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ABSTRACT 

In the field of cognitivist theorv of music, the major philosophical thesis that has emerged is that 

music cognition is caused by a dedicated information processing system which manipulates 

musical symbolic codes. These codes are said to be neurally encoded, musically evaluable 

representations of an external musical reality that mediate cognitively between a knowing 

subject and a world of known musical objects. Cognitivist theory of music is premised on the 

formalist philosophical view that music consists of a set of aesthetic objects to be compre- 

hended solely in terms of the audition and subsequent cognition of its tonal, rhythmic and 

structural properties. This thesis is a philosophical investigation and critique of cognitivist 

theory of music and its correlative theory of mental representation as cognitive mediators. Using 

Wilfnd Seilars' hamework of the manifest and saentific images of "manfr in the world, salient 

features of the aesthetic point of view are analyzed in order to bring out the irresolvable 

difficulties that have been inherited in cognitivist theory of music due to an adherence to a 

representationalist theory of the nature of mind. 1 argue that the difficulties inherent in the 

cognitivist "scientific-imagerr theory of music are compounded by an outmoded conception of 

science (and of causality in particulad which leads to a rejection of the person for a theory of 

the musical mind. 1 daim that cognitivist theory of music cannot ignore the pnority of the 

manifest image of music as a continuhg context for xientific theorizing. As a positive alterna- 

tive to the representationalist notion of the cognitive mediator, 1 advance the beginnings of a 

theory which regards the musical mind as involving a direct, dynamic, cognitive interaction 

between persons as  subjects and the familiar, "manifest-image" world of musical culture. This 

kind of interaction is an interpretive one which is conditioned by a socio-cultural set of concepts 

and practices. including those of scientific theorizing. It is within this context that a theory of 

the musical mind relevant to music education research m u t  be set. 
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Chapter 1 

Introduction 

1.1 Opening remarks 

Music is a ubiquitous and extensively varied human phenomenon. It enters into many 

aspects of iife. We can hear it Whially evervwhere, and often not by choice. Music cornes to us 

in a multitude of manifestations: as concert presentations. entertainrnent, functiow for rites, 

ceremonies and holidays, as background sounds. to mention a few. Music is often linked with 

linguistic and visual forms such as opera, storytelling, Song, film, music videos. Music can be 

presented in notated or nonnotated fashion. improvised, presented live or through recordings. 

Music can be listened to, performed and composed. It is probably not unreasonable to Say that 

music enters the life of every hurnan king and intuitively, people seem to have a good idea 

what music is. Music is very intensely studied from various points of view. Due to the wide 

vanety of musical styles forms and activities, the disciplines of musicology, ethnomusicology, 

theory, and music history have been compeiled toward huther and further specialization. Since 

music is such a widespread and continuously changing phenomenon, attempts to define it in 

specific terms of formal, cultural and/or historical analysis can at 

snapshots through very small windows. 

In order to account for and explain the mental processes 

best be Likened to taking 

involved in composition, 

performance and listening, music can also be studied from the scientific point of view. Earlier 

approaches to the study of music cognition atternpted to find a correlation between perceptual 

and cognitive activity . Gradually. the status of 'perception' in music cognition theory has 

diminshed to the point where it is now generally not considered to be an active component of 

music cognition. Other theoretical directions taken have induded stud ying the various relations 

between linguistic and musical cognitive processes. between music's temporal properties and 

music cognition, or the relation between the deep cognitive structures that are said to cause 

music cognition and music cognition itself.1 

- --- -- 

1.1 shall elaborate on the history of cognitivist music theory in Chapter 4. 

1 



C h a m  1: Introduction 

1.2 General argument 

Cornmon to all cognitivist theory of music (hereafter CTM) is the assumption that music 

cognition is caused by the activation of an internalized set of mental processes and structures. 

CTM assumes that a full explana tion of music will eventually ernanate from the study of those 

interna1 mental processes and structures. Contrary to the cognitivist position, 1 contend that 

music is first and foremost a social construction, and that individuals receive music from their 

respective cultures. In my view, to Say that music is caused by mental structures and processes 

is essentially uninteresting, because it limits the discussion to brain processes and misses the 
- - - -  -. - - -. - ----*- - * -  - . - -  . .- ---- - -----.--- . - 

essentially social nature of the activity. That is, CTM does not offer a convincing explanation of 

the effect an individual's environment or culture has on her participation in music, except 

perhaps in terms of some very restrictive conditions having to do with an individual's auditory- 

cognitive domain.2 In other words, 1 contend tha t individualistic (and intemalist) approaches to 

music fail to explain it in terms of its essential historical, cultural and soaal aspects. As 1 shau 

explain, there are very specific reasons for that failure. 

Let it be said, however, that it is not my intention to set up a strong dichotorny between 

music as psychological theory and music as social theory. It is also not my intention to 

downplay the considerable achievements in music psychology. My purpose in making this study 

is to find an adequate way to speak philosophically about CTM and to bring to light certain 

facts about the relation of aesthetics to psychology of music. My goal is to suggest that, in order 

to embrace more effectively the social, historical and cultural aspects of musical Life as they 

relate to individuals, certain paradigms for thinking about the psychology of music are due for a 

re-examination or perhaps, more accurately, a re-conceptualization. It is my hope that this 

philosophical investigation and my subsequent suggestions for a broader philosophical 

approach will provide the basis for a re-evaluation of theory-making which will take into 

account the wider environment in which the individual finds herself. 

2. 1 shall elaborate more fully on this point in Chapter 5. For now, 1 shali cite John 
Shepherd (19911, who States that "by restricting music to the inner and mental worlds, 
[psychological theories] deny music szt bstantial significance beyond i ts 'mere existence' 
as form. Indeed, a pzrrely psychological significance can only be assigneci to music ... by 
denying the interdependency of the two dichotomies" (pp. 31-32), found in such 
dualisrns as mental / physical, inner / ou ter, subjective/ objective epistemology, etc. 
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My critique of CTM centres on two points of contention. The first point of my argument 

is that CTM is incorrectly premised on a philosophical point of view that narrowly presumes 

that music is a set of aesthetic objects, and specifically that musical aesthetic objects, Le., 

works of musical art, are the centrepieces of the 'aesthetic point of view' (hereafter APV). The 

APV entails an assessment of artistic value solely in terms of the perception/cognition of the 

formai unity of a work of art and/or the intensity of its regional qualities. The percephial/cog- 

nitive mode excludes any means of apprehending a musical work which may be outside the 

auditory-cognitive domain, such as through social, cultural, persona1 or historical approaches, 

etc. Within the parameters of the APV, such means are considered to be extra-musical.3 CTM 

argues that the cognition of music ought to be explained in terms of a naîuralized form of the 

APV. The APV is understood by cognitivist approaches to music to be a natural feature of the 

music cognizing apparatus, and therefore is considered to be a univenal property of music 

cognition for all musical idioms. 

My argument against this approach to theory-ma king is that it is self-limiting, because 

the APV is in itself a product of certain social, cultural and political forces which can be traced 

back to eighteenth and nineteenth century Europe. Because the APV is a philosophical position 

which is by no means universally accepted, I contend that it is culturally imperialistic to assume 

that the APV provides the basis for providing explanations of universal cognitive processes and 

shuctures.4 

My second point of contention criticizes the widely-held assumption by CTM that the 

manifest image of music-in-the-world (hereafter the manifest image of music) supervenes on the 

scientific image of music-in-the-world (hereafter the saentific image of music). The generally 

accepted definition of supervenience in cognitive saence states that the mental of a cognizing 

agent is totally determined by its physical nature. The manifest image of music accounts for 

music as a cultural and histoncal phenornenon, embracing diverse points of view, including 

3. 1 shall elaborate on the APV in Chapter 2. 

4.1  shall elaborate on this point in Chapters 2 and 10. 



APV and non-APV points of view. A description of the manifest image of music entails how 

music is evident to us in terms of the observable, induding the whole set of musical works and 

how they sound, the vanous sets of practices connected with the production of music, and even 

the whole range of ideational or representational frameworks in which music may be conceived. 

On the other hand, the scientific image of music accounts for music as a cognitive phenomenon. 

specifically as the cognitive structures and processes which take place at an atomistic level (in 

the brain) which therefore cannot be seen or directly expenenced, but which nevertheless are 

deerned to be causal to the way humans expenence music in the manifest world. The xientific 

image of music also works under the assumption that the music cogniPng apparatus operates 

mandatorily, involuntarily and innately in terms of a naturalized instantiation of the APV. The 

products of these operations are said to be caused by naturally instantiated "aesthetic 

attitudes."j 

My point of contention is that the premise of the supervenience of the manifest image of 

music upon the xientific image of music is a mistaken basis for theory formulation. The fault in 

the orthodox supervenience argument usually appears when a CTM begins by idenhfymg music 

as a culhiral phenomenon. The standard method is then to proceed to provide explanations for 

music as a product of culture in te- of the scientific image. The ca tching point is that scientific 

explanations of music inevitably relv upon the terms and language of the manifest image of 

music. There seerns not to be a scientific language for desuibing music that effectively replaces 

the language of the rnanifest image. In other words, scientific explanations of music have not 

found a way to explain music as a scientific (i.e., atomistic) phenomenon without first relying 

upon the terms and language of its rnanifest image to make those explanations. 

As stated earlier, cognitivist explanations understand music to be a collection of 

objectified, materialistic processes and smictures in the brain. Within the restrictions imposed 

by the APV, scientific descriptions of said cognitive processes can be made only in terms of 

5.. 1 shall elaborate on the manifest and the scientific images in Chapter 3. I enter into 
an extended discussion of the nahiralization of the aesthetic attitudes in Chapter 8. 
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such formally-conceived musical entities as tonal-rhythmic patterns or structures of musical 

form. The restrictiveness of this approach puts into question the supervenience hypothesis 

because there is failure to account for the broader terms encompassed by the rnanifest image of 

music. I contend that it is more correct to say that the xientific image of music supervenes upon 

the manifest image, even within the stipulations of the APV. 

Unfortunately, the object-sty le language and terms employed by CTM does not account 

for persons within a musical culture: only forma1 mental processes and structures. In order to 

account for the whole of human musical expenence as both a cognitive and a cultural phenom- 

enon (that is. in terms of the practices, the created works, the ideational and representational 

frameworks of al1 musical idioms), music cognition theory must fint adopt a conceptual 

framework which entails an accounting of persons who participate in the music of their 

respective societies. With a reversai of the orthodox supervenience hypothesis, it is my hope 

that the concept of persons as participating members of musical cultures can find a central roie 

in future explanations of music. 

