealthy students because they attracted well-educated 

Ehonics - an Arnerican B. S . D .  w a s  created for a specific type 
of s t u d e n t  , in a challenge t o  have the  personhood of a neglected 
aroup acknowledged. 



teachers by offering good salaries. Wealthy students may go to 

private schoals for  choice in style of pedagogy {Montessori, 

Waldorf), but the poor get as goad a basic education as t h e  rich. 

The poor who are not academic, hawever, may he offered training in 

manual occupations, while the rich who are not academic rnay be 

appropriately socialized and slotted in a relatively secure niche ,  

w i t h  interesting trips to enrich their courses. This does not 

neoate t h e  personhood of anyone, j u s t  t h e  comfart of some. 

In any system a hierarchy of power e x i s t s ,  and the people at 

t h e  bottorn of the hierarchy do not have the same opportunities. 

Once the system has been adjusted because  of a revolutionary or 

evo lu . t ionary  change, it still takes generations to modify the 

system to ref lect the changed balance of power ( theoretical, l e g a l ,  

or real  ) . The laws might change, but the rea l i t  ies of practice 

t a k e  rnuch longer .'' In aur sociaty laws protect equality and equal 

access to education for each individual  or group. In actualïty, 

there are s t i l l  discrepancies hetween class, g e n d e r ,  age, 

e t h n i c i t y ,  religion and wealth which each genexatian must c h a l l e n g e  

and a d j u s t .  

Nevertheless, now, according to the law, each individual is 

'j Jane Roland Martin expresses a f e m i n i s t  concern: 
"Educational equality hetween sexes is still far from having heen 
realized," the OECD report says. f fear that  as long as w a m e n ' s  
education i s  designed on the one hand to develop traits genderized 
in favor of males and on the other ta ignore gender differences 
r e l a t e d  to  learning, t h i s  finding will continue to hold true. In 
the name of i d e n t i c a l  educational treatment, girls and wamen w i l l  
experience difficulties and suffer hardships our male counterparts 
will never know. In Changing the Bducational Candscape, page 106. 



ncknowledgad as a p x s o n 2 ' .  Education ref lects contemporary social 

and political r e a l i t y  in the relationship between school system and 

student, and tsacher and stuclent.  Each student will struggle w î t h  

r e l a t i o n s h i p s  at school in order to be acknowledged as a persan; 

and i n  educatian, as in saciety, this struggle will he constant for 

ever yone . 

'' Except fetuses.  



CHAPTBR POUR 
JAZZ 

People who do not belong ta the established hierarchy in a 

communit.y, people who have not been allowed a legitimate status or 

an education are unheard. These people may belong to a varie ty  of 

groups: perhaps i d e n t i f i e d  hy gender (women i n  medieval Europe) ,  

c lass  (pensants in Czaris t  Russia), religion (the Maya at the time 

of Cortez 1 , language (Jamaican pato i s  unt il 1960 ) , culture ( t h e  

Beothuk i n  Newfoundland), race (African American slaves prior to 

emancipstion), or a combination (Native Canadian women on the 

reserve). When such groups of people are marqinalized, ignored and 

unheard ,  how does t h e i r  thouqht remain viable? What is the 

relationship of their expression to its present and future 

a u d i e n c e s  which keeps t h e  thotight alive u n t i l  i t  is legitimatized, 

d e v e l o p e d  and acclaimed? 

1 would like to look at music which had its roots in t h e  

experience  of the African American people over more than three 

hundred years .  The development of jazz demonstrates the 

relationship between a People  whose creative expression uns 

re jscted and their prospective audience. When they moved f rom 

slavery to freedom to inclusion in American society, their culture, 

expressed in music, had an increasinq influence on the nation, 

A wave of vulgar, of filthy and suggestive music has 
i n u n d a t e d  the land . . . .  No s eas ide  resort this summer has 
been without its ragtime orchestra, its weekly 
cakewalk.. . . t h e  cakewalk is nathing but an African dance 
drr ventre, a milder edition of African orgies, and t h e  
music is degenerate music. . . . Ragtime is nothing new, but 
its present usage and marriage to words of v e i l e d  



lasciviousness should banish  it from polite society. 
The Musical C o u r i e r .  1899' 

Slaves were at the lowest rung of American society, and were 

aegregated fram people who could move freely and could voice their 

opinions freely. Because mast slaves did  not receive an education 

in mathematics, music, literature, dance, painting, this did not 

rnean t . h a t  they had na thoughts or that their thoughts had not been 

recorded somewhere, if only in communal cultural memory, to be 

heard sometime in the future. Perhaps the language chosen was one 

of movement and unwritten music, both oral and instrumental. Its 

tradition changed slowly over t ime unt il historical events allawed 

it to be introduced to the qeneral society. As these people 

thern.-dves maved throuqh the socisty to a position of legal 

equality, t h e i r  music a l s o  rase to a level of acceptance by the 

establishment. 

Slavery in America was in direct opposition ta the country's 

ideals. How could one accept slavery in a nation whose 

constitution stated that a11 men were created equal, and freedom 

was a r i g h t ?  

The weioht of law had to be imposed before the 
degradation of the blacks was complete . . . .  These laws 
stripped t.he hlack of al1 rights and made colar the mark 
of servitude.. More laws were then passed to guarantee 
this new black status. It became illegal to learn how to 
read and write. More than five slaves were forbidden ta 
gather without the presence of a white man. Slaves had 
to have signed passes fram their masters when travelling 
abroad. .  . . Slaves were not permitted to testify in court. 
Slaves ,  of course, could not v o t e . . . .  Ministers found 
justification for hlack  servitude in the Bible. "The 
institution was ordained by God Himself," they said. 

1 - Leonard Feather, The Book of Jazz ,  paae 8 .  



Learned dactors discussed t h e  reduced crania l  capac i ty  of 
t h e  African braip  and its inability to benefit from 
higher  educat i o n .  ' 

The process of dehumanizing African Americnn slaves rneant t h a t  t h e  

creative thinkers among them could De ignored and were ignored 

unt il after emancipation. Although the music which came from slave 

culture was part of Sauthern l i f e  on the plantations and in t h e  

towns, it was not acknawledged as menninqful. It was j u s t  tolerated 

in i ts  place. 

This does not deny the value of the t h o u g h t s  and expression of 

people on the perlphery of a society or a culture, but a larger 

established oroup who might have valued it also did not yet have 

access to it. This expression in music was not communicated into 

a wider sphers u n t i l  after 1865 and it was after t h i s  date t h a t  

jazz steps  inta h i s t o r y .  Thomas Kuhn deals  with t h i s  kind of 

novernent in The S t r t r c t t r r e  of Scientific Revoltrtions, and in the 

arts this t y p e  of cultural, canventional acceptance of a paradigm 

may happen only a f t e r  t h e  new expression has been understoad by the 

radical memhers of the establishment and then incorporated into 

rnainst ream culture. 

Jazz is an example of the expression of people wha, at one 

point in their histary, came from the lowest rung in a community's 

social h i e r a r c h y .  One of t h e  sources of jazz  is t h e  African s lave  

in America. Frederick Douglass remembered: 

I Aid nnt, when a slave, fully understand the deep 
meanino of those rude and apparently incoherent songs . . . .  
They breathed the prayer and cornplaint of sou1 

' John Ruhlowsky, Blacic Music in A m e r i c a ,  pages 59-60.  
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overf lawing with the bitterest anguish.. . . Slaves were 
expected ta sinq as well as to w o r k . .  . [as] a means of 
t.elling the overseer, in the distance, where they were 
and what they were about. . . those  commissioned to the 
Great House farm were peculiarly vocal.. . While o n  the 
way they would make the grand old woods for miles around 
reverberate with their wild and plaintive notes. They 
were indeed both merry and sad. Child s 1 was,  these 
wild songs greatly depressed my spirits. f 

The work hollers from the plantation and the prison, the 

spirituals, the blues, the brass bands and minstrel s o n g s  in the 

hawdy houses and streets of New Orleans were part of the creation 

of jazz, a musical expression enjoyed and acclaimed by many people 

al1 over the world taday. How does it happen t h a t  people who are 

not acknowledged as persons with rights or status in a community, 

whose thouqhts are rejected, can continue to express themselves and 

have their thoughts respected in a much later period of time? 1s 

it a question of universality, of msaningfulness in human shared 

experience? Is it a question of the urgent budding relationship 

between a creative artist and a reluctant audience which - may 

persist  i n  qrowing a t  the edqe of a culture until the time is ripe 

f o r  i t e  f r u i t i o n ?  The two are essential, both  the c r e a t i v e  thinker 

and the audience, but neither is solitary, neither exîsts on its 

own; if the mernary of the thought lives it can be heard when the 

audience is receptive. 

Early slave music cansisted of many human passions 
derived from oppression. Spirituals, blues, hollers and 
work songs were some examples which echoed emotional 
despair  as well as jubilation and optimistic yearning for 
Utopia - a better place without a master, without auction 
h l o c k s  and withaut conditions of servitude. These songs, 

j Hildred Raach, Black American Music: Past and P r e s e n t ,  
page 5. 



hoth  simple and complicated, haci grown out of the duties 
and drudqery associated w i t h  bandage and had served for 
rnrk, worship and play. Many suc? creative influences 
were vestiges of their own Africa. 

There were three hundred and f ifty years of slavery in America 

from its incept ion  i n  1517 by the spanish5 and 1619 by the English 

in virginiaa to its end i n  1865.  Slave music, with its roots in 

Africa, developed during this t i m e  from B r i t i s h ,  Spanish, French 

and Portuouese songs and rhythm. Identifiable heat, melody and 

instruments were waven t o g e t h e r  o n  the loom of history to produce 

the rich and colourfui tapestry of jazz. 

The work songs of slaves with their direct connection to 

African tradition, had a relatianship with the work on t h e  

plantation, and the demands of the overseer who used t h e  slaves' 

sinoins to identify each worker and knaw where each one was. 

The work song,  t h e n ,  of direct African derivation, 
W A S  the first musical expression of the blacks in 
Arnerica. Here in the cotton, tobacca, and rice fields, 
the toiling slaves worked to the accompaniment of song in 

- 

an antiphonal lead and response style deeply rooted in 
tradition . . . .  

So important was the work sang ta the l i f e  of the 
slave, that t h e  value of a good "singing leader" was 
quickly recognized. Such men commandecl a premium price 
of the slave market, and advertisements often listed such 
accomplishrnents as an added inducement.. . . He had ta have 
a very special  kind of t a l e n t  - a fee l  for the work being 
done, together with an understanding of the men w i t h  whom 
he was warking. In addition, he had to  have the  capacity 
to  evoke bath music and a physical, or motar, 
response . . . .  Often he would improvise, not only melodies, 

' Hildred Roach, Black American Music: Past and Present, 
page 5. 

' John Rublowsky, Black M u s i c  in America, page 37. 

John Rublowsky, Black Music in America, page 5 6 .  
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but words. ' 

It. is possible to identify the arigins of certain qualities in 

Jazz. Improvisation, rhythms (duple and triple rhythms), 

instruments sounding like voice and voice like instruments, lend 

vo ices ,  polymelodies, call and respanse, and an oral tradition al1 

have roots in Africa and t h e  work sang, and are st i l l  evident in 

jazz tcrciay. 

A h ' m  a natu'al ho'n coak 
A n '  dat a i n t  no lie, 
Ah can fry po'k chops 
Anr habe a 10-down pie . . . .  6 

Ppirituals voicing hope alsa show mots of and influence on 

j a z z .  "Having heen born somewhere between African voyaqes of the 

160o1s and American Revolution, spirituals were the end praducts of 

call and h o l l e r s  developed during ently colonialism . . . .  They were 

constantly used in t h e  search of freedarn. in reliuious services, to 

teach, oossip,  scold, signal or delight in the telling of tales ."' 
I got Shoes; You got shoes; All-a God's Chil'en gat shoes! 
When I get to Heaven, Bonna put on rn'shoes an' gonna shout 
a l 1  over God's Heaven! 

Much in sp ir i tua l s  is carried into j a z z .  Because slaves were 

allowed very  limited voice, spirituals were often in code. Gossip 

and news could he encoded and Sung, and allegary, "allusions and 

John Rublawsky, Black Music in America,  page 65-66. 

a Hildred Roach, Black American Music: Past and Present, 
page 21. 

Hildred Roach, Black American Music: Past and Present,  
page 23. 

Io Hildred Roach, Black American Music: Past and P r e s e n t ,  
page 31. 



hidden  meaning. "" would be interpreted h y  the camrnunity from which 

t h e y  sprang. Early jazz was an extension of t h i s  expression. 

Early  blues sinoers were part of the o r a l  t r a d i t i o n  which was 

African, improvised, moody, unwritten and profoundly hunan. Jirnmy 

Rushing sa id ,  "Today a n  it was t h e n ,  t h e  blues cornes right back to 

a person's feelings, to his d a i l y  activities i n  l i fe .<' l i  Those 

daily activities were earthy, basic and ironie. 

If you don't b'lieve I'm s i n k i n ' ,  look what a hole I'm in 
Say, if yau don? b'lieve I ' m  sinkin', look what a hole I t m  i 
If you don't b'lieve I love you, look what a fa01 I've been. A 

In the blues, the human- voice is closely re la t ed  ta t h e  

instruments. Texture, tone, s t y l e ,  bending notes, lyrical  pattern 

are al1 distinctive. The personal style of the improvising 

musician, the tonal qualities which are ind iv idual  to Louis 

Armstrong, Pee-Wee Russell or D i z z i e  Gillespie, are also found i n  

t h e  voices of blues singers l i k e  B i l l y  Holiday, Bessie Smith or 

"Bi- Bill" Broonzy. 

Minstre l  shows and Street bands i n  New Orleans reflect another 

step in the development of j a z z .  Composers and musicians were 

individualizinq t h e  music. House slaves w i t h  musical ta l ent  had 

been encouraged t o  play a t  dances  and'other celebrations. T h i s  is 

an advertisement for a runaway slave, placed in the Boston Gazette 

or Weekly Journal ,  July 9 ,  1 7 4 5 ,  l ong  before mins tre l  shows and New 

!' Hildred Roach, Black American Music:  Past and Present, 
page 25. 

Leonard F'eather, The Book of Jaz z ,  page 146 .  
. - 
IJ Leonard Feather , The  Book of J a z z ,  page 1 4 7 .  
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Orleans Street bands. 

Ran-away from Capt. Joseph Hale of Newbury, a Negro Man 
named Cato, the 6 t h  Instant, about 22 Years of Age,  
SPEAKS GOOD ENGLISH AND CAN RBAD AND WRITE, understands 
farming Work, carry'd w i t h  hirn a striped homespun Jacket 
and Breeches, and Trousers, and an outer Coat and Jacket 
of home-made C l a t h ,  t w o  Pair of Shoes, sometimes wears a 
hlack Wigg, has  a smoath F a c e ,  a slfr l o o k ,  TOOK WfTH A 
VIOLIN, AND CAN PLAY WBLL THEREON. Had with him three 
Linnen Shirts, home-made pretty f i n e  yarn Stockings. 
Whoever shall bring sa id  Negro teo h i s  master or secure 
hirn so t h a t  h e  may have him again s h a l l  have f ive pounds 
Reward and a l 1  necessary Charges paid by m e .  

Joseph Hale, Newbury, July 8th. 1745.l' 

Slaves who worked in the fields also had their musicians who plnyed 

at jubilees and cakewalks. These musicians were t h e  prototype of 

t h e  l a t e r  b l a c k  professional. 

Ef anybody ax you who writ d i s  song,  
Tell 'im ' t w u z  a dark-skinned nigger 
Wid a pair O '  blue duckinq on, 
Jes a-lookin' for a home. "' 

Supposedly, j a z z  as "jas", "jass" or "jazzu started in New 

Orleans, i n  the  bars, hawdy houses and streets where the bands 

played for funerals, dances and c e l e b r a t i o n s .  

Zts orioins in blues, spirituals, coon sonos, shouts, 
jigs and rilos were performed long before the t i t l e  of 
j a z z  was given .  The forms were definitely perpetuated 
w i t h i n  minstrel shows and similar places and t h e  
religious and secular emotians had long s i n c e  been part 
of the music of .  minstrelsy, from whase bands j a z z  was 
partly derived." 

Scott Joplin was one of the early  black compasers and 

"Runaway: Eighteenth-century Slave  Advertisements" in T h e  
P i c a d o r  Book of Blues  and J a z z ,  page 10. 

I5  Hildred Roach, Black American Music: P a s t  and Present, 
paae 45 

Hildred Roach, Black American Music: Past and Present, 
page 59. 



musicians. He came fram a family of musicians, had been taught by 

a local mwsician who was impressed by the boy's talent. His 

parents may have encouraged him ta become a concert pianist; but as 

a teenager, Joplin wandered through the South and Southwest 

becornino a regular player in honky-tanks in St. Louis. He had 

musical training and talent and became a composer. In 1899, t h e  

Maple Leaf Rag was published. Joplin cansidered ragtime a 

legitimate musical farm and defended it. 

What is scurrilously called ragtime is an invention that 
is here to stay. That is naw canceded by al1 classes of 
musicians. That all publications masquerading under the 
name of ragtime are  n o t  the genuine article will he 
better known when these exercises are studied. That real 
ragtime of the h i g h e r  class is rather difficult to play 
is a painful truth which most pianists have discovered. 
Syncapatians are no indication of liqht or trashy music 
and to shy bricks at "hateful ragtime" na longer passes 
for musical culture. Ta a s s i s t  the amateur players in 
giving the "Joplin Rags" that weird and intoxicating 
effect intended by the composer is the ohject of this 
work. '' 

The relocation of jazz musicians fram New Orleans to St. 

Louis, ChIcago and New York added to the development of jazz style. 

The N e w  Orleans  period of j a z z  ended in 1913 when al1 the 
saloons and dance halls in Storyville were closed because 
of a hrawl in which two men were killed. Deprived of 
their livelihood, jazz  musicians began ta flou fram New 
Orleans in a mass exodus. By the time Storyville was 
back in business again, in l a t e  1914, most of the 
musicians had already l e f t ;  and there were few to maurn 
its official demise in 1917. Prom New Orleans, the 
musicians strearned north and east to play in cabarets and 
honky-tonks in St Louis and Chicago, Memphis, Cleveland 
and New York.  Hast of them were welcomed. America had 
had a t a s t e  of jazz  through the efforts of touring bands, 
such as those organized by King Oliver and Freddie 

I i  John Rublowsky, Black Music in Americn,  pages 117-118. 



Keppard, and demanded mare. 18 

T h e  military drum, quarter n o t e  rhythm, larger bands and as a 

result orchestral arrangements, individualized style, and a slick 

performance were part of this development. Then a revalt hy 

musically literate professional musicians changed t h e  s ty le  again 

from dance music to music for l i s t e n i n g .  Jazz became formalized, 

cool and i n t e l l e c t u a l .  "What began a s  'hottom-waving, vulgar, 

harbaric howl' has been transfarmed into a sophisticated, even 

esoteric, lady. ld5 

The time came when Afr ican  Americans had a musical language in 

which they  could record their lives. The white audience who had 

been a separate part of their histary would eventunlly hear and 

apprecinte i t .  B y  t h e  time jazztG developed i n t o  a formal, s legant  

e x p r e s s m n ,  race, c l n s s ,  gender and n a t i o n a l  origins became 

colourful, richly textured threads in a most lovely tapestry. 

The question raised in t h i s  chapter is: why is the creative 

t ho t t gh t  of a people who are totally heyand the pale of general 

society accepted w i t h  respect many years later? Perhaps, it is 

becaiise the expression 1 s  beautiful or touches the shared humanity 

of many other people no matter how long after. Perhaps it is 

because this oppressed, abused and ignored people had a cohesive 

John  Ruhlowsky. Black M u s i c  in America, pages 127-128. 

I i  John Rublowsky, Black Music in America, page 133. 

'' 5 : O3 p. m .  , Sunday January 9, 2000. Channel 96.3 PM. On the 
five o'clock news the news caster announced wards chosen to 
represent the millennium. The word of the twentieth century i s  
" j a z z " .  



culture w i t h  parameters and structures and r u l e s  by which the 

rnembers of t h e  culture could measure meaningful expression, could 

remember this express ion  as  having continuing meaning, and when 

they were qranted equality and freedom they could develop t h e i r  

expression in society with a l 1  of the talent and genius that had 

been unacknowleciged. The creative thinker must have a language 

Iwhich is indicative of a cohesive and developed cammunity) in 

which to express his thought and must alsa have an audience who 

receives it as meaningful enough to continue with i n t e r e s t  to 

develop and preserve its life mer time. This audience rnay he 

w i t h i n  t h e  confines of the community of the thinker, no matter how 

small or restricted it may be. O r  the audience  rnay be beyond the 

houndar ies of t h e  larger society w h i c h  is e x c l u d i n g  t5is community . 
The oeneral Amsrican audience, when there is no langer any reason 

t o  ignore the community, may show a serious interest i n  the thought 

because it is heautiful or valuable or meaningful at l a s t .  

James Baldwin, according to the f a s h i o n  of jazz, explains the 

u n i v e r s a l  nature of j a z z  in poetic, amhiquous words. 

Music is our witness, and our ally. The beat is the 
confession which recognizes, changes, and conquers time. 

Then, history becames a garment w e  can Wear, and 
share,  ""R not a c loak in which  ta h i d e :  and time becomes 
a friend. 

James Baldwin, "Of the Sorrow Songs" in The Picador Book of 
J a z z ,  page 331. 



CiiAPTBR PIVB 
LARGUAGB 

A prohlem c r e a t i v e  thinkers must face rs how ta express their 

thought to themselves, to anather person, or more d i f f i c u l t  still, 

t o  a wider audience. Thinkers translate their thought with as much 

of their inner world as necessary inta lanquage. The thinker has 

the challenge of finding symbols which e x a c t l y  express t h e  

feelings, colours, sounds, shapes in his or her mind. Verbal 

l m q u a q e  has often been considered the only language, but in fact 

there are a variety of symhol systems which may communicate as 

effectively as words. Language can take the form of dance, music, 

mathematics, English, sculpture, painting, architecture, or any 

o t h e r  conventional series of symbols. To be more precise language 

is an intellectiialized symhol system which is self-canscious and 

i n t e n t i o n a l ,  negot ia ted  aver t i m e  by a participatina community. 

Movement 1s non-verbal and spatial. Body lanouage rnay he 

human's oldest language and has a n c i e n t ,  accepted meaning according 

to t h e  c u l t u r e  it springs fram. It includes a series of movements, 

usirally accompanied by music, which demanstrate a relationship 

between people, space, time, emotian, spectator, rhythm, music, 

liohts, costume and sets. The grammar of the part icular  mode or 

s ty l e  of movernent prescribes specif ic moves: a p i r o u e t t e ,  

strathspey or pas de deux. Individual choreagraphers reconstruct 

t h e  o n g i n a l  t hought using t h e  accepted langtiage ln perf armance. 

Human body language is used to reveal t h e  rneaning and express it 

interpretatively to an niidience.  
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Tt is the dancer's whole f u n c t i o n  to  l ead  u s  i n t o  
i m l t a t i n g  h i s  actions with out faculty for inner mimicry 
ln order t h a t  we may experience h i s  feelings. Facts  he 
cor!ld tell us, but feelings he cannot canvey in any other 
wsy t h 3 n  hy arouçlng them rn us through sympathetic 
action.' 

Music is a language in which many vaices can speak n t  once and 

result in meaningful harmony rather than i r r i t a t i n g  cacophany. The 

symhols used t o  n o t a t e  music represent sounds and t h e  r e l a t i o n s h i p  

of one sound t o  another:  their texture, pitch, colour, s p e e d ,  

t lmbre, rhythm, mood , depth ,  re sonance ,  tone, k e y  , voice, 

moduiation, accent and c l a r i t y .  In  Western music, t h e  i n d w i d u a l  

notes a r e  set  i n  a grammar of treble and bass clefs, s h a r p s ,  f lats, 

whole n o t e s ,  quarter n o t e s ,  runs, three-quarter  time, syncopat ion ,  

pizzicato and crescendo. This  language allows a th inker  to  express  

t h e  music as a whole with its e m o t i o n a l ,  intellectual or sensuous 

m e a n m g ,  to an individual or group of peop le  who will play 

d e s l g n a t e d  lnst ruments and reproduce t h e  thought fait hfully i n  a 

son% symphony, a r i a ,  lament or requiem to  an aud ience .  I t  i s  an 

imagïnatlve language filled with emation and sensuous impressions. 

Muslc is a succession of tones and t o n e  combinations so 
organized as to have an agreeable ~mpression on t h e  ear 
and its impression on t h e  intelligence is 
comprenensible . . . .  These rmpres-sians have the power to 
in f l t r ence  o c c u l t  p a r t s  of Our soul and of Our sent imenta l  
spheres and . . .  this i n f l u e n c e  makes us live in. a 
dreamland of fulfilled desires or in a dreamed hell.' 

Mathematics is a very different language. There is no emotive 

or imaginative quality to  i t .  Mathematics is prec i se  and highly 

John Martin,  Introduction ta the Dance, pages 53-54. 

Arnold Schoenberg, Letters, (ed. E. S t e i n ) ,  page 1 8 6 .  



speciailzed. It has symhols for numbers, including zero, plus and 

minus to desrgnate positive and negative numhers, to indicate 

measurement and quant ity. It may also use the alphabet ta 

symholize objectç or unknowns, distance or measurement, quantity or 

ahstract possihility. Symbals for division, multiplication, 

addition, subtraction, pi, inf inity, angle, square root are al1 

used to create relationship hetween numbers, shapes, grids, spacial 

d i m e n s i o n ,  planes. Bach of these symbols is used with a grarnmar 

w h x h  allows the thinker to transfer ideas to paper. Spatial and 

numericai reiationsnips, sometimes concrete, sometimes abstract, 

sometimes two or three-dimensiona1, communicate to express the 

r hinker ' s inner worià of "alements and relevant logical concepts"' 

of space, mass, movement , volume, speed, quantlty and time. A 

matherna t ic ian  deals  with the ahstract, with logic and patterns of 

non-linguistic entities. Howard Gardner descrihed Michael 

Polyani's frustration with mathematical communication. 

Michael Polyani,  eminent scientist and philosopher, 
confessed that he himself lacked the necessary 
m t e l l e c t u a l  equipment to master many contemporary 
aspects of mathematics wnich those within the tribe wauld 
consider ( a s  mathematicians are fond of saying) 
relat ively trivial. One can glimpse the kinds of demand 
made i n  mathemat ical t h i n k i n g  hy noting t h e  d i f  f icult ies 
in decoding this English sentence: 

"We cannot prove the statement which is arrived 
at by substituting for the variable ln the statement 
form, "we cannot ptove the statement which is 
arrived at by substitutinq in the statement form the 
name of t h e  statement form i n  question", the name of 
the s t a t e m e n t  form i n  question." 

A s  Polyani suggests, understanding this sentence may 
well require the setting up of a string of symbols and 

E i n s t e i n  Albert ,  "A Letter ta Jacques Hadamard'' in The 
Crea ti ve Process, page 4 3 .  



t h e n  carrying out a set of operations upon these symbols. 
Clearly, the comprehension of certain strings of the 
çymbols of language requires more than simple campetence 
in linguistic syntax and semantics (though, it may be 
properiy pointed out, such campetencies are a 
prerequisite for "solving" a sentence of this sort). 4 

Gardner indicated the differences between the mathematician 

and the ç c i e n t i s t ,  although they used hasically the same symbol 

system to express their thoughts. 

Indeed, the mathematician ends up working within a world 
of invented ohjects and concepts which may have na direct 
parallel in every-day real i ty ,  even as the logician's 
primary interests fa11 on the relationships among 
statements rathsr than an the relation of those 
statements to the warld of empirical fact. It is 
primarily the scieqtist who retains the direct tie to the 
world of practice:' 

English is used in paetry and prose. It is a verbai language 

w i t . h  a strict structure of grarnmar, punetuation and syntax. If a 

t h m k e r  has an idea which is not neçessarily verbal, that idea must 

he translated, from perhaps a holographie vision or symphonic 

conversation or mode1 of a gr id  or an emotion, into a lineal, 

l o g i c a l ,  two-dimensional, verbal entity existing in chronological 

order and governed hy an alphabet, script and grarnmar whose usage 

has heen taught meticulously in school. John Locke pointed out the 

difficulties in communicating and understanding language. 

Sure I am, that the significance of Words, in al1 
tnnguages , depending very much on the Thoughts , N o t  ions, 
and Ideas of him that uses them, must unavoidably be of 
great uncertainty, to Men of the same Language and 
Country. This is so evident in the Greek Authors, that 
he, that shall peruse their Writings, will find, in 
almost every one of them, a distinct Language, though the 

' Howard Gardner, Frarames of Mind, pages 136-137. 