1.3 Chapter outline 

In Chapter 2,I offer a detailed explanation of the APV, with the purpose of carvïng out 

a distinction between a narrow and a broad understanding of the idea. ïh i s  will be achieved 

with a view to contextualizing, historically and culturally, the eighteenth-century notion of the 

APV as first established by the German philosopher, Alexander Baumgarten. To that end, 1 

shall provide a brief historical background (speafically in te- of the Platonic and Aristotelian 

views) for the modem idea of aesthetics. 1 then move forward to the eighteenth century and 

dixuss Baumgarten's contribution in terms of how the APV has evolved in modem tintes. At 

this point, I offer an in-depth analysis of the features of the APV. in the final section, I relate the 

APV to CTM, specifically concerning the dichotomy between subjective and rational forms of 

aesthetic judgment. 
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In Chapter 3, 1 discuss the manifest and scientific images of music, and how this 

dichotomy pertains to CTM. Taking my inspiration for this idea from the contributions of 

Wilfrid Sellars and Jay Garfield, 1 contend that one of the two central problems with CTM has 

to do with the issue of supervenience. CTM presumes that the manifest image of music 

supervenes on the scientific image of music. 1 point out that this position rests on the premise 

that the APV is an ontological rather than a theoretical matter. 1 propose that in order to 

account for music properly as primarily a cultural phenornenon (involving the interaction of 

persons in a wide and irteguiar environment), a reversal of the supervenience issue is in order, 

with the manifest image of music being taken as pnor to the sdentific image, or, in other words, 

that the saentific image of music supervenes upon the manifest image. Next, 1 examine the 

features of the synthetic and the binocular resolutions as two potential soiutions to the problern 

of reconciling the two images. 1 conclude the chapter with an examination of the autonomy 

principle and the issue of domain demarcation in CTM. 1 discuss how those two notions 

impinge favourably upon a saentific approach to supervenience. 

In Chapter 4, 1 contextualize historically the current state of affairs in music cognition 

theory. My hope is to show that the present situation does not exist in historical isolation, but 

rather is at a stage in a long progression of theory development that has been going on for 

approxirnately the last century and a half. 1 classify the stages of historical development of 

music cognition theory as falling into four general models which more or less follow a chrono- 

logical order. I narne those models respectively the psychoacoustic model, the cognitive model, 

the pattern structure model, and the processing-mle model. in addition, this chapter will also 

serve as an introduction to more recent theory development in terms of CTM, specifically the 

processing-de model, as exemplified by the work of Heller and Campbell (1976, etc.) followed 

by Lerdahl and Jackendoff (1983). Processing-de models focus on descriptions of how innate 

cognitive structures permit music cognition to take place. Due to the detailed treatment 1 wish to 

make of the contributions of Heller and Campbell and Lerdahl and Jackendoff respectively, 1 

shall devote separate chapters t O their modeis. 
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In Chapter 5,1 examine the theoretical model of Heller and Campbell (hereafter H/C), 

the first in a üne of what I cal1 'processing-rule' models of music cognition. Bnefly, a processing- 

rule is an underlying grammatical protocol, unavailable to introspection, which governs the 

processing of tonal and rhythmic patterns in music. Prior to H/C, in the history of music 

psychology, the concept of a Link between the auditory stimulus, the auditory apparatus and 

subsequent cognition governed theory development. With H/C, the conceptual framework for 

theory development changed. H/CYs model is the first to introduce the argument that percept- 

ual processes and apparati are not integral, but are rather simply instrumental to music 

cognition. With the elhination of auditory perception as a component of music cognition, the 

notion became firmly established tha t the mith about music is to be found in purely cognitivist 

t e m .  Thus, the processing-rule model established the argument for a scientific image superven- 

ience base for music. The remainder of the chapter focwes on my critical cornmentary of the 

model, particularly in te- of such issues as the notion of music as communication, the notion 

of contextual dependency, and the relation of the saentific image to the notion of awareness. 

In Chapter 6, 1 examine the 'generative musical grammar' model of music cognition as 

proposed by Lerdahl and Jackendoff (hereafter L/J). L/Jfs theory of a generative musical 

gramma. is another version of the 'processing-iule' model. R e d 1  that the processing-nile model 

assumes the existence (at a level unavailable to introspection) of irnplicit mie  sets underlying the 

mental construction of musical tonal-rhythmic patterns. L/ J's model is differentiated from 

H/C's in that it takes one further step in the progression of the internalization of music 

cognition. L/J's central hypothesis is that a generative grammar does the work of providing a 

structural description for any tonal piece which in fact descnbes the structure that a listener 

expenenced in a given idiom infers in the hearing of a piece. As with H /Cfs model, L/J's model 

adheres to the 'hard' construction paradigm (as defined by Fiske, 1992) in which music, rather 

than residing in the acoustical signal itself, is a mentaily construded entity. Therefore, according 

to L/J, music is a men ta1 construct which results from the acoustical signal's higgering of mental 

(cognitive) operations that in tum impose order on the information denved from that signal. 
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Foilowing a slrictly cognitivist line of reasoning, the d e s  of the generative musical grammar are 

unavailable to introspection. In this sense, L/J follow a similar line of thinking as H/C, by 

proposing that music is a natural feature of the mind, as one part of the whole set of natural 

human intuitions. Based on this premise, L/ J also gant  primacy to the xientific image of music, 

in that their explanation of the manifest image of music as a cultural entity is deemed to be the 

causal result of inaccessible and individualistic mental entities and processes. 

in order to contexhialize the generative gramrnar model, topics considered for discussion 

include the relation of the model to Chornskian/Cartesian mentalism, the notion of the 

idealized listener, and a constructionist definition of music. 1 then o u t h e  the pre-theoretical 

axioms and limitations of the model and a provide a brief description of its p ~ a p a l  features. 

My critical commentary touches on issues pertinent to problems with the model, which indude 

discussions conceming the auditory perception/music cognition paradigm, the Schenkenan 

analysis paradigm, and how much contemporary music impinges unfavourably on the oper- 

ations of the model. 1 conclude the chapter with a discussion of the relation between behavi- 

orism and the generative musical grammar model. 

Ln Chapter 7, 1 examine what 1 call the 'temporal cognitive processes' model. This model, 

developed by Mary Louise Serafine (19881, seeks to test the hypothesis that there exists in 

hurnans a generic music cognitive processing capability. This capacity is said to be acquired 

through the genetically-controlled development of intemal cognitive operations. The 'temporal 

cognitive processes' model follows strict cognitivist lines in that there is a presumption tha t 

music does not reside in the extemal world of sounds, scores, or even in the sensations of 

sounds, but rather in the interna1 world of cognitive constnicts, a mental world of thoughts 

concerning musical sounds and their relationships. Within the stipulations of the model, the 

sensory/perception domain is strictly non-cognitive and the cognitive dornain is in turn strictly 

non-perceptual. The temporal cognitive processes model is uniquely organized according to 

temporal and nontemporal processes. The uniqueness of the model arises from the interesting 
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and perhaps contentious ontological assumption that the temporal aspects of music are 

desoibed in sound, reversing the traditional concept that sounds exist in a temporal fmmework. 

I begin the chapter with an outline of the pre-theoretical premises and a description of 

the mode1 iheü, including the temporal and nontemporal processes and a discussion conceming 

Serafine's developmental approach to music cognition. 1 follow that with a aitical commentary 

w h i ~ i  focusses on issues including the epistemological and ontological problems of the model, 

specifically the question of sound and time in music, temporal, nontemporal and stylespecific 

processes, the notions of simultaneity and succession, the constituent elements of music, and 

problems conceming defining music in terms of the APV. 

In Chapter 8, 1 examine what 1 cal1 the 'nile management system' model of music 

cognition. The rule management system model, developed by Harold Fiske (1990, 19931, is 

differentiated from the 'processing-rule,' the 'generative gramrnaf and the 'temporal cognitive 

processes' models with the introduction of a third principal component into the theoretical 

design. Two-component theories consist of a processing-rule set and a desaiption of the tonal- 

rhythmic patterns resulting from the computations exercised by the rule sets. Two-component 

theories are interested only in the descriptions of the rule sets themselves and/or of the 

products of computation. Threecomponent theones, however, have an additional interest in the 

actual processes involved at the decision-making level. The motivation behind introducing 

pattern decision-making activity as a third component is that in twoxomponent theorïes (in 

particulr, the 'musical grammar' model), the sets of niles are reputedly not suffiaently 

anchored. This is because the establishment of new rules is deemed to be too dependent on 

empincal findings drawn from extant musical repertoire. The ' d e  management system' model 

offers a solution to this problem by further intemalizing the processes cf music cognition with a 

view to finding a way to examine the (proposecl) generic system that manages the mies sets 

themselves. Nevertheless, a stipulation of the 'nile management system' model is that it is not 

meant to replace or displace twoiomponent models, but rather to darify and amplify them. 

Inasmuch as musical mental constmcts realized through overt performance or composition are 
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important, the 'rule management system' model presumes that cognitive decision-making 

structures are logicallv p i o r  to resultant mental constmcts emanating from composition, 

performance and /or lis tening. 

Chapter 8 begins with an oveMew of the philosophical underpinnings of the model, the 

pre-theoretical premises (axiorns), and a description of the model itself. My aitical commentas, 

focusses on issues concerning the naturalizinq of the aesthetic attitudes, the trichotomy of 

innateness, community and musical formalism, ihe relation of musical meaning and musical 

communication, and the relation of community to the manifest image of music. 

In Chapter 9, my intent is to present a rationale for a wider conceptual framework 

within which to begin to formulate a model of music cognition theory, one which takes into 

account the ideational and artistic frameworks found in twentieth centwry music. Music in the 

twentieth century has freed itself of the aesthetic parameters required by the A W  and in Mme 

cases even deals directly with ideas themelves. For the art of the twentieth century, this notion 

has loosened the conventions of what constitutes art to the extent that, at its most abstract, art 

has become purely conceptual. As the notion of conceptuality in art became more potent 

through the earlier p a r s  of the century, the importance of media in art subsequently decreased. 

Nevertheless, the APV, by definition, heats aesthetic experience as prirnary. However, 1 wiçh to 

show that not al1 art is necessarily 'aesthetic' (narrowly conceived), and by extension, that 

much of what rnakes music 'music' is not necessarily 'aesthetic' either. 1 contend that the tools 

for indexing pieces of music are found in the language of ideas, even when those ideas are 

'aesthetic.' 

To illustrate and fortify the above contention, 1 shall make a short survey of some of the 

more important musical idiorns to emerge in the twentieth century. This MU be done with a view 

to explaining the extent to which a cross-section of conceptual and/or relational (and specifi- 

cally nonaesthetic) frameworks have motivated the creation of the musical works in this century 

and to what extent these so-calied 'nonaesthetic' frameworks constitute their essence. This task 

wili also be done with a view to estabüshing new or at least alternative criteria on which to fonn 



Chapter 2 : Introdud ion 11 

a new or alternative concephial framework for music cognition. As stated earlier, it is not my 

contention that the APV should be replaced, but rather contextualized in the larger historical 

and cultural scheme. I contend that by viewing the APV as a culturally (and historically) 

contextualized stance for apprehending music, the APV will step down from its present 

ontological status in music cognition theory and will take on a more appropriate theoretical role. 

Issues investigated in this chapter begin with a dixussion of the relation between 

twentieth cenhuy music and CTM. The rernainder of the chapter is devoted to an examination 

of serialism, sonic entities, anti-rationality, indeterminacy and aleatory not just as an illustra- 

tion of twentieth-century musical idioms, but with the purpose of providing a forum for dis- 

cussion on the need for a realignment of the conceptual framework for music cognition theory. 

In Chapter 10, I wish to spell out the remahder of my positive hypothesis. My intention 

is to f o w  upon several areas which deserve attention in t e m  of the development of a 

conceptual framework for music cognition theory which takes into account the view that music 

is a manifestation of culture, and that individuah receive and create their musical culture as an 

interaction of persons. Topics covered shall include a dixussion concerning the dichotomy 

between mtionality and intuitive expenence, defining perception, the notion of metaphor and 

the expenence of music as form, the relation between musical theory within the APV and 

musical practice, problems with the linguistics /music parallel, and a discussion of the idea of 

'musical hearing' as either an active or passive process. The last two topics are somewhat 

interrelated: first, the idea of putting the person into a conceptual framework for music 

cognition; and second, how the idea of the music cognizing person impinges on the notion of 

music education as aesthetic education. 



Chapter 2 

The Aesthetic Point of View 

2.1 Introduction 

As indicated in Chapter 1 ,  1 contend that the 'aesthetic point of vie& (APV) underlies 

the premises and assumptions of contemporary music cognition theory (CM). The models that 

will be examineci in this study al1 presume that the music cognizlng apparatus operates within 

the stipulations of a naturalized form of the APV. My response to the nahiralization of the 

APV comes in the form of an argument that the APV itself is historically and culturaily 

particular to Western aesthetic theorv and that the conceptual framework of music cognition 

theory is instantiated in a narrowly conceived view. In other words, my argument is that the 

APV is not an ontological fact about music but rather should be interpreted as a theoretical 

stance which contextualizes a particularized conceptual framework for developing of theones 

of musical meaning. 

My first task will be to trace the development of the APV as a cultural and histoncal 

notion, beginning with the ancient writings of Plato and Aristotle and conduding with rernarks 

on the topic by such modem writen in twentieth century aesthetic theory as Langer, Beil, 

Cohgwood and Dahhaus, among others. My next task will be to develop a working definition 

of the APV. In order to achieve that, 1 shall rely in good measure upon a line of thought 

suggested in an article by Monroe Beardsley (1987) in whïch he unpacks several features of the 

APV. In the interests of contextualizing Beardsley's work in the terms of this study, 1 shall 

attempt to relate each step of his general explanation as it more specifically pertains to music. 

Finally, 1 shall attempt to relate the APV (in an inhoductory and general way) to CTM, 

specifically in terms of such contentious issues as subjective and objective judgment and the role 

of emotio~al response in aesthetic apprehension. 
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2.2 The aesthetic point of view as a cultural and histoncal phenomenon 

2.2.1 Ancient aesthetic theory 

The concept of formalism in aesthetic theory emanates from the ideaiist and realist 

philosophies o i  Plato and Aristotle. Three important axioms define the foundations for the 

aesthetic theory of the ancient Greeks. First, artworks were taken to be materiai examples of an 

unknown but tmthful reality. Second, the concept of formalism in aesthetic theory was founded 

upon various versions of the supposition that a work of art has inhinsic value, specifically in 

ternis of its form, its uniqueness, and for its timeless universality. Third, the ancient Greeks 

required the perceiver to have the requisite knowledge in order to properly perceive, understand 

and evaluate an object of art. n i e  training to acquire such knowledge was said to be received 

through the experience acquired by direct contact with 'workst of art.1 

For Plato, the notions of knowledge and education are important keystones for 

interpreting sensory perception. Plato's cave allegory, in Book Vn of The Republic, is a good 

allegorical description of his epistemological theory. The cave allegory graphically illustrates 

Plato's suspicion of sensory perception as a basis for knowledge. According to Plato, the light 

outside the cave represents a world of essences, the world of 'Ideas,' which exists in the rnind 

and is realized only through the processes of contemplation and reason. 

Aristotle develops an alternative solution to Plato's epistemology which attempts to 

embrace the notion of perception within a framework of scientific method. Through the 

deductive method (via the syllogism), ANtotle establishes a middle ground between the nature 

of h g s  in the world and first principles of tmth. In doing so, the notions of rationalism and 

materiaikm become the foundations for his conceptual framework of formalism. In opposition 

to Plato's notion of Ideas or Fonns, Aristotle contends that matter, or physical extension, 

detennines the potentiality of form, and he concludes that this potentiality is the result of 

cause. In the Metaphysics, Aristotle develops the notion of telic-detenninisn; (Le., matter evolving 

1. The 'work-concept' as an object of perception figures prominently in the fine art of the 
eighteenth century to the present. 1 foIlow this line throughout the dissertation. 
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into form), which underlies the notion of cause. Aristotle's explanation of the four causes 

(material, efficient, formal and final) creates the bridge he sought between the matenal and the 

ideal worlds. Briefly, the four cmses are explained as follows: first, material cause, which is 

Lücened to a raw stone; second, efficient cause, which is likened to the sculpting of a raw stone 

by an artist; third, forma1 cause, which is likened to the creation of a statue. The final cause is 

defined as the universal essence of the notion, "statue," which Aristotle says is humady 

unknown. 

In De Anima, AristotIe describes 'fom' as a dual notion which can either be located in 

the rnind or can exist as a matter of genetic or hereditary necessity. The former is a description 

of t o m  as in the rnind of an artist who aeates a statue. The latter desmbes form as the genetic 

necessity of an acorn to become a tree. In both ways, form is fundamentally a principle of 

structure, understood in such a wav that the totality of the forma1 attributes of an  object 

contribute to that object's uniqueness. 

Aristotle's epistemology is similar to Plato's in that knowledge is presumed to be 

preexistent or predetermined. The difference between the two views is that for Plato the 

Idealist, truth is revealed, whereas for Aristotle the Realist, bvth is discovered. However, both 

versions of their epistemological theones require the subsuming of various specific notions as 

consistency of value, significance of form, contemplation and cognitive processes. In contrast to 

relativistic or subjectivist aesthetic theories which have evolved since ancient times, the Greeks 

understood the values in a work of art to be inherent in the forma1 structure of the work and to 

be comprehended through the dual processes of reason and contemplation. 

2.22 The context of contemporary philosophy 

The modern use of the term 'aesthetics' is only a couple of centuries old. In the mid-18th 

century, the philosopher Alexander Go ttlieb Baumgarten renewed the terni 'aest hetics' by tying 

together the ancient notion of 'the science of perception' with the idea that the perception 

referred to is specifically that which is involved in the creation and comprehension of works of 
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art. Beardsley translates Baumgarten's use of the term 'aesthetics' as "the saence of sensory 

cognition" (Beardsley, 1966: p. 1571.2 In turn, aesthetics came to be known as the study of the 

perception of objects of art. Thus, aesthetics came to involve a unique way of perceiving art 

which entailed treating the object of art as an 'aesthetic object.' 

Baumgarten contrasteci things perceived (Le., aesthetic entities) with things known Le., 

noetic entities), and then referred to aesthetics as the investigation of the former. Baumgarten 

then placed the fine arts under the urnbrella of the notion, 'aesthetics' (a term which is not to be 

interpreted as the philosophy of art). Baumgarten stressed the ideational character of art, but in 

a particular sense; that is, with the composite of ideas which was deemed to be connected to 

sense data? Baumgarten promoted the idea that art is founded upon mental reprsentations 

that are both sensory (Le., based in sensory perception) and connected with feelings (what he 

thought of as something akin to 'inner subjectivity'). In tymg the notion of a parücular artwork- 

as-ob ject to its appropria te perceptual process, Baumgarten subsumed such activities as the 

creation and performance of music, the creation of visual art, and dance performance, poehy 

reading, etc. under the aegis of the type of artwork appropriate to the activity. 

This cornmitment to the primacy of perceptual experience led to the invention of the 

'Faculty of Taste.' It was thought that a highly developed sense of aesthetic taste enabled a 

person to make subtle and sophistica ted judgments of artistic expression, an attribute which 

was thought to be unavailable to a soîailed 'uncultured' person. The new Faculty of Taste was 

charactenzed as operating within a context of 'disinterested' perception; that is, considerations 

of utility, self-interest, etc., were removed hom the experience, raising to primary value the 

notion of 'immediate awareness.' Binkley sta tes that "eventually aesthetics came to treat the 

object of aesthetic perception as a kind of illusion since its 'realitf-Le., the reality of disinter- 

2. Beardsley's translation of Baumgarten's Latin term, aesfhetica is scientin cognitionis 
sensif ivae. 

3. For a complete explanation, xe Baumgarten's Aesthetica (1750-8). 
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esteci perception-stands disconnecteci from the reality of pradical interest" (Binkley, 1987: p. 

84). Thus, the notion of 'disinterestedl perception became equated with the Kantian idea of 

treating aesthetic experience as something pursued 'for its own sake.' With aesthetic perception 

taking the fore in the study of art, the philosophy of art thus became viewed as a subset of 

aesthetics. 

Along with the subsumption of the philosophy of art under aesthetics, it is my conten- 

tion that a certain confusion has ensued from the notion that a work of art is constnied 

primaniy as an aesthetic object, and therefore, by definition, that it necessarily follows that an 

object of art must be construed as an object of perception. Binkiey states that this view has led 

to the (mistaken) concIusion that "the meaning and essence of al1 art is thought t9 inhere m 

appearnnces, in the looks and soutlds of direct (though not necessarily unrefiective) mrxlreness" 

(Binkley, 1987: p. 84, my italics). Binkley reminds his reader that the notion of Baumgarten's 

eighteenth- century definition of aesthetics as the 'science of perception' is far from being a dead 

issue. He observes that a survey of contemporary writing in aesthetic theory reveals that "this 

part of philosophy still accepts its raison d'être to be a perceptual unity-an appearance-and 

fails to recognize suffiaently the distinction between 'aesthetics' in the narrow sense and the 

philosophy of art" (Binkley, 1987: p. 85, Binkley's italics). I t  is Binkiey's distinction between 

'aesthetics' (narrowly conceived in an APV-based framework) and aesthetics (in the broader 

terms of the anuents. as aii sense perception) that permits the narrow version (as a contem- 

porary descendant of Baumgarten's initial conception) to be historically and dturai ly  

con tex tualized.4 

In fact, it is on the basis of the APV, that is, on the unmediated perception of sound 

(Le., the auditory 'appearance' of sound) that CTM sets its premises. Despite the many new 

directions taken by the philosophy of art and in particular, the philosophy of music during the 

twentieth century, Binkley notes that much of philosophy of art "is still practised under the 

4. Aeçthetics, narrowly conceived, is wrapped u p  in the notion of the APV. 
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guise of aesthetic inquiry, which assumes that the work of art is a thing perceived" (Binkley, 

1987: p. 851.5 

Taken in the context of the history of music, the notion that music is exclusively an 

object of aura1 perception is a relatively recent attitude. It was only during Baumgartds time 

that music began to be understood as a freestanding artform. Until that penod, music was most 

often tied to other f o m  of expression, such as dance, poetry, drama or religiouç ceremony. In 

fact, Baumgarten paved the wa y for subsequent theories in music (e-g., those of Mattheson and 

Schiebe), which became part of an ongoing (and almost political) effort to justify the release of 

music from its centuries-old subjugation to poetry. This is not to Say that music was not thought 

of 'aesthetically' before this time. The point 1 am making is that the notion of 'absolute' music 

(i-e., music dissociated from extramusicai implications, such as programme music and 

especially Song literature, in which the text infhences or even subiimates the musical language 

and structure), was rather new. Bach and Mozart were early proponents of the new forms of 

absolu te music.6 

Thus, the establishment of the APV is closely associated, both historically and 

culturally, with the development of European art during the eighteenth and nineteenth centuries. 