' Howard Gardner, Prames of Mind, pages 135-136. 



same Words. But when to this natural difficulty in every 
Country, there s h a l l  be added d i f  ferent Countries, and 
rernote Ages, wherein the Speakers and Writers had very 
different Notions, Tempers, Customs, Ornaments, and 
Figures of Speech, etc. every one of which, influenced 
the signification of their Words then, though to us now 
they are lost and unknawn, it would became to us to be 
charitable one to another in our Interpretations or 
Misunderstandings of those ancient Writings, which thaugh 
of great concernment ta us to  be understood, are liable 
to the unavoidable d i f f i c u l t i e s  of Speech,  which ( i f  w e  
except the Harnes of simple Ideas, and some very obvious 
Things) is not capable, without a constant defining the 
terms, of conveying the sense and intention of t h e  
Speaker, withaut  any manner of douht and uncertainty, ta 
the Hearer.' 

B e s i d e s  t h e  difficulty of understanding others who live at 

different times, in other cultures, there are many constraints on 

t h i s  symho1 system i t se l f :  the grammar, etymalogy, metaphor, 

allusion, and the visual or auditory ef fects of the choice of words 

and their arrangement. Thinkers at various points in history have 

protested by bending the structure of t h e  language i n  ways that 

cause the reader to make a ieap o f  imagination in order to 

understand the i d e î  tnat is being conveyed. 

Sculpture is a non-verbal, emational, sensuaus, spatial, 

three-dimensional representation of an object or an idea using a 

concrete medium such a s  c l a y ,  bronze ,  marble, wire, wood, glass or 

any material which can be moulded, shaped or carved into the 

visual, tactile object that the sculptor has created. The 

constraints of the material, the space required or available, and 

the translation from t h e  idea to t h e  concrete determines some part 

of t h e  sculptor's expression. T h e  fact that sculpture exists in 

' J o h n  Locke ,  An Essny Concemino Human Unders tanding ,  page 
489. 



space in relation to its viewer and does not change except as the 

viewer changes position in relation to it is one of the constraints 

of sculpture that has  caused artists like Calder to find a slightly 

different mode of construction. 

Painting is a visual language based on lines, colaur, texture, 

narrative, images and symbols that the culture has accepted as 

meaningful (Guernica by Picasso stretched al1 of these). ft may 

create an illusion of three dimensions using a two-dimensianal 

canvas or surface, and may suggest mavement, rnoad, place. Ted 

Bartram p a i n t s  Georgian Bay granite in black, pink and cream 

str ipes  with ochre lichen and shndowed crevasses. A viewer not 

farnil iar  with the Canadian Shield would think the painting was an 

a b s t r a c t ,  impressionistic design suqgestinq movement and contrast 

in colour, while in fact it is representational of geological 

formation, and suggests antiquity, character and a profound love of 

the lancï .  

tines and points, as in drafting, architecture, engineering 

and art, are the symhols of another language - thin, thick, dark, 
liqht, measured, angled, distanced, shaded, with cross-hatching, 

use of lignt and colour, a suggestion of dimension and space. 

Pointillists who use pencil or paint to create images of abjects - 
people, animals, f ish, birds , landscape , buildings - employ this 
language to express theit thought an a flat, two-dimensional 

surface. They create an illusion that the viewer can understand. 

1 am a thinker whose thought often is often non-verbal, but 

whose choice of language is wards, Bnglish, prose and poetry, 



spoksn and written. 1 take my three-dimensianal, holographie 

thought, ungoverned by time or space, and convert it into 

s p u t t e r i n g  saunds or squigglinq lines which exist in time, 

chronolog~cally and lineally. Words are conventionally accepted 

symbols that are given meaning and depth by tradition and al1 those 

who have used the language before me. 1 must take these sounds or 

use an alphabet which was once, perhaps, pictagraphic, but is now 

phonetic and held tightly in a grammatical structure. 1 express my 

i d e a  which is made up of thoughts formino a caherent unit, 

consciously squeezed into a series of symbals, and hope that it 

enters chambers of ear and eye only moderately distorted, and is 

reconstructed in the theatre of the mind of my audience or reader, 

coming alive once again, accurately and meaningfully. 

Whatever symhol system is chosen, the medium is f a r  removed 

from the experience, from the inspiration, from the thought and its 

inoredients. R.G. Collingwood indicated this difference. 

The relation between making the tune in his head and 
putting it down on paper is thus quite different from the 
relation, in the case of the engineer, between making a 
plan for a bridge and executing that plan. The 
engineer's plan is embodied in the bridge: it is 
essentially a form that can be imposed on certain matter, 
and when the hr idge  is built the form is there, in the 
bridge, as that way in which the matter composing it is 
arranged. But the musician's tune is n o t  there an paper . 
at a11. What is on paper is not music, it is only musical 
notation. The relation of the tune to the notation is 
not like the relation of the plan to the bridge;  it is 
l i k e  the relation of the plan to the specifications and 
drawings; for these, too, do not employ the plan as the 
bridge embodies it, they are only a notation from which 
the abstract or as yet unernhodied plan can he 



.. 
reconstructed in the  mind of a person who studies them.' 

Collingwood, legitimately, refused to let art and engineering share 

tneir creatrvity equally and tried to make art different in its 

thoiight and creation. Because his book is The P r i n c i p l e s  of A r t  

and his interest is in creativity in the arts his definitions are 

specific to art. John Dewey articulated that difference. 

Dance and sport are activities in which acts once 
performed spontaneously in separation are assemhled and 
converted from raw, crude material i n t a  works of 
expressive art. Only where material 1s employed as media 
is t here expression and art. . . . Everything depends upan 
the way- in which material rs used when it operates as 
medium.' 

When an engineer plans a bridge or n musician creates a melody, 

b o t h  products first exist in the mind and must be translated into 

an appropriate language (lines and measurement for the bridge, 

notes anci rhythm for the tune). Then, the design and the notation 

are interpreted into the materials used to express the creation 

koncrete ,  steel and Stone, or violins, hassoon and flute) and 

players  (specific contracting firm or famous musicians, each with 

their reputation for excellence in recreating the conception). To 

assess the final product as art one must consider the choice of 

medium, the nature of the intent, use of the product, or meaningful 

communication heyond mere use springinq from it. 

Language and the medium used to express thought play important 

roles in the transformation of the original idea, through the 

' R .G. Collingwood, Collingwood, The Principles of Art, page 
135. 

Sidorsky, David, (ed. j , John Dewey:  The Essential Wri t i n g s ,  
page 271. 



mediiirn I language. instruments. performers) , to a listener or 

spectator. Transformation and translation change, colour and shape 

the expressed i d e a ,  but accuracy in meaning and faithfulness to the 

truth of the original are essential. Therefore, the transformation 

must fa11 within the radius of truth which has been determined by 

all of the thinkers who have gone befare and who will follow after. 

Because of this. there is a universal understanding which is 

possible to a t t a i n .  



CHAPTBR S I X  
STRUCTURE AiVD HBARfllG 

How does the structure of a language transform and ye t  

maintain meaning, allawing it fa11 within the radius of truth which 

is acceptable to  other thinkers? 

A thinker must take a thought and organize it in a way that 

allows it to be articulated in a chosen conventional language and 

then meaningfully reconstructed into a shared idea by the person 

who receives the thought. The accuracy and meaningfulness is 

determineci by the interpretntion of the performers and the 

understandmg of the audience, reassessed each time it is received. 

Verbal language (or the symhol system using words orgnnized by 

grammar and given significance hy semantics) is the language that 

is considered usual for expressing a thought, but musical language 

i a  symbol systern using tones ordered in combination and in temporal 

relationships to pxoduce a composition having unity and continuity) 

is just as fensible. A word, a note or chord, a symbol, a concept, 

each can be def ined, and has a signif icant place in relation to the 

structure wnich supports it. Although this structure is rarely 

mentioned, it has an essential role. The structure of the language 

influences, perhaps determines, the meaning that is communicated. 

The structure of a language is the form in which thought is 

expressed (for example: sentence, paragraph, chord, theme). It 

determines the value of parts and the meaning of the whole. 

A word is a meaningless sound or written combination of the 

alphabet without its etymalogy, grammar, context and the intent of 
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the thinker. So too, a note or chord is menningless sound without 

the musical environment to define it, ta enhance it, to give it a 

m a t r l x .  An aspect of the structure of a word is found in the 

spelling if it is written, the pronunciation if it is spoken. The 

etymology, usage, context and framework into which it is placed, 

al1 provide meaning. A note or a chord is meaningful when the key, 

the t i m e  signature, the clef and the accompanying notes give it 

definition. 

Vygotsky put word meaning into a "'cell' that cnnnat be 

further analyzea and that represents t h e  most elementary form of 

the unity between thought and word. " He added, "A word without 

rneanino is an empty sound; meaning, therefore, is a criterion of 

"word, " its indispensable component . Il' An extension of this is 

also true - a word or note withaut  a structure to support and 

def ine it is "an empty sound". 

A word and n musical note are sirnilar. A note or chorh is 

structured by the clef, the bars, the time, the sound of the whale 

piece of music, its cultural history, and the intent of the 

composer to set other notes around it. 

The mast constant context of a word is with other  words 
in a sentence, the purpose of which is to communicate 
something . . . .  Are there musical parallels ta these speech 
components? The smallest units in music are single notes 
or chords which may be compared with phonemes; it is mare 
àifficult to think of a musical parallei for word but a 
ce11 or unit of notes is a fair approximation; a sentence 
can cansist of two words or many, similarly a musical 
statement can he brief or long, containing a succession 
of musical ideas; cadences can he likened ta punctuation 

l Lev Vygotsky, Thought and Lanquage, page 212. 



marks though they are far more than this.l 

Vygotsky deait with the problem of changing word meanings. 

A word might denote at first one object and then become 
associated with anather, just as an overcoat, having changed 
owners, might remind us first of one persan and later of 
another. Linguistics did not realize that in the hietarical 
evolution of language the very structure of meaning and its 
psychological nature also change. From primitive 
generalizations, verbal thought rises to the most abstract 
concepts. It is not merely the content of a word that 
changes, but the w y in which reality is generalized and 3 reflected in a word. 

A word has a constantly evolving meaning according to usage 

and i ts  significance to the people thinking, creating, or hearing 

t.he thought. Alhertine Gaur made this point in relation to changes 

in script. "We have discussed the disadvantages of phonetic 

scripts, nameiy their dependency on one particular language, the 

f a c t  tnat ideas have to he translated into sounds and that these 

sounds must thsn he made visible in the form of canventionalized 

( m o s t l y  abstract) signs which in turn have to he retranslated into 

the sounds of the (same) language and back into the original 

idea. '' This translation must be made by a composer as well as a 

writer, and the retranslation must be done by a reader of script as 

well or a reader of musical notation. The question is whether the 

thinker, after struggling to put a thought into words or notes, is 

understood clearly and accurately by the reader or listener. 

Vygotsky examined the acquisition of words by an infant just 

R. A. Henson, "The Language of Music" in Music and the Brain, 
page 236. 

Lev Vygotsky, Thoupht and Langvaqe, page 213. 

' Albertine Gaur, A H i s t n r y  of Writing, page 16. 



beqinning to speak, demonstrating that the meaning of the ward is 

found in the crossover interaction between empirical learning and 

learning from authority. A parent playing with a child encourages 

her vaice and imitates the sounds the c h i l d  makes. The child plays 

with her voice and the range of sounds she can make, often 

imitating her parent or the saunds ?round her until at the point of 

comprehension she puts sound and meaning together. The point at 

which Helen Keller realized the association between the f e e l  of 

water gushing from the well over her hand and the word W-A-T-E-R 

tapped into the palm of her hand, was the point at which a name 

hecame a symbol allowinq thought . "1 left the well-house eager to 

learn. Everythino had a name, and each name gave birth to a new 

Vygotsky,  in his analysis of the development of inner speech, 

demonstrated how a word has layers of meaning which have 

accumulated over time and use by a child in the interplay hetween 

experience and teaching. 

The relation of thought to word is not a thing but a 
process, a continual movement back and forth from thought 
to word and from word to thouqht. In that process, the 
relation of thought to word undergoes changes that 
themselves may he regarded as develapment in the 
functionnl sense. Thought is not merely expressed in 
words; t cones into existence through them. Every . 
thought tends to connect something with something else, 
to establish a relation between things. Every thought 
rnoves, grows and develops, f u l f i l s  a function, solves a 
prohlern. This flou of thought occurs as an inner 
movement through a series of planes. An analysis of the 
interaction of thought and word must begin with an 
investigation of the different phases and planes a 

Helen Keller, The Story of M y  Life, page 23-24. 
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thought traverses before it is embodied in w0rds.O 

But the experiences of one person are always d i f  ferent from 

those of another and therefore word meaning is shaded differently 

by individual understanding. Communication between people is a 

negotiation of meaning Bach checks that the other understands 

what is said, but the understanding is never exactly the same. 

Word meaning exists on several levels at once. A word has a 

history; etymology will always he there to colour meaning with its 

historical development. Meaning also exists in the lexican of the 

user and has the t ex tu re  of the user's past and present usage. A 

word exists in a sentence. Syntax gives it meaning. ("Oh boy! 

Look at that score!". "Oh, Bay? Look at that score." The 

piinctuation, the emphasis of the wards in the sentence, the 

arrangement of the words, al1 shape the meaning of the sentence. 

"SCORE! Oh! Look at that, boy! " "Look at that boy score! Oh?" ) And 

the semantics provide context in relation to a larger &ope 

(perhaps the subject was music and not hockey); but words always 

have meaning defined by their structure and they cannot have 

meaning without it. 

At best, the relation of words ta their meanings is 
precarious . . . .  Philosophers and scientists constantly 
struggle with the verbal shells which they must use ta 
package their t houghts for preservation and 
communication. Should they keep a familiar term and try 
to invest it with a new meaning, at the risk of seeming 
to use a concept they have abandoned? Should they coin 
a new term? Al1 this trouble arrives because words, as 
mere labels, try to keep up with the live action of 
thought taking place in another medium. "The birth of a 
new concept," says Sapir, '9s invariably fareshadowed by 

"ev Vygotsky, Thotrght and Language, p .  218 

57  



a more or less strained or extended use of old linguistic, 
material. " This s tra in  of birth e x i s t s  primarily in the 
medium of thought itself. It cames about because the 
structure of the matter under scrutiny, ta which the mind 
clings, is put under stress by the new, more appropriate 
structure imposing itself. The struggle against the old 
words is-only a ref lection of the true drama going on in 
thought . ' 
And t h i s  occurs in music just as in verbal language. Syntax 

is important in the rneaning of music. The designated clef, the 

sharps, t h e  flats (accidentals), time signature - al1 give 

recognized values to the notes. A note without its syntax ,  j u s t  

like a word without its grammar, is meaningless. And the 

relationship of a l 1  of the parts of the music are interdependent. 

The various levels of architectonic significance are, of 
course, interdependent. Just as there can be no chapters 
without meaningful relationships between paragraphs, or 
paragraphs without meaningful relationships between 
sentences, so t h e  significance of the longer p a r t s  of a 
musical work depends upon the existence of meaningful 
relationships between the shorter ones. There could be 
no musical sections if one period d i d  not in some way 
imply and lead ta consequent periods, and there could be . 
no periods if the phrases which form them did not fol ou 
one another in an understandable and meaningful way. k 
The syntax of Western music includes certain chords which 

resolve in a way to give a feeling of completion. The first 

example below is a descending semence of chords. 

Rudolf Arnheim, Visual  Thinking,  page 245-246.  

Leonard B. Meyer, Ernotion and Meaning in Music, page 47. 
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In this progression t h e  VI chord is perceived as "passing" from the 

1 (tonic) to the IV (sub-dominant). In the second example, the VI 

chord appears at the end of the progression and plays a role in the 

cadence. In this example the VI replaces the expected return to  

the 1 (tonic) acting as a deceptive point of arrival. The meaning 

is set out hy the placement within the phrase. 
1 

Symbols are used in t h e  structure of b a t h  music and verbal 

language. A symhol gives an object abstract meaning which evokes 

t h o u g h t  rnther than action. Symbols have a structural association 

between an object/sound and its given conceptual meaning and are 

sometimes confined within a specific piece of work, although a 

symhol can have a more generalized meaning, reaching far heyond the 

specific work. Symbolism has many levels tao: the history of the 

symbolic meaning of a word (a heaver is a symbol of Canada because 

of the fur trade), itn idiomatic usage (husy as a beaver), its 

slang usage ( !  1 ,  its biological definition, and a symbolic meaning 

(Beaver Lumber). 

A note or a chord has levels of symholic meaning d e i  ined by 

the structure of the piece in which it is found. 

In and of themselves, for example, the opening chords of 
Beethoven's Third Symphony have no particular musical 
s ty l i s t ic  tendency. They estahlish no pattern of motion, 
arouse no tensions toward a particular fulfilment. Yet 



as part of the total aesthetic cultural act of attention 
they are meaningful. For since they are the f irst chards 
of a piece, we not only expect more music but our 
expectations are circumscribed by the limitations of the 
style which we believe the piece ta be in and y the 
psychological demand for a more palpable pattern. ? 

The meaning of the opening chords are defined by the symphony's 

structure. By being the first notes in the piece, later repeated 

and therefore f amiliar chords , Beethoven provides mood , pattern and 

anticipation. 

Music has semantics. Melody is expressed thematically. The 

rhythm of a waltz and the beat of a march are similar to the meter 

in poetry or the intonation of the voice when it is cammunicating 

an emotion or being emphatic. Context gives meaning. 

The meaning of a word can Vary according to the context 
in which it is emplayed. Brain f requently used the term 
"chair" as an example. "Will you take the chair?" can 
mean, "Will you preside at this meeting?", W i l l  you take 
this university appointment?", or simply, "Will you take 
this chair (away)?" Music can pose similar problems in 
meaning according to the context and capacity and 
experience of the perceiver. I f  we consider this note - @= we find it evokes differing responses from 

different musicians, for the individual with 
ahsolute pitch it means 440 Hz when heard, but 

for the violinist it is an open string, the tenor regards 
it as a note towards the top of his range, while the 
~ i a n i s t  gpes it as a lever near the middle of the 
keyhoard. 

A concept 1s a cornplex development of an idea, with layers and 

interdependent levels of meaning which have been developed by an 

individual thinker in a culture with its particular history. Each 

individual has a persona1 history as well, which adds to the colour 

' Leonard B. Meyer, Bmotion and Meaning in Music, page 36. 

R. A. Henson , "The language of Music" in Music and the Brain, 
page 236. 



of the concept. The fact that Lev Vygotsky was a Russian, dying of 

tuberculosis at age thirty-four, a psychologist influenced hy 

Piaget and others, and a poet, living in a Soviet society stressing 

a Marxist doctrine, and yet a strong individual who could still do 

significant original work and not toe the party line, were al1 

significant details which allow a person studying his work to 

better understand his thought. The biography of a composer is not 

as important to the meaning of the musical concepts because in 

music hias is nat as obvious or insidious as bias in verbal 

1angriaqe. However , knowing the persanal history of Dowland or 

Wagner or Cage may add depth of comprehension for the listener. 

And havina some knowledge of the composer's biographical and 

cultural background adds understanding as well. Biography supplies 

part of the referential structure. I t  allows the readet/listener 

to understand more fully forces that shaped the thinker's intent, 

and caused part.icular choice of style, genre, or methad' of 

development. The thought in itself is most important, but the 

l n y e r s  supplied hy the environment of the thought give its meaninq 

a richer shadinq.  

Concepts, however, do e x i s t  in their own right and must be 

considered for themselves. Vygotsky claimed that there are two 

kinds of concepts: spontaneous -and scientific. One is learned 

through experience in the . world, and the other is learned f rom 

parents, teachers and other sources of authority. A concept is 

complete when the two provide meaning to each other. He g i v e s  the 

example of the concept "f lower" : 



A child learns the word flower, and shortly afterwards 
the word rose; for a long time the concept "f lower", 
t hough more widely applicable than "rosegg, cannot be saici 
to he more general for the child. ft does not include 
and subordinate "rose" - the tua are interchangeable and 
j uxt aposed . When "flower" becomes generalized, the 
relation of "flawer" and "rose", as well as of "flower" 
and other subordinate concepts, also ~ ~ h a n g e s  in the 
child's mind. A system is taking place. 

Concepts are meaningful generalizations that have been woven 

together w i t h  experience and teaching. A concept is a rich 

t a p e s t r y ,  for the thinker conceives of it with bath a conscious and 

trnconscious respanse. The relationship between meaning gained 

t h r o u . g h  experience and from nuthority makes it particular to the 

person who has acquired it; particuiar but not unique. The concept 

must also have a shared conventional meaning which allows it to be 

understood by others. 

Concepts are ahstract. forrns emhodied in conceptions; 
their hare presentation may be approximated by so-called 
"ahstract thought", but in ordinary mental life they no 
more f ioure as naked factors than skeletons walking in . 
the street . Concepts, like decent living skeletons, are 
always embodied . . . .  L L 

Meyer stated Morris R. Cohen's definition of meaninq generally: 

. . . anything acquires meaning if it is connecteci with, or 
indicates, or refers to, something beyonci itself, so that 
its full rypure points to and is revealed in that 
connection. 

goes on to give a fuller shape to meaning in music, 

The meanings observed are not subjective. Thus the 
relationships existing between the tones and the things 
they designate or connote, though a product of cultural 

" Lev Vygotsky , Thovght and Canguage, page 173. 

'' Suzanne Langer, Philosap)>y in a New Key, page 61. 

" Leonard B. Meyer, Bm'motion and Meanin9 in Music, page 34. 



experience, are teal connections existing objectively in 
culture. They are not arbitrary connections imposed by 
the capricious mind of the particular listener . 

and to differentiate between designative meaning and embodied 

meaning : 

. . . most of the meanings which arise in human 
communication are of the designative type, employing 
Linguîstic signs or the iconic signs of the plastic arts 
. . . . But even more important.. . is what we have called 
embodied meaning. From this point of view what a musical 
stimulus or a series of stimuli indicate and point to are 
not extramusical concepts and ohjects but other musical 
events which are about to happen. That is, one musical 
event (be it a tone, a phrase, or a whole section) -has 
meaninq becaus it points to and makes us expect another 
musical event. fi 

Just as a word is meaningless in itself, it is meaningful only in 

the relationship between the thinker, the word, and the complete 

idea art ic i i la ted  in the work supportecl hy its particular structure; 

so too is a note or a chord in music. 

A musical score has a orammar and notation which can be read 

by a performer who has been taught this written language, and 

understood by a knowledgeable audience, A composer will write his 

thought, and performers will read the score in order to present it 

to an audience which may or may not be familiar with the written 

score and anticipate the interpretatlon of the conductor. 

The next  question is whether composers use musical units 
in any universal or general way in order to achieve 
meaning, that is ta Say whether there is a vocabulary of 
music. Hindemith (1961h) said there is no evidence that 
composers have aqreed that any group of notes or chords 
repreçents a certain meaning or communicates the same 
thought , though he conceded thnt "certain patterns of 

" Leonard B. Meyer, Etnotion and Meaning i n  Music, p a g e  3 4 .  

'j Leonard B. Meyer, Emotzon and Meaning i n  Music, page 3 5 .  



tone settino correspond with certain emotional reactions 
on the listener's part." Cooke (1959) argued forcefully 
that composers use similar material to express similar 
meanings or to depict similar situations, and he ~rovided 
a wealth of examples to support his contention. 

Two examples could be Bach's opening descending bass pattern played 

by the strings in "The Crucif ixus'' from T h e  Nass in B Minor BWV 

232, which is very similar to the descending chromatic l i n e  used to 

generate Dowland's Lacrymose Pavan one hundred years before. 

Structure shapes meaning. A musical score like Siciliano hy 

l6 R . A .  Hansen, "The Language ai Music" in Music and the  Brain, 
page 237. 

i 7  Robert P. Morgan, Twentieth-Century Music, page 3 7 7 .  



Bussotti has a structure which 1s meaningless to al1 but the 

cognoscen t i  who have had the privilege of the notation legend which 

clarifies it. Notational innovations often reflect the composer's 

struggle with houndaries of his language, and the ways he has 

innovatively structured a composition to hetter comrnunicate the 

musical idea/concept. 

e .e. cummings in "l(aW was renovating the written structure of 

t h e  language of his choice to express his poetic thought. This 

poem is for a literate coterie who would sympathize with his 

f r i i s t r a t l o n  with the l i m i t s  of his languaqe and his attempts to 

expand the houndaries of the its structure. 

11 
S )  
one 
1 

I f  one were to reconstruct cumming's "l(a", by writing it in the 

literate, poetic, horizontal form - l( a leaf fal1s)oneliness - one 
would see a sentence parenthesized within a word. But this would 

lose the imaginative suggestion of a single autumn leaf slipping 

from its b r a n c h  through space in its dancing fashion, leaving the 

tree naked and alone to face the awful ldneliness of winter, the 

l E  e. e .  cummings. Cornplete P o e m s ,  page 673. 
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colour and hope of spring and çummer last. (The same could he done 

with Bussotti's Siciliano, and each part, numbered as it is, could 

have i t s  lineal, horizontal, conventional score for the specific 

musician to play.) e-e. cummings was indicating his rejection of 

stylized formç hy which paetry had come to be governed. James 

Joyce was another writer who protested the structures he found. 

Joyce loved the sound of the language, a sound no one hears when 

prose is read. He not only loved words, he created words: 

And the duppy shot the shutter clup (Perkodhuskurunbarg 
~r~~auyaqokgorlayorgromgremmitghundhtirthrumathun?radidil 
lifaititill ibumullunukkunun!) And they al1 drank free. 
For one man in his armdur was a fat match always for any 
girls under shurts. And thtt was the f i r s t  peace of 
illiterative porthery in al1 the flamend floody flatuous 
world. How kirssy the tiler made a sweet unclose to the 
Narwhealian captol. Saw fore shalt thou sea, Betoun ye 
and be. The Prnnkquean was to hold her durnmyship and the 
jimrnies was to keep the peacewave and van Hoother was to 
o i t  the wincl up. Thus the hearso eness of the burger 9, felicitates the whole of the polis. 

Joyce rnutated English prose. He created words, he inc luded words 

and word fragments of other languaoes. And he kept the experience 

aural. His lnnguage was written to he read aloud, to be understood 

only when the reader mouthed the words, relished their sounds. Yet 

the r u l e s  of spelling, punctuation and grnmmar were still present 

and significant. Joyce had strained the bounds of his language to 

recreate his thoughts and in so doing widened the parameters of 

ours. 

John Cage not o n l y  used unconventional instruments (brake 

drums, string piano, thunder sheets, "any household or 

l5 James Joyce, Finnegans Wake, page 23. 
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-. 
architectural elernents"'" ) , he "developed a new "method of writ i n q  

music" to accornpany these unusual m a t e r i a l s .  Treating musical form 

as a sort of "empty c o n t a i n e r , "  he set up for eacb composition a 

ser ies  of prcportional time units measured by p r e c i s e  numerical 

calculat ions. Once this abstract durat iona l  structure - the 

"container" - had been determined, he could insert  whatever sounds 

he wished, relyinq on the prescr ibed proportional relationships t o  

provide a larger temporal f raaework. 

CAGE. Concmj&r Piano and Orchutru, excerpt from piano 

In h i s  piece,  4 ' 3 3 " ,  structure seems non-existent. 

Rohert P. Morgan, Twentieth-Century Music. page 360. 

Robert P. Morgan, Twentieth-Century Mcis ic ,  page 360. 

li  John Cage, Concert for Piano and Orchestra, in Tventieth- 
C e n t t r r y  M t r ç i c ,  paoe 3 6 4 .  



The score of this piece consists of three Roman numerals, each 
followed by a numerically specif ied duration (al1 three add up 
to the four minutes and thirty-three seconds of the title) 
plus the word "tacet", indicating that the performer or 
performers ( 4 '33" c m  be "played" by any number, and on any 
instrument or instruments) are to remain si ent. The piece, 
in other words, consists solely of silence. h 

Nothing had been written by Cage to structure the notes, the key, 

the tempo, the melody, the denouement of the piece - nothing. But 

the f a c t  that the piece is called 4 '33", and it must last only that 

exact amount of time, does set a structure, and that structure with 

no content makes a c h a r  statement about Cage's indeterminacy. The 

humour, the background sounds (air conditioners, cough in the 

aiid ience ) , the philosaphy, the confidence of the composer, al1 

offer meaninq to the performer and audience. The structure has 

detsrmined meaninq. 

Structure is found in the smallest and the largest 

arrangements of language. A word has a structure which has been 

etymologically formed and historically maintained through the 

natvrnl evolution of usage. Spelling, meaning, syntax, sernantics, 

usage, al1 fit i n t o  the structure of language. A note or chord, 

t o m  h a s  the same kind of structural history and position in 

relation to an octave and the whole composition. From there, a 

phrase, chord, sentence, series of bars, paragraph, melody, book, 

score, al1 have structures which define their meaning. 

Nevertheless, althaugh each part has its role and importance in its 

language, the structure which gives each part a relationship with 

the next is what determines the meaning of the whale. Thought, 

l 3  Robert P. Morgan, Twentieth-Century Music, page 362. 
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shaped hy the w i l l  of the t h i n k e r  is articulated i n  a chosen 

lanouage. The way the thinker uses every a s p e c t  of the structure 

of that language gives the thought its f u l l  character, ready to he 

reconstructed hy the listener or r e a d e r  into a shared idea 

understood within t h e  hounds of aur comprehension. 



CHAPTBR SBVBN 
PRUSTRATIOW 

To translate an idea into a symholic form and communicate it 

~racefully, effectively and clearly creates frustration which has 

heen vented by many in their straining at the bonds of language. 

Years of training go into the articulation of an idea into a 

symbol system that hest suits the thinker, the idea and the 

receiver. And when the training bas at last allowed thinkers ta 

express themselves, they find that the houndaries of the medium, 

the structure, the conventianally held assumptions al1 lirnit the 

sharinq of their ideas with others. In many cases, the thinker 

will use a traditional genre without changing the accepted style. 

In others, thinkers will struggle to improve, destroy, recreate the 

structure or the style of their lnngua~e to suit their expression. 

Two wr iters who have innovated style, structure and vocabulary 

in language are e . e .  cummings and James Joyce. cummings, in his 

"my sweet old etcetera", 

m y  sweet old etcetera 
aunt lucy during the recent 

war could and what 
is more d i d  tell you just 
whst everyone was fighting 

f o r ,  
rny sister 
i s a h e l  created hundreds 
( and 
hundreds) of socks not to 
mention shirts fleaproof earwarmers 

etcetera wristers etcetera, my 
mother hoped that 



i would die etcetera 
bravely of course my father used 
to hecome hoarse talking about how it was 
a privilege and if only he 
could meanwhile m y  

self etcetera lay quietly 
in the deep mud et 

cetera 
(dreaminq, 
et 
cetera, of 

Your smile 
eyes knees and of your ~tcetera)' 

protesteci the stylized forms of poetry. European poetry, which had 

oriqinslly heen Sung or chanted, had hecome a genre for the 

literate and had to he written to he effective (for example, the 

s o n n e t  ) . It needed to he revolutionized to regain its vitality. 

curnmings rejected metre and rhyme, and he rejected some rules of 

spellinq, qrammar and structure. He broke words, phrases and 

sentences into fragments that may be sputtered, murmured, may he 

disjointed conversations, may he reflections of dreams. He did 

t h i s  a.5 a protest and to state his thought in a violently different 

w a y  in order to present another perspective to his reader. Yet 

s t i l l  he is a literate poet. His poetry must be read to he 

understood. It must be printed and is part of the culture he is 

f i g h t  ing. 

James Joyce in Finnegans Wake represented an experience that 

c a n n o t  he stated in simple or fragmented language like cummings'. 

Joyce created his own words and rules from his extensive knowledge 

of Indo-European languages. 

e . e .  cumminqs, Complete Poems, page 276. 



When 1 turn meoptics, from suchurban prospects, ' t i s  my 
filial's basorn, doth hehold with pride, that 
pontificator, and circumvallatar, with his dam night 
garrulous, slipt by his side. Ann alive, the lisp of 
her, 'twould grig mountains whisper her, and the berg of 
Iceland melt in waves of fire, and her spoon-me spondees, 
and her dirckle-me-and n e e s ,  make the Rageous Ossean, 
kneel and quaff a lyre! 7 

The sense of his words is not readily understood visually, as it 

belonos to an auditory experience. As de Kerckhove indicated, our 

culture may think in visual patterns because the alphabet and the 

theatre have opened the mind to representation using a visual mode. 

The ear is not of great importance in a literate culture. The eye 

and the mind's e y e  have been taught ta govern thought , to train 

thought to exist in time and space chronolagically, lineally and 

systematically. Joyce protested these bonds. He used words that 

contain many conflicting meanings. 

The "penisolate war" is the war of the pen in isolation 
(shem, a r t i s t  in exile), the sexual war, with its thrust 
of the penis, and the Peninsular War which (Wellington 
and Napoleon) is a t pe of the strugqle of brothers 
locked in mutual hate. Y 

Joyce was writing at a time when many thinkers were straining 

at the hounds of their languaoe. Pedantic literacy had started to 

stranole expression. Joyce protested this strangulation. He loved 

t h e  sound of words, the v i t a l i t y  of their ilexibility of meaning, 

t h e  maqic of t h e  levels in connotation and metaphor. The shift in 

national consciousness as well as class consciousness allowed h i s  

' James Joyce. Finnegans Wake, page 139. 

j Anthony Burgess, "What It's A l 1  About", in A S h o r t e r  
Finnegans Wake, page x x v i .  



protest t o  be heard. Joyce was a highly literate writer but he 

needed to push the parameters of his language to their limits 

Alexander Calder, a sculptor u s i n q  wire and wood, expanded the 

t r a d i t i o n a l  hounds of sculpture. 

The process of construction as in architecture inevitahly 
suggested to the sculptor the truism that the void, the 
depth, the space of the sculpture could he as important 
as or even more important than the edge, the solid, the 
mass. A mass or line could frame a shaped void as 
effectively as, throughout history, v a i d s  had framed 
shaped masses. And finally, in ahstract sculpture, 
constructed from solids and voids, lines and planes. 
mot ion need no longer be introduced rithout transf orming 
the sculpture into a gadget or toy: 

Until his creation of the mobile, sculpture was motionfess. It 

existed in space, redef ined space, and implied the relationship of 

an object to its space. However, it had never moved in spnce, 

r e s t a t i n q  i t s  heing and its place. Calder moved from static farms 

to mobiles on solid hases, to suspended mobiles orbitin9 a focal 

p o i n t  which could be empty or constnntly chanqing in a series of 

u n p r e d i c t a h l e  cycles. H i s  language used three dimensional space, 

time, and rnovement t o  express his fascination with change and 

r e l a t  ionship. 

"1 thought nt the time how fine it would be if everything 
there moved, though Mondrian himself did not approve of 
this i d e n  at all. 1 went home and tried to paint. But 
wire, o r  something to twist gr tear or bend, is an easier 
medium for me to think in."' 

Movement, real not merely suggested, allowed for a changing 

r e l a t i o n s h i p  hetween viewer and object, and object and its space. 

' H. H. Arnason, Calder, page 9. 
' The Painter's Object ,  edited by Myfanwy Evans, page 26. 



This çhattering of conventional or traditional uses of lanquage is 

s i m i l a r  to cummings' and Joyce's and gives those who corne to art 

f o r  meaning another perspective ta contemplate. 

Marcel Duchamp did not create a new form or a novel structure 

in his language, althouoh he rejected conventional style in a 

shocking, innovative statement about h i s  frustration. Two- 

dimensional, flat and framed canvas could give only a suggestion, 

an illusion of experience beyond its limits. Duchamp, Picasso and 

other painters in the first quarter of the twentieth century 

shocked their world and changed traditional views on styles of 

paint ing . Duchamp, in his Nude Descending a staircasei  at tempted 

A .  Calder, Raxbury Red, 1963. 
- 
' Marcel Duchamp, Nude Descending a S t a i r c a s e ,  in His tory  of 

Modern Art, page 212. 



to create the impression of movement in b o t h  of the observer and 

the observed, and the illusion of their changing relationship in 

space. Two-dimensional, framed, painted in o i l  on canvas, the Nude 

Descendinq a Sta ircase  is a new statement in an old medium. 

Toller Cranston also shocked his audience-spectators. A 

skater for whom ice, skates, music, mnterials ,  movement and 

confined space were the media and materials, Cranston used al1 of 

these traditional means of expression in a manner surprising and 



innovat ive. His choice of music, castuming , style of execiition, 

were a l 1  extravagant and innovat ive. As a result of his conception 

n f  movement on skates, he made statements of qrace and f l u i d i t y ,  

statements of a man's rejection of his physical limits in an 

atternpt to free himself from the friction of plodding f e e t  on dusty 

e a r t h .  In Strawherry Ice, w i t h  t h e  assistance of the camera and 

i t s  techniques to produce illusion, he combined the dream, desire 

and wishes of the imagination to fracture time, space and state o f  

m a t t e r .  He danced on s k a t e s  underwater with q i a n t  goldfish, 

th ro i - iqh  f ire, throuoh air. His creat ive thought expanded the 

1 a . n ~ u a g e  of h i s  art, o f  fered new perceptions, inf erences and 

ref lect  ions on movement . 
Johann Sebast  ian Bach, i l t h o u g h  from a n a t h e r  period of time, 

w a s  a creative thinker expressing himself in a culture which had 

developed structure for the sake  of the beauty of order. 

Frederlck's Germany prized order and the music of the court, 

directeci by Frederick himself, was typified by the canon, the fugue 

and the sonsta, a l 1  of which have n structure as rigorous to follow 

a the sonnet. The canon h m  a single t h e m e  which is played 

a q i i n s t  i t s e l f  and must harmonize with itself. Two or three voices 

enter in the same key following a f i x e d  time-delay, and each of the 

notes in the theme must harmonize as the voices speak to t h e  theme 

and its variation. T h e s e  are different kinds of canons; for 

example, in The Musical Offering Bach used  the crah canon which is 

a cornplex construction in which the theme is played hackwards in 

tlme. One wonders what form rehellion might t a k e  within such a 



strict structure. Bach, with a wonderful sense of humour, played 

with subversion. In The Musical O f f e r i n g ,  which he wrote for 

Frederick on the kinq's theme, he included an endlessly risino 

canon labelled simply "Canon por Tonos1'. There are three vaices. 

The uppermost voice sings a variant of the Royal Theme, 
while underneath it, two voices provide a canonic 
harmonization hased on a second theme. The lower of this 
pair sings its theme in C minor (which is the key of the 
canon as a whole) , and the upper of the pair sings the 
same theme displaced upwards in pitch hy the interval of 
a fifth. What makes this canon different from any other, 
however, is that when it concludes - or rather, seems to 
conclude - it is no longer in the key of C minor, but is 
now in D minor. Somehow Bach has contrived to modulate 
( c h a n g e  keys) right under the listener's nose. And it iç 
s o  constructed that this "ending" ties smoothly anto the 
be~inning again: thus one can repeat the process and 
return to the key of E, only ta j o i n  again to the 
beqinning. These successive modulations lead the ear to 
increasingly remote provinces of tonality, so that after 
s e v e r a l  of them, one would expect to be hopelessly far 
away from the starting key. And yet magically after six 
such modulations, the original key of C minor has been 
restored! Al1 the voices are exactly one octave higher 
than they were at the beginnîng, and here the piece may 
be hroken off in a musically agreeable wny. Such ,  one 
imagines, was Bach's intention; but Bach indubitahly also 
relishecl the implication that this process could go on ad 
infinitum, which is perhaps why he wrote in the ma gin 
"As the modulation r i s e s ,  so may the King's glory." f 
Bach, usinq a lanquage so structured, could have rebellecl and 

shocked his audience. He could have struggled against t h e  system 

and  expanded the modes or style of expression. He didn't . He u s e d  

the systern t o  make suqqestions. Was he keepina Frederick busy,  

endlessly spirallino upwards? Was he directing Prederick as 

imperiously as Frederick directed everyone and everything i n  

Gerrnany? Who knows? Bach merely suggests and allows the flute, 

d D. H o f s t a d t e r ,  Godel, Bscher, Bach, page IO. 
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violin, and oboe to  c o n t e n d .  

Many t h i n k e r s ,  using a c h o s e n  symhol system w h i c h  best s u i t s  

t h e  expression of a thought ,  found t h a t  their lanquage had becorne 

s t a t i c  or stale or hide-bound hy rules  and social a t t i t u d e s .  Many 

broke the hounds of their lanquage and i n i t i a t e d  t h e  next  s t e p  i n  

i ts  evo lu t ion .  T h i s  may have h e e n  shock ing  at the time, but the 

changes that were i n i t i a t e d  are now part of the n o m  and al low 

everyone ta express thoughts more clearly, f r e e l y  and v i v i d l y .  



CWAPTBR EIGHT 
TRANSLATION 

Translation is the act of suhstituting one set of symhols in 

an accepted systern of language for another in order to share the 

original meaning with another person. It iç done for the purpose 

of understanding oneself or another persan, comprehending our 

historical past across time and change, communicating from one 

social or cultural oroup to another (with the subtext of political 

intimidation, or with understandino, manipulation, mytholoqizinq, 

reportinq, ohscuring, persuadinq). If the enormous task of 

understanding another persan were t r u l y  appreciated, translation 

would be given the respect it deserves. 

The relationship hetween the thinker and a thouqht through 

t ranslat ion to another thinker must include consideration of the 

lingiiistic, psychological, social, literary and political aspects 

of the transaction. This relationship is an active, 

transformational one in which the thinker and the thougbt are 

suhtly changed by the translation and then again hy the receiver of 

the t hought . The translation could be intra- or inter-lingual, 

coulci he over millennia or simultaneous, and could he hetween t w a  

very different cultures or within the mind of the thinker alone. 

fust the a c t  of expressing a thought in a chosen languaqe is an act 

of t r n n s l n t  ion. Perhaps the thaught would he considered prethought 

hefore it is organized in lanquage. We are al1 multi-lingual. Our 

thoughts rnitst be translated from a multi-linqua1 rnatrix into a 

single langruage for expression to another person who t h e n  takes the 

7 9  



t h o i i g h t  and translates it into his own multi-lingual matrix for 

persanal understanding. Because ours is a literate civilization, 

w e  have a h i a s  that language is only verbal or written wotds. 

However, this does not cover the ground adequately. When 1 think, 

my thought may combine music, mathemat ics , movement , feeling , 

i n t u i t i o n ,  visual images and words. I may take the single language 

or comhined languages of an expressed thought (for example, the 

maths and lines of architectural drafting or the music, movement 

and Italian of opera) and then translate these into m y  own 

uncierst anding . This 1s prirnary translation. Everyone does this 

t r a n s l a t i o n  automatically , and yet it is rarely seriausly analyzed. 

"Translation", praperly understood, is a special case of 
the arc of communication which every successful speech- 
act closes within n given language. On the inter-lingual 
level, translation will pose concentrated, visihly 
intractahle problems; but these same problems ahound, at 
a more covert or conventionally neglected level, intra- 
lingually. The mode1 "sender to receiver" which 
represents and semiological and semantic process is 
ontologically equivalent to the mode1 "source language ta 
receptor language" used in the theory of translation. In 
h o t h  schemes there is "in the middle" an operation of 
interpretive decipherment, an encoding-decoding function 
or synapse. Where two or more languages are in 
art iculate interconnect ion, the barr iers in the rniddle 
will ohviously by more salient, and the enterprise of 
intelligibility more conscious. But the "motions of 
spirit", to use Dante ' s phrase, are rigorously analogous. 
So, as we shall see, are the most frequent causes of 
misunderstanding, or what is the same, of failure ta 
translate correctly. In short: inside or between 
languages, human communication equals translation. A 
study of translation is a study of language. 1 

Everyone is fundamentally multi-lingual. We accumulate an 

' George Steiner, After Babel. Aspects of Languages ancl 
Transiation, page 49. 



array of languages as we mature from infancy to adulthaod, start ing 

with body languaqe or movement which is one of dur first languages. 

We add our rnother tongue, a verbal language (or more than one 

mother tongue for some), then perhaps the language of music if we 

studied piano, or dance and gymnastics which w e  might learn in 

kindergarten, to film which we a r e  exposed ta from Sesame Street to 

S t a r  Wars, ta maths which we iearn in grade one, to drafting in 

grade n i n e ,  and drawing, painting, sculpture and other related arts 

in school, to a variety of second languages (French, German, 

Bengali, Mandarin, Hebrew, etc.) which we learn as adolescents, 

Each of us is multi-lingual. 

Translation from pre-thought and thought into an accepted 

lanauage requires sensitive choice of vocabulary, syntax, image and 

structure in order to express the thought clearly and accurately. 

The expressed thought in its chosen language is always slightly 

different from the thought as it was conceived and shaped in the 

Wauld it have been worthwhile, 
To have hitten off the matter with a smile, 
To have squeezed the universe into a hall 
To roll it toward some overwhelming question, 
To say, "1 am Lnzarus, corne from the dead, 
Corne hack to tell you a l l ,  1 shall tell you nl1:- 
I f  one settling a pillow by her head, 

Should say: "That is not what 1 meant at all- 
That is not it, at ail."* 

interpretation, using metaphor ta give vivid images, or 

personification to make the ahstract concrete, or onomatopoeia to 

T. S. Eliot, "The Lave Song of J. Alfred Prufrock", in 
Collected Poems 1909-1962, page 16. 



f ill tne ear with sounds close to the original, or meter and rhythm 

to catch cadence, heartbeat , breath, dancing feet, or even 

polysyllabic, Latinate terminology to specify an elusive idea, is 

always present. We choose Our language to thrill, to enchant, ta 

intimidate, to bully, ta woo, to amuse or to persuade a listener. 

The process c a n  he slow and painful or as swift and unselfconscious 

as h i r d s o n q .  It is the act of translation. The next step is the 

listener's pracess of decoding, comprehending, interpreting and 

double checkino. This is t h e  other ha l f  of translation, and the 

t w o  toqether complete the relationship hetween the thinker, the 

i anauage  and tne recelver. 

Lsnguage nllows a person to create an identity. One ' s 

cultural rnythology, family stories, admired models and painful 

experiences shape that identity, but languaqe art iculates and 

d e f i n e s  it. People who th in^ in non-verbal ways, or who are 

dyslexie, or deaf, st i l l  choose languages to express themselves and 

as a p?rt of that expression create a persona. Temple Grandin, 

a u t l s t i c  and highly v i s u a l ,  uses drafting to articulate her visual 

t h i n k i n g  and through this talent now sees herself as a cow. 

However, if a person has ta move from a mother tongue, to a 

second language which has a dif ferent social value, identity. is 

jeopardized. Second language acquisition nat only spnns words but 

possible class differences and a11 of the value shadings inherent 

in the culttire supporting this new language. Until the second 

language becornes as close as one's own shadow, a coherent identity 

is fragmented and the person alienated. 



Tn Richard Rodriguez' Hunoer o f  Memary, the main prohlems of 

translation do not spring from Spanish to English but from working 

class to rniddle class. The child, Richard, has become middle clnss 

hecause of nis education and his parents have remained working 

clnss. Accent, grammar and vocabulary maintain class boundaries. 

His parents cannot speak "up" and the child will not speak "down". 

Both find it impossible to see their identities i n  relation ta the 

other, even though there is a constant search. This  identity 

presented through language puts up blocks for intra- arrd inter- 

lingual translation. More than just the words, it is in the 

relationship of the child ta his parents in t h e  larger context of 

s o c i e t y .  

Intimacy thirs cantinued at home; intimacy was not stilled 
by English. It is true that 1 would never forget the 
grent change in my life, the diminished occasions of 
intimacy. But there would also be times when 1 sensed 
the deepest truth about language and intimacy: Intimacy 
is not created by a particrrlar ïangrrage; it is created by 
intimates. The great change in my life was not 
linguistic but social. If, after becornino a successful 
student, 1 no longer heard intimate voices as often as 1 
han earlier, it was not because 1 spoke English r a t h e r  
than Spanish. It was because 1 used public language for 
rnost of the day. 1 moved easily at last, a citizen in a 
crowded city of words. 3 

For Eva Hoffman, in Lost in Translation, her identity vas 

bound up in wards. Her separation from her mother tongue had made 

her ident i t y  suspect. 

But rnostly, the problem is thnt the signifier has become 
severed from the signif ied. The words 1 learn now don't 
stand for t h i n g s  in the same unquestioned way they did in 
my native tongue. "River" in Polish was a vital sound, 

j Richard Rodriquez, Hunger of  Memory. Tho Edrtcation of 
Ri c'nard Rodrigtrez, page 32. 



energized with the essence of riverhood, of rny rivers, of 
m y  h e i n g  immersed in rivers. "River" in Bnglish is a 
cold word - a word without an aura. It has no 
accumulated associations for me, and it does not give of 
the radiating haze of connotation. It does not evoke. f 

She could not articulate herself in Bnglish as she could in Polish 

with al1 of the context and connotations bound up in her 

experience. Later, Bnglish words became as close as her 

"hloodstream". 

But once this mutation takes place, once the langunge 
starts speaking itself to me from m y  cells, 1 stop being 
so stuck on it. Words are no longer spiky bits of hard 
matter, which refer only to themselves. They become, 
more and more, n transparent medium in which 1 live and 
which lives in me - a medium throug3 which I can once 
again get to myself and to the world. 

Maya Angelou expressed the spliced nature of her identity, and 

how languaae separated the scholarly girl from the Black girl in 

her self. 

My education and that of my Black associates were quite 
different from the education of our white schoolmates. 
In the classroom we al1 learned past. participles, but in 
the streets and in our homes the Blacks learned ta drop 
s's from plurals and suffixes from paçt tense verbs. We 
were alert to the gap separating the written word from 
the colloquial. We learned to slide out of one language 
and into another witnout being conscious of the effort. 
At school, in a given situation, we might respond with 
"Thatts not unusual. " But in the Street, meeting the 
sarne situation, we easily said, "It bels like that 
somet imes . 
Djimon Hounsou, the Benin actor in Amistad,  found that in 

America his identity was suspect. African Americans protested when 

Eva Hoffman, Lost in Trans la t ion ,  p a g e  1 0 6 .  

Eva Hoffman, Lost in Translation, page 243. 

' Maya Angelou, 1 Know Why the Caged B i r d  Sings, page 1 9 1 .  



he spoke with them because his language did not contain Street 

slang. His diction and accent were nat familiar, his history and 

his assumptions were nat theirs and even though his skin was hlack 

he was not ~lack.' It is language whieh largely definas identity. 

C l a s s ,  race, ethnicity, religion, gender are al1 t i e d  with the 

knots of language. Rodriguez, Hoffman, Angelou, Hounsou would al1 

confirm this. Until a person can translate identity freely into 

and through words, alienation and fragmentation can result for the 

speaker and misunderstanding for the listener. 

There is also the translation from one verbal language to 

another through tirne, requiring etymology and cultural history to 

make the meaning of the words clear. Words suggesting stereotypes 

are learned without the canscious awareness of the symbolts 

history. This example is a gr-oss over-simplif k a t  ion: since 

English is a Germanic language, history and prejudgments of the 

pre-literate Angles, Saxons and Jutes are built into the foundation 

of words' meanings. Because the northern Europeans were fair and 

the Romans, their only serious threats as enemies, were dark, the 

h e m  in many English stories use6 to he blond, blue-eyed and 

implicitly understood by the Enolish reader ta be good, intelligent 

and pure while the villain was dark in face and heart. How does 

one translate this cultural "short-hand" emhedded in a story? How 

does a reader from Af rica whose community is black of skin, hair 

and eyes, translate this underlying prejudice? How would the 

' Bruce Kirklnnd, "Amistad Caps a Long Journeyt', in The 
Toronto Sun, Friday January 2, 1998, page 46. 



translator render "a  green-eyed vamp" or "a f iery-haired fury" with 

a l 1  of the connotations intact? 

"Meanin@' resides "inside the words" of the source text, 
but to the native reader it is evidently V a r  mare than" 
the sum of dictionary definitions. The translator must 
actualize the implicit "sense", the denotative, 
connotative, illative, intentional, associative range of 
significations which are implicit in the original, but 
which leaves undeclared or only partly declared simply 
because the native auditor or reader has an immediate 
understanding of them. The native speaker's at-homeness, 
largely subconscious because inherited and cultural-  
specific, in his native tongue, his long-conditioned 
immersion in the appropriate context of the spoken or 
written utterance, make possible the economy, the 
essential implicitness of customary speech and writinq. 
In the "transference" process of translation, the 
inherence of meanings, the compression through context of 
plural, even contradictory significations 'linto'!oriqinal 
words, qet los t  to a greater or lesser degree.' 

Translation must not only bridge verbal languages but also 

c l a s s ,  religious, educational and political differences. There are 

politicai implications of translation, for example, between 

imperialistic and colonial languages with assumptions of 

superiority and inferiority. Translation exists on every level and 

tnrouoh every nuance of difference. The imperialism of a colonizer 

who chooses words ta undermine the culture of the "inferior" nation 

is one concern, and the imperialism of the empire builder whose 

purpose in translation is to make a myth which will aggrandize the 

empire and negate its origins is another. 

Because literary success is equated with military 
success, translation can expand bath literary and 
political barders. A similar attitude toward the 
enterprise of translation may be found in the German 
Rornantics, who used ubersetzen (ta translate) and 
verder~tschen (to Germanize ) interchangeably: translation 

George Steiner, After Babel, page 291. 



was literally a strategy of linguistic incorporation. 
The great modei for this use of translation is, of 
course, the Raman Empire, which so dramatically 
incorporated Greek culture into its own. For the Romans, 
Nietzsche asserts , "translation was a form of 
conquest . i 

A s s i a  Djebar, an Algerian literary writer, used French, the 

language of the ex-colonizer and was aware of the inherent politics 

of her choice. Sarnia Hehrez commented on her struggle: 

What Djebar effectively does.. . is ta create a new 
confrontation: the French gaze on Algeria ngainst her own 
gaze on the French words: "lodged in volumes now 
qatfiering dust on library shelves" which "present the 
warp and woof of a manstrons reality, that is made 
manifest in al1 its unamhiquous detail." She writes in 
the French language which "was formally used to entomb 
ther] people" 150 years la ter  to expose it. This 
confrontation between her gaze and that of colonial 
off icers, her use of t h e  French language and theirs, 
generates the most crucial tension in the t e x t .  
Furthermore, just as Djebar tereads the French eyewitness 
reports, she transcribes/translates the oral testimonies 
of Algerian women an the war of liberat-ion (1956-1962) 
whicn she had recorded in the spoken Arahic dialect. As 
Djebar reinscribes t h e s e  testimonies in her narrativ 
she "arabizes" the French in which they are recorded. fi f 

Gender pofitics is an aspect of translation which has feminists 

concerned. Lori Chamberlain comhined bath Derrida's 

deconstritctionist theories and feminist concerns about "what it 

means to be a woman translater in and of a male tradition" when she 

discussed Suzanne Jill Levine's translation of Cabrera Infante's La 

Wabana para rrna i n f a n t e  d i f u n t o .  

The very choice of texts ta work with, then, poses an 

Lori Chamberlain, "Gender and the Metaphorics of 
Translation" in Rethinking Translation, page 61. 

l0 Sarnia Mehrez , "Translation and the Postcolonial Bxperience : 
The Francophone North A f  r ican Text" in Rethinking Translation, page 
125. 



initial dilemma for the feminist translater: while a text 
süch as Cabrera Infante's may be ideologically offensive, 
not to translate it would capitulate to that logic which 
ascribes a l 1  power to the original. Levine chooses 
instead to subvert the text, to play infidelity against 
infidelity, and to  follow out the text's parodie 
logic . . . .  It is essential t h a t  as translators women get 
under the skin of both antagonistic and sympathetic 
works. They must become independent "resisting" 
interpreters who do not only let antagonistic warks 
speak. . , but also speak with them and place them in a 
larger context by discussinq them and the process of 
their translation.li 

In translation, intent is al1 important. Pirst , t h e  intent of 

the thinker must be considered. 1s the choice of word or metaphor 

or structure made to provide clatity? Is it to hide a conscious or 

suhconscious fear, a politically incorrect or blasphemous opinion? 

1s it to reveal a secret secretly? N o  one can really know but the 

thinker and even he may not be aware of the suhtleties of the 

subtext . It takes an effort to rend T.S. Eliot because the 

complexities of his intent are mixed with both obvious and hidden 

levels of meaning. How would Eliot he translated into a language 

and culture far removed from his American/English, Protestant/ 

Catholic, first third o f  20th century Europe, profoundly literate, 

and intimately personal quest? Would 

. . . . A l a s !  
Our dried voices, when 
We whisper together 
Are quiet and meaningless 
As wind in dried grass 
Or rats' feet ove broken glass 
In our dry cellar F2 

Lori Chamberlain, "Gender and t h e  Metaphorics of 
Translation'' in Rethinking Translation, page 7 1 .  

l 2  T. S. Eliot, "The Hollov Men" in Collected Poems 1909-1962, 
page 89. 



be rendered sibilant with the same onomatopoeic effect in another 

languaqe? Could an Inuit computer programmer in Kangiqsujuak, a 

loqger in Williams Lake, a Quebec bush pilot on Lake Kipawa, a 

Toronto teacher of Jane-Finch students, a Newfoundland fisherman 

from Bonavista, each with a language or dialect (Inuit, English, 

French, patois) be able to catch the anguish of Eliot's urban 

sophisticate in a spiritual wasteland? And how would it be caught 

in languages which are very different from English - Mandarin, 
Urdu, Yoruba, Nootka, Finnish? How would one translate Xhosa 

poetry or song with its clicks, which for the thinker in and 

speaker of Xhosa have meaning , to another language without these 

same sounds? 

The intent of the translator determines the translation. If 

the translator chooses to be literal for the purpose of exactness, 

she runs the risk of bias in her choice of words or phrases. If 

the translator chooses to be less concrete and more inspirational 

what is gained in creativity may involve sacrificing faithfulness. 

In any case, translation will always he a derivative, not an 

original act. If a reader from a different time or culture does 

not share the mindset of the translator, another level of 

complication is added to the original intent or meaning. 