Ln this sense, I am making a further daim that since the APV is a culturally and historically 

instantiated view, any formulations of music cognition theory taken from that view m u t ,  by 

force, c a r y  sirnilar limitations. However, as 1 shaii explain in Chapter 9, the APV is not a view 

that is particularlv well-suited for explanations of the musical art of the twentieth century (and 

perhaps other artforms, as weU), and it rnay not even be a particularly weil-suited philosophi- 

5. In Chapter 9, 1 shall illustrate a few of the significant directions that have been 
taken in twentieth-century music which are illustrative of the desire to remove the 
APV from its position of primacy. 

6.  In Chapters 4 through 8 (Le., those dealing with specific models of CTM), it will 
become evident that the focus of modem music cognition theory is on abçolute music. In 
my view, this restrictive approach to explaining music cognition wiil do iittle in 
providing satisfactory psychological explanations for such multi-media artforms as 
opera and Song, and (in a contemporary context) for music video, and other multi-media 
forms which tend to treat music as one aspect of a complex form. 
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cal point of view from which to explain the music of non-European cultures. Theodor Adorno 

(1 973) stresses this point in his analysis of the music of Schoenberg and other music of the 

twentieth cenhiry. He predicts that the significance of the music of this century will not be 

found so much in terms of its effect on the Listener as how it expresses the persona1 vision of the 

composer. This point of view represents a diametrical shift from a focus on the perceiver to a 

focus on the creator of art.' Thus, by the early twentieth century, the APV, at least in terms of 

those participants involved in the creation and cnticism of music, had begun to be reluiquished 

" varying degrees.8 

To illustrate the inappropnateness of the APV to the music of non-European cultures, 

John Baily (1985) contends that an ontology of music which is described in terms of the APV is 

in itself a phenornenon particular to a culture. Baily notes that in Western or Westernized 

cultures, music is regarded as  "primarily a sonic phenornenon; study of motor control of music 

performance may be interesting but it is ultimately irrelevant to the central issue, which is the 

perception of musical sounds" (Baily, 1985: p. 238). In order to underscore the cultural bias of 

the APV, Baily gives two important counterexamples to this predominan tly Western attitude. 

The first example is African kalimba (Le., thumb piano) music, the significance of which is 

derived from the kinaesthetic organization imbedded in the hand motions of the performer. Any 

sonic organization which emanates from the performance of the kalirnba player is viewed by 

connaisseurs of kalimba music as secondary and even irrelevant to the study of the motions 

which create the sounds, as a kind of 'aesthetics of movement.' A si~nilar situation exists m 

Chinese qin (i.e., zither) music, in which the artistic focus is primarily on the conectness or the 

originality of hand motions of the performer, not on the sonic organization of the music. The 

7. See Chapter 9 for a more detailed expIanation of this idea. 

8. However, this shift has not been evident in the CTM project. As noted in Chapter 1, 
this point is the basis of my contention that music cognition theories which presume the 
APV to be natural to musical cognitive processes are misconceivecl . 
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Westem aesthetic view towards kalimba and qin as musical idiorns would necessarily have to 

focus solely on the sounds.9 

Cook alludes to a certain ethnocentriaty in Western or Westemized iisteners and hints 

strongly that this ethnocenhicity has heaw overtones which ernanate from the APV. He daims 

that "to approach music aesthetically is to interpret it in terms of a speafic interest in sound 

and its perceptual experience is not, then, to transcend Western cultural values, but rather to 

express them" (Cook, 1990: p. 7, rny italics).l* Cook reinforces this argument when he states that 

the Western musical 'aesthetic' has become one "which is essentially connimer oriented in that 

music is treated as a kind of commodity whose value is reaiized in the gratification of the 

listener .At leads to an unbalanced interpretation, if not downright misinterpretation of ritual, 

religious, and easy-listening music-all of which is intended not so rnuch to be listened to, as to 

be experienced within a larger social conteït from which they derive much of their significance" 

(Cook, 1990: p. 7). In the next section, I shall provide a more detailed definition of the APV. 

2.2.3 The aesthetic point of view defined 

Before defining the APV, some preliminary remarks are in order. The first point of note 

is that il is a necessary condition of the APV to consider music as a collection of 'aesthetic 

objects.' The corollary to that point is that aesthetic objects must, by definition, be considered 

from the APV. That may seem obvious and even àrcular, but the act of adopting the APV in 

itself implies a rejection (at least temporarily) of other points of view from which to consider 

9. A counterreply to the above examples might be that a Westemer has every right to 
perceive kalimba and qin as purely musical idioms. 1 would not disagree with that 
point. However, 1 do take issue with CTM which daims that the cognition of such 
forms as kalimba and qin 'as music' is natural, involuntary, mandatory and is an 
innately hurnan attribu te. 

20. 1 extend Cook's contention to include CTM, which, in my view, does not effectively 
transcend Western cultural values (i-e., does not promote explanations of universal 
musical cognitive processes and structures), but rather simply expresses them as weii. 
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rnusic.11 I have indudeci the provision, 'at least temporarily,' because one of the central issues in 

philosophical debates about the APV concems whether the APV is an ontologicai as opposed 

to a theoretical issue. For those who espouse aesthetic perception as the basis for huth about 

the cognition of objects of art, the APV is presumed to be an ontological matter. On the other 

hand, if the APV were interpreted as a theory, and not ontologically, it would make room for a 

variety of stances (aesthetic and/or nonaesthetic) that might be instmrnental in understanding 

the forma1 elements of a musical work. For instance, if one were to adopt a conceptual point of 

view (Le., a non-APV view) conceming the apprehension of a piece of music or a musical 

process, it might imply that a work could be approached for the purposes of apprehending the 

essential features of its conceptual underlay, such as certain compositionally mo tivated 

mathematical or smictural factors. By treating a variety of points of view as theoretical matters 

(and not in ternis of ontology), multiple points of view could be adopted conwent ly ,  induding 

the APV itself. 

With the above considerations in hand, let us be more speàfic in ternis of defining the 

APV. As has been said earlier, to approach a work of art from the APV is to consider it stnctly 

in ternis of perception. Monroe Beardsley states that "a work of art (in the broad sense) is any 

perceptual or intentional object that is deliberately regarded from the aesthetic point of view" 

(Beardsley, 1970, in Margolis, ed., 1987: p. 13, my italics). Beardsley offers what he cails a 

'capacity-definition' for an aesthetic point of view (broadly conceived). He states that adopting 

an aesthetic point of view (broadly conceived) can amount to taking "an interest in whatever 

aesthetic value X may possess" (Beardsley, 1987: p. 13). Thus, to adopt an aesthetic point of 

view (broadly conceived) in t e m  of a capacity-definition, one searches for value in any object, 

artwork or othenvise, by meam of whatever is obtainable solely through perceptual processes. 

I l .  Recall that CTM daims that the APV is not adopted, but is naturally instantiated 
in the mental apparatus for cognizing music. 
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In his book, Normative Discourse, Paul Taylor makes a pertinent point conceming the 

notion. 'point of view.' He contends that 

taking a certain point of view is nothing but adopting certain canons of reasoning 
as the framework within which value judgments are to be justified; the canons of 
reasoning define the point of view.. . We have already said that a value judgrnent 
is a moral judgment if it is made from a moral point of view. (Taylor, 1961: p. 
109) 

It might foUow from the above that a value judgment is an aesthetic judgment if  it is made from 

an aesthetic point of view. In order to avoid the trap of a ciradar argument, one would first 

have to define the term 'aesthetic value.' Beardsley defines aesthetic value as "the value [an 

object] possesses in virtue of its capacity to provide aesthetic gratification'' (Beardsley, 1987: 

p. 15). Again, in order to avoid circularity, we now need to form a definition for 'aesthetic 

gratification.' Gratification normaily impiies pleasure taken in or from something. What then. is 

'aesthetic gratification'? Beardsley sta tes that "gratification is aesthetic when it is obtained 

prirnarilv from attention to the formai unity and/or the regional qualities of a complex whole, 

and when its magnitude is a function of the degree of formal unity and/or the intensity of 

regional quality " (Beardsley, 1987: p. 16).12 

Beardsley maintains that aesthetic gratification is preerninently connected with works of 

art, including poems, plays, musical compositions. etc. The question arises as to what are the 

primary 'marks' of the aesthetic which contribute to the categorization of the above list of items 

as works of art. Beardsley states that "it is the presence in the object of some notable degree of 

unity and/or the presence of some notable intensity of regional quality that indicates that the 

enjoyments or satisfactions it affords are aesthetic-insofar as those enjoyments or satisfac- 

tions are afforded by these properties" (Beardsley, 1987: p. 16). To help with the above, let us 

retum to Beardsley's intention to employ a 'capacity-definition' for aesthetic value. He w a m  

that he does not mean to imply that the aesthetic value of an object is a hnction of the actual 

12. Beardsley's contribution, in the above quote, will figure somewhat prominently 
throughout this study when speaking of the formalist underpinnings to the APV, 
especially as it concerns CTM. 
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total degree of gratification derived from it over number of exposures, but it is rather to be 

thought of in t e m  of the degree of gratification the object a n  providz on each exposure. Thus, 

Beardsley supplements the above definition with one which states that "the amount of aesthetic 

value possessed by an object is a function of the degree of aesthetic gratification it is capable of 

providing in a particular experience of it" (Beardsley, 1987: p. ln. 
Beardsley wams that there are three potential weaknesses with a 'capacity-definition': 

first, what he calls the "unrecognized masterpiece problem" or, the "problem of falsification"; 

second, the "problem of dlusion"; and third, the "problem of devaluation" @eardsley, 1987: p. 