Intent may also he identified in the reader or listener. 

Louise Rosenhlatt dealt with the "transactional" process that 

occurs in reading a text. The reader brings with him al1 of his 

experiences, education and preconceptions and gives the text the 

colours and textures of his own response. The reader's intent is 



hound up with the reader hirnself. While it can be said that the 

intent of the thinker and of the translator may be raticnal and 

conscious, this is rarely true of the reader. 

The reader's attention to the text activates certain 
elernents in his past experience - external reference, 
interna1 response - that have becorne linked with the 
verbal symhols. Meaning will emerge from a network of 
relationships among the things symholized as he senses 
them. The symbols point ta these sensations, images, 
objects, ideas, relationships, with the particular 
associations or feeling-tones created by hi8 past 
experiences with them in actual life or in literature. 
The selection and organization of responses to some 
degree hinge on the assumptions , the expectat ions, or 
s e n s e  of possible structures, that he brings out of the 
stream of his life. Thus huilt into the raw materials of 
the literary process itself is the particular world of 
the reader . '' 
Bssides the difficulty of understanding others who live at 

different times, in other cultures, there are many constraints of 

this symhol system itself: the grarnmar, etymology, metaphor, 

allusion, and the visual or auditory effects of the choice of words 

and their arrangement. In addition, some thinkers innovatively 

stretch the structure of their language. For example, how wauld 

one translate James Joyce's celebratian of sound? 

The fall(hababaaaaaaaaaaaadalgharaghtakamminarronnionnbr- 
onntonnerronntuonnthunntrovarrhounawnskawntoohoohoorden- 
enthurnuk! ) of a once wall strait aldparr is retaled 
e a r l y  in bed and later on life down through al1 christian 
minstrelsy. The great fa11 of the offwall entailed at 
such short notice the pft jschute of Finnegan, erse solid 
man, that the humptyhillhead of himself prumpt ly sends an 
unquiring one well ta the west in quest of his 
tumptytumtoes: and their upturnpikepointand place is at 
the knock out in the park where oranges have been laid to 

13 Louise M. Rasenhlat t , The Reader, The T e x t  , The Paem, pages 
10-11. 



i 4 rust upon the green since devlinsfirst loved 1ivvy.-- 

But it c m  he translated (and Joyce did translate Finneqans Wake 

into Italran j .  It may be translated faithfully, with every word 

e x a c t l y  rendered, or it may be translated in the s p i r i t  of the 

original with creativity on the part of the translator. Because 

there are many invented words in Finnegans Wake, exactness would be 

difficult. If the second language were a Germanic language the 

onomatopoeia and compound words would be easier than i n  n language 

which used characters or ideographs rather t h a n  a phonetic 

alphabet. 

Just as one person must translate a thought from a multi- 

lingual matrix into a specif ic language, there is much that is lost 

in translation from one language to another. Just as the listener 

rnust t h e n  translate what he has heard, s e e n  or read, back into the 

language of his own thought,with his own interpretation and 

understanding and with his own ernbellishments or literalism, so the 

translator goes through the same process. The relationship between 

the original and the translated reveals the quality of the 

translator and her political, psychological and cultural agenda or 

bias, her perspicacity, her ability ta s h a r e  the human condition 

and her sensitivity to meaning expressed in the original and shared 

by the receiver. 

Univerçality is one key ta understanding translated text. 

Because each of us s h a r e s  in the human condition and has suffered 

similar experiences in a lifetime (childhood innocence, sexual 

'' James Joyce, Finnegans Wake, page 3 .  
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desire, unwelcome aging, family politics, jealousy of love, fierce 

integrity) we are able to understand other people who exist in 

other cultures and at ather times wha go through the same basic 

experiences. Just as it is difficult to understand a member of Our 

own family, so it is difficult to understand any other persan, but 

we share our hurnanity and are able to understand each other with 

effort and imagination. Even though thought may be translated to 

another totally different tongue, culture and time, the original 

thought caught in its silver spider weh of language can still be 

spun out to others. Consider the translation of King Lear from 

Elizahethan English to Kurasawats Japanese of Ran. If the play is 

translated and performeci, then the mavements, intonation of the 

words, body language, the silences, costumes, sets, and sound 

effects ali contribute to an understanding of the play. Somehow 

the thoiiqht must he translated accurately through al1 of these, 

f rom Elizabethan language anà culture to Japanese, and still remain 

true to Shakespeare's original. How is it that a twentieth century 

Japanese audience watching Ran or a Canadian audience watching Ran 

w i t h  English suh-titles can possibly receive the thought that 

Shakespeare may have hoped to convey? And yet the audience, then, 

now, here and there, does get a great den1 of meaning and is 

touched by it. It may not be exactly the same meaning; at h a s t  it 

falls within the hounds of Shakespeare 's intention (something we 

can only guess at! interpreted by Kurasawa and conveyed by another 

medium. 

Another example of the universal is found in the universality 



of sign. Oliver Sncks found in his study of signing with the deaf 

that although there are many schools of sign there is a great deal 

05 similnrity which seems to have developed naturally and is 

probahly related to universals in body language. 

Thus a monolin~ual Japnnese would be l a s t  in Arkansas, as 
a monolingual American would be lost in rural Japan. But 
a deaf Arnerican can make contact swiftly with his signing 
brother in Japan, Russia, or Peru - he would hardly be 
lost at nll. Signers (especially native signers) are 
adept at picking up, or at least understanding, other 
çiqned languages, in n w a y  which one would never find 
arnong speakers . . . .  Some understanding will usually be 
established within minutes, accomplished mastly by 
gesture and mime (in which signers are extraordinarily 
proficient ) . By the end of a day, a grnmmarless pidgin 
will be estahlished. And within three weeks, perhaps, 
the signer will possess a very reasonable knowledge of 
the other sign languaqe, enough to allow detailed 
discussion on quite complex issues. 15 

Translation, intra- or inter-lingually from a thought to its 

expression, from one person in one time, culture and nation to 

another person perhaps in a very different era, s o c i e t y  and 

ethnicity, subtly transforms meaning (linguistic, psychological, 

social, literary. political) in the relationship hetween the 

thinker, the thought, the expression, and another person's 

comprehension. Al1 of this leads to further dialogue between many 

thinkers, through many languages over millennia. 

Translation covers an enormous range of potential language 

concerns touching many sensitive and challenginq issues. These 

issues have been confronted according to the era, culture and 

politics of the people whose ideas have been translated or the 

people who are doing the translation. In the future, the specific 

' j  Oliver Sacks, S e e i n g  Voices,  page 113-114. 



issues may he dif ferent , but concerns about translation will always 

be at the heart of expression and communication. George Steiner 

surns up translation grandly: 

To a greater or leaser degree, every language offers its 
own reading of life. To move between languages, to 
translate, even within restrictions of totality, is to 
experience the almost bewildering b i a s  of the human 
spirit towards freedom.l0 

The relationship between the thinker, the language, and the 

receiver is one that is always transformational. Time and distance 

and individtial statistics (gender ,  ethnicity, age, class, religion, 

race) are mere shadows. It is the participation, facilitated bv 

the translator. whase part is equally active, which makes t h i s  

relationship vibrant ,  political, personal and meaninqful. 

I o  George S t e i n e r ,  A f t e r  Babel, page 498.  

94  



CHAPTBR MIWB 
C O M I C A T I O M  TBCHNOLOGY 

Communication technology has facilitated human interaction for 

millennia. Drums communicated over miles to neighhouring 

comrnunities; smoke signals, cairns and sculpture left as messages, 

were forms of technology used ta share information between people. 

Today, ce11 phones, hearing aids, television, radio, recording 

devices, fiberoptics, al1 and more facilitate communication. How 

doeç communication technology influence Our relationship with each 

other and with Our world? We seem to have limitless contacts, to 

be capable of overcoming numerous disadvantages and exploring 

v i s t a s  beyond the imagination of Our ancestors, and to be able to 

survive the rigours of nature more easily. At the same time, we 

feel alienated from other people, Our faculties seem less capable, 

and the natural world is quickly being destroyed. 

T t  has only been in t h e  last five thousand yearç that 

communication technology has had such pervasive power to influence 

our humanity, in ways both constructive and destructive. Sensing 

t h i s  power, which offers  us tremendous control in our lives and 

threatens 01-ir control of ourselves, we react with wondering 

enthusiasrn and bewildered fear. Here is a paradox and a dilemma. 

We, who invented the technological advancernents which have given us 

freedom, time, and great potential for choice in Our lives, feel 

that we have lost freedorn, tims, and choice. Technology which 

expands the far-reaching possibilities of interaction with other 

human heings also isolates and makes us less socially interactive. 



These paradoxes are at the centre of the relationship people have 

with technology. Hou do such paradoxes of contre1 and interaction 

affect the relationship between the artist, the performer and the 

audience? 

People are inventive and social. We like to interact with 

others and enjoy inter-supportive relationships. We like to hear 

other people's ideas, and share their feelings and thoughts. We 

participate joyfully in stories and react with pleasure to 

painting, sculpture, poetry, music, or any expression which 

includes us as fellow humans delving into the mysteries of Our 

lives. Even if a tragic play put6 us through the rigours of fear 

and pain for a short while, the cathartic effect which purges us 

offers release. 

Our technology in the past facilitated communication with 

other people and widened our social and cultural horizons. Now, it 

continues t-o enhance communication, but with a dif f erence . The 

individualism which developed in the West over the past five 

hundred years is now entrenched. Communication is no longer choral 

or communal. It too has become individualized. Perhaps chat rooms 

are an attempt to rediscover a communal conversation, but they do 

not carry responsihility. An individual may have his say and 

disappear, pseudonom and all. From mead halls for saga singers, to 

larger concert halls with rigid seating, ta the Walkman, is 

movement towards individualism with its attendant loneliness and 

social aberrations. 

From sculpture in the past warming the palm of the hand to 



massive abstractions in bronze towering over us like skyscrapers is 

movement from the sensuous to the intimidating. Prom a singer 

around A campfire wooing an audience of friends under the stars, to 

a book of sonnets designed for elite literati, to Net surfers who 

read a poem f rom a transgender cyberpunk with no knawn identity and 

a mysterious pseudonym is mavernent from lyrical passion to a 

disembodied printout without a signature. A thinker uses the 

availnble technology as a matrix for expression and communication; 

anci hoth the persan who relays the thought and the persan who 

receives the thought are transformed by the technology. Contact, 

c u l t u r a l  and social exploration, sharing of ideas, are facilitated, 

but  dehumanization and desocialization also result as technology 

distances us from the thoughts and feelings of others. Our culture 

emhodies this dehumanization and hoth the fears and the violence 

resultinq from it are considered normal human responses. The 

pleasure in interpersonal sharing continues, but the responsibility 

that results from this relationship starts to slip away when 

technology is Our interface. 

The relntionship we farm with technology is perçonalized yet 

invasive. The alphabet, the printed page, electronic equipment and 

the cornputer, each created by us, have chanqed us in the process of 

our use* We think we control it, we fear that it controls us and 

bclth react ions have validity. This ambivalence pervades our 

interaction with technology. Technology has always been present. 

It has heen a part of the relationship, whether by conscious or 

subconscious consent or by fearful or ambivalent accession, 



throughout human history. 

The impact of technology on the relationship between the 

t hinker , a thought , the performer and the audience has transformed 

the traditional balance and the original human reality of the 

communication. The reality was that a persan expressed a thought 

directly (in dance, poetry, prose, painting, sculpture, music) ta 

another person or a group who was present and actively or passively 

participating. Technology, which intrinsically is neither had nor 

qood, has a qreat ef fect on culture depending on the way it is 

iised. 

Painters have always taken advantage of technological 

development. Pigment on cave walls, mosaics of glazed clay tiles, 

illuminated parchment, oil on canvas, egg tempera on gesso - at 
dif f erent tirnes pa inters  have used materials developed in their 

a . .  Mnny painters are includinq designs based on the  microchip or 

industrial invention. When paintings are displayed through 

photography, film or TV (and these in colour have only been 

available for the past  f i f t y  years) the viewer is removed hy a 

degree from t h e  work. Lost is the sensuous experience of feeling 

t e x t u r e ,  the appreciation of complex detail, and the emotional 

intensity- And although many people have mare access to classical 

paintings, they may miss going to galleries and sharing the 

experience of the painting through their own senses, and with other 

people. 

Ed Bartram is a Canadian printmnker. His painting and prints 

have a11 heen of Georgian Bay rocks. He has a print machine at his 



home studio and he pulls prints using inks of slightly different 

colours to suit the effect he is trying to achieve. He alsa uses 

photo-etching and transfers the photo to a copper plate and 

incorporates it into the print. Bartram recognizes the difference 

between the creative act and the use of technology. 

Technolagy is neutral and a creative artist exploits 
various aspects of technology to qet the effect he has 
heen aiming for. He will experiment with an aspect of 
technology, play with it, until he has discovered an 
effect which a s s i s t s  him in expressing an idea or a 
feeling. A creative scientist may create samething new 
in technology; n creative artist reorganizes and uses the 
technoloqy 

t? 
help him create the impression he is 

s t r i v i n g  for. 

He stresses t h a t  a technician will analyze and predict what might 

happen if technology is used in a certain way. Advertising will use 

the l a t e s t  and most effective aspects of visual, auditory and 

perhaps olfactory and tactile presentation innovatively, but this 

in not what a creative artist will do. The creative artist, who is 

trying to express a feeling or a thought, may exploit the 

technology (like Andy Warhol's use of advertising methads and 

models, perhaps to express tne idea that the democratization of 

America c m  be seen when both rich and poor hoth buy a can of Coke 

for the same price and get the same product), but this use is as a 

m a t r i x  or a vehicle for the creative thought. 

Florin Brcjba was a situdent of Bartram's at the Ontario 

College of Art. He s t u d i e d  print making in Rumania and computer 

programming in Holland. At O.C.A. he combined the two. He created 

Ed Bartraa, Interview with Susan King, October 29, 1995. 



a lithograph, which included photo-etchinq and bar cades which 

could be read by a wand connected to a computer. The spectator 

could pass the wand over the print and when the bar code was 

activateil a computer screen would f i l 1  with poetry and music as 

part of the art expression. The lithagraphy, the photagraphy, the 

photo-etchino (and here he was experimenting with electrical nodes 

to fix the negative) and the computer were technological means with 

which he expressed his thought and feeling. 

Ç c u l p t o r s  have chosen materials which hring the spectator 

close to the product. A tactile/visual/spatial experience is 

presented in stone, wood, metal, clay. An Inuit sculptar would 

create an animal (or spirit). Palrn sized, a walrus would be rubhed 

out of soapstone or carved out of whale bane to he toucheci hy a 

viewer, even to the point of heing warmed by the hands. This was 

true of much sculpture. Trudeau had a typical respanse when he 

gooseci a statue of Queen Victoria in Ottawa; tactile and personal. 

Technology has dften been used in the making of sculpture. A 

s c u l p t o r  using clay must glaze  and fire it. One using stone, or 

bronze, q l a s s ,  w i r e ,  or any combination of materials must rely on 

technoloqy to work the medium and transform it into a finished 

product. How does technology affect the transmission of an idea 

into a final product? Cost, mutability of the medium, breakage, 

unanticipated results, al1 corne hetween the sculptor and his 

thought; and, in many cases, limit the transmission as any medium 

will. A s  technology permits a grander scale than we can touch, and 

galleries tell guards to prevent touching (for good reason), the 



relationship hetween the sculpture and the viewer is changed. 

Sculpture hecomes ohjectified, distanced, no longer tactile and 

sensuous as it was meant to be. Moore didn't intend his massive 

rnommas to be mummified. The relationship with sculpture has always 

been spatial and three dimensional; but, it was never intended to 

he ohjectified. Now holding the remote to tune into the Learning 

Channel is as close as many qet. 

The use of technology by a poet influences change in the 

tradit ional creative act . The poet may have originally used voice, 

and mnemonic devices in the creation of n poem. Later, a poet may 

have included a musical instrument and still later a gui11 for 

writ i n g ,  and paper ta scrihble his verse.  Now, perhaps, a poet may 

use the computer. We no longer have the occasional rough scrawl on 

the margins of a page to let us see the construction of the poem, 

the choice of words, the changes in rhyme, the development of the 

t h e m e .  The poem saved on a ciisk, posted on a bulletin board, 

produced on a print-out, or sent to a publisher is what we get, 

finished and printed. Poets still scribble, but with the computer 

the process hns changed and so has  the relationship between the 

poet, the vehicle used for sharing communication and the audience. 

A proqram which gives some idea of the extent of change in 

writing patterns is The Writer in Electronic Residence, used in 

high schools across the country ta assist students of creative 

writino. The poet, Lorna Crozier, is a part of t h i s  program. 

Students write poems using a word processor and send them off to 

the centre which co-ordinates a dialogue among the writers. Every 



individual who has access to the program cnn read the poem and 

comment on it. From al1 across Canada students, teachers and the 

five paets (who are part of the program out of Simon Fraser 

University) comment on the poems, and the writers then change 

details or rewrite portions as a result of the criticism. The 

writing and rewriting process for one student can take weeks. This 

communally, puhlicly shared experience is na longer the private 

cry/shout/song of an individual to a small ,  known audience. The 

poem may he an intensely persona1 expression, but the audience who 

respondr to it is naw beyond the poet's anticipation. 

Other poets share their poetry through the Net and get almost 

instant feedback. Poetry, inspired hy one poem read on the 

Internet, gets written and sent out. This experience has became 

increasingly international in its reception. People nat only send 

poetry, but  also art and music in this way. One younq poet has 

received letters from Poland, Israel, Italy, Iceland and Norway, 

which contain responses to his poetry, and drawinqs which he could 

use to illustrate the poems when they would be published in a book. 

Here, both old and contemporary technology meet. The audience 

participates as actively as it may have done when poetry was oral 

and communal. However, the readers are more nunerous and varied, 

and the memory belongs to the computer. 

There is a continuous debate hetween humanists and 

technological determinists over the dehumanising effect of 

technology on people. The technological determinist welcomes the 

development of the computer (in this case) and suggests that 



machines allow humans to explore their own minds which have 

sirnilarities to the workings of a cornputer. The humanist is 

fearful of a person losing the qualities of being human - taking 
responsibility, participating actively and creatively in one's own 

life, sharing feelings, having self-conscious and sensuous 

experiences. 

The hackers illustrate anather facet of our emerging 
relat ionships with machines. Their response to the 
compiiter ie artistic, even romantic. They want their 
proorams to be beautiful and elegant expressions of their 
uniqueness and genius. They recognize one another not 
hecause they helong to the same "profession", but because 
they share an urgency to crente in their medium. They 
relate to one another not just as technical experts, but 
as creative artists. The Romantics wanted ta escape 
rationalist egoisrn hy becoming one with nature. The 
hackers find sou1 in the machine - they lose themselves 
in the ide? of mind building mind and in th8 sense of 
rnerging their minds with the universal system. When 
nineteenth-century Romantics looked for an alternative to 
the mechanism and competition of society, they looked to 
a perfect society of two, "perfect friendship" or 
"perfect love". This desire for fusion has its echo 
today, although in a new and troubling form. Instead of 
a qi iest  for an idealized persan, now there i the 
computer as a second self. 

Al1 aspects of thiç debate can be seen when a poet uses a word 

processino program and transmits his work throuqh the Internet to 

others .  The poet may be using the computer as a vehicle for 

expression, a tool with a keyboard and screen like a pen and paper. 

The technology may not be considered transformational, just 

transportational; but it does transform. 

Even before the alphabet, oral language used as a societal 

directive had been a technological device. 

Sherry Turkle, The Second Self, page 3 0 7 .  



With the achievement of language, Our species was placed 
in a position to invent a supplement to the genetically 
imprinted code. A second form of informational storage 
hecame available for man to use, and this enabled him to 
some extent to t a k e  charge of his own further evalution. 
Instead of adapting to his environment, he acquired the 
ability to change it, and alsa to change himself. The 
f irst initial use ta which this ability was put was ta 
devise the primary structures of human society. This 
grew up as they were incorporated in the language of the 
linguistic group, the individuals of which were required 
to memorize behaviour patterns shared by al1 members of 
the group. By the act of communicating in accordance 
with t h e s e  memorized codes, mere herds and tribes gave 
way to societies witi socially eonditioned habits, 
customs, l a w s ,  history. 

From the time t h a t  the phonetic alphabet was developed by the 

Greeks, there have been concerns over the influence the alphabet 

i t s e l f  was having on our humanness. Human memory was heing 

. . .  The art of writing provided man with a transpersonal 
memory. Men were given an artificially extended and 
verifiahle memory of objects and events not present to 
sight or recollection. Individuals applied their minds 
to symbols rather than things and went beyond the world 
of concrete experience into the world of conceptual 
relations created w i t h i n  an enlarged time and space 
universe. 4 

It h a s  heen speculated thnt the change in verbal technology from 

o r a l  to written alphabet caused lateralization of specialized brain 

function including a change in its sequential and "time ordered" 

processing ahilities5, the change to organization by classification 

and ohjectivization, and a change to logical, lineal and 

developmental argument. 

Eric A. Havelock, Prologue to Greek Citeracy ,  pages 22-23. 

Harold Innis, Empire and Comunica t ions ,  pages 10-11. 

Derrick de Kerckhove , The Skin of Culture, page 28. 
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What is the effect on the paet of using a computer for the 

writing of poetry? The younq poet, mentioned above, used to write 

only hy hand and enjoyed the sensuousness of the pen as it carried 

his thought acrass the paper in his individual handwriting. ft was 

his creation, o n e  he could feel and put his signature on. Now, he 

uses the computer and enjoys the experience even more. He feels he 

has found a friend. He has a relationship with this computer which 

is private and personal. 

1 would say that 1 have a perfect interface with the 
machine . . .  perfect for me. 1 feel totally telepathic 
with the computer. And it sort of generalizes so that 1 
feel telepathic with t h e  people f am sending mail ta. 1 
am glad I don't have to see them face to face. 1 
wouldn't he as persona1 about myself. And the telepathy 
with the computer - well 1 certainly don't think of it as 
a person there, but that doesn't mean that 1 don't feel 
it as a person there. Particularly as 1 have personalized 
my interface with the system to suit myself. So it's 
like heing with anather person, but not a strange person. 
Someone who knows just how 1 like things done. 6 

The computer does not talk back (yet), but it gives him a product 

which can he printed in a chosen font, can be edited with immediate 

ease and presented to readers in a form as close to 'published' as 

possible. H i s  audience can receive it immediately, even if that 

audience is thousands of miles away, across many international 

borders, and he can qet a faster than light response. What isthe 

influence of the computer on the poet's expression and on the 

relationship of the poet to an audience? Perhaps, because poets 

c a n  print and puhlish their own poetry without the influence of an 

editor, who often holds the political values of the publishing 

' Sherry Turkle, The Second Self, page 211. 



Company as an ahsolute criterion of judgement of poetic content, 

freedom of expression is guaranteed, even if the poetry is 

considered Satanic, pornoqraphic, marally dangeraus, or 

politically revolutionary. The audience has direct access to the 

poetry and the poet, and can give an immediate persona1 response. 

The computer allows a closer, more intimate response than a 

published book of poetry, even at a book launch, ever could. Here 

the use of the computer for a poet acts both as a matrix and a 

transforminq agent. 

With music, hecause technology can be used to record a 

perf ormer long before an audience hears the performance and without 

a real audience present, the quality of the performance can he 

manipulated and the spantaneit y in the relat ionship between the 

composer, perfarmer and the audience may be very different. 

In the case of one pianist, his idiosyncratic health, his 

sense of perfection, his highly personalized interpretatians, his 

lack of interest in a live audience, and his self-containment, al1 

were details which determined his desire not to perform in public. 

Glenn Gould, who gave rnarvellouç interpretations of Bach, made a 

decision to stop performing in public and to record his 

performances. 

So, in 1964, he confirmed a decision made four years 
earlier and completely gave up the old-fashioned custom 
of concert-giving in order to channel his performing 
primarily into the new technologies of recording 
machines, radio transmission, and television. 

' Richard Kostelanetz, "Glenn Gould: Bach in the Electronic 
Age" in Glenn Gould Variations, page 126. 



And what of his audience? What of those people w h a  had corne to  

hear his concerts in the Company of friends and other music/ 

piano/Gould/Bach lovers? People went to concert halls to directly 

experience a performance of music in order to take home memories of 

a once-in-a-lifetime Gould rendition of a Bach fugue or a Beethoven 

sonata or a Brahms intermezzo. Tt was both a one-on-one experience 

and an experience shared with many. What of the concert hall 

audience? Gould's personal, perfectionist principles had a serious 

relationship with the piece but not with the audience. 

He frankly sees no justification for playing compromise? 
performances before mere thousands of people when records 
extend his best rendition into millions of living 
roorns . 6 

Perhaps the music, having been edited and rerecorded to perfection, 

would have been his best rendition; but the experience, the 

relationship between an audience and perfarmer would have been 

l o s t .  And the human achievement would have been changed because 

the e d i t i n g  and mixing w o u l d  not demanstrate t h e  real performance, 

but an artificial one. The shared experience of the concert hall 

would he changed to an individual response in a closed, completely 

private, auditory only, concert hall of a Walkman. 

At the recording session, as saon as he finishes a 
complete rendition, he comments excitedly and 
specif i c n l l y  on his performance; and if these remarks are 
neqative, the recording engineer whispers "take t w o "  into 
the tape and Gould plays the deficient section again. 
("1 resent," he once remarked, "the onetimeness, or the 
non-t aketwoness of the live concert experience. " ) 
Skipping lunch and other pleasantries, he cornes ta the 
control room and goes over the tape with the record's 

Qichard Kostelanetz, "Glenn Gould: Bach in the Blectronic 
Aae",  in Glenn Gauld Variations, page 126. 



producer. While listening to the playhack, Gould watches 
the score, humming one of the melodies and conducting 
himself with a pencil-baton in his left hand; from time 
to time he jots d o m  editorial notes on the manuscript or 
rips from a cup of te?. A perfectionist by persona1 
taste, he re jects a section merely because an eighth note 
has slipped from a line; and he often instructs the tape 
editor that  a few bars fram the third take of a certain 
section should be spliced into an entire section of the 
second take, which should in turn be integrated in place 
of similar material in the original. Sometimes Gauld 
will record several distinctly dif ferent interpretations 
of the same score and then pick judiciously among the 
availahle results even splicing two originally contrary 
renditions into his final integral vers ion .  In the end, 
therefore, the record of a Gould performance that we h e m  
is really a carefully patched collection of segments. 5 

How does this affect the relationship hetween the composer, 

the piece of music conceived and written many years before, the 

performer's interpretation and the audience's appreciation? It 

affects it a great deal because the performer, here, has taken 

control and manipulated the result .beyond what would he possible in 

performance. He has weighted the relationship in his favour with 

the use of technological artificialities. 

But GouLd went even further. Gould had a vision of the future 

where the individual audience could also edit the music to suit n 

particuiar taste. 

"I'd love to issue a kit of variant performances and let 
the listener assemble his own performance. It would draw 
the audience into the re-creative process." Beyond that 
he envisions a machine that will literally allow every 
man to hecome his own conductor. As it "eliminates the 
pitchhpeed equation, it would enable the listener to 
draw from the "felicities which appeal ta him as among 
varying performances of a musical composition" and then 
combine the most felicitous versions into a single, 
personal interpretation. The machine would have the 

Richard Kostelanetz, "Glenn Gould: Bach in the Electronic 
Age" , ir, Glenn Gould Variations, page 132. 



capacity of allowing the listener to become, Gould 
wr i t es  , "a master ebitor, " choosing phrases "f rom any 
numher of performances of the same work which rnay have 
totally different tempo predilections and dynamic 
relations. This would make it physically possible for 
the listener ta produce his own Fifth Beethoven Symphany 
as a compote of the, to his min& preferable featutes of 
a Mr . Karajan, Hr . Bernstein, or any other cornbi ation of 
interpreters that he would like ta supervise." Id 
What would this do ta the original thaught? Perhaps the notes 

m i g h t  not be changed, but the performance, which at one point in 

time may have heen a unique experience captured only by memory, now 

becomes a far step away from reality, a eut-and-paste recording. 

This changes a person's concept of time, performance, experience, 

and memory. Our human experience of hearing exquisite beauty 

(almost a spiritual encounter) or making mistnkes, having a life 

uncut and unedited, sharing a moment with another w h o  may be trying 

to express a complete thought to a sensitive listener, is changed 

and r e n d e r e d  artificial. How does this affect us in our persona1 

lives and in our temporal lives? I think it affects us a great 

deal. Life on the TV screen hecomes more real than life in the 

family or on the street. Photographs of people are airbrushed to 

make them look more commercially attractive than those w i t h  natural 

flaws. Music that is totnlly controlled by machines is preferable 

to music played hy individuals on instruments w h i c h  are mastered 

and revered. 

Gould also changed the instrument Bach hnd selected for many 

of his pieces; Goldberg Variations was written for harpsichord, but 

Richard Kostelanetz, "Glenn Gould: Bach in the Electronic 
Age" i n  Glenn Gould Variations, page 134. 