18). The problem of falsification implies that, for one reason or another, a work may not readily 

exhibit its aesthetic capacities, because its feahres are too obscure to be observed fully. The 

second problem, that of illusion, implies that the capacity for proper aesthetic gratification may 

be impinged upon by an experiencer's unstable state of mind. Thus, Beardsley amends his 

definition of aesthetic value to Say that "the aesthetic value of X is the value that X possesses 

in virtue of its capacity to provide aesthetic gratification when m e c f l y  ex@mced" (Beardsley, 

1987: p. 19, Beardsley's italics). Beardsley explains the third problem, that of devaluation, as  

that which occas when an experiencer judges a work by inappropriate aiteria, such as when a 

youngster judges a Song highly on the basis of peer pressure rather than on the merits of the 

forma1 unity or regional intensities of the Song itself. The former, in t e m  of the APV, would be 

considered to be a 'nonaesthetic' judgment, and on that basis alone would be considered a 

'devalued,' or even a valueless construal of a work. Thus, Beardsley amends his definition of 

aesthetic value further in stating that "the aesthetic value of X is the value that X possesses m 

virtue of its capacity to provide aesthetic gratification when comctZy and completely expe~enced" 

(Beardsley, 1987: p. 20, Beardsley's italics). 

As mentioned earlier, the APV presumes the exclusion of other points of view in 

approaching a work of art. Beardsley states that 'a consideration about an object is relevant to 

the aesthetic point of view if and only if it is a fact about the object that affects the degree to 

which the marks of aesthetic gratification (formal unity and intensity of regional quality) are 
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present in the object" (Beardsley, 1987: p. 21). Thus, the arcumstances of a composefs life a t  

the time of composing a work, the title, whether it is a forgeiy, etc., are al1 taken to be 'non- 

aesthetic' considerations and do not impinge on an assessment of the aesthetic value of a 

musical work. Beardsley states that, according to the conditions imposed by the APV, any one 

of the above mention& factors may be "a condition of appreciation [but].. .not necessarily a 

condition of value" (Beardsley, 1987: p. 22). and it is value with which the APV is primarily 

concerned. 

One of the tasks of this study is to debate the merits and/or demerits -- - of the APV.13 

However, one of the more important purposes of this study is to examine how the APV 

impinges on the formulation of CTM. I have been discussing the APV in terms of how the 

aesthetic object provides aesthetic gratification to the subject. This point of view, however, is 

somewhat contrary to the internalist agenda of CTM, which takes its view from the subject (i.e., 

the cognizing individual who mentally constmcts the object), not the aesthetic object itself. 

According to CTM, it is the subject who constmcts mental representations of the musical object 

and thence assesses the value of said representations. In terms of CTM, these representations 

are created through natural processes, by means of unconxious mental structures referred to 

specificaUy by Harold Fiske as the 'aesthetic attitudes.' In the next section, 1 shail explore this 

issue in terms of how the APV relates to CTM. 

2.3 The aesthetic point of view and cognitivist theory of music 

2.3.1 Subjective versus rational judgment 

A significant portion of debate in contemponry cognitive science is devoted to a concem 

about the causal source of cognitive modalities. Conceming the cognition of works of musical 

art, it is often discuçsed whether the cognition of a musical work is mostly a factor of subjective 

13. I shall, however, make some remarks concerning the APV and its relation 
education in Chapter 10, especially as it relates to the practical applications 
baçed CTM. 

to music 
of APV- 
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and largely unconscious causes (describeci by Baumgarten as the 'faculty of taste') or whether it 

is the result of conscious, rational decision making. The split between the two views impinges on 

the direction taken by CTM. If the former view is upheld, it is generally presumed that 

judgrnents are the result of causally instantiated mental processes not available to introspec- 

tion. If the latter is the route to take, then it might be presumed that conxious proceses have 

the potential to figure prominently in musical judgment, perhaps having the power to ovemde 

so-called subjective processes.14 

Susanne Langer and Clive Bell throw some light on the issue. They hypothesize the 

existence of a phenornenon calied the 'aesthetic ernotion,' which they b o t .  variously describe as 

arising from a rationally-based contemplation of objects of art. Bell's notion of 'significant form' 

is in effect an explanation of the role of perception as a means to the arousal of the so-called 

'aesthetic emotion.' In Feeling and Fom. Langer cails aesthetic appearances 'semblances,' which 

she interprets as artistic 'illusions' which present thernselves to the observer. 

In Anaiysis and Value ]udgmnzt, Da hlhaus sheds a different light on the longstanding 

controversy over the validity of subjective and rational aesthetic judgments. He distinguiçhes 

subjective from rational aesthetic judgments by saying that historicaily, subjective aesthetic 

judgments of artistic value generaily imply a certain predominance of 'taste.' He states that 

other contibuting factors of aesthetic judgment rely more upon reflective, rational or analytical 

powers. Dahlhaus says that "individual particular taste, which is in general not at al1 individ- 

uai but rather a reflex of group noms, appears as the highest authority against which there is no 

appeal ...[ alrguments based on objective facts become suspect as offering not a foundation but 

merely an illustration of aesthetic judgment, which passes for one of feeling. Rationality appears 

as a secondary factor, as an addition or decoration" (Dahlhaus, 1983: p. 3). According to 

14. 1 have useci the t e m ,  'subjective' and 'rational' in my title, because other t e m  
seem to cause confusion rather than clarity. Dichotomized terminology such as 
'subjective-objective' seems to fail to capture the notion of rationality in the term, 
'objective.' On the other hand, a 'irrational-rational' dichotomy fails to capture the 
notion of subjectivity in the term, 'irrational.' 
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Dahlhaus, it would seem on first glance that the notion of 'taste' is more fundamental io 

aesthetic judgment than rationality. However, if 'taste' is a reflex (read as invo1unbx-y) of group 

n o m ,  the question arises how group n o m s  of taste become irtstantiated in the individual. The 

explanation from the APV states that taste arises through a series of perceptually-based 

exposures to a given idiom. In fact, Lerdahl and Jackendoff (1983) premise their theory of music 

cognition on that very argument. 

1 shail argue that historically, music cognition theory has been very much founded upon 

the above perspective, that is, of the predominance of the subjective over rational judgment. 

This is in the sense that the music listener is generally deemed to have little conscious (i.e., 

rational) control over the apprehension of the musical object (and al1 the entailrnents of 

judgment that follow). On one hand, Dahlhaus argues that subjective aesthetic judgment 

provides "the psychological premise and point of departure for the dixovery of rational 

explanations" (Dahlhaus, 1983: p. 3). However, Dahlhaus wams the reader that "one m u t  

distinguish the origin, the genesis, of an aesthetic judgment from its legitimation" (Dahlhaus, 

1983: p. 3). In other words, subjective aesthetic judgment (i.e., simply reacting to music without 

employing reflective judgment) rnay not necessarily forestali the legitimacy of rational judgrnent 

nor does subjectivity alone provide a sufficient basis for making completely valid aesthetic 

judgmen ts. 

Dahlhaus notes that musical experiences early in one's life, albeit not directed 

conxiously, certainly d o  form a powerful basis for later musical judgrnent. This is especially 

pertinent to and supportive of CTM, which endeavoun to explain the real effects of music 

cognition as being fundarnentdy the result of unconxious processes initiated by the accumula- 

tion of musical listening expenences. In the happiest of cases, Dahlhaus says, rational justifica- 

tion for one's early musical impressions are not just 'add ons' or just pseudo-psychological 

explanations, but rather a justifiable way of "rehim[ing] to its premises" (Dahihaus, 1983: p. 

4). However, and pertinent to my argument, Dahlhaus wams the reader that the resistance (of 

those promoting the primacy of subjective judgment) to any acceptance of the role of rational 
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judgment as a way of making valid aesthetic judgments is largely based on the unfounded 

contention that one's first impressions will be somehow illegitimized in the process. As I shall 

indicate later, music cognition theorists such as Lehrdahl and Jackendoff (1983) and Fiske 

(1 990) go one step further by daiming tha t rational judgmen t carrnot irnpinge upon one's earlier 

impressions. Theu arguments are based on the premise that the hardwiring of the psychological 

apparatus for music cognition prevents any such occurrence.1~ 

Dahlhaus notes that the resistance to the serious acceptance of the role of rational 

judgment in music cognition is borne of an historical attitude. He points out that those who 

dictated the concept of artistic taste in the seventeenth and eighteenth centuries were resistant 

to the admission of rationality as a potential source of aesthetic judgment. There may have been 

political reasons for such thinking. The so-called 'faculty of taste' (i.e., aesthetic judgment) 

became an instrument to serve the social power structures of the tirne. According to Dahlhaus, 

taste was avowed as a natural quality, implied to be held only by those of a certain elevated 

social status, and not possessed by people in the lower dwes. Dahlhaus says that taste was 

an aristocratic category: taste was a social privilege which one did not promote 
rationally but asserted irrationally . . . inasmuch as suspicion of rationality in 
aesthetics is an aristocratic or pseudo-anstocratic relic-a piece of the past in the 
thought of the present-it need not be accepted as if it were objedively founded; it 
can be suspended or even turneci into its opposite: suspicion of aesthetic irrational- 
ity" (Dahlhaus, 1983: p. 4). 

This argument may in fact mark the begimings of CTM's hypothesis for the naturaliz- 

ation of the APV. The naturaüzed form of the APV is sometimes referred to in music cognition 

theoretical writings as the 'aesthetic attitudes.'i6 1 shall pursue this point in more detail in 

Chapter 10, in which I set out my positive thesis and offer suggestions for an alternative 

approach to the formulation of music cognition theory. 

15. See Chapters 6 and 8 for detailed discussion of this issue. 

16. In Chapter 8, 1 dixuss in detail Fiske's proposal for a naturalited set of aesthetic 
attitudes. 
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As alluded to earlier, one of the prerequisites of CTM is the criterion of audibility. 

Dahlhaus questions those who maintain that the criterion of audibility is the sole means of 

assessing aesthetic validity. Dahihaus contextualizes this argument when he states that 

the aesthetic disdain of "superfluous intentions" not "realizedff in the perceptible 
shape of a work originated in the polemics of classicism agaimt mannered and 
baroque art. ..an undogrnatic theory of art must recognize that the critenon of 
audibilitv, of complete realization by perception, is not a natural law of aesthetics 
but a p&stulate of histoncally limited xope. By rigorously restricting the concept of 
music or of "music proper" to the perceptible, one curtails historic reaiity for the 
sake of a dogrna not older than the eighteenth centuqf' (Dahlhaus, 1983: p. 54). 