Gould chose to perform it on the piano. The piano is a product of 

technological development and quite different frornthe harpsichord; 

but that choice of instrument barely changes the relationship 

between the composer, performer and audience. It merely changes 

the voice. Perhaps, because a harpsichord is a plucked instrument 

and a piano a percussive one, the emotional effect is different. 

However, the technology of the recording studio results in a 

greater change in relationship between the performer and the 

audience. 

Gould defined audience as marketplace, a term which is 

appropriate today. Music, not in concert halls, but in H.H.V. or 

on M .  T.V. , is big business. This performer re jected the demands of 

commerce in order to meet the demands of his persona1 musical 

1 simply feel that the artist should be granted, bath for 
his sake and for that of his public - and let me get on 
record right now the face I'm not at al1 happy with words 
like "publict' and "artist"; I ' m  not happy with the 
hierarchical implications of that kind of terminology - 
t h a t  he should he granted anonymity. He should be 
perrnitted to aperate in secret, as it were, unconcerned 
with - or better still, unaware of - the presumed demands 
of the marketplace - which demands, given sufficient 
indifference on the part of a sufficient number of 
artists will then abandon his false sense of "public" 
responsibility, and h i s  "public" will relinquish its role 
of servile dependency. 1 I 

Gould died just as digital recording was becoming more 

accepted. This technological breakthrough is perhaps the latest 

br idge  between live and studio performances for it eliminates 

Glenn Gould, "Glenn Gould Interviews Glenn Oauld about Glenn 
Gould" in Glenn Gotrld Variations, page 29. 



technical problems like tape hiss and distortion (and in compact 

d i s c  format, warpage and surface noise ) that mar analog recordings . 

Recordea music now sounds as if it were live, even when it comes 

from dozens of takes and contains hundreds of splices. 1 i 

Music symholizes an aura1 reality. Technalogy originally, did 

not change the relationship between the performer and the audience 

although changes in the instruments redefined that reality. For 

example, as the lyre evolved into the harp, the lute, the guitar, 

the cello, or the bass, and then al1 became electrif ied, the sounds 

and the character of the music changed. The evolutian in the 

instruments d i d  not change the relationship between performer and 

audience, just the sound. But, with modern recording technology, 

as Gould has shown, this relationship is transformed. The dialogue 

is qone-  It may have been distanced as the concert hall was 

enlargeci, but now it has gone. The audience response has hecome 

more p a s s i v e  and internalized. It is not shared except perhaps 

with someone i n  the same room. The audience also feels it has an 

mtificial control over the performance. The volume can be 

adjusted, the CD can be stopped at any time. 

The ways i n  which technology has corne between the thinker and 

the expression of a thought are complex. Musical instruments made 

by technology are the vehicles for performance. Music which is 

being  recorded relies on the interpretation of the singer, 

l 2  Robert Hurwitz, "Towards a Contrapuntal Radio". in Glenn 
Gould Variations, page 261. 



conductor and performers, but the performance has an artificial 

flavour. The editing of the performance can include cuts from a 

var iety of takes . Weaknesses in the performance can be eliminated. 

Perfection can be realized. But the players and conductor have no 

interaction with an audience; the audience is now made up of 

distancecl consumers wha will buy the finished product. It also 

relies on the quality of the electronic methods of recording and 

the expertise and choices of technicians who mix the music. The 

medium used to record the thaught can distort or change the balance 

of the components of the expression. If music is recorded, the 

type of electronic equipment can make a difference. Perhaps too, 

the audience which once was an interactive, feeling unit existing 

in t i m e  for n singular experience, has now lost its connectedness 

to the people relayinq the thought, has lost its emotional 

responsiveness, has lost its memory for the details of the piece, 

and has hecome a dehumanised, lonely consumer shaped by a harren 

marketplace peopled by 'bots' and electronic money. Carrying this 

a step fitrther, we have become an audience in the music 

marketplace when telephones, elevators, and shopping malls 

mesmerize us with musical wallpaper. 

If a thinker is a photographer, a scientist using a cornputer, 

a m u s i c i a n  using amplified sound, a poet being received by the 

Internet or puhlished by a chosen publisher, a novelist whose 

stories are to he read as listening books, a script writer for TV, 

film, or the stage, a mathematician writing on paper, or an 

archit-ect using blue printing and C.A.D. , he is using technology as 



a vehicle ta transmit h i s  thought to an audience. The audience 

also must have t h e  technology to receive it. 

How does technology affect the transmission of thought from 

one person to others? Pacilitate it? Broaden it? Depersonalize 

it? Dehumanize it? In the case of Gould, na one can ask 

questions, talk back, encourage with cheers, throw tomatoes. No 

one even gets 'the real thing'. 

One must follow the constraints of technology and be aware of 

the  limits. This is dif f icult to do today when technology is woven 

so c lo se ly  i n t o  Our lives. There is an aspect of control which is 

central t o  technology. A person using the technology has control 

over the invention, development and use of the instruments, the 

media, the means of communication, or so we hope. At the same 

time, we fear that the technology has control over us. Our sense 

of time has changed. The pace of our life is no longer close to a 

heart heat. Time ticks like a clock, runs like an engine, goes as 

fast as fiberoptics can carry sound. A computer can be more 

efficient thnn our mind and do more than we have time t o  d o .  We 

fear it will gain autonomy, and control us. And it does control 

us. Just as t h e  alphabet chnnged out memories and methods of 

communication, just as the telephone and computer changed aur 

social interactions, sa we have been changed. 

We nave had many aspects of our lives changed. Our faculties 

are Aifferent; our memories, once perhaps able to remember an epic 

story, have lihraries of information at fingertip; Our ears, once 

sensitive to nuances of speech and accent, b i r d  songs and forest 



whlspers, require theatres t.o crank up the sound; our eyes, unused 

to distances, require glasses for the computer screen which reveal 

unimaoined vistas. Our hodies are different; we may live longer 

with better medicine, but we are soft and suffer diseases of urban 

pace. Our social existence is different, with access to planetary 

communication networks with increasing personal isolation. Our 

interaction with nature is different; we meet creatures o n  The 

Learning Channel that are extinct and see nature as a Disney 

boutique. Our technological inventions have recreated our warld. 

Once a thinker expressed a thought to an audience or 

spectators who were limited in numbers and known personally or 

socially. There was direct contact and participation and 

interaction at its reception. That thought (perhaps it was a 

historical narrative or a societal directive) was passed through 

saga singers to others over time, interpreted, rendered more 

appropriate to contemporary demands and passed on. Then, as now, 

the thought was rnaintained and also transformed in transmission. 

Technology is one step in this transmission. As the thought is 

carried by competent performers ta an audience or spectators, so 

technology, is expected to maintain the integrity of the i d e a .  

Glenn Gould wanted what Homer wanted - the best transmission of a 
good product for an intentional ef fect. From oral to print to film 

or CD the thought is passed, maintained, protected and transformed; 

i t  is not radically changed, just tailored to suit the audience and 

its time. So too, the audience and the time have h e m  changed ta 

suit the technolagy. From Homer via Gutenberg via the Internet 



over 3500 years later the story of Odysseus is conveyed throuqh the 

rnatrix of technology. This wonderful story h a s  heen transformed, 

but  still exists within the radius of recognizable truth. 

And although w e  have been transformed equally, our humanity is 

still recognizable. 



Alicia Zizoe, in an interview with Paul Kennedy on 

Morninaslde,  July 20, 1995 discussed her discovery of Gershwin's 

original The Rhapsody in Blue in the Library of Congress. 

Publications of The Rhapsody in Blue had been abridged because, as 

Zizoe says, the audiences in t h e  1920's found that it was tao long. 

When ahe was asked  to play t h e  piece i n  a on a CD for Edward 

Jahlansky, she had many prohlems with the published 'known' 

e d i t i o n s ,  so "my own curiosity took me to the Library of Congress 

where 1 was able to view the oriqinal microfilm o f  his handwritten 

manuscripts only to f ind t h a t  about f ive  minutes of piano score had 

been d e l e t e c l  from t h e  published edition."' For her, the o r i g i n a l  

score made sense. "It sounded the w a y  it should'" Her 

performance, which was being recorded in Toronto in the summer of 

1495, w a s  the f i r s t  new e d i t i o n  recording the complete score s i n c e  

1 9 2 4 .  

Here is a performer wha insisted on researching the score 

because there seemed to  be somethinq missing from the published 

scores t h a t  she had seen and attempted t o  play. 

A performer executes the thought of another person. Hou does 

one interpret a play, a dance, a piece of music? B d i t e d  hy a 

Alicia Z i z o e ,  interviewed hy Paul ~ennedy, Morningside, 
C . B . C . ,  July 20, 1995 %30-10:OO a . m .  

Alicia Zizoe, interviewed by Paul Kennedy, Morningside, 
C B . C  ... Juiy 20, 1995, 9:30-10:00 a.m. 



puhiïsher? Interpreted hy a choreographer? Conceived by a 

composer? And haw will the thought be transformecl if the 

interpretat Ion, which will always he dif ferent , falsifies or skews 

the original? 

Leonard Bernstein, a conductor wha collaborated with Glenn 

Got i l c i  and appreciated his interpretations, gives a picture of 

working with this radical performer . 

One day in 1962, 1 received a cal1 f rom Glenn in Toronto. 
He was to play Brahms' D Minor Concerto with me and the 
New York Philharmonie the following week in Carnegie 
Hall. He s a i d ,  "Oh boy, have 1 got some surprises for 
you; 1 have made such  discoveries about this piece." I 
thought , "Well, wonderful. " Any discovery of Glenn's was 
welcomed hy me because I worshipped the way he played: I 
admired his intellectual approach, his "guts" approach, 
his complete dedication to whatever he was doing, his 
constant inquiry into a new angle or a new possihility of 
the truth of a score. That's why he made so many 
experirnental changes ai tempi. He would play the same 
Mozart sonata movement adagio one time and presto the 
n e x t ,  when actually it's suppossd to be neither. He was 
not trying to attract atte tion, but looking for the 
trti tn. I loved that in him. '3 

A composer's music is interpreted by the condtlctor of the 

orchestra performing it and by the solo performer who has one part 

of the whole. T h e s e  interpretat ions do not chanqe the notes of the 

p i e c e ,  but  the feeling cornino through the tempo, the volume, the 

tension created ,  al1 give a slightly different cast from perhaps 

what the composer had in mind. The prohlem is that once an ides is 

expresseci by the artist it is interpreted. Changes in instruments 

(harpsichord to piano, bassoon to saxophone, viola da gamba to 

cello, hrass to strings ) , mood of a period (war , pence, depression 

j Leonard Bernstein, "The Truth about a Leqend", in Glenn 
Gould V a r i a t i o n s ,  page 17. 



or revolution) , or individual search for the truth of the piece 

(Glenn Gould, Wynton Marsalis, Blla Fitzgerald) al1 contribute to 

the original going ta an audience in a different style or tone. 

In A Sense of D i r e c t i o n ,  William Ball discussed the job of the 

director in relation t o  the playwright and the play. 

In the preproduct ion per iod , the director immerses 
himself in the world of the play. He tries ta  s e e k  out 
the heart of the playwright . . . .  reading the other works 
by the author aids the director in this very special way: 
The director learns to appreciate the language of the 
author; he learns how the author expresse8 himself. He 
discovers what sorts of things are important ta 'the 
author. He becomes aware of the author's use of 
leitmotif, symbolism, detail, humor, social attitudes, 
spiritual values. He al80 becomes aware of what the 
author considers important and what vision the author is 
s t r i v i n g  to reveal. If the director can place the very 
heart of the playwright within his own breast, he will 
more successfully express the playwright's intent. 4 

The director must understand the playwright in order to interpret 

his thought accurately. The director knows that an accurate 

incerpretation will ensure consistency and will ring true ta an 

audience, especially one which is familiar with the playwright . 
The integrity of the work must be served or the play will not be a 

Scott Wilkinson, the composer of. Concerto F o r  O r c h e s t r a ,  went 

through the process of creating a piece of music from a series of 

thoughts which were not verbal, which had many voices speaking at 

once. had texture, density and colour. He captured his own 

experiences, emotions and aspirations. He c r e a t e d  the music and 

William Ball, A Sense of Direction, New York: Drama Book 
Publishers, 1984. 



wrote it in state of growing frustration with the limitations of 

the structure of musical language. He had to create other symbols 

which would convey the sounds he wanted reproduced. He used the 

form of the concerto 

Concerto for Orchestra 
sooci WuLuusi 
uff Y- 

4 3 L O O 2  

but had the solo parts act only as transitional structures in order 

to oet to other parts of the music. The conductor had to sit with 

Wilkinson over several sessions in order ta understand the music. 

Wilkinson played (one instrument at a time) a few of the many parts 

in the concerto in order ta demonstrate the sound. This had 

dif f iculties, because Wilkinson could hear a l 1  of the parts at once 

when he thought of the music, but he could only play separate 

strands of the piece at one time. The performers read the music, 

asked questions and rehearsed their parts, but they required some 

translation from him. He had to be there the first time it was 

rehearsed to reassure the players that the musical notation meant 

j E. Scott Wilkinson, Concerto For Orchestra, page 1. 
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exactly what he wanted. H e  wanted some of the music to saund like 

a clouci w i t n  a dsnsity which changed as the sound thinned. Some of 

the parts coirld be played u s i n a  whatever rhythm the p l a y e r  chose or 

whstever speecï, or however often, as long as hy t h e  end of a 

specific period of t i m e  a point had been reiiched. Confusinq? Yes. 

Wilkinson knew what sound, what musical result he wanted, but even 

when he communicated it using the musical notation and h i s  own 

symhols, the players had great difficulty reproducing this sound. 

T t  took direct collaboration between Wilkinson, the conductor and 

the perforrners, f o r  the piece ta take shape and finally becorne the 

rnwic Wilkinson had conceived and written. When the piece was 

perforrnee f o r  an audience in Thunder Bay, the music continued ta 

change S I  over the w e e k .  An audio tape was made of one 

performance but it could hardiy capture the nuances of this 

proces s .  The audiences, in their reception of the music, 

transformed the smind a g a l n  and gave it an ~nterpretation acccrrding 

tci the p l a c e ,  tirne and indivlduals present on the n i q h t  of that 

performance. The crit ics, as well , had t he i r  parts inf luencinq in 

the s u h s e q e n f  performances. 

Ln m n t h e r  composition cornmissioned for harp and f 1iit.e players 

of 1111 soes f from seven to seventy) and stages of development, 

Wilkinson c o n t  inued to explore his earlier ideas of controlled 

randomness. Here a tiny part of the score dernonstrates the 

development of his vocabulary. 



R.G. 

The relationship hetween .the compouer, the creation, the 

lnnguage and its limitations, the performance, the audience and the 

c o n t e x t  of the  performance gives the thought its complete being. 

Collingwood reviewed this relationship: 

The work of artistic creation is not a work performed in 
nny exclusive or complete fashion in the mind of the 
person whom we call the artist. That idea is a delusion 
bred of individualistic psychology, together with a false 
view of the relation not so much between body and mind as 
between experience at a psychical level and experience at 
t h e  level of thought. The aesthet ic  activity is an 
activity of thought in the form of con8ciousness, 
converting into imagination an experience which, apart 
from being so converted, is eensuous. Thie activity is 
a corporate activity belonging t o  not any one human being 
but to a community. It is performed not only by the man 
whom we individualistically call the artist, but part ly  
hy al1 the other artists of whom we speak as 
"inf luencing" him, where we really mean collaborating 
w i t h  him.  It is performed not only by this corparate 
body of artists, but (in the case of the arts of 
performance) by executants wha are not merely acting 
under the artist's orders, but are collaborating with 

Wilkinson, B. Scott, A Fantasy for P l u t e  and Harp Ensemble, 
1995, page 1 4 .  
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him ta produce the finished work. And even now the 
actwity of artistic creatian is not complete; for that , 
there must be an audience, whose function is therefore 
not a merely receptive one, but collaborative tao. The 
artist (although under the spell of individualistic 
prejudices he may try to deny it) stands thus in 
collaborat ive relations with an entire community; not an 
ideal community of al1 human beings as such, but the 
actual community of fellow artists from whom he borrows, 
executapts whom he employs, and audience to whom he 
speaks. 1 

Wilkinson had a direct relationship with hi8  community. He 

had music lessons when he was a child. He played the guitar on 

camping trips in northern Ontario with his friends. He went ta the 

University of Toronto and studied music for four years - music 
history, theory, composition - learned t a  play many instruments, 

and took an active part in exploring the value of every possible 

kind of music. He became the Head of Music in a high school 

( t e a c h i n g  classical guitar ta head-banging, death-metal rockers in 

chains and hlack leather. They won at Kiwanis Festivals aeveral 

years in a row. ) No thinker can be completely i so lated  from the 

community or autonomous. There is always an enormous influence on 

the i d e a s  and concepts and thoughts of a composer. As a result the 

relationship hetween the thinker and the thought, the expression of 

the thought to others, and its reception by the world is 

interactive and meaningful. 

The people who receive the thought have an important 

connection to it. They are the ones who must retranslate the 

thought into their own particular arena of personal or communal 

experience,  and interpret t h e  thought meaningfully for themselves. 

' R.G. Collingwood, The Principles of Art, pages 323-324.  



These beauteous forms, 
Through a long absence, have not been to me 
As in a landscape to a blind man's eye: 
But oft, in lonely rooms, and 'mid the din 
Of towns and cities, I have oued to them 
In hours of weariness, sensations sweet, 
Pelt in the blood, and felt along the heart; 
And passing even into my p rer mind, 
With tranquil restoration: f 

This is not easy;  it takes inclination, training or expertise, and 

time. 

With music, Aaron Copeland believed: 

The intelligent listener must be prepared to increase his 
awareness of the musical material and what happens to it. 
He must hear the melodies, the rhythms, the harmonies, 
and the tone colors in a more consclous fashion. But 
ahove a l 1  he must, in order to- follow the line of the 
composer's thought, know something of the principles of 
musical forrn. 5 

Henry Moore believed that only those with natural ski11 in 

understanding spatial relationships could truly appreciate 

sculpture. T h e s e  people would need to he versed in the language he 

was usin9 to be able to comprehend the expression of the sculptor. 

Appreciation of sculpture depends upon the ability to 
respond to form in three dimensions. That is, perhaps, 
why sculpture has been described as the most difficult of 
al1 arts; certainly it is more difficult than the arts 
which invo lve  appreciation of flat forms, shape in only 
two dimensions. Hany more people are "form-blind" than 
colour-blind. The child learning to see first 
distinguishes only two-dimensional shape; it cannot judge 
distances, depths. Later, for its persona1 safety and 
practical needs, it has to develop (partly by means of 
touch) the ability to judge roughly three-dimensional 
distances. But having satisfied the requirements of 
practical necessity mast people go no further. Though 
they may attain considerable accuracy in the perception 

a William Wordsworth, "Lines Composed a Pew Miles Above 
Tintern Ahbey" in Introduction ta Literature: Poems, pages 230-231. 

A. Copeland, What To L i s t e n  For in Music, page 17. 



of flat form, they do not make the further intellectual 
and emotional effort needed ta comprehend form ln its 

l O €1.111 spatial existence. - 

And Andrew Glenson s a i d  samethino vsry similar about 

understanding mathernatics. 

Tt is notoriausly Rif f icuf t to canvey a praper impression 
of the frontiers of mathematics to non-specialists.. . . 
Topology, the study of haw space is organized, is like 
the great temples of some religion. That is to S a y ,  
those uninitiated.. into its mysteries can view it only 
from the outside." 

The ahility to comprehend the symhol system, to have interest 

in t h e  suhlsct, investment in the resiilts of the thought and 

c l - l r i r i s i t~  about i t s  nature ,  a l 1  help to adorn it wlth criticism and 

h l a t o r y ,  and t h u s  rnodify it. 

Not enouoh attention is paici to the people receivinq the 

t h o u a h t  and how much they rnodify the thought . A perfnrmer alters 

t h e  t h o u g h t  in i t s  transmission ta an audience or spectator. As 

t h e  a u d i e n c e  responds to the performance, the performers 

spontansously enbsnce or de-emphasize aspects of the piece for 

t h e i r  audience. 

Translation from the original m t o  a more modern 1angiia.ge 

c i m ~ s e s  transformation. So too, a dif ferent culture with dif ferent 

va lues rsce iv ing  the thoiight changes it s nuances,  assiimpt i o n s ,  and 

significance. Interpretation a t  another point in history modifies 

the intent of the thaught. When an 1.ndividua1 with different 

i j Henry Moore, "Notes on Sculpture" in The Creative Process, 
pages  7 3 - 7 4 ,  

. . 
i l  - -  Andrew M. Gleason, "The Evolut ion of Dif ferent ial Topology" 

in COSRIMS, eds., The Mathematical Sciences: A Collection of 
Essa  y s ,  page 1 . 



t a s t e s ,  experiences, p e r s p e c t i v e ,  v a l u e s  and abllities r e c e l v e s  t h e  

t hought  , t h e  t hought is changed. O f  t e n  i t  is e n r i c h e d  , somet imes 

i t s  meanino 1s d i s t o r t e d  altogether . Those who r e c e i v e  the t h o u g h t  

interpret and slightly reshape i t .  Its r e c e p t i o n  changes t h e  

thought and history modifies the t h o u g h t  t h r o u g h  t i m e .  The t h i n k e r  

conceives a t h o u o h t ,  c h o o s e s  a language f o r  i ts  e x p r e s s i o n ,  and 

translates that thought i n t o  t h e  medium of t h e  language. I t  

becornes a v a i l a h l e  for others t o  see, hear ,  feel, c o n s i d e r  and 

i n t e r p r e t .  

T h e  person or  community who v i e w s ,  hears, rsads or conslders 

the work of t h e  t h i n k e r  also hns  an  important r e l a t i o n s h i p  with t h e  

w h o l e  e x p e r i e n c e .  People have to translate the poem, c o n c e r t o ,  

e q ~ ~ a t i o n ,  p l ? i n t i n g ,  or sculpture back i n t o  their own wor ld  of 

t h o t . ~ q h t .  T h e y  t h e n  r e f  lec t  on i t  , immed ia t e ly  o r  sornetirne i n  the 

f i . i t u r e .  However , i t  i s  n e c e s s a r y  t o  understand that the p e r s o n  who 

rece1ve.c; the  t h o u o h t  d o e s  no t  d a  so  p a s s i v e l y .  1 1s a n  active 

comprshensian , one that is c r i t  ica l  and r e q u i r e s  judgement and 

a n a l y s i s  to g e t  a s  close t o  t h e  o r i q i n a l  meaning as  p o s s i b l e  and to 

u n d e r s t a n d  the cornpleteness  of i t .  This is d i f f i c u l t  and accuracy 

m ? y  require orea t  e f f o r t .  T h i s  is n l s o  not the a c t i v i t y  of one 

person at one moment i n  time. M a s t e r m a  a languaqe may have taken 

many years of s t i i d y .  Under s t and ing  i s  a c h i e v e d  as  people share 

d i a l o g i l e  over t i m e .  And peop le  i n  one  h i s t o r i c a l  period e n r i c h  t h e  

t h o u g h t  of  another w i t h  their  ~ n t e r p r e t a t i o n s .  

T h e  p e r f o r m e r  t .ranslates t h e  c r e a t i v e  art ist ' s  t h o u g h t  f o r  the 

a u d i e n c e .  T t  must reproduced  w i t h i n  an a c c e p t e d  radius of 



intirpretation for the audrence to understand it. Technical skill 

and interpretive ahility are developed Iry training enhanced by 

t a l e n r .  Sometlmes the performer is also a creative a r t i s t  and 

sometimes s u c h  a fine virtuoso that the medium gets more attention 

t h a n  the  messaqe . The thought, as it is expressed, can be 

maintsined in concrete form in lihraries, museums and galleries; 

but, iïntil it is performed, it rnay be accessible only to the 

l l t e r a t i .  Therefore, the interpretation by the performer is 

essent ial , interactive and transformational, evaluated with seriaris 

appreci?tion by an audience. But this performance is only one of 

m m y  a n d  i l n t  il technology c o u l d  record it , its magic w a s  momentary. 

The creator of the product of thought rnay be satisfied with 

the performance of the work or rnay he unhappy with the l i m i t s  of 

t h e  means avallable to express it . When it has been def ined  hy the 

execiitors of the piece (scient ists, dancera ,  performers, editors, 

~ t o r s ,  mvslcians, dancers), hs rnay he discouraged or p l e a s e d  by 

the rest ! l t s .  The audience also rnay he pleased with the performance 

a n d  therefore with t h e  t h o u g h t .  

It dnss n o t  helong t o  one person a l o n s .  



CHAPTER ELBVBll 
THE CRITIC 

The c r i t i c  is a special person in the relationship hetween the 

creative thinker or artist and the audience. It is the artist who 

has the original thought, the expression of which is performed for 

an audience. The critic has some of the attributes o f  t h e  artist 

and is a lço  an active part of the audience. He is bath and 

neither, a part and also separate. The question is - what is the 
job of t h e  critic and how does one critique his role in the 

relationship? 

The audience receives the piece of work and experiences the 

performance. In this reception, appreciation is o f t e n  just 

inarticulate enjoyment but could include technical, aesthetic and 

philosophical understanding. The job of the critic is to analyze 

and write a review for a specific group of people. Critics for The 

Srrn produce a very different critique than those of The New York 

m .  and it is the readership that makes the difference. Each 

crit ic enjoys and analyzes accordinq to his education, technical 

training, tastes, moral stance, and these are individual and 

personal. The critic engages in an analytical pracess. One might 

identify the piece of work and describe it and its parts. Another 

might compare and contrast the piece with past and present works 

and similar genres, themes, structures or techniques. Another 

"The Arts Report", C.B.C. Monday November 17, 1997 8 : 0 0  a.m. 
reported that a survey showed that a good review from The New York 
Times could allow a Broadway show to extend its time on stage for 
many weeks, while a poor one could cause it to close within days. 



miqht assess t h e  merits and evaluate t h e  whole  work or j u s t  some 

aspects.  

Alexander Pope would Say t h e  c r i t i c ' s  role is o n e  of t e a c h e r  

and j udge . 

I n  p o e t s  as t r u e  g e n i u s  is b u t  r a r e ,  
True t a s t e  as seldom is t h e  c r i t i c ' s  s h a r e ;  
Both must a l i k e  from Heaven d e r i v e  t h e i r  liqht, 
Those h o r n  t o  j u d g e ,  as w e l l  as t h o s e  ta write. 
L e t  e a c h  t e a c h  o t h e r s  who t h e m s e l v e s  e x c e l ,  
And c e n s u r e  f r e e l y  who have w r i t t e n  w e l l /  

I t  is n e c e s s a r y  t o  look a t  t h e  whale  r e l a t i o n s h i p  between t h e  

c r s a t  ive t h i n k e r  o r  art ist , t h e  p e r f  o rmer s  and t h e  aud ience  

i n c l u d i n g  the c r i t i c ,  h e f o r e  one  can a n a l y z e  t h e  job and a d e q u a t e l y  

c r i t l q u e  the r o l e  o f  t h e  c r i t i c .  

Scott Wilkinson could be an example of t h e  a r t i s t .  Wi lk inson  

i s  a composer who e x p l a i n s  h i s  t h i n k i n g  process up to the point of 

expression. He says that h e  waits for i n s p i r a t i o n  which may t a k e  

a lonq time. Sometimes, it cornes just a s  a f e e l i n g ,  emot iona l  o r  

textural, w i t h  colour and d e n s i t y .  T h i s  c o l o u r f u l  feeling b e g i n s  

t o  have  sound,  arnorphous with d e n s i t y  and t e x t u r e  but  no s t r u c t u r e  

or melody. A s  the sound t a k e s  shape i n  h i s  mind,  he  t h e n  

i d e n t  i f  les rnelodic t n r e a d s  anci d e i i n i t e  sounds which may be 

metaphors or symbo l s .  When he b e l i e v e s  t h a t  he is r e a d y  and t h e  

p i e c e  is b e g i n n i n g  t o  take s h a p e ,  h e  t r a n s l a t e s  t h e  c o l o u r ,  

texture, density and s a u n d s  i n t o  m u s i c a l  n o t e s .  T h e s e  n o t e s  a r e  

no t  j u s t  for one v o i c e ;  he  w r i t e s  the music  f o r  many v o i c e s  a t  

once. And when the piece is f i n i s h e d ,  he  lets it go .  

A lexande r  Pope,  "An Essay On C r i t i c i s m " .  i n  E n g l i s h  
L z  terature, lines 11-16. 



When the artist expresses a thought, the listener, spectator, 

sharer of the thought, must work hard to understand it as  

accurately as possible. There are many languages that artists use 

to express their thoughts. Each language requires literacy and 

that literacy has corne from years of education, experimentation and 

experience. 

The performer plays a part in this relationship. Each 

performer follows the direction of the conductor, director or 

choreographer who offers the major interpretation of the piece; but 

each performer, becailse of individual talent and response will 

shape her role according to her awn- critique. The audience and 

c r i t i c ,  ma.y t a k e  this into account when they see the piece performed 

and it will be a slightly different performance every time. 