The above point is particularly pertinent to C'T'M. which is so heavily founded upon the 

audibility criterion. As 1 understand it, the prinapal task of CTM is to dexribe the listenefs 

(subjective) cognitive consmictions of what (s)he has heard. If Dahlhaus is right in saying that 

the cnterion of audibility is a social convention rather than a factual or natural reality, then 

there may strong reason to question the external validity of CTM where it concerns the 

audibility criterion. If the audibility mtenon arises as a highly contextualized notion, premised 

as it is upon the social and class-oriented values of the eighteenth century (which Dahlhaus 

calls h t o  question), then it also must foilow that the premises of C ï M  theory-making are the 

result of a similar cultural indexing. This, of course, must resuit in a questionhg of the external 

(i.e., universal) validity of such thwry-making. 

2.4 Concluding remarks 

Under the conditions set by the APV, the ontological setting for things 'musical' 

establishes clear-mt boundaries, elirninating as 'nonmusical' al1 features of the experience of 

music not covered by the audibility critenon. Thus, for models of music cognition theory 

following this line of argument, it is but a small step to naturalizing the APV, described in 

cognitivist terms as the 'aesthetic attitudes.' 

Li the next chapter, I shall introduce the second thnist of my argument-the relation of 

the manifest and scientific images to CTM. In doing so, I shall endeavour to demonstrate that 

the naturalizing of the APV results in a misconceived transformation of what was originally a 
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theoretical concept (Le., historically and culturally situated) into an ontological concept (Le., 

naturally and universally situated). 



Chapter 3 

The Manifest and Scientific Images 

3.1 Introduction 

The focus of this chapter is to examine critically the idea, generally accepted in CTM, 

that the manifest image of music supervenes upon the xientific image of music. In other words, 

CTM, as a scientific pursuit, premises its daims on the idea that music, inasmuch as it is a 

cultural phenomenon, is caused by cognitive processes which are best explained scientifically. 

My claim is the reverse: that is, that since xientific explanations of music are rooted in musi& 

cultural manifestations, the categories of the xientific image of music are logically dependent 

upon and expressed in terms of the categories of the manifest image of music. For instance, 

forma1 musical structures, tonal-rhythmic patterns, etc., (i.e., manifest-image items) actually go 

great distance in providing the descriptive categones for hypothesized cognitive processes. 

The notions of supervenience and the manifest/scientific image dichotomy have not 

found their way (at this writing) into regular usage in discussions concerning music cognition In 

this chapter, I propose to articulate the general notion of supervenience and then as it pertains 

specifically to CTM. In terms of explaining the manifest/xientific image dichotomy in music, I 

shall relate the present problem to Garfield's (1988) and Sellars' (1960) recommendations for 

embracing the two images within general psychological theory and then 1 shall particularize their 

solutions in relation to CTM. 

In his 1988 book, Belief in Psychology: a study in the ontology of mind, Jay Garfield 

proposes an alternative view to the individualistic and physicalistic ontology of orthodox 

cognitive science in which cognition (that is, the rnind) is viewed to be supervenient upon the 

physical/biological brain. Garfield's alternative suggestion is that the mind, being made up of 

cognitive structures and processes, is supervenient upon a large and irregular environment which 

includes the brain as a part of that environment. Garfield amves at his alternative view partly 

throughan examination of Wilfred Sellars' (1960) account of two concepts referred to as the 

'manifest image of man-in-the-world' and the 'scientific image of man-in-the-world.' 
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I shall begin the discussion with a short definition of supervenience. I shaii then examine 

Garfield's particuiar approach to supervenience, after which 1 shall indicate how Garfield's and 

Sellars' ideas relate to CTM.1 Suffice it to say for now that CTM generaliy leans towards the 

traditional (i.e., scientific) notion of supervenience. That is, following the cognitivist (Le., 

scientist) line of argument, contempomry cognitivist models of music cognition are fomded on 

the premise that the activity of music cognition supervenes upon the physical brain. Within the 

conceptual frameworks of such models, the manifest image CI music (music understood as a 

cultural phenomenon) is ontologically at source a mentally constructeci phenomenon. In other 

words, on the scientific supervenience model, the interna1 activity of music cognition is claimed 

to be prior to its cultural manifestations. 

3.2 Supernenience 

in cognitive science circles, the generally accepted explanation for supervenience is that 

the mental character of something or someone is totally determined by its or his or her physical 

nature. For this reason, supervenience, as defined, is a foundational concept in physicalist or 

materialist theory of mind. ïhree ideas have corne to be associateci with the notion of superve- 

nience. These are listed and defined below: 

1)  Property covariation: if two things are identical in al1 respects in terms of their base 

properties, it is said that they must also be identical in terms of their supervenient properties. 

2) Dependerice: supervenient properties are said to be determined by and dependent 

upon their base properties. 

3) Non-reducibiZity: 1) and 2) can obtain even if supervenient properties cannot be 

reduced (and, according to the supervenience hypothesis, they cannot be reduced) to their base 

(subvenient) properties. (Summarized from Kim, J., Supmmience, in Guttenplan, 1994: pp. 575- 

583) 

1.  In later chapters, I shaIl discuss in more detail the relation of the manifeçt/scien- 
tific image dichotomy to CTM as it pertains to each theoretical model. 
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3.3 The manifest and the scientific images 

Garfield's argument for an alternate view of supervenience (explaineci shortly) is based 

on a distinction Sellars (1960) made between what he called the manifest image of man-in-the- 

world and the scientific image of rnan-in-the-world (which I shorten to the 'rnanifest image' and 

the 'xientific image').2 Çellars defines the manifest image as "the framework in tenns of which 

man came to be aware of himself as man-in-the-world" (Sellars, 1963: p. 61.3 The manifest 

image has two aspects. in its first aspect. Garfield characterizes the manifest image as "the 

image in which persons locate themselves a s  persons, and which determines the conceptual 

structure in which persons conceptualize themselves and the world in which they find them- 

selves" (Garfield. 1988: p. 14). The second aspect of the manifest image identifies its specific 

content. To begin a discussion of the notion of content, Sellars explains that in temis of the 

manifest image, the issue of content is best exposed when we attempt to answer the question: 

"'What are the basic objects of the manifest image?' when we say that it indudes persons, 

animals, lower forms of life and 'merely material' things Like rivers and stones" (Selkirs, 1960: p. 

9). Sellars states that the manifest image is not an image in which the world manifests itself to 

us in a passive sense, but is rather a double-aspect image in which we as humaw actively 

represent the day-to-day world. It is a world in which we, as  persons (the first aspect), are 

surrounded by the objects of our day-to-day existence (the second aspect), that is, the chairs, 

tables, animals. etc., that are the objects of our everyday ontology. 

Garfield suggests (contrary to the orthodoxy of cognitive science) that the manifest 

image is, by necessity, prior to the scientific image. In alluding to the double-aspect nature of the 

manifest image, Garfield states that the "conceptual resources required to represent the objects 

and relations of the rnanifest image are those ernbedded in our cultures and our languages" 

- - 

2. Garfield ma kes valuable contributions to Sellars' discussion on the manifest /scien- 
tific image dichotomy. Throughout the ewuing discussion. 1 shall ange badc and forth 
between Garfield's and Sellars' comments on the matter. 

3. My references from Sellars corne from his 1963 book. which includes as the first 
chapter, the original 1960 article. 
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(Garfield, 1988: p. 15). In other words, the concepts and means availâble to humans for 

explaining the world are irrevocably tied to their culture and thus to the world as it manifests 

itself to them. Garfield claims that we leam about the ontology of our culture (and the manifest 

image of ourselves) through our language.4 Sellars states that "the manifest image mut ,  

therefore, be consmieci as containing a conception of itself as a group phenornenon, the group 

mediating between the individual and the intelligible order" (Sebrs, 1963: pp. 16-1 7). Garfield 

explains further that "it is only bv participating in the manifest image as a member of a group, 

as a follower of linguistic and epistemic d e s ,  and hence as a person that one can engage in the 

sophisticated representational activity, hypothesis construction, and theorizing that makes 

science and hence the scientific image possible" (Garfield, 1988: p. 16). On this account 

therefore, the manifest image is to be understood as conceptually as well as ontologically prior 

to the Kientific image3 

Sellars argues that the scientific image cannot properly be explained in terms of the 

conceptual and temporal ontology of the manifest image, that is, the world of perrons and mid- 

sized objects. Garfield further explains that the xientific image is "the image of the world that 

includes.. .the theoretical entities-particles. forces, magnitudes, and quantitative relation- 

ships-that theoretical science employs to, in part, explain the nature and behavior of the 

objects in the manifest image" (Garfield, 1988: 16). Accordhg to Sellars. the scientifk image is 

both complex and evolvhg because it is composed of a profusion of individual saences which 

taken together, present a kaleidoscopic image of the world. The evolutionary process of the 

saentific image is said to be progressive, as more and more phenornena are explained in its 

-- 

4. In my view, that point is debatable, but a discussion taken in that direction is outside 
the parameters of this study. However, to illustrate my point, humans learn much 
about the world that is pre-linguistic and also specificalIy non-linguistic, such as 
through certain semiotic relationships which may be outside the linguistic domain. 

5. The goal in elirninativist theones such as Churchland's (1979) is to do away with 
the manifest image altogether. Churchland argues that someday it may be the case 
that people will relate to the world purely in ternis of the scientific image because as 
science further articulates the world, the terms of the scientific image wiil eventually 
replace the terms of the manifest image. 
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terms. However, Sellars notes that the state of flux of the scientific image at any point in time is 

always matched by a concurrent and concomitant state of flux in the manifest image, partly 

caused by the infusion of the effects of the scientific image into popular (manifest) culture. A 

striking example of this point is illustratecf in terms of the change which occurred in the manifest 

image of the relation of the earth to the sun and stars after Copernicus discovereà that the earth 

rotates around the sun within a relatively stationary stellar background. This example is 

indicative that xientific discovenes eventually find their way into manifest-image (everyday) 

parlance. 

Sellas observes that the two images have an uneasy relation because "each theoretical 

[scientific] image is a construction on a foundation provided by the rnanifest image, and in this 

rnefhodological smse presupposes the manifest image, mak[ing] it tempting to suppose that the 

manifest image is prior in a substantive sense; that the categories of a theoretical science are 

logically dependent on categories ... in the manifest world" (Sellars, 1963: p. 20, his italics). 

However, in setting itself up in a dichotomized relation to the manifest image, the scientific 

image purports to be (if not at least promising to provide sometirne in the future) a complele 

image of the truth of the world, eventually rendering the rnanifest image superfluous. Sellars 

says that from the point of view of the xientific image, "the manifest image on which it rests is 

an 'inadquate' but pragrnatically useful ükeness of a reality which first finds its adequate ... 

image in the xientific image.. . to ail which, of course, the manifest image, or, more accurately, the 

perennial philosophy which endorses its claims, replies that the xientific image cannot replace 

the manifest image without rejecting its own foundation" (Sellars, 1963: pp. 20-21). 