The audience, spectator or r-eader has both an active and a 

passive, a public and a private, role to play. The audience could 

he one of many in a concert hall or theatre, or the spectator could 

be alone in a small gallery, or could he the only recipient of the 

artist' s expression. The reader would certainly be in the private 

domain of her own rnind. This memher of the audience could be well- 

educated in the history, the genres, the themes, the peers and 

period of the artist, or she could he ignorant of al1 or some of 

this. The member of the audience could also be literate in the 

language c h o s e n ,  perhaps studying music, dance or art, and skilled 

in playing an instrument, able to interpret and understand t h e  

artist's i n t e n t i o n  and i d e a .  Or s h e  could he a neophyte and 

uninitiated. 



Lourse Rosenhlatt saw the literary critic in relation to the 

poet anci t h e  written word, but this view c m  be applied to other 

forms of art as well. 

Outstanding among ather readers from whom w e  may gain 
such perspective are the critics. Having rejected the 
critic-as-surrogate-reader, 1 a m  now ready to welcome him 
as a fellow reader who earns my interest through his 
special strengths in carrying out the processes 1 have 
outlined as essential to the literary transaction. 
Undoubtedly, he will possess a high degree of sensitivity 
to verbal nuances and will have devoted such energy to 
ncqwiring a capacity for intellectual and emotional self - 
awareness and self-critîcîsm. Other valued attributes 
are a deeply humane personality and broad literary 
experience. ( 1  link these, becauss I helieve that i t  
t a k e s  much more thnn a knawledge of the traditional 
pastoral elegy to do justice to "Lycidas".)  Possession 
of knowledge or insight - historicnl, philosophical, 
psychological, political, for example - may yield special 
angles of vision or powerful organizing frameworks. The 
crltic may he considered a professional because, while 
retaining the ordinary render's capacity for reading for 
pleasure, he not only systematically tries to become a 
b e t t e r  reader but also seeks ta develap the ahility tu 
communlcate his experience to others.' 

The critic takes n place in history. Aristotle, Plato, Samuel 

Johnson, William Hazlitt, T. S. Eliot, Northrop Frye, to name n very 

few, were perhaps a l 1  critics of words, rather than colour, shape, 

sound or movement. The role of the cr i t i c  is complex and he must 

acknowledqs the constant modification of interpretation through 

history. Every expression of thought belongs to the world and its 

h i s t o r y .  T.S. Eliot in "Tradition and the Individual Talent'' 

explained the importance of history and the tradition of the poet, 

and t h e i r  relationship with the expression of the poet, the 

interpretation of the poem and the effect the poem has on future 

' Louise M. Rosenhlatt, The Reader, The T e x t ,  The Poem, page 
147. 



poets. In t u r n ,  with new historical and cultural contexts, the 

poet of the future modifies the accepted interpretation of the 

No poet, no artist of any art, has his complete meaning 
alone. His significance, his appreciation is the 
apprecintion of his relation to the dead poets and 
artists. You cannot value him alone; you must set him, 
for contrafit and compatisan, among the dead. 1 mean this 
as a principle of aesthetic, not merely historical, 
criticism. The necessity that he s h a l l  conforrn, t h a t  he 
shall cohere, is not onesided; what happens when a new 
work of art is created is something that happens 
simultaneously to a11 the works of art which preceded it . 
The existing monuments form an ideal order among 
themselves, which is modif ied by the introduction of the 
new (the really new) work of art among them. The 
existing order is complete hefore the new work arrives; 
for order to persist after the supervention of novelty, 
the whole existing order must be, if ever so slightly, 
altered; and so the relations, proportions, values of 
each work of art toward the whole are readjus ed; and 
t h i s  1s conformity between the old and the new. f 

T h u s ,  the thouqht of the past influences the thought of the future 

in the voice of the present. Aristotle's Ars Poetica, on the nature 

and constraints of tragedy with reference to Oed ipus  Rex hy 

def i n e d  t r a g i c  h e m  as a man of nohle birth who rises to greatness, 

b u t ,  b e c a u s e  of a traoic f h w ,  suffers a great downfall. The 

t h o u g h t  of the future modifies the meaning of the thought of the 

past . D e a t n  of a Salesman attempts to admit a Loman to the rank of 

t r a g i c  h e m .  Arthur Miller used the mode1 defined by Aristotle but 

strained at its limits by including in the concept of tragic hero 

a person who is not noble and who rises to greatness only in his 

! T. S. Eliot, "Tradition and the Individual Talent", in 
C r i t i c i s m ,  The Major Texts, page 526. 



own ~magination. There has not yet heen sufficient time ta 

determine the extent to which Miller has affected the def inition of 

the t r a g i c  h e m .  

The audience, spectators, or recipients of the product of the 

thought respond according to their own set of personal, 

e x p e r i e n t i a l  characteristics, social pressures and linguistic 

abilitieç. As the viewers of Marcel Duchamp's Nude Descending a 

S t a i r c a s e  were aqhast and disgusted at the time of its first 

exhibltion, and were, at a later time, fascinated by the atternpt of 

the a r t i s t  to express movement wsing a new style initiated in his 

partlcular period of time, so any person receivinq the expression 

interprets i t  and then adjusts his view of the world hecause of it. 

The world's view adjusts slightly; a later spectator will view the 

expression with a different perspective and a later artist will 

perhaps work with reference to Duchamp's painting. 

A critic is a person who, as part of the creative t .ransaction 

between the artist, the work, the performance and the audience, 

must be literate in the language of the expressed thought, he it 

music, lines, words, movement, sculpture. The critic is not t h e  

one who originates the thought, or the person who perforrns it for 

tne a u d i e n c e .  He is a part of the audience, but an active p a r t .  

He must unders tand  and offer a verbal interpretation as well as 

critique t h e  performance and the performers. His is the voice of 

the audience, one the audience would like to have because it is an 

educated, articulate voice who can help in the translation of the 

t h o u q h t  f rom one language ta another (for example, music to words 1 .  



He can demystify, clarify, lnterpret and evaluate it in words an 

audience c m  understand and share. However, he is apart from the 

audience hecause of his emotional detachment and intellectual 

ob jectivity. And he is apart from the creative thinker because, 

a l t h o u g h  he must think and express his opinion, it is always 

obviously derivative. 

The critic is a very important part of the audience, he they 

spectators, readers or listeners, hecause he is articulate, 

educated, reflective, literate and challenging. Harold Bloam is an 

example. The Western Canon demonstrated h i s  prodigious range of 

reaciing and his enormous scope as a critic. His education in 

history, literature and the arts spans time from the Bible to the 

present . And, although he is an American, bis view is 

international and global. Harold Bloom criticized some of the 

modern problems characteristic of the literary crit ic. 

As the formulator of a c r i t i c a l  concept 1 once named "The 
m x i e t y  of influence", 1 have enjoyed the School of 
Resentmentls repeated insistence that çuch a notion 
applles only to Dead White European Males, and not to 
women and to what we quaintly term "multiculturalists." 
Thus, feminist cheerleaders proclaim that women writers 
lovinoly cooperate with each other as qiiilt makers, whlle 
the Af rican-American and Chicana literary ac t  ivists go 
even further in assert ing their f reedom f rom any anguish 
of contamination whatsoever; each of them is Adam early 
in the rnornmg. They know no time when they were not as 
they are now self-created, self-begot, their puissance is 
their own. As assertions by poets, playwrights, and 
prose fiction writers, these are healthy and 
understandable, however, self-àeluded. But as 
declaratians hy supposed literary critics, such 
optimistic pronouncements are neither true nor 
i n t e r e s t i n q  and so ngainst both human nature and the 
nature of imaginative literature. There can be no strong 
canonical writing without the process of literary 
influence, a process vexing to undergo and difficult to 



Bloorn was concerned with the "now-threatened Western Canon". 6 

The hurden of influence has to he borne, if significant 
originairty is to be achieved and reachieved within the 
wealth of Western literary tradition. Tradition is not 
only a handing-down or process of benign transmission; it 
is also a conflict between past genius and present 
aspiration, in which the prize is literary survival or 
canonical inclusion. That conflict cannot he settled by 
social concerns, or hy the judgement of any particular 
generation of impatient idealists, or hy Marxists 
proclaiming, "Let the dead hury the dead," or by sophists 
who ettempt to suhstitute the lihrary for the Canon and 
the archive for the discerning spirit. Poems, stories, 
novels, plays come into beinq as a response to prior 
poems, stories, novels and plays, and that response 
depends upon acts of rsading and interpretation by the 
l a t e r  ,writers, a c t s  thnt are identical with the new 
works . 1 

Rate ,  in h i s  Preface to Criticism: The Major T e x t s ,  enunciated 

t h e  role  of literary criticism. 

And the activity that suhserves the bumanities - critical 
theory - fulfils its purpose only if it is as fully aware 
as possible of aim and character of what it subserves. 
Criticism of the humanities, that is, must itself he 
humanistic; and to be humanistic is to be aware of basic 
human values,  to prize thern as something more than i d l e  
abstractions to talk about, and to evaluate things in the 
liqht of the ends that t h e s e  values characterize . . . .  to 
make him realize that evaluation - seeing things for what 
they are, seeing them in their importance - is not a 
matter of caprice, custom, or affectation, but that it 
can emerge from intelligently conceived premises and 
sims. . . . Criticism can thus brinq into activity the 
noblest of human qualities: namely, the quality of 
sincerity, the desire to discern the truth, to see some 
point in what one is doing or think'ng, and to keep 
penetrating until the answer is found. g 

Harold Bloom, The Wesrern Canon, page 8. 

' Harold Bloom, The Western Canon, page 8-9.  

Walter Jackson Bate, Criticism: The Major Texts, page xi. 
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This is a d e s c r i p t i o n  o f  t h e  i d e a l  c r i t i c .  However, many 

a r t l s t s  would he ready t o  c a m p l a i n  a b o u t  t h e  i g n o r a n c e  o f  t h e  

c r i t i c  and h i s  e g o m a n i c a l ,  p e r s o n a 1  opinions which  a r e  nothing but 

d e s t r u c t i v e  t o  t h e  a r t i s t  a n d  self-aggrandizing f o r  t h e  c r i t i c .  

After a weekend o f  book r e v i e w s  i n  The Globe and M a i l  or The New 

York Times, t h e r e  are  let ters t o  t h e  ed i to r  f r o m  t h e  a u t h o r s  o f  t h e  

books  r ev i ewed  c o m p l a i n i n g  that t h e  r e v i e w e r s  d i d  n o t  u n d e r s t a n d  

them. T h i s  happens  so o f t e n  one wonders  about t h e  v a l u e  o f  t h e  

c r i t i c .  

T h e  c r i t i c  r e v i e w s  works  o f  a r t  w h i c h  are often l i m i t e d  t o  his 

experience and e d u c a t i o n .  T h i s  e d u c a t i o n  may be twenty y e a r s  out 

of date. Creativity is a process i n  wh ich  r u l e s  are  a f t e n  b r o k e n  

a.nd t h e  a r t i s t  is attempting t o  e x p r e s s  a t h o u g h t  i n  a new and more 

ciompel l ing  way i n  the immed ia t e  p r e s e n t  . T h e  work of t h e  n r t i s t  is 

often cmsidered o f f e n s i v e  t o  the e s t a b l i s h m e n t  and t o  t h e  c r i t i c .  

Marcel Duchamp ' s N t ~ d s  Descenclinq a Staircase, which  was re jected 

when f i r s t  s e e n ,  is now a c las s i c .  The c r i t i c s  who r e j e c t e d  this 

w o r k  simply r e f l e c t e d  t h e  values of  t h e  e s t a b l i s h m e n t ,  and t h e i r  

opinions would n o t  l a s t  beyond t h e  moment. 

T h e  role of the c r i t i c  i n  t h e  r e l a t l o n s h i p  be tween  t h e  a r t i s t  

and the a u d i e n c e  is similar  t o  t h a t  o f  a j u d g e  o r  a t e a c h e r .  H e  is 

more than a translater f rom t h e  l anguage  of t h e  piece t o  words .  H e  

i s  more than a d e t e c t i v e  i d e n t i f y i n g  t h e  g e n r e ,  t h e  theme,  t h e  

i s s u e s  and  the s t r u c t u r e .  He d o e s  more t h a n  assess o r  weigh t h e  

p a r t s  a g a i n s t  t h e  w h o l e .  H e  is more than an e v a l u a t o r  o f  t h e  

sua l i ty  and meaning o f  the wark .  H e  is  more t h a n  a n  a r h i t e r  of 



fashion. He i s  a11 of t h e  above plus a person w i t h  wisdom and 

humanity who can see w i t h  c l a r i t y  beyand t h e  vo i ce  of the a r t i s t  

and her specific piece to our human c o n d i t i o n ,  heyond t h e  p re sen t  

and its f a s h i o n ,  t o  t h e  po in t  where h i s t o r y  and t h e  future f u s e .  

A r i s t o t l e  could do t h i s  and Samuel Johnson could  do t h i s .  Harold 

Bhom would l i k e  t o  do t h i s .  P h i l i p  Marchand could not and A . C .  

Bradley d i d  not. Why? Why not? 

The job of the c r i t i c  is t o  analyze  t h e  work, i ts  relationship 

to the bioqraphy of the a r t i s t  and its own genre i n  t h e  p re sen t  and 

h i s t o r i c a l l y ,  and t a  complete t h e  p roces s  of  a n a l y s i s  hy g i v i n g  a 

view that is humanis t ic  and u n i v e r s a l  i n  scope.  The c r i t i c  may 

choose t focus o n  nny p a r t  of t h e  p roces s  of a n a l y s i s ;  many 

c r i t i c s  can o n l y  deal w i t h  one p a r t ,  few with t h e  whole. 

T h e  p rocess  of a n a l y s i s  s t a r t s  with i d e n t i f  i c n t i o n .  T h i s  

could he i d e n t i f i c a t i o n  of s t y l e ,  s t r u c t u r e ,  genre ,  medium, 

liqht m g ,  s t y l e  of i n t e r p r e t a t i o n  by t h e  condttctor,  d i r e c t o r ,  

choreoqrapher o r  e d i t o r .  T h i s  i d e n t i f i c a t i o n  is d e s c r i p t i v e .  The 

p l o t ,  s s t t i n q ,  costumes, s e t s  and language might he descrihed s o  

t h a t  a prospective audience will he d i s c r i m i n a t i n g  i n  itç choices. 

P h i l i p  Marchand d i d  t h i s  in "What 1 Rea l ly  G i k e " .  

The l a s t  sen tence  of t he  Ondaatje  pa ragraph ,  however, 
contains f i v e  adjectives. You cion't have t o  be Ernest  
Hemingway t o  cons ide r  t h a t  r a t h e r  a l o t  f o r  a sentence  of 
no  g r e a t  length. As they say i n  c r e a t i v e  writing 
classes, this kind of w r i t i n g  is t e l l i n g ,  not showi g. 
Morsover, t h e  metaphors hard ly  s t a n d  up t o  s c r u t i n y .  P 

Marchand was p lay ing  t h e  t eache r  i d e n t i f y i n g  t h e  wenknesses of 

' P h i l i p  Marchand, "What I Real ly  Like" i n  S a t u r d a y  Night, 
Octmber 1 9 9 7 ,  page 55 .  



writino in a specific novel. At other places in his artlcle his 

role varied slightly. 

Findley has also developed somethin~ of a stylistic tic, 
which is the creat ion of sentences consisting of a single 
word or phrase, employed the way soap operas used to cal1 
upon ominous chords frorn the organ, o r  the way non- 
writers still use the exclamation mark, or italics - for 
sheer emphasis . . . .  A l 1  of this - the feverish prose and 
metaphors, the stock characters, the hloody horrors, the 
almost hysterical pitch of emotion and the exaggerated 
sensibility - al1 of these are classic camponents of the 
Gathic novel .Io 

Here, he went to the next  step in identification and slotted 

Findley as a writer of Gothic novels. It is very easy for a critic 

to oet caught at this stage of the process because people reading 

his article only want this information before they decide to go and 

read, hear or see it themselves. Many times critics stay at this 

point in analysis because it is fascinnting to be a "bitch" and 

offer a controversial opinion which can be torn to bits at a 

cocktall party hy sophistocats. This is where Marchand was stuck. 

He d e a l t  with other Canadian novelists but only at the descriptive 

s taoe  of analysis, although he did place himself on high. The word 

" u s u a l l y "  in the following quotation gives him away. 

Which hrings me to m y  point: no critic can afford to he 
this tough. 1 myself have not usunlly tried to render 
judgment in Olympian fashion, turning thumbs up or thumhs 
down with magisterial certainty. 1 suppose everyone 
would agree that War and feace sets a thumhs up, but 
after that it gets sticky. 

The next step in the .process of analysis is comparison and 

'O Philip Marchand, "What 1 Really Lika",  in Snturday  N i g h t ,  
Octoher 1997, page 56. 

Philip Marchand, "What f Reslly Like" in Saturday N i g h t ,  
Octoher 1997, page 59. 



contrast. Otber works are used to provide an historical context. 

Other composers are compnred for their melody, structures or use of 

i n s t r u m e n t s .  Other themes are compared or contrasted as foi1 to 

the work in focus. Harold Bloom did a masterful comparison of 

Shakespeare's self-conscious villain, Iaqo, in Othe110 and Milton's 

S a t a n  in P a r a d i s e  Lost. Bloom went beyond description when he 

compares these two colossai villains. 

Satan, gorgeous as his eloquence is, is nevertheless a 
repetition of Shakespeare's discovery of the nothingness 
at oiir centre. Hamlet tells us that he is at once 
not h i n g  and everything in himself , while lago gaes deeper 
into the abyss: "1 am not what 1 am," which deliberately 
reverses Saint Paul's "by the grace of God, 1 am what 1 
am." "We know no time when we were not as now," and yet 
we are nothing now. Ontologically, Iago knows he is a 
hollow man because the hestower of being, the wnr-gad 
Othelio, has passed him over. Satan, passed over, 
insists he is self-creîted and sets out to undo the 
creation intended to replace him. Iago, far more potent , 
undoes his god, reducing to chaos the only reality and 
value he recognizes. Poor Satan, in cont ast, can only 
attempt t 9  pique God, not to destroy him. 5 

Bloom allows the rsader to consider the "nothingness" theme in King 

Lear ,  the meaning of Yahweh's name ( I am that 1 am) in contrast to 

Satan's names,  and the comparison with a similar villain, Edmund 

the B a s t a r d ,  who was also passeà over. He stimulates the reader to 

jiimp t o  o t h e r  cornparisons and further conclusions, and this is the 

work of the true critic. A.C. Bradley, in his analysis of Iago 

it is not true thnt in Iaqa this egoism and t , h i s  want [of 
humanity] are ahsolute, and that in this sense he is a 
t h i n q  of mere evil. They are frightful, but if they were 
ahsolute Iago would be a monster, not a man. The f a c t  
is, he tries to make them absolute and cannot succeed; 

l i  Harold B l o o m ,  The Western Canon. pages 177-178. 



and the traces of conscience, shame and humnnity, though 
faint, are discernahle. If his egoism were absolute he 
would be perfectly indiff rent to the opinion of others; 
and he c l e a r l y  is not so. f J 

Here h e  act.ed as a judge and came to conclusions for the reader and 

she resents it. 

The next step is assessment and evaluation. This requires a 

fine education, discernment and wisdom. It requires the larger 

vision and the ahility ta take risks. The critic could be 

considered wrong. A.C. Bradley, in his lectures on Shakespearean 

t raqedy stated: 

In t h e s e  lectures L propose to consider the four 
principal tragedies of Shakespeare f rom a single point of 
view. Nothing will he said of Shakespeare's place in 
history either of English literature or of the drama in 
oensral. No attempt will be made to compare him to other 
writers. 1 shail leave untouched, or merely glanced at, 
questions regarclino his life and character, the 
devehpment of his genius and art, the genuineness, 
sources, text s , inter-relations of his various works. 
Even what may be called, in a restricted sense, the 
"postry" of the four tragedies - the beauties of style, 
diction, versification - 1 shall pass hy in silence. Our 
one object will be what, aqain in the restricted sense, 
may he called ciramatic appreciation; to increase our 
understanding and enjoyment of these works as dramas; to 
i e a r n  to apprehend the action and some of the personages 
of each with somewhnt greater truth and intensity, so 
tnat they may assume in our imaginations a shape a little 
less unlike t e shnpe they ware in the imagination of 9 4  their creator. 

This i n t e n t  is focused on the text of the plays not on their 

performances, and is an academic exercise only, although Bradley 

did d e f e n d  this approach - 

the prime requisite here is therefore a vivid and intent 

l 3  A. C . Bradley, Shakespearean Tragedy ,  page 191 . 

'' A. C . Bradley. Shakespearean Traqedy ,  page xiii . 



imagination. But this alone will hardly suffice. It is 
necessary also, especially to a true conception of the 
whole, to compare, to analyse, to dissect, And such n 
readers often shrink from this task, which seems to them 
prosaic or even a desecration. They misunderstand, 1 
helieve. They would not shrink if they remembered two 
things . In the f i r s t  place, in this process of 
cornparison and analysis, it is not requisite, it is on 
the contrary ruinous, to set imagination aside and to 
suhstitute some supposed "cold reason"; and it is only 
want of practice that makes the concurrent use of 
analysis and of poetic perception difficult or irksome. 
And in the second place, these dissecting processes, 
though they are also imaginative, are still, and meant to 
be, nothing but means ta an end. When they have f inished 
t h e i r  work ( i t  can only be f inished for a time) they give 
place to the end, which is that same imaginative reading 
or re-creation of the drama from which they set out, but  
a reading now enriched hy the products of palysis, and 
therefore far more adequate and enjoyable. 

Students of Shakespeare will remember A.C. Bradley as one of the 

prime critics of Shakespeare. Many would cornplain that "the 

metaphor was explainec?" and that they would have reaped higger 

benefits from beino challenged by an excellent theatrical 

performance and discavering the meaning of the metaphor themselves. 

Where is the wisdom except in the critic's own mirror? 

The final step is that of the critic who sets standards that 

are followed hy creative thinkers over time. Aristotle was a 

c r i t i c  of this type. He lived in a time which was dynamic and 

t h r i l l i n q ,  and also at its peak. H i s  education included a profound 

knowledge of history. Alexander Pope, critic supreme even at age 

twenty-three, wa.s one to set standards also. 

F i r s t  follow Nature, and your judgement frarne 
By her juçt standard, which is still the same: 
Unerring Nature, still divinely bright, 
One clear, unchang'd and universal light, 

l 5  A. C. Bradley, Shakespearean Traqedy,  page xiii-xiv. 



Life, force, and beauty, must to a11 impart, 
A t  once the source, and end, and test of art. 
Art £rom that fund each just supply provides 
Works without show, and without pomp presides: 
In some fair body thuç th'informing soul; 
With spirits feeds, with vigaur fills the whole, 
Each motion guides, and ev'ry nerve sustai s; 
I t s e l f  unseen, but in th'effects, remains. R 

Perhaps the critic at this point must be a philosopher as well as 

a translator, an historian, a judge, a teacher, and a writer who 

enjoys being in an audience, not creating original work but 

criticizinq it for fellow members of an audience for a salary and 

hopefully fame and a place in the history of the culture. 

1 have referred predominantly to critics of the written word 

because from the ancient Greeks, nfter the invention of the 

alphabet, written creative arts could be recarded with some 

permanence and so could the analyses of the critics. Sculpture, 

painting, architecture, photogrnphy and film are still with us and 

t h e  a r t  c r i t i c  plays  a similar role to the literary critic. Dance, 

music and drarna are arts which require literacy, but a record of 

t h e l r  performances has not been k e p t  until now on film, video and 

CD. However, the magical moment of the presentation of the work is 

always l a s t  . The performance has a dif f e r e n t  dynarnic every t ime it 

is o w e n  because of the relationship between the piece, the 

performers and the audience. An Elîzahethan audience at Macbeth, 

anxious because of James 1's ascension to the tbrone, would have 

interacted with the players very differently from a Victorie#n 

audience for whom a witch and a lady were distinctl~ SeParate, or 

l6 Alexander Pope, "An Essay On Criticism". in English 
L i t e r a t u r e ,  lines 19-30. 



a 1990's audience who saw it performed in Zulu. As a result the 

performances and their reception wauld he different. The critics 

woulci have prodi iced very dif ferent critiques because of this . Each 

would have ref lected an individual experience which over time would 

have lapsed into irrelevancy unless some universal truths were 

f ound . 

I t  is the task of literary criticism to help us read as 
total human beings, by example of precision, fear and 
delight. Compared to the act of creation, that task is 
s e c o n d a r y .  But i t  has never counted m re. Without it, 
creation itself may fa11 upon silence. i) 

In the rslationship between the artist and the audience the 

critic is hoth a part and apart. He has some of the cansciousness 

of the artist and he is a memher of the audience. The critic is 

a l s o  apart from the artist because it is his objectivity that 

allows him to analyze the work, and apart from the audience in his 

emot ional and intellectual detachment, whicfi allows .him to take 

notes d w i n g  the performance and write a review l a t e r .  The job of 

the c r i t i c  as a part of the audience and apart fram the audience is 

to identlfy and describe, to compare and contrast, ta assess and 

evaluate, and to set standards. This is the role of a teacher and 

a judge and some are better at it t h a n  others. T t  is the critic 

like Marchand, neither a teacher nor a judge, describing his 

personal dislikes, who is used t o  light a winter fire and little 

more.  It is the critic like Aristotle, often a teacher and a 

humanistic judge, one who completen the analytical process and 

jumps to the universal, who will live forever. 

. - 
1 I - George Steiner, Lantgt~age and Silence, page 11. 
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CXAPTBR TWBLVB 
THE HISTORIM A m  THE RBADBR 

History fills our imaginations with people larger than life 

and with distant, exciting events. The great thinkers of the past 

who have chanqed the course of our lives, exploring new parts of 

the world, hringing in new laws, inventing wcnderful things, 

inspire us with ideas of our own. Sometimes great thoughts are 

able to stand alone in their brilliant profundity. Sornetimes they 

need a context (cultural, qeographical, political, social and 

biographieal) to make the thinker of these thoughts more real. We 

appreciate the infallibility of Glenn Gould's performance of Bach's 

Goldberg Variations edited to perfection, - perfection i awe- 

inspirino; but w e  also like our heroes flawed with the foibles of 

humanrty which w e  share and understand. Thomas Jefferson, a 

Southern slave owner who was rumoured to have had a slave mistress, 

Sally Heminqs, and slave children by her, drafted The Declaration 

of Independence,  "We hold these Truths to he self-evident, that al1 

Men are created equal, that they are endowed hy their Creator with 

certain unalienable Rights; that among these are Life, Liberty, and 

the Pursuit of Happiness. This document can stand alone in its 

own power and qlory, but the hypocrisy, ambivalence and ambiguity 

found in the contraversial realities of the man behind its creation 

allow the student of history to consider with ironic appreciation 

an e s s e n t i a l  aspect of the history of the founding of the United 

l The Declaration of independence, http://www.house.gov/ 
h o ~ ~ s e / D e c l a r a t i o n . h t m l . ,  June 2000. 



S t a t e s  of America. The historian who brings  us this context 

enhances our understanding of our ancestors, ourselves, our 

The historian offers the context of the thinker to a reader of 

history. The historian does not demonstrate an active awareness of 

audience or take a place in the audience, as the c r i t i c  does. The 

historian traditionally has been the objective, omniscient observer 

who offers a clear view of the action and the actors, describinq 

mci o f f ermg  a halancsd interpretatian. Profound , cont inued 

i n t e r e s t  in our i d e n t i t y ,  past and present, has allowed three 

partners to participate in the study of history - the past w i t h  i ts  

x t o r s  and events, the historian set in his/her own biography and 

CU lt irre , and the reader who searches for our human nature in order 

to iinclerstand the human predicament better - an inseparable and 

ever-chan gin^ relationship. 

For every thinker there is a commiinity involved in events. 

This commimity exists in time, and the thought of one person is 

connectecl over time to others of very different cultures. The 

historim nas the important role of weaving the thinker, the milieu 

and siqnificant events in a period of time together meaningfully 

and unse1fconsciously1 linking a thinker of yesterday to an 

audience of today . 
The historian and the facts of history are necessary to 
one another. The historian without facts is rootless and 
fut i le;  the facts withoiit the historian are dead and 
meaningless. My first answer to the question "What is 
history?" is that it is a continuous process of 
interaction hetween the historian and his facts, an 



unendino aialague between the present and the past .' 
This statement does not take "the continuous process of 

interaction" f ar enough . Facts, the people and events that 

happened in a chaotic, bewildering confusion, may be meaningless 

without the interpretation of the historian who is rooted in his 

own period of history. People, the ones who stand out in this 

confusion, often thinkers of influential works or deeds, require 

the historian to tell their story. The historian's interpretation 

connects thess people, living through extraordinary events which 

shaped their lives and thought, to the reader. However , the 

audience is an important member of the partnership. Readers of 

history at later points in time, want to understand the thinker and 

the tnoiight more f ully hy investigat ing the biogrnphical and 

historical context. Often the important works of influential 

people are preeerved through time, but their biography (except for 

some stat 1st i c a l  informat ion ) , specif ic influences which helped to 

shape their thought, and the individual map of their lives are 

missino. The works of Shakespeare stand alone maqnificently, but 

we wsnt to know more about the man. The historian provides as much 

of the story as possible, shaping it with the Rias of persanal 

interest, research, and reasons for writing. The reader of 

history, more than likely not an historian but a laver of history, 

transforms the story once again with persona1 interests. This 

reader has an important place in the process, even though it is as 

a faceless, anonymous, ever-changing entity. 

' E.H. Carr, What is Histary?, page 30. 
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How does the reader participate in the process of historical 

mvestiqation and interpretation? 

History hegins with people and events set in time, in a 

society and in a continuum. The historian arrives on the scene, 

like a detective after the event , selects the evidence, organizes, 

describes, interprets, and presents the fullest picture. To whom 

and for whom does the historian write? Often that audience is 

other historians. Perhaps it is for a larqer audience - university 
students, colleagues, or contemparary saciety wha will confer fame 

and position. The audience, however, cannot be anticipated. It 

exists heyond the historian's imagination, because it also e x i s t s  

in the future. 

T . S. Eliot in "Traclit i o n  and the Individual Talent" explained 

the importance that history and the tradition of the poet has had 

on the interpretation of the poem, and the effect the poem will 

have on future poets. In turn, the poet of the future and future 

interpretation of the poem will modify its meaninq. The historical 

context affects the interpretation that the poem constant7.y 

undergoes. R.G. Collingwood expressed the same idea about the 

developrnent of new schools of thought. 

Any a d d i t i o n  to t.he body of philosophical ideas alters to 
some extent everything that was there already, and the 
establishment of a new philosaphical science necessitates 
a revision of al1 the old ones.' 

Louise Rosenhlatt clearly articulated the interaction hetween 

the audience and the text. It is not a passive "tabula" to he 

R.G. Collinwmod, The Idea of History, page 6. 
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impressed with the hypothesis of the hîstorian for n faceless 

a u d i e n c e .  

Moreover, we see thnt the reader was not only paying 
attention to what the words pointed to in t h e  external 
world, t o  their referents; h e  was also paying attention 
to the images, feelings, attitudes, associations, and 
ideas that the words evoked in him. . . . Notions of 
mankind as a whole, of war, or astronomical time were 
part of the renders' contrihrtion to the "rneaninq" that 
evidently arose in t h i s  way.- 

C a r l o  Ginsberg in The C h e e s e  and the Worms commented on the 

process of readinq. 

More t h a n  the text, then, what iç important is the key to 
hls reading, a s c r e e n  t h a t  he unconsciously placed 
between himself and the printed page: a filter that 
emphasized certain words while obscuring others, that 
stretched the meaninq of a word, takinq it out of its 
c o n t e x t ,  that ncted on Menocchiots memory and distorted 
the very words of the text. And t h i s  screen, this key to 
h i s  reading, cantinually l eads  us back to a culture that 
in very different from the one expressed on the printed 
page - one based on an oral tradition.' 

This is somethinc every reader doeç, and it is especîally 

noticeable when the text and culture are from a different time. 

Ginsberg went on to conclude: 

It was the encounter between the printed page and the 
oral culture, one o f  which he was the emhodiment, that 
l e d  Menocchio to formulate - first for himself, later for 
h i s  fellow villagers, and finally for the judges - the 
"opinions.. . [that] came out of his head.lfo 

This too is what a reader does. One reads, interprets selectively, 

goes  through a process of synthesis, and then voices an opinion 

Louise, M. Rosenblatt , The Reader, T h e  T e x t ,  The Poem, pages 
10-11. 

"arlo Ginsberg, The Cheese and the Worms, page 33. 

' Carlo Ginsberg, The Cheese and the Worms, page 33. 
1 4 7  



which seems ta be one's own. Irony can be seen  in Ginsberg's 

anaiysis of Menocchio's reading of Handerville's Travels. Ginsberg 

read the Inquisition trial of Menocchio, then investigated his 

library and supposedly read t h e  books to more fully understand the 

references. In his footnote to Manderville's ~ r a v e l s ' ,  he noted 

that there were opposinq interpretations (Seymour's edition, Letts 

and Bennet ) . He then of fered his interpretation of Menocchio' s 

interpretation of the book and Ginsberg's reader struggles ta see 

beyond the layers involved. To clarify: f irst there was Menocchio 

and the events  surrounding his trial. Then there was the 

Inquisitor's secretary who recorded the words spaken at the trial. 

Then there was Ginsberg who wrote n fascinating study of a miller 

in the sixteenth century (even includinq a list of his daughter's 

dowry on h i s  wedding). Then there iw t h e  audience, r e a d e r  of The 

Cheese and t h e  Worm.s, with her interpretations according ta her own 

hiatory and interests. A n o t h e r  level to he acknowledged is the 

number of translations that this process has qane through - the 

original language of the Manderville book ,  French translated into 

~ t a l i a n k  t . h e  P r i u l i  dialect of Menocchio, the Latin of the 

Inquisitor's secretary, the Italian of Carlo Ginsberg, the  Enqlish 

of The Cheese and the Worms. Not only does the event get filtered 

throtiqh interpretat ion, but also through the f ilter of language 

translation. 

Obviously, 1 have not a c c e p t e d  whnt 1 have read 

' Carlo Ginsberg, The Cheese and the Worms, page 147. 
' Carlo Ginsberg, The Cheese and the Worms, page 1 4 7 .  
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uncritically. Indeed, T have a l s o  tried "to think with" 
them and, in so doino, f have recast them in my own way 
and for my own reasons. 

Historians and the general reader of history (like Menocchio) 

"recast" the text into a more personal frame. The "external 

reference-interna1 response" of Rosenhlatt enriches our historie 

It is difficult to include the people reading history at some 

distant point in t i m e  and from a yet unknown culture. They cannot 

be identified or specified, cannat he addressed with assumptions. 

The reader can only be persuadeci hy an excellent argument. 

E.H. C a r r  reacted against the suggestion of Collingwood that 

the interpretation of history is a totally subjective exercise. He 

In place of the theory that history has no meaninq, w e  
are offerecï here the theory of an infinity of meanings, 
none any more r i g h t  t h a n  a-ny othsr - which cornes to much 
the same thing.. . . It does not follow that, hecause 
int erpretat ion plays a necessary part in establishino the 
f a c t s  of history, and because no existing interpretation 
is wholly objective, one interpretation is as good as 
another, and the f a c t s  O history are not amenahle to 
objective interpretation. h 

and s t a t e d  that this "infinity of meaninas" is untenable. The 

historian bas no control over the reader except through the 

integrity of the historian's interpretation. The reader's 

interpretation of the historian's work is too far removed for him 

to consider. 

Three parts of the relationship are history, the historian, 

' David Levine, 'Considering the Subjecttt, page 3. 
. - 
'' E.H. C a m ,  What is H i s t o r y ? ,  pages 26-27. 



a n d  the student of history. Here the audience plays a specific 

role. The reader of history is multi-faceted and not necessarily 

an easlly identified student. 

Before you study the history study the histarian. Naw 1 
woi11d add: Before you study the historian, study his 
historical and social environment. The historian, beinq 
a.n individual, is also  a product of history and of a 
society, and it is in this two-fold light that the 
student of history must learn to regard him. l i 

Carr, Thompson, Warner and Gould are gaod examples of 

historians who fit into a social/historical environment. Just from 

Carr's qrzotation a feminist reader taday might ruffle her feathers 

w i t h  his automatic use of the pronoun 'hi& because Carr 

represented,  in the use of his languaqe, a scholar coming from a 

petronizin~, paternalistic society. 

Thornpson in The Maklng of the English Workinq C l a s s  (his study 

of family, community, education, w a r ,  professional and political 

experlence) had serious investments in the working c l a s s .  Warner, 

Interesteci in literature ana women's mythology, included much of 

that persona l  interest when she wrote Joan of Arc. Gould confessed 

his persona1 i n t e r e s t  In the Burgess Shale and in Walcott's 

I d i d  not approach the Walcott archives with any qeneral 
biographical intent. 1 had but one goal, which hecame . 
somethino of an obsession: 1 wanted ta know why W3lcott 
haci committed his cardinal error of the shoeh~rn.~' 

Gould's profession and ahilities (literary, professional, 

personal i , his expertise and his sense of humour al1 add to our 

. . 
l L  E.H. Carr, What is Histary?, page 4 4 .  
. - !' S t e p h e n  Jay Gould, Wonderful  Life, page 2 4 4 .  



1-tnderstanding of paleontological history. 

Murnford indicated that an historian cannot be separated from 

his personal biography, h ~ s  cultural history, or even from global 

history . 

Seeking to clear out of his mind al1 knawledge, true or 
f a l s e ,  that it contained, in order to build from rock 
hottom, Descartes was left with what seemed ta him an 
indisputable proposition: the famous, 'II think, therefore 
1 am. " This equatian of thought with being removed it 
from al1 qualifying limitations: thinking itself tended 
to hecome unconditional and abnolute: in fact, the sole 
imperative demand of existence. In order to reach this 
point Descartes forgot that hefore he uttered these 
words, "1 think . . . , "  he needed the cooperation of 
countless fellow-heings, extending hack into his own 
knowledge as far as the thousands of years that Bihlical 
history recorded. Beyond that, we know now, he needed 
the aid of an even rernoter past that mankind too long 
remnined iqnorant of: the millions of years required ta 
transfarrn his dumb animal ancestors into conscious human 
beinos . 

"1 think, therefore 1 am. " had meaning only hecniise 
of this immense mass of burieci history. Without that 
past , his momentnry experience of thougj~t woiild have heen 
undescribable; indeed, inexpres~ible.'~ 

The histarian has specific context, but, since the historian 

is a human being, a "social phenornena" and a "part of the 

procession", Mumford may not have pushed his point too f a r .  

The historlan, then, is an individual human being. Like 
o t h e r  rndividuals, he is also a .social phenornenon, both 
the product and the consciaus or unconscious spokesman of 
the saciety to which he belongs;  it is in this capacity 
that he approaches the facts of the historical past . . . .  
The historian is just another dim figure trudging along 
in another part of the procession . . . .  The historian is 
part of history. The point in the procession n t  which he 
finds himself determines his angle of vision over the 
past. 14 

' j  Lewis Murnford, l'The Myth of the Machinef1 in The Pentagon of 
Power. 

'' E.H. Cnrr, What is History?, pages 35-36. 



The individuals caught in the oriainnl events of history are 

fo11owed hy historians through the ages who have offered their 

interpretation of what happened and why. A t  the end of the 

procession are the crowds of readers who bring their own interests 

and experiences, their own contexts, vocabularies with etyrnolagical 

development, and their own persona1 or communal political agendas 

to the readino and appreciation of history. The procession 

i n c l u d e s  not only the originators of history and the interpreters 

of history, but also the readers who follaw and cheer. 

O t h e r  historians have offered hypotheses which fit into their 

societal, cultural and personal interests. Harold Bloom's The 

Western Canon reflects al1 of these. He speculated, "on purely 

I n t e r n a 1  and subjective literary grounds", that the J Code in the 

Bihle was written hy Bathsheba, a Hittite woman and wife of King 

David; this would have explained, for him, "the ironic presentation 

of the Hehrew patriarchs" and the character of God. 

The J writer was the original author of what we now cal1 
G e n e s i s ,  Exodus and Niimbers, but what she wrote was 
censored, revised, and f requently ahrogated or distorted 
hy a series of redactors acroçs five centuries, 
c v l m i n a t i n g  in Ezra, or one of his followers, in the era 
of the return from Bahylonian exile. These revisionists 
were priests and cultic scribes, and they seem to have 
heen scandalizeb by Bathsheba's ironical freedom in 
portraying Yahweh. J'ç Yahweh is human - al1 tao human: 
he e a t s  and drinks, frequently loçes his temper, delights 
in his own mischief , is jealous and vindictive, proclaims 
his justneçs while constantly playing favorites, and 
develops a considerahle case ai neurotic a n x i e t y  when he 
allows himself to transfer hiç hlessing from an elite to 
an entire Israelite host. By the time he leads that 
crazed and suffering rabblement through the Sinai 
wilderness, he has become so insane and dangerous, to 
himself and to others, that the J writer deserves to he 



called the most blasphemous of al1 authors ever. 15 

N o  one knows who wrote Genesis, EXO~US, and Numbers. Once, it was 

heileved t ha r  Moses wrote it down after God whisperea in his ear on 

Mount Sinai. Historians, until today, would never have ventured 

t his unique interpretation of the writer of the J Code. Today, the 

reciders o f  Bloom lauqh, raqe, scowl after their fashion as they 

orapple with this outrageous theory. Future readers may have a 

very different response. Later, t is likely that the next 

historian amongst us may offer a further interpretation. 

The f a c t s  o f  history are indeed facts about individuals, 
but n o t  about actions of individuals performed in 
isolat ion, and not about the motives, real or imaginary, 
from which individuals suppose themselves to have acted. 
They are f acts about the relations of individuals to one 
e n o t h e r  In society and about the social forces which 
produce from the actions of individuals results often at 
variance with, and sometimes b~posite to, the results 
which they themselves intended." 

Joan of A r c  hy Marina Warner not only placed the individual in 

the midst of h i s t o r i c a l  personalities who dwarf her, but also 

mythical figures who overshadow her. Little is actually known 

about Jhenne Darc. I n  books about her there are often an 

imposition of motives, description of inner feelings, assumpt ion of 

causa t i on ,  sheer speculation, and far-fetched theorizinq. Marina 

Warner ' s  book also ref lects feminist interests. The chapters "Haid 

of France" and "Amazon" deal with subjects that have been long 

considered taboo. Joan of Arc's lack of menstruation and her 

t r a n s v e s t i s m  were never dealt with by male historians. They have 

I5 Harold Bloom, The Western Wnon,  page 5. 
7 ' '' E . H .  Carr,  What is History?, page 52. 
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just become interesting because there are now a fair number of 

female historians and women readers who have an interest in such 

w - ~ b j e c t s  . Warner's hook will surely encourage other historians to 

investigate these obscure details. A reader's interest may range 

from power-dressing to anorexia to Greek mythology dealing with how 

the old matriarchy has been twisted into the bizarre (Medusa, 

Cassandra, and single breasted Hippolyta). The procession of 

history ends with the reader. The reader may t a k e  part in hook 

club discussions and may go to parties where  this sort of 

hrstorical trivia is dispensed. An historical study has a wide 

inflvence qeneratinq further interest. Academia is not all. 

Great history is written precisely when the historian's 
vision of the past is i f p m i n a t e d  by insights into the 
problems of the present.- 

Insights by feminists into the forces that influence women and 

men to act emerge from the consc io~~sness -ra i s ins  work of 

polit ically act i v e  , contemporary women. The readers of history 

promote or neglect such interpretations which coincide with the 

values and intellectual investments of their period. Perhaps a 

reader of Joan of Arc may be a medical professional with an 

In teres t  in schizophrenia. Thus another avenue is opened and 

explored, even if it was initiated only by speculation. The reader 

of history is n product of the contemporary social/politicnl 

environment and explores the world from that context. 

The now popular Chaos Theory is influencing many t h i n k e r s ,  

c a u s i n g  them to  revise an attitude which had been so integral that 

1; E.H. Carr, What is History?, page 37. 
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it was an assurnption beyoncl awareness: there is a cause for 

everything. This was questioned by Hume and others following him. 

C o n t i n g e n c y  is a word which preoccupied Gould in Wonderfrrl Life. 

Arqurnents of this form lead me to the canclusion that 
hiology's most profound insight into human nature, 
status, and potential lies in the simple phrase, the 
emhodirnent of contingency: Homo sapiens is an entity, not 
â tendency . 

By taking this form of argument across al1 scales of 
time and extent, and right to the heart of O u r  own 
evolution, I hope 1 have conv nced you that contingency 
matters where it counts most. ib 

Many contempornry thinkers are considering contingency, 

indeterminacy, or the Chaos Theory with great sincerity, working it 

i n t o  their interpretntions a s  Gauld did. Readers of history are 

also fascinatsd by this now fashionahle position expressed by 

people in a variety of fields like John C a g e ,  Andy Warhol ("Urine 

on C o p p e r " ) ,  Daniel Boorstin, David Ruelle, or Edward Lorentz. 

The p n s t  is intelligible to us only rn the light of the 
present; and we can fully understand the present only in 
the light of the past. To enable man to understand the 
society of the past, and to increase his mastery over the 
s o c i e t y  ..of the present, is the dunl function of 
history ." 

The historian is the accepted interpreter of history, the 

writer of h i s t o r i c a l  analysis. Most historians do not live history 

( e x c e p t  infrequently, like Julius Caesar and Winston Churchill), 

that 1s in the province of the participants of history, those who 

lived through the events (with a subjective view of what happened, 

n o t  the professional, objective view of the historian). The 

IL Stephen Jay Gould, Wonderfol Life, paqe 320. 

i 5  E.H. Carr, What is History?, page 5 5 .  
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historian may record, document events, analyze people involved in 

these events and write books read by students and lovers of 

history. The reader brings the experiences, assumpt ions, biases 

and richness of personal life, understanding and interpreting the 

orioinal events once again. The reader of history is the product 

of chanqing times. This allows for variations in how history is 

seen and understood: focus of interent (from kings to workers, men 

to women, colonist to native), selection of details (power 

dressing, eg. Joan of Arc!, or popular theory of historical 

a n a l y s i s  (cati.sation/ indeterrninacy, great man/Marxist materialisrn). 

The events, if recorded or available for investigation, will always 

be t nere . The historian's interpretation will be found in 

lihraries; htrt , the reader is constantly changing and constantly a 

part of the developing interpretation of history. 

The study of history is interactive. The events and people 

studied have an interaction with themselves. The historian 

a c t i v e l y  interacts with his stibject, and then the audience 

interacts with the historical study. But, who is the audience of 

the historian? The audience iç not just another historian who 

reads the hietory at another point in time and rewrites it in the 

light of a new perspective, but anyone who reads the histary and 

sbsorbs,  witn critical appreciation, the story throuqh the 

hxtorian's eyes. The interpretation of history changes not only 

with every new historian but also with every new reader of history. 

However, if the historian were ta be consciously aware of the 

reader, there could he enormous difficulties. Some recent 



historians nave heen forced to write history with the reader in 

mlnd. History hecomes propaganda when the reader must he persuaded 

about the glory of the nation, or convinced that events definitely 

le? to certain actions or reactions. The historians of Hitler's 

Ei~rope or Stalin's Soviet Union were expected to reinterpret 

history for political purposes and even rewrite history to exclude 

events (the holocaust or Stalin's purges) to satisfy the dernands of 

.the leader and escape death themselves . Nat ions always operate 

with an ethno-centric b i a s  and their histories often ref&ect this 

h i a s ,  but propaganda is unacceptable to most historians. 

Do not forget thnt, as Marx once said, the educator has 
t o  be educated; in modern jargon, the brain of the brain- 
washer has  itself heen washed. The historian, bef re he 
heqins t o  write history, is a product of history. id 
G R .  E l t o n  insisted in his inaugural lecture as Regius 

Professor of Modern History that 

English history would show " t h e  manner i n  which this 
Society mana~ed to civilize power and order itself 
t h r o u q h  constant chanaes"; "an age of uncertainty, beset 
by false f a i t h s  and the prophets of constant innovation, 
badly  n e e d s  to know its m o t s .  1 1  21 

The historian who "would show the manner in which this society 

manageci to civilize power" is reflecting his own historical hias, 

his own hrainwashinq, and is alço writing propnganda. And to whom 

would this be shown? Not to other historians, but to the student 

of history, to the reader of history who is seen as malleable and 

impressionable. 

'' E.H. Carr, What is H i s t a r y ? ,  paqe 4 0 .  
m .  

E.H. Carr, What is H i ~ t o r y ? ~  page 173. 
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C a r l o  G i n s b e r g  s î i d  h e  d i d  write c o n s c i o u s l y  f o r  a n  a u d i e n c e .  

When I 8 m  w r i t i n g  1 am a lways  t h i n k i n g  abou t  s p e c i f i c  
p e o p l e .  1 w r i t e  a s e n t e n c e  and t h i n k  about haw t h a t  man 
o r  that waman would react t o  that e n t e n c e .  I n  some way 
it's a kind of d i a l o g u e  g o i n g  on .  27 

T h i s  d o e s  nat defend t h e  p r o c e s s  of w r i t i n g  h i s t o r y  with t h i s  

a u d i e n c e  i n  mind, hecause  he is t o o  vague a b o u t  e x a c t l y  who t h e s e  

people a r e  and what his purpose  i s .  H e  d i d  s t a t e  that he p r e f e r r e d  

n o n p r o f e s s i o n a l  r e a d e r s  and he  a p p r e c i a t e d  t h e  k i n d  of r e a d e r  

Menocchio wns;  b u t ,  h e  a l ç o  says, "1 am deeply i n t e r e s t e d  i n  

catchln9 the r i g h t  meaning. "ij T h e r e f o r e ,  h i s  r e s p o n s e  t o  t h e  

r e a d e r  was a l m o s t  mean ing les s ,  because  t r y i n g  t o  g e t  a  Menocchio, 

a s  a r e a d e r  o f  h i s t o r y ,  ta get " t h e  r i g h t  meaning" is no t  

g u a r a n t e e d ,  n o t  even i m a g i n a b l e .  G i n s b e r g  d i d  have a real 

awareness  of the reader but n o t  of a s p e c i f i c  audience. H e  may 

h a v e  l i k e d  dialogue t be initiated and i d e a s  s h a r e d ,  b u t  not 

hecause  he  was f o r c i n g  anyone t o  s h n r e  h i s  b e l i e f s .  

T h e  people and e v e n t s ,  with the h i ç t o r i a n  t o  i n t e r p r e t  them, 

require a n  a u d i e n c e  (which is n o t  j u s t  o t h e r  h i s t o r i a n s )  t o  listen 

and appreciate. Odysseus ,  A c h i l l e s ,  He len ,  Hector  and Cassandra  

wouId have heen  f o r g s t t e n  w i t h o u t  Homer; bu t  t h e  s t o r y t e l l e r  

w i t h o u t  a n  a u d i e n c e  is n o t h i n g .  

T h i s  a u d i e n c e  i s  a l s o  made up of s t u d e n t s .  While s t u d y i n g  

h i s t o r y ,  students l e a r n  t o  read, i n t e r p r e t ,  and a n a l y z e  i n f l u e n t i a l  

thinkers i n  t h e i r  h i s t o r i c a l  c o n t e x t  w i t h  the h e l p  o f  many 

'' Keith Luria. "The P n r a d a x i c a l  C a r l o  Ginsbe rq" ,  page 100.  

" Keith L u r i a ,  "The P a r a d o x i c a l  Car lo  Ginsberg' .  page 190. 
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historians. Stiidents represent changes in p o p u l a t i o n  and interests 

of the general audience. As African Canadians, Alhanian refugees, 

South h i a n  immigrants, and many others w i t h  a variety of religious 

and political backgrounds, they hring rich and wide perspectives t o  

the s tudy  of history. Presented with the vast scope of the 

historians they read, hopefully students begin to comprehend that 

the part they play as readers and thinkers themselves may lead ta 

their becornino h i s t o r i a n s ,  archaeologists, or sociologists with 

a c t i v e  roles in t h e  interpretation of events in t h e i r  own 

cornmunltles and in t h e  world. 



CHAPTBR THIRTBBN 
UWfVBRSALITY 

There are many controversies over how effective it is to 

communicate one's thaught to another person. Bertrand Russell, in 

lookino a t  J o h n  Locke ' s Essay Concerninq Human Understanding, 

points o u t  one aspect of t h i s  problem. 

Empiricism and idealism alike are faced with a prohlem to 
which, so far, philosophy has found no satisfactory 
solution. This is the problem of showing how we have 
knowledse of other things than ourself and the operat ions 
of o u r  own mind. Locke considers this prohlem, but what 
he says is very ohviously unsatisfactory. In one place 
we are told: "Since the mind, in al1 its thoughts and 
reasonings, hath no other immediate ohject but its own 
ideas, which it alone can or does contemplate, it is 
e v i d e n t  t h a t  our knowledge is only conversant about 
them. "! 

How does one person ever  truly understand and acknowledoe the 

v a l i d i t y  of another's thought? The answer to t h i s  question is 

certsinly far too ahs t rac t  and suhtle to know with certainty. One 

tests a n o t h e r ' s  thought a q a i n s t  one's own perceptions, experience, 

intirit ion, mernories, and other people's ideas. Individuals may 

compare t h e i r  perceptions of p h y s i c a l  reality to the perceptions of 

c z t h e r s .  When people are able  to use langusqe to reflect nccurately 

empirica 1 informat ion, t h e n  perhaps rat ional concepts mny be 

communicated as accurately. In t h e  process one accepts on faith 

that one's own thought can be accepted (after testing) by another 

person. Bach person has to try, with a l 1  the sensitivity possible, 

to understand t h e  thought that was communicated, using the 

Bert rand Russell, History of Western P h i l ~ ~ o p h y ,  page 590. 

160 



limitations of the symhol systern and one's own experience. It is 

a difficult process and there will always be distortion or 

modification. Collinqwood articulated confidence in the capacity 

of people to understand each other hased on a helief in universal 

human nature . 

The body of humnn thought or mental activity is a 
corporate possession, and almost al1 the operations which 
our minds perform are operations which w e  lenrned to 
perform from others who have performed them already. 
Since mind is what it does, and human nature, if it is a 
name for anything . real , is only a name for human 
act ivities , this acquisition of ability to perform 
determinate operations is the acquisition of a 
d e t  erminate human nature. Thus the historical process is 
a process in which man creates for himself this or t h a t  
k i n d  of human nature by re-c~eatinq in his own thought 
the past to which he is heir.' 

If an individual's thought is specific to one person and 

def i n e d  hy the characterist ic skills, interests, values and 

perceptions of that person in s cultural and historic context how 

can the thouaht he understood by others who are different? How can 

scimeone understand another without an identical background and 

similar perspective? How can another person understand my poetry 

without having gone through my experiences and my emotional 

responses to those experiences? One understands by approximating 

my sensual and emcrtianal responses to sirnilar experlences. 1 am 

not unique .  

A poem tells us how to he human hy identifying ourselves 
with others, and findino a g a i n  their dilemmas i n  
ourselves. What w e  learn from t h i s  is self-knowledge. 

I do not mean from this a narrow knowledqe of our 
own f o i h l e s  only. On the contrnry, the self that we 
discover in this mode of knowledge is every self and is 

R.G. Collingwood, The I d e n  of R i s t a r y ,  page 226. 



universal - the humnn self. Or hetter, each of us 
discovers the outline of his self within the human 
totality. We learn to recognize ourselves in others, and 
the cornparison shows us what we are and at the same time 
what man is, in general and in particular. 3 

One also understands thraugh the language or symhol system 

which is chosen to communicate t h e  thauqht. Language h a s  a 

structure and s i g n s  whose meanings have been accepted hy a group. 

Repetition over time makes the language more precise or appropriate 

to the users. Language is hoth wide and deep enough to accommodate 

s u b t l e t y ,  nuance and allusion, and if it has limitations they can 

he stretched. Though Noam Chomsky does not deal with universality 

of languaoe, in his st.udies on the structure of language he does 

suqgest  that t h e r e  i s  an underlying human nature for which language 

is i n n a t e ,  shared and understandahle. 

In fact, whatever evidence we do have seems to me to  
support the view that the ahility to acquire and use 
1snqi.iage is a species-specif ic human capacity , that there 
are very deep and restrictive prlnciples that determine 
the nature of human language and are rooted in the 
specific character of the human mind . . . .  

Speaking  again from a personal point of view, to me 
the rnost interestinq aspects of contemporary work in 
qrammar are the attempts to formulate principles of 
organization of languaoe which, it is propo~ed , are 
1.miversal ref lect ions of propert ies of mind. . . . - 

Some languages ,  such ne mathemat ics, express absolu-tes. 

Axioms stated hy Euclid express truths about an infinite f l a t  

plane. In arithmetic, 1+1=2 in any hase greater than 3 is an 

a b s o l u t  e . Universals are understood and assumed. In the sciences, 

which use mathematics to explore nature and to express concepts 

' J .  Branowski, The Identity of Man, pages 66-67. 