In terms of the above statement, we have a situation in which the two images are not 

only competing, but also that the manifest image is in a state of threat by the supremacist 

tendenaes of those who promote the scientific image. What cornes to us as a cornmonsense view 

of the world (i.e., the manifest image) is being gradudy replaceci by a viav (i.e., the xientific 

image) which purports to explain the world as it 'really' is, not as it appears. In terms of its 

supremacist tendencies, Garfield states that "the scientific image.. .daims for itself not so much 
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plasticity as evolutionary convergence to the truth. On this account, the manifest /scientific 

distinction is tantamount to, or at least approaching, the classical appearanceheality 

distinction" (Garfield, 1988: p. 17). 

Garfield attributes this apparent clash between the two images to three possible causes. 

First, the categories in terms of which the xientific image describes itself (i-e., objects, forces, 

actions, relations. properties) are actually the categories we initially use in expressing the 

manifest image, extended and refined. To understand and use those categories in terms of the 

xientific image, Garfield says i t is normal (and probably necessary) first to conceptualize those 

categones and second, to use them in terms of the manifest image. in doing so, the scientific 

image. in attempting to amve  at a more sophisticated description of the world, cannot 

relinquish, deny or take sole ownership of those categones. Second, according to Garfield, the 

phenomenal world of the manifest image is the world in which we are forced to live and 

therefore we tend to adopt aspects of the scientifk image in our language in order to provide us 

with refinements of Our understanding of the manifest world. As such, the manifest image 

provides the pursuit of the scientific image with its very impetus and meaningfulness as an 

activity. Garfield points out that the third (and most important) explanation for the clash 

between the rnanifest and the xientific images has to do with the notion of persow. As the 

saentific image becomes further articulated, there is a progressive depersonalization from the 

original image (tha t is, the personal, subjective aspect) to the objective aspect of the manifest 

image, leading finally to a totally depersonalized scientific image (of man-in-the-world). 

Garfield says that the concept of a person is 

the concept of a thing that, at least, conforms its cognitive and linguistic 
behavior, and its other social behavior as well, to d e s ,  and does so in the 
context of a community that is capable of articulating and enforcing those d e s .  
A central feature of persons, then, is the nonnative character of the predicables 
appropriate to them, and it is of the essence of the scientific image that its 
predicables are descriptive rather than normative. (Garfield, 1988: p. 1816 

6. Detractors to this view might argue that the scientific image is as much rule-based 
in its own way as the manifest image iç in its own way. 1 would defend Garfield's 
argument by pointing out that in terms of the xientific image, niles tend to evolve from 
induction but in t e m  of the manifest image, the person generally encounters rules 
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Garfield sets out four potential ways to resolving the conflict between the manifest and 

saentific images. The first possible resolu tion is tha t the scientific image could supercede and 

make redundant the manifest image (as expressed in Churchland's 1979 argument). Garfield 

refers to this as the 'xientist' view. Second, the manifest image could win out, relegating the 

scientific image to an instrurnentalist role in providing explanations for the manifest image. 

Garfield refers to this as the 'instrumentalist' view.7 A third possible resolution is that both 

images could be retained, but kept distinct, giving us what Garfield refen to as the 'binoculaf 

view.8 The fourth possible solution to the manifest /scientific image dichotomy would be to 

synthesize the two images, providing us with an explanation of the world which retains the best 

features of both images. Garfield refers to this as the 'synthetic' view.9 I shall dexribe the 

'synthetic' view in the next section. 

3.3.1 The synthetic view 

The essence of Sellars' synthesis argument is that the understanding of the manifest 

image with al1 its normative properties is in reality embedded in the scientific image. Sellars 

achieves synthesis of the two images by arguing that belief states in the manifest image 

(xientifically explainedl are to be identified with neurophysiological states. More specifically, 

Sellars argues that a thought x is a psychological state in the subject's internal psychological 

economy which has a parallel function in natural language. In other words, those parallel states 

(that is, the manifest belief and the internal psychological state scientifically described) are 

already formulated by the community. Perhaps i t  is in this way that Garfield is correct 
in claiming that the predicables of the scientific image are descriptive and the 
predicables of the manifest image are normative. 

7. The instrumentalist solution is probably the least desirable because the status of the 
scientific image is toc, central to our contemporary understanding of the world for it to be 
relega ted to the sideIines. 

8. This is Garfield's prefcrred version. 

9. Sellars argues for this version. 
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functional equivalents, or, as Garfield explains, they are "events in the centrai nervous systern 

dexribed in the language of neurophysiology" (Garfield, 1988: p. 19). Sellan' synthesis theory 

concludes that once individual thoughts, intentions, beliefs, etc., are understood in t e r m  of 

neurophysiology, a theory of the n o m  and intentions of the community and hence personhood 

can be developed. This move then opens an avenue of approach for the accommodation of the 

manifest image of persons within the scientific image of things. Garfield explains that "in such a 

~~ynthesis, beings can be understood to possess normative properties in Wtue of their naturalis- 

tic relations to naturalistically characterized community intentions" (Garfield, 1988: pp. 19-20). 

In order to bnng the above presentation into the perspective of this sîudy, it might be 

said that a roughly similar version of the 'synthetic' solution is most often hvoured by CTM. In 

other words, music, taken as a cultural phenomenon, including its practices, works, and 

individualized thoughts about it by persons, is to be understood and explained in terms of 

individualized neurophysiological processes. As the favoured orthodoxy expressed in terms of 

CTM, the scientific image is always taken as primary. That is, musical partiapants (manifestly 

conceived) are accounted for by the understanding that the normative properties of musical 

idiorns (and consequently, the musical beliefs of individual music cognizers) and the conceiving 

of said properties are embedded in the scientific image. The mediating link between the manifest 

beliefs of individual music participants and the concomitant xientific explanation of those 

beliefs is that such beliefs (manifestly conceived) are enfolded into the scientific image by 

identifying them fundamentally as neurophysiological states. In other words, the cognitivist 

story states that the manifest beliefs of individual music cognizen supervene upon the 

neurophysiological states in which they are instantiated. 

To bring this idea into a more general perspective, Garfield outlines three essential 

components in the Sellarsian 'synthesis' thesis of linguistic meaning and of the linguistic mode1 

of mental events.10 First, there is the functional component. Garfield explains that "the meaning 

of linguistic items is to be understood in t e m  of the functional roles they play in luiguistic 

10. Extracted from SeIiars, 1956, 1974, 1980, and 1981. 
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practice" (Garfield, 1988: p. 19). For example, there is a logical relation where the term 'boat' in 

English means 'bateau' in French. This relation is analyzed in the postulation, "'boat' is a 

'bateau"' and thus, 'bateau' is understood as an expression that plays the same functional role 

in French as the expression 'boat' plays in English. 

In relating the above to music, the argument would follow that the meaning of musical 

items Le., phrases, patterns, chord progressions, etc.) is to be understood in terms of the 

functional roles those items play in musical practice.11 It is often expressed that there are many 

musical languages, which is another wav of saying 'musical idioms.' Therefore, the cross-modal 

musical equivalent of a natural language might then be referred to as a musical idiom. For 

example, the chord progression, TV-V7-1 in common practice harmony would be taken to mean 

(i.e., is functionally equivalent to) IWnWP-ImaV in jazz harmony and thus would follow that the 

chord progression, IImm7-VWmai7 piays the same functional role in jazz harmony as the chord 

progression, IV-V7-1 plays in common practice harmony. 

The second cornponent in the Sellarsian 'synthetic' account represents another aspect of 

the functionality of statements and psychological states. Garfield explains that "a thought [e.g., 

that the cat is on the mat]. . . just is some psychological state that is a ['cat-on-the-mat' thought], 

that is, that plays the same role in the subject's interna1 psychological economy that.. . [the 

statement 'the cat is on the mat'] plays in natural language" (Garfield, 1988: p. 191.12 

In terms of music, the Sellarsian synthetic story would follow a line that a thought 'that 

Il-7-V9-Imajr is just some psychological state that is a 'Il-7-V-VP-ImaF' thought, and thus, the 

mental entity represented by 'IIMW9-Imajr as a psychological state plays the same functional 

role in music cognition as it does in the jazz idiom. 

I l .  The term 'meaning' is to be understood in the context of the APV, as a special 
condition taking into account the perception of the formal properties of musical items. 

12. In the hope of adding clarity, 1 have substituted Garfield's use of symbols in his 
text with the example, 'cat on the mat.' 



Chapter 3: The Manifest and Scientific Images 

The third component in the Sellarsian 'synthetic' account is yet another aspect 

functionalist explanation. Garfield explains that "the states that are the candidates 
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of the 

in the 

scientific image for the functional equivalents in the intemal psychological economies of 

believers of Iinguistic items in public language are events in the cenbal nervous system desmbed 

in the language of neurophysiology" (Garfield, 1988: p. 19). Translating the above into a 

linguistic example. it might be said that 'cat-on-themat' thoughts (as psychological functional 

equivalents of 'rat-on-the-mat' staternents), are to be understood as events in the nemous 

system, neurophysiologically describecl. 

In terms of music, ar. explanation of the third component in the Sebrsian 'synthesis' 

account might be that 'F-V9-P'  thoughts (as expressed in the scientific image) that are the 

functional equivalents of 'E7-V9-F' chord progressions in jazz harmony (as expressed in the 

manifest image) are to be understood. in Garfield's words, as "events in the central nervous 

system as described in the language of neurophysiology" (Garfield, 1988: p. 19). This last point 

b ~ g s  to the fore the issue of supervenience: x psychological states are said to supervene on x 

biological states, and x manifestations of x psychological states are said to supervene on x 

psychological states. Garfield states that once the above idea is incorporated, it follows (on the 

Sellarsian svnthetic mode11 that 

an account of the mles and n o m  the applicability of which is definitive of 
personhood, can be developed. Hence, the argument condudes, the framework of 
persons, the manifest image, need not be jettisoned but can be accommodated 
within the saentific image. In such a synthesis, beings can be understood to 
possess normative properties in virtue of their naturalistic relations to naturalis- 
tically characterized comrnunity intentions. (Garfield, 1988: pp. 19-20) 

Garfield rejects the Sellarsian 'synthetic' account on two points. First, he disagrees with 

the notion of identifying neurophysiological phenornena as functionaliy equivalent tokens of 

pubiicly linguistic items. Second, Garfield stipulates that he is arguùig "for an account whereby 

the manifest image and the scientific image stand as rnutually necessary but distinct lenses 

through which we represent the world. 1 will embrace. ..a psychology that does justice to the PAS 
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[which] wili of necessity be one that takes senously the normative embedding of persons in their 

communities" (Garfield, 1988: p. XN.13 

3.3.2 The binocular view 

Garfield argues that Çellars' 'synthetic' solution to the manifest/scientific image 

dichotomy is ultimately mistaken. He states that the manifest image, "while indeed sharing 

certain key features with the scientific image, retains an independence of method and an 

independence of ontology that require the predicates applicable to persons to be treated 

somewhat specially" (Garfield, 1988: p. 24). Garfield argues that m e a n i n g ~ e s s  and attention 

to communal norms of language and mental phenomena presuppose the very construction of the 

scientific image. He further argues that "given the nature of the domain of psychology, the 

ontology of the manifest image places special conshaints on its [psychology's] theoretical 

entities and its met hodology" (Garfield, 1988: p. 24). These constraints are due to the preoc- 

cupation of the manifest image with persons embedded within the cultures that construct the 

manifest image itself. Garfield states that these constraints "issue in the incoherence of any 

account that either denies the existence of [intentional states] or does serious violence to their 

relational, intentional character and to their kinship with linguistic states" (Garfield, 1988: p. 