4 Noam Chomsky, Langrrage and Mind, pages 102-103. 



about the universe, general principles have heen discavered which 

are true in al1 physical systems. Mathematics has been cailed an 

axiomgtic deductive system. The axioms are self-evident truths, 

the reasoning is deductive, and the symbols are independent of the 

s y s t e m .  In the case of Euclidean geometry, where one operates on 

an infinite, f lat plane, the stating of a theorern and demonstration 

of the proof follow a set procedure that anyone trained in geometry 

can understand. If the assumptions change, as in hyperbolic 

oeometry, for example, the understanding is still universal. When 

Riemann discovered this geometry, he produced a construct t h a t  no 

one r e c o g n i z e d  as carrelating t o  reality, but which hnd to he 

accepteri as "rea l"  as Euclidean qeometry hecause it was equally 

c o n s i s t e n t .  Geometry has developed beyond the possibilities of 

E u c l i d e a n  geornetry, but mathematicians still accept Euclidean 

axioms es t r u e  w i t h i n  the bounds of a flat plane. The lanquiqe of 

mathematics does have limits, and mathematicians have determined 

some boundaries to i t ,  but if the structure of a lanquage is 

concerned with absolutes, as mathematics is, t h e n  there is a 

oreater possihility of universal understanding. 

Rvlea,  in the sense of conventions that have general 

a o r s e r n e n t ,  present a different scenario t h a n  laws that have to be 

accep t ed .  Rules, as for any game, ensure that al1 of the players 

understand the game. Perhaps not everything is understood 

p e r f e c t  ly, but within moderate hounds understanding is possible. 

P e o p l e  are mult i-lingual. Those of one mother tongue c m  

understand others of a different tongue when they play baskethall 



or oolf together, because the rules are known and accepted as the 

hasis of playing the gnme. People of different langitages and 

cultures can read music together and agree on t h e  sound produced. 

Over time, this may he more difficult because instruments are tuned 

slightly sharp or f lat according to t h e  fashion of the period. 

Perhaps Vivaldi would have expected ta hear a slightly different 

solmd, but he would still have heen able to communicate in music 

across  the years. The language, with its structure, rules and 

symbols allows meaning to he understood and shared. 

Frazer ' s  The Hero Wi th a Thorisand Faces and the psycholoqical 

works of Jung, suggest t h a t  archetypes are a set of themes which 

exist in the unconscious of us al1 ?cross cultures and time. These 

themes  have been used hy psycholoqists to interpret dreams. 

Psychology's ecceptance of archetypes point to a universal, 

subconscious reservoir of symbolic meaning. 

Misunderstanding is always the ot her side of understanding. 

The i n t e n t  of the person expressinq the thought, the suhtext, the 

honest y involved, the connotations of the vocahulary and of 

metsphor, the historical, cultural, communal context, the politics 

of u n d e r s t a n d i n o  between people, the context both of the thought 

and of its reception, and the enormous prohlems of translation, al1 

make the possihility of understanding quite difficult. 

Ima-gination, both the writer's and the listener's or reader 's, 

is a faculty praised by poets. I t  is this very human ahility which 

allows understanding in difficult situations. In the expression of 

the thinker, the figurative images (components of a symhol system 



which q i v e  a h s t r a c t  i d e a s  a concrete reality) provide the audience 

with t o o l s  of translation from a uni-lingual systern to a multi- 

lingual systern. Since a l 1  of us are multi-linoual, translation 

from an artlculated expression to the mind of the listener can take 

a metaphor and render it calourful, textured and emotional. 

Imaqination, with its ability to use metaphor to bridge gaps in 

vcicabiilary, with its images and unlikely comparisons, offers a 

oreat deal of assistance in understanding the strange and different 

in people's experiences and in communicating it to others. That 

q i v e  and take', the constant desire for feedhack, allows the 

circle of accirracy ta tiqhten until .people believe that they are 

a h l e  to understand another's thought or feelings. 

Evsn the word 'universal' has many assumptians huilt into it. 

One assumption is t h e t  there is a unified existence in a universe 

w i t h  similarities which can be shnred. Recently, the word 

multiveree h a s  h e m  introduced hy astronomers and sci-fi buffs who 

explore the systems in and heyond our universe. They theorize that 

comrnunicatlon between ourselves and aliens is conceivahle. With 

this possihility in mind, Voyager I I ,  the space craft sent ta the 

f a r  reaches of our solar system, contains a recorded message in 

many f a n g m g e s  about life on earth. 

Hurnan beings represent a species with very little significnnt 

physical variation. Cultural differences are the major variables, 

but even thouoh there are many cultures and many languages, there 

are still rernarkably few langunge families. Indo-European is one 

lanqiiags family and Sinitic is another. Much of the globe is 



covered hy t h e s e  t w o  language families. If Islam and Christianity 

are seen as cultural-religious groups, many of the people i n  the 

w r l d  belonq to them. Universality is eas i er  to imagine than 

individuality. Carr says: 

Society and the individual are inseparable; they are 
necessary  and complementary to each other, not opposites. 
"No man is an island, entire of itself" in Donne's famous 
words: " e y e r y  man is a piece of the continent, a part of 
t h e  ma in . '  

ancl qoes on, 

As soon as we are born,  the world gets to work an us and 
transforma us from merely biological into social units. 
Every human being at every stage of h i s t o r y  or pre- 
history i horn into a society and from h i s  earliest 
years 1s moulded by that saciety. The lanquage which he 
speaks is not an individual inheritance, but a social 
acquisition from the group in which he qrows up.  Both 
l s n g u s ~ e  and environment help to determine the character 
of hFs t h o u g h t ;  his earliest ideas come to him fram 
ot hers . As h a s  been well said, the individual apart fram 
aociety would he h o t h  speechless and mindless. a 

The translation of a thoiaght frorn one i n d i v i d u a l  to another is 
- 

n o  l e s s  complex than from one language and culture to another!. 

However, the translation from one time frarne and culture (for 

axirnple Elizabethan Enqlish in Shakespeare's K i n q  Lear to modern 

J a p a n e s i  in Kurasawa's Ran) has been done and to an modern 

a i i d i e n c s '  s satisfaction. 

Edi-]cation or t r a i n i n g  in the language used is essential. The 

syrnhols which hâve a history and belong to a culture must be taught 

E.H. Carr, What i.s History?, page 31. 

1. E.H. Cwrr, What i s  His tory? ,  page 3 1 .  

' George Steiner, After Babel. Aspects of Langrrages and 
T r a n s l a t i o n ,  paqe 4 9 .  



t o  t h e  t h i n k e r ,  t h e  p e r f o r r n e r ,  and  t h e  audience who w i l l  u s e  them.  

The  more i n t e n s i v e  the t r a i n i n g ,  t h e  more l i k e l y  the u n d e r s t a n d i n g .  

I n  l a n g i a q e s  h i g h l y  r e f l e c t i v e  of  c u l t u r e ,  st ich a s  p a i n t i n g  and 

music  and dance, t h e r e  a r e  some aspects of t h e  symhol  s y s t e m  w h i c h  

a r e  shared, b u t  f ewer than i n  m a t h e m a t i c s  hased o n  deductive logic. 

I n  dance and music, beat or  rhythm o f t e n  reflects body f u n c t i o n s  

w h i c h  a r e  universal. H e a r t b e n t  and b r e a t h  a re  two c o n s t a n t s .  The 

causes of a f a s t e r  h e a r t h e a t  o r  h r e a t h i n g  fa11 w i t h i n  t h e  realm of 

the universally u n d e r s t o o d .  Bea t  and rhy thm i n  mus i c  e x i s t  across 

cultures. Kowever, when it becsmeç cornplex,  i n t e r p r e t a t i o n  of 

meaning h a s e d  on  c u l t u r a l  f a m i l i a r i t y  is n e c e s s a r y  a n d  t h e  

u n d e r s t a n d i n g  ha s  a w i d e r  g a p  t o  c r o s s .  An e t h n o - m u s i c o l o g i s t  can 

u n d s r s t  and the camplex  r h y t  hms and t o n e s  of a n  i s o l a t e d  culture 

with a s  much n c c u r a c y  a s  a n a t i v e  musician, and a d a n c e t  c m  learn 

s t e p s  and movements i n  a n o t h e r  culture's dance. The p r o b l e m  of 

h e a r i n q  the u n f a m i l i a r  o r  movino the body w i t h o u t  h a v i n g  t h a t  

culture's body l a n g u a g e  f rom a v e r y  early aqe is d i f f i c u l t ,  b u t  

with qood i n s t r u c t i o n  and natural  t a l e n t  i t  c a n  be done .  Sounds 

which a re  s i m i l a r  a round  the world a r e  a l s o  c o n d u c i v e  t o  universal 

u n d e r s t a n d i n g .  T h e  w i n d ,  b i r d s o n g ,  r u s h i n g  wnter, a l 1  of wh ich  c m  

be recognizahly r e p r o d u c e d  and a r e  o f t e n  f o u n d  i n  t h e  onoma topoe i a  

of p o e t r y  o r  the m e l o d i e s  i n  m u s i c ,  c a n  have s i m i l a r i t i e s  across 

l i n g u i s t i c  and cultural d i s t a n c e s .  T h e  metaphoric meaning built 

i n t o  the s y m h o l s  must he learned, but this is e n t i r e l y  p o s s i b l e .  

T h e  possibility o f  e x p r e s s i n g  a t r u t h ,  o r  a par t  o f  t h e  t r u t h ,  

o r  t r u t h  a s  w e  as human h e i n g s  c a n  u n d e r s t a n d  i t ,  is t h e  a m b i t i o n  



of the t h i n k e r .  T9 qrnsp the truth, to artictilate it in a creative 

expression, a.nci to have i t  acknowledged by a listener or spectatar, 

is the aim of an a r t l s t .  Haw much is h i d d e n ,  intentionally or by 

suhconscious mtent, or by mistaken choice of symbol is always a 

suhject  of d e b a t e .  

Thls concept  of universality spans an enormaus area and is 

heyond our comprehension. We may believe it is possible to he 

understond but w e  also wonder whether anyone understands us at a11. 

T h i s  paradox about the limits of Ianguage expresses our doubts 

ahout the imderstanding  of one person hy another. However, the 

hubbling hope t h a t  human be ings  find difficult to suppress makes us 

consider the possibilit ies of sharino thouqhts  with others because 

t h e y  msy be understood. 

Somewhere in the hurnan conception of t r u t h ,  which is related 

to oin- development of l m o u a q e ,  is the bellei that understanding is 

possible and worthy of a whole-hearted attempt. In the 

re lat i o n s h ~ p  between the creat ive t hinker and the people who 

receive the expression of the thought there is a profaund belief in 

the possihiilty of understandino our shared experiences in our 

u n i v e r s e .  There is dehate over the possibilities of 

misiinderstanding, of interpretation, of accuracy of translation, of 

t h e  influences of personal, histotical, cu l tura l  and political 

c o n t e x t .  Between understanding and misunderstanding f a l l s  the 

relat i o n s h i p  of the creative thinker to the chosen langirage, to t h e  

executants of the expression, and ta the audience. And i t  is i n  

t h i s  interactive, essent ial relationship that meaningful thought is 



created ,  expresseci, sharecï, and appreciated. 



CHAPTBR POURTBBN 
COWCtUSIOIl 

After many years of exploration in the domain of this thesis 

1 ,  as a creative thinker in communication with myself and with m y  

students, take pause now to note how it has affected my work and 

life. Such a basic question as how one communicateç meaning to 

another person cannot but he personalized. L t  has been like living 

with a kind of mantra going on in my head, especially in my 

classroom. Do 1 really understand what this student is saying to 

me? Am I able to put aside m y  assumptions, my M a s ,  my agendas and 

really know what a student means in a given moment? This is easier 

said t h a n  done. I have come to appreciats that w e  are al1 not only 

rniiltilingiial, as developed in this t h e s i s ,  but in the classroom 

many langunqes are spoken at the same time - body langunge, 

Enqlish, words of a mother tangue, pauses, musical inflections and 

r h y t h m s  of speech. 1 have learned to stop, to look, to listen and 

most important to b e g i n  with the assurnption that 1 do NOT 

tinderstnnd. 1 ask questions, and in so do in^ struqqle with the 

swareness that my very questions, framed in languaqe, will limit 

the responses 1 hear. 1 try to see how the history and the culture 

m y  student has come from, whether as a Nigerian immigrant, a 

refugee from Albanin, or a native of Toronto, have shaped the 

thought. And 1 ask myself constantly whether the student really 

understands me, with a l 1  my own conscious and unconscious 

modalities of communication, as 1 make an effort to he the 

interpreter of thoughts from another thinker, of another time and 
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place from ours. This process of inquiry has  been g e n u i n e l y  

humhling and enrichino. 

1 r e a l i z e  that 1 have tried to encompass a topic of wide scope 

and what T may have accomplished in conceptualizing such  an 

overview may have omitted certain details and topography of the 

iandscape. 1 tried to take a subject usually fragmented in units 

which can he studied in depth, for example the relationship of 

technolog and the mind, literary criticism, music history, and 

present  i ts  connections to  other subjects as a m h e s i v e  

pnilosophicni whole. This was the challenge of the taçk at hand. 

1 am well aware that while 1 use .the concept 'radius of truth' 

to explore issues of meanino in regards to the essence of thought, 

t r t ~ t h  itself is a subject laroer than this dissertation c m  

encompass. There are many facets t.o the concept of relative truth: 

axioms, valid deductions, facts, conclusions hased on experience or 

perceptions, authority, belief , opinion. Truth, as 1 have chosen 

to use it, is relative and hased on negotiated agreement. The 

neootiatnrr are a11 of the partners in the connection hetween the 

primary thinker, executors, and memhers of the audience. The 

r a d i u s  of truth means an assessment about the subject's validity 

and appropriateness to the reality of the human condition, as the 

negotiators see it It sometimes seems to spring from intuition 

comhined w i t h  expertise. An example from music might he the 

combination of perfect pitch, comprehension of music theory, and 

the a h i l i t y  and love of playing a musical instrument which would 

allow an assessment of accuracy, appropriateness, scope and heauty 



y a performer, a critic, or a recordinq technician. If this 

assessrnent falls within the radius of truth, it joins other related 

respmses to the thought from the past and slightly modifies them. 

The audience who hears, interprets, and evaluates the thought must 

believe t-hat the meaning they comprehend is close to the thinker's 

meaning, and that it is valid. 

Relationship in the interactive response which links the 

thinker, the lanquage chosen, the executant, and the audience in a 

shared experience. This relationship is complex, can bridge long 

t i m e  periods, results in changes in how the product 1s experienced, 

and i i  sometimes an internalized personal interpretation, sometimes 

a p t . i h l i c  response. Between each partner in the communication of an 

i d e a  is an interdependence. Between the thinker and the languaqe 

c h o s e n  is spontaneity and choice. In some cases, a thinkar 

consciously or subconsciously chooses to express a mathematical 

thought in worâs, sometimes in mathematics, sometimes in drawing. 

The thinker chooses the language, moulds it to suit his needs and 

irnpresses it w i t h  his personality. The language, with its 

c h a r a c t e r  shaped from usage through history, offers limits, 

c o n s t r a i n t s  and opportunity for change. Between the thinker and 

the executant there is a relationship hased on the links of shared 

technical skills, emotional response, education, and appreciation. 

An editor, performer, historian reshapes the thought with 

interpretation. The audience hears, internalizes what has heen 

presented, and gives it persona1 meanina accordinq to individual 

t a s t e  and past experience. Between each partner in the 



commirnicat  ion of a n  idea is an interdependence and transformation. 

How 1s thls relationship interactive? Haw c a n  it be 

Interactive when, often, one member of the relationsnip is dead? 

How can Bach be part of an interactive relationship with Glen Gould 

anci h i s  audience, especially if his audience is listeninq to a 

recordino made long before? T.S. Eliot, in "Tradition and the 

Individual Talent" explained how each existing piece of writing is 

modified by t h o s e  followinq it , the place of each thinker on the 

ros ter  b e i n g  slightly different after a new thinker has arrived, 

and t h e  sppreciation of a work developing as it tnkes its p lace  

amonqst the others.  The relationship is one that is not set or 

u n c h a n q e s b l e ;  i t  is constantly being modifieci and as a result 

allows f o r  new and vital thinkers to take thair place in a 

h i s t o r i c a l  period and give another dynamic perspective. M.M. 

Bakhtin in a different context makes a similar statement. 

The l i n g u i s t i c  significance of a given utterance is 
understood against the background of language, while its 
a c t u a l  meaninq is understood against the background of 
other concrete utternnces on the same theme, a background 
made iip of contradictory opinions, points of view and 
va1u.e judgements - that is, precisely that hackground 
that, as we see, complicates the path of any word toward 
i ts  o h ~ e c t .  Only now this contradictory environment of 
alien words is present ta the speaker not in the ohject, 
but rather in the consciousness of the listener, as his 
apperceptive background, pregnant with responses and 
objections. And every utterance is oriented toward this 
apperceptive background of understanding, which is not a 
linau ist ic background but rather one composed of specif ic 
oh jects and emotional. expressions. There occurs a new 
encounter hetween the utterance and the alien word, which 
rnakes i t s e l f  felt as a new and unique influence on its 
style.' 

' M.M. Bakhtin, The D i a l o g i c  Imagination, page 281. 



This active understanding may seem ta deal only with words, but the 

idea  can be extended and Bakhtin does this. 

The speaker strives to get a reading on his own word, and 
on his own conceptual system that determines this word, 
within the alien conceptual system of the understanding 
receiver; he enters into dialogic relatianships with 
certain aspects of this system. The speaker breaks 
through the alien conceptual horizon of the listener, 
constructs his own utterance on alien territory, against 
h i s ,  the listenerus, apperceptive ba~kgraund.~ 

Considering the thinker and the listener, this interchange of 

listenino takes place constantly whenever a thouqht is received. 

Considering t h e  thinker and the executant, how is the relationship 

i n t e r a c t i v e ?  Performers offer interpretation in the present and in 

an historical context also. However, they nat only receive a 

thouqht , they also present it to an audience. Glen Gould and Wanda 

Landowska perf ormed The Guldberg Variations on dif f erent 

m s t r u m e n t s  with very different styles at different points in time. 

Performers who follow would consider these interpretations which 

would influence their own, g i v i n g  an audience a thoiight, multi- 

l ayered  with interpretation and yet in a unified, coherent, 

individual style. This shows the response of the performer or 

l i s t e n e r ;  b u t  how c m  a thinker who is dead he considered 

interactive? Bach's work is full of instructions; every note 

offers direction. A l i c i a  Zizoe, who was listening for what she 

i n t u i t i v e l y  expected from Gershwin in his Rhapsody in B l u e ,  could 

not hear it in the ahridged version. When she went to the original 

she f e l t  she could then respond to Gershwin's voice. The thinker 

' M.M. Bakhtin, The Dialogic I m a g m a t i o n ,  page 282. 
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is  present i n  the work and the work itnelf speaks for t h e  thinker. 

Transformation results from an interactive relationship. 

C h o i c e s ,  decisians, interpretation, assessment, evaluation and 

appreciation corne from an active and interactive relationship. A 

thought as performed, presented in a gallery, or analyzed by s 

c r i t i c  or historian, is modified sometimes slightly, sometirnes 

greatly. Just a passive receptian can adjust the expression of the 

thouoht . The transformation must fa11 within a radius of truth for 

its memino to be maintained and accepted as valid. 

If any of the components of this relationship were missino 

would a thouqht çtill be a viable entity? 

T h e  t h i n k e r  and the thought are central to the relationship. 

They o.re essentml. The biography of the thinker is often ignored. 

1s it necressa ry  t o  know that Saint Thomas Aquinas' last words were 

"Ornnia faeceç  e s t . " ?  No, but  it 1s a revealino titbit. 1s i t  

n e c e s s a r y  t o  know about the period and city of Plato? Yes, but his 

t h o i i g h t  is ç t i l l  viable without this knowledge and Plato as a 

thinker c a n  be compared t o  other thinkers, rationalist or 

empiricist , utopian or  utilitarinn, determiniçt or 

deconstriict ionist , without the history. Basicaily, because durinq 

o u  h i s t o r y  w e  have l a s t  much information other than  the thought 

a l o n e ,  we have heen corne to accept the thought as complete in 

itself. But i f  an historian provides historical and hiographical 

c o n t e x t  , we are better equipped to understand the thouaht more 

clearly. Much of this information rnay be superfluous but it qives  

a wider scope. 



A l a n q u a ~ e  is necessary for the thought to be expressed. 

U n t i l  that series of impressions, feelings, mernories, and 

s e n s a t i o n s  is represented i n  a symbol system which is consistent 

and accepted as meaninqful to a community over a period of time, it 

is merely a disorganized, unintelligible confusion. 1 t needs a 

language for its expression even if it is never shared; but if it 

is not shared it d i e s .  Once it is expressed, rhetoric, 

lingii~stics, discourse and other studies of specific use of 

languaqe can he made. 

Once it is expressed it c m  be shared by others. Then a 

dialogue is an option, a reaction to the thought can he made. The 

t h m k e r  can check on the clarity of the thaiight, on the 

appropriatenesa o f  the language, and the truth of what was beinq 

expressed. Lanquage is also necessary for the recipients of the 

t h o u g h t  . 1 f the audience, spectator , reader , or mathematician has 

a problem with the language, the thought cannot be transforrned back 

into the mind of the recipient clearly. The Rosetta Stone, the 

Mayan olyphs , the paint ings of the sub-Saharan pre-historic people, 

the Phaestus disk of Crete are examples of language requiring 

t r a n s l a t i o n  so that the thought can be fully understood. 

1s it necessary to be a specialist in the symbol system to 

understand the thought? Moore, Copeland and Gleason thought so, 

but many people understand Shakespeare without profound knowledge 

of the tragic dramatic form, or blank verse and lambic pentameter. 

Some specialist knowiedge is necessary for some thought, especially 

mathematical and scientific thought, biit little is needed for 



o t h s r ç .  Dance, d r a m i ,  and  music c a n  be  a p p r e c l i a t e d  on many l e v e l s ,  

even thouon i t  is n e c e s s a r y  t o  he l i t e r a t e  t o  more f u l l y  u n d e r s t a n d  

tne thouoht e x p r e s s e d .  The b e t t e r  the l a n g u a g e  is u n d e r s t o o d ,  t h e  

better t h e  t h o u g h t  is communicated. 

The e x e c u t a n t s ,  howeve r ,  must understand t h e  language a n d  

years  of t r a i n i n g  have  made t h e i r  i n t e r p r e t a t i o n  as c l o s e  t o  t h e  

thinker's o r i g i n a l  c o n c e p t i o n  as possible. Some e x p r e s s i o n  may n o t  

require  a n  e x e c u t a n t .  A p a i n t i n q ,  a poem, or  a s c u l p t u r e  e x i s t s  as 

t h e  t h i n k e r  c r e a t e d  i t .  But t h e  p e r s o n  who b u y s ,  e x h i b i t s ,  o r  

coliects the piece f o r  o n e s e l f  o r  f o r  a museum, a n t h o l o q y ,  or  

oallery must have some knowledge  of t h e  l a n g u a g e  i n  o r d e r  t o  b e  a 

s u c c e s s f u l  medium f o r  l n t e r  p e o p l e  t o  appreciate what  has b e e n  

c r e a t e d .  T h e  c r i t i c  also r e q u i r e s  e x p e r t i s e  i n  t h e  l a n g u a g e  i n  

o r d e r  t o  i n t e r p r e t  it f o r  o t h e r s  i ess  knowledgab l e .  

1s a  pe r f a r rne r  o r  e x e c u t o r  a n e c e s s i t y ?  Yes, i n  t h e  cases of 

e x p r e s s i o n s  which r e q u i r e  e x c e l l e n t  m u s i c i a n s ,  c h o r e o g r a p h e r s  who 

c m  i n t e r p r e t  t h e  n o t e s ,  p u h l i s h e r s  who make t h e  work a v a i l a h l e  t o  

ci l a -rqe  numher of people to r e c e i v e  the thought. S h a k e s p e a r e  

r e q u i r e d  a c t o r s  t o  play King  L e a r ,  and a f t e r  h e  d i e d  h i s  work 

reqi i~red  e d i t o r s ,  t r a n s l a t o r s ,  and p u h l i s h e r s  t o  copy  it f o r  people 

who would read o r  produce it. Without  them t h e r e  would he na 

S h a k e s p e a r e a n  l i t e r a t u r e  for u s  today. A l m o s t  e v e r y  t h i n k e r  n e e d s  

a n  i n t e r m e d i a . r y  t a  convey h i s  t h o u g h t  t o  p e o p l e  o v e r  time and 

t h r o u g h  history. 

And, of c o u r s e ,  a n  audience is n n e c e s s i t y .  A l though  a 

thlnker m a y  have a t h o u o h t  and  not e x p r e s s  i t  t o  o t h e r s ,  a t h i n k e r  



must have a person to hear it if the thouqht is t a  live and persist 

throuoh time. Socrat.es required Plato, both as an audience and 

executant . The thinker not only wants to s h a r e  the thought w i t h  

someone else, but alsa ta develop the thought further ,  perhaps to 

debate a point, perhaps to pass an the idea sa that it can be 

developed by others. And people await a thought in expectntian, 

hecause it allows them then to live through it themselves or to 

appreciate the thought and respand with a thought of their awn. 

B u t  one might ask, what of t h e  average persan if there is such a 

creature? 1 would like to have been able ta explore what might 

transpire in the mmd of a variously unsophist icated, unprepared 

thinker, strollinq by a Henry Moore sculpture in the art qallery, 

perhaps, and stopping for a minute to look and wonder. How would 

impressions, f e e l i n g s ,  mernories, thouqhts configure themselves for 

o u  momentary spectator? And what farces might be set -in motion to 

Lead our audience  memher, at some future t i m e ,  t o  r e t u r n  t a  the 

m~~seurn, or contemplate a rock, or take a sculpture class?  

Esch of the parts of the relationship is essent ia l  to the 

t ho1xJht . 

A thouqht cannot exist i n  a vacuum or on its own. It is not 

solitary but part of a community effort with an identity, a history 

and a future. Euclid's axioms,  n f t e r  Reimann, had a slightly 

d i f  ferent place in the mathematical world, with a different value, 

use  a n d  application. As other t h i n k e r s  add their contribution (he 

t h e y  colleagues , perf ormers , or audience ) the thought is enr iched . 
The r e l a t  i o n s h i p  cannot be anyth ing  but interactive. But, 



however much t h i s  i n t e r a c t i v i t y  seems t o  madi fy  a t h o u g h t  o v e r  

t i m e ,  t h c r e  is a lways  a r a d i u s  of t r u t h  which makes a 'çweep' o v e r  

each i n t e r p r e t a t i o n .  T h i s  r a d i u s  a l l o w s  i n t e r p r e t a t i o n ,  and also 

allows o t h e r  t h i n k e r s  t o  d e v e l o p  t a n g e n t i a l  i d e a s  of t h e i r  own. 

The quest f o r  t r u t h ,  which is  t h e  aim of every t h i n k e r ,  is the 

q u a l i f i e r .  I t  p r e v e n t s  the i n t e r a c t i o n  f rom t r a n s f  o rming  the 

e s s e n t i a l  menning of t h e  expression of t h e  t h i n k e r  beyond t h e  

bounds of t r u t h .  And who is t h e  judge of  t h i s ?  T h e  community of 

t h i n k e r s  over time for  wham t r u t h  is sti l l  a t  t h e  c e n t r e .  

T h e r e f o r e ,  the t h i n k e r  has a t h o u g h t  w h i c h  when e x p r e s s e d  has 

n r e l a t i o n s h i p  c o n n e c t i n g  o t h e r  t h o u g h t s  and t h i n k e r s  . T h i s  

t houoh t  iives t h r o u q h  the l anguage  used  t o  express it a n d / o r  

translate i t .  The t h i n k e r  and the t h o u g h t  have  a r e l a t i o n s h i p  w i t h  

the performers or  executors of t h e  c r e a t e d  work and t h e  t h o u g h t  is 

modifieci i n  t h i s  p r o c e s s .  A s  w e l l ,  t h e  t h i n k e r  and t h e  t h o u g h t  

have  c o n n e c t i o n s  with t h e i r  own c u l t u r e  and t h e  c u l t u r e  of t h e  

audience i n  a n  h i s t o r i c a l  c o n t e x t .  A s  a r e s u l t ,  thought  is not a n  

isolated i n d i v i d u a l ' s  e x p r e s s i o n .  I t  i s  a part of a dynamic ,  

e s s e n t i a l ,  i n t e r a c t i v e  r e l a t i o n s h i p  with u n i v e r s a l  r a m i f i c a t i o n s  

t h a t  ex tend  a c r o s s  c u l t u r e s  and h i s t o r y ,  from t h e  d i s t a n t  past o f  

p r e h i s t o r i c  w a l l  p a i n t i n g s  t o  u n i m a g i n a h l e  f u t u r e  t h i n k e r s .  

Soms of t h e s e  un imag inab le  thinkers may be s t u d e n t s ,  s t a r t i n g  

t o  a r t i w l a t e  t h e i r  own t h o u g h t s  and g r a d u a l l y  heg inn ing  t o  e x p r e s s  

t hemselves  . They a l s o  l e a r n  t o  i n t e r p r e t ,  a n a l y z e ,  a n d  t e s t  

a n o t h e r  p e r s o n ' s  i d e a s .  H o p e f u l l y ,  t h e y  comprehend t h a t  t h e y  cnn  

p a r t  i c i p a t e  i n  the ' g i v e  and take'  between thoughtful people and 



play an a c t i v e  mie  in r e l a t i o n s h i p  to their own community of 

thinkers. 
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