8). 

Garfield proposes a shift in the consideration of representational phenomena from a 

supervenience base of individualized cognitive sys tems t O a "large, irregular supervenience 

base" (Garfield, 1988: p. 131, 1 44, et al) which assumes that language is pnor to propositional 

attitudes and which "locates one in a cornplex, indefinite network of relations to one's 

environment and one's cultural and linguistic comrnunity" (Garfield, 1988: p. 132). To th& end, 

Garfield states that 

13. The PAS are identified as the so-called 'propositional attitudes,' which in 
cognitive science orthodoxy include notions of mentality such as belief, desire, 
intention, hope, fear, wish, etc. 
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the ontological story is more complex, however. Although animal representation 
systems are necessary preconditions of the acquisition of ianguage, the pos- 
session of PAS (propositional attitudes) is no t. To be in a representational state 
is, from an ontological perspective, to be in a complex set of relations to one's 
history and environment, and this is so whether the representational state in 
question is a sta te of a map, of the ink on this page, of a gerbil, of a computing 
machine, of an infant, or of an adult human believer. (Garfield 1988, p. 142) 

In terms of CTM, my resolution of the dichotomy of the rnanifest and saentific images 

would be similar to the %inoculai' approach proposed by Garfield with one specific alteration 

(which 1 shall explain shortly). I agree with Garfield that the xientific and the manifest images 

of music are distinct lenses through which to formulate a picture of how we mentilly represent 

the world of music. Garfield cautions his reader that his intention (as mine) is not to presa-ibe a 

wholesale diange in the general diredion of psychological research, but rather to recommend a 

"reconceptualization of the enterprise" (Garfield, 1988: p. 8). CTM mtomarily assumes a 

supenrenience base in terms of the primacy of the scientific image and all that taking such a 

position entails. 1 con tend that the concepts and ca tegories of music cognition (xientifically 

desaibed) are in thernselves established and described in tenns of the rnanifest image of music, 

which points to the pnmacy of the manifest image of music. 

However, the image (manifestly described) to which CTM adheres is itçelf based on a 

very particularized ontology, being denved from the APV. 1 contend that such a particularized 

manifest image of music is a symptornatic fault in the conceptualization of the CTM enterprise. 

This becomes essentially a question of domain demarcation, a point which 1 shall pursue in 

more detail short ly . My principal complain t wi t h individualistic (Le., internalistic) 

supervenience models of music cognition is that they tend to deal with only the formal mental 

structures a i n g  from the perception of musical material within the auditory-cognitive domain. 

One negative consequence of seriously considering sudi models is that it excludes or does not 

account for an explanation of important and inescapable pragmatic, or goal-driven contexts. 

Holland, et al (1986) raise th& point in ternis of the 'pragmatic' as opposed to the 'syntactic' 

character of induction. HoUand (et al) state that 
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because of its emphasis on the role of the system's goals and the context in which 
induction takes place, we characterize the theory proposed here as pragmatic. In 
contrast, most treatments of the topic have looked at purely syntactic aspects of 
induction, considering only the formal smicture of the knowledge to be expanded 
and leaving the pragmatic aspects, those concemed with goals and problem- 
solving contexts, to look out for themselves. In our view, this stance has 
produced little insight into the way hwrians do, or efficient machines might, make 
just the inferences that are most usehil. That is not to Say that syntactic 
considerations are irrelevant; indeed, at some level they are inescapable in any 
computational system. Our daim is that pragmatic considerations are equally 
inescapable. (Holland, J. H., K. J. Holyoak, R. E. Nesbett, and P. R. Thagard 
1986: p. 5) 

In my view, it is the inclusion of pragmatic considerations, or goal-driven contexts that will do 

much to incorporate the notion of person into a revised concephialization of music cognition 

theory. However, the ontology of APV-based music cognition theories view pragmatic or goal- 

driven contexts to be categorized as 'extramusicai' and thus outside the parameters for study. 

As will become evident in my detailed investigation in Chapters 5 through 8, the f o m  of CTM 

is concemed with the syntactic aspects of induction. 

Given that the research effort in CTM is made on the prernises of the APV, its commen- 

surate external validity is in danger of being severely restricted or even threatened due to the 

narrow (syntactic) view of music it presupposes and also due to the subsequently assumed 

syntactic nature of musical cognitive processes. In other words, the results of the CTM effort, 

while not necessarily mixonceived, are rather too narrowly conceived, and in my view, run the 

nsk of being considered as little more than a special kind of aural-domain type of cognition. 

Therefore, 1 contend that before a %inoculai' resolution of the manifest and saentific images of 

music can be properly undertaken, a wider ontological base for music (rnanifestly describeci) 

m u t  be accepted, one which is inclusive of the notion of persons embedded within cultures 

(and al1 that entails) . 

Let us see how Garfield's proposa1 for a "large, irregular supervenience base" for 

representational phenomena might apply specifically to music cognition theory. As noted 

above, there is a generally acceptable vagueness asçociated with cognitivist approaches to 

music theory (in t e m  of the specification of the characteristics of representational phenomena) 

that is normally attributed to the individualistic tendenaes of the subject (Le., the cognizer). As 
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the orthodox cognitivist story is usually told, mental representations are subjectively con- 

smicted and depend for that construction upon an individuaiized set of cognitive processes. In 

other words, it is an oft-made conclusion that in the individualistic supervenience mode there is 

an acceptable level of vagueness in the cognition of music that is deemed to be due to individ- 

ualized sets of listener-attributable processes. On the other hand, in a manifest image 

supentenience mode, the mental representations of a participant in music would have the 

advantage of tending away from a situation of individuaüzation to one of being accountable 

for, to paraphrase Garfield's statement above, within a person's "network of relations to one's 

environment and one's cultural, linguistic and musical community." In this sense, mental 

representations ansing from participation in music would have to be more cornplex, adding 

intersubjectivity to the subjective/ objective dichotomy, but might nevertheless offer a poten- 

tially more definable characteriza tion. 

A good example to consider is Beethoven's Ode to jay theme, which occurs, of course, in 

the final movement of his Ninfh Symphony. However, since its original appearance in 

Beethoven's symphony, the Ode to \oy theme has reappeared in a number of new contexts. For 

instance, the Ode to  loy theme has been used in rock music settings, played with drums and 

guitars, in television commercials to sell cars, as well as having been quoted by other composers 

in their own original works. There are many more contexts in which the Ode to l o y  has been 

used, such as in feature films, documentaries, ceremonies, etc. It can certainly be said that the 

Ode to jay theme has been heard by a wide vanety of listeners, and has certainly been played by 

all levels of perfoxmers involved in a range of musical idiorns. 

As Garfield might agree, the vagueness that occupies the formulation of the 

psychological linguistic predicate might equally infect a situation concerning a musicnl psycho- 

logical entity. Recall that in terms of the sàentific supenrenience mode, there is an acceptable 

level of vagueness associated with the musical psychological predicate which would be 

accounted for as listener-attributable. That is, on this account, the participant's particular 

listening expenence is deemed to be the principal determining factor in the formulation of a 

musical psychological predicate of the Ode tu joy theme. 
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In a manifest image supervenience mode however, the musical psychological predicate 

that arises would certainly be partially attributable to the listening experience but o d y  as one 

factor among rnany in a wider context of participation in the musical event. As each contribut- 

ing factor is taken into account, the psychological predicate becomes more defineci, but also 

more cornplex. For instance, a performefs relation to the orchestral sounds around her, the 

tactile nature of the instrument she plays, the stage and the lights, her anxiety.. the number of 

pieces she knows by Beethoven and al1 the myriad factors Ieading to the performance of the 

theme become in themselves attributable factors to the kind of psychological correlates which 

may aise  from said participation in the Ode to \oy theme. Each factor connected with the 

experience of the Ode to loy theme then becomes a small but integral part of a multi-faceted 

picture of the musical psychological predicate. 

In conclusion, Garfield eiicits three mords from the above reasoning. The fhst moral is 

that "syntactic (that is, solipsistic) accounts of inductive reasoning are taken to be insufficient" 

(Garfield, 1988: p. 150). The second moral is that "the theory of inductive reasoning m u t  be 

framed in terms of the organism's or machine's knowledge and goals, and of the use to which 

that knowledge and those goals are put" (Garfield, 1988: p. 150). The third moral is that 

"although syntactic accounts of processing are irrelevant to understanding a system's inductive 

performance, these accounts can provide only a partial explanation of inductive capabilities" 

(Garfield, 1988: p. 150). On this account, and especially in terms of the models of music 

cognition examined in this sfxdy, syntactic models of inductive reasoning offer a severely 

restricted explanation of musical cognitive activities. In dealing with each of the particular 

models, this point will become a particular focus of criticism. 

3.4 The autonomy pnnciple 

Cognitive psychology sets out to explain the workings of the intemal cognitive system, 

how it processes, stores, manipulates and transfonns infomtion and how the use of informa- 
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tion influences and guides behaviour. Stich (1983) explains the workings of this individualized 

system in terms of the 'autonomy principle.' He states that 

the states and processes that ought to be of concem to a psychologist are those 
that supervene on the current, internal. physical state of the organism .... What 
this amounts to is that any differences between organisms which do not manifest 
themelves as differences in their current, intemal, physical states ought to be 
ignored by a ps ychological theory. If we respect the au tonomy prinaple, then the 
fact that a pair of organisms have different histories or that they are in signifi- 
can tly different environments will be irrelevant to a psychological theory.. . . 
(Stich, 1983: p. 164) 

Stich argues that the autonomy principle is an effective weapon to use in engaging in the 

so-called 'replacement argument.' That is, if a person were replaced by a cell-for-ceu replica 

from some other galaxy, that new person would be psychologically identical to the original, 

regardless of differences in historv. Garfield explains that under the autonomy principle "our 

different histories rnake no difference to Our psychology, and if they do not, then no sudi extra- 

organismic variables can be relevant to an organism's psychology" (Garfield, 1988: p. 57). Given 

that cognitive psvchological theory is predicated on the physical (Le., neurobiological) instanti- 

ation of the human information processing system, phenomena relevant to the properties of that 

system are going to be seen as supervenient upon those neurobiological states. So, as the 

'autonomy principle' story goes, if we are to leam more about the processing of information 

corning to the system and its resultant behaviour, it is ultimately going to depend upon our 

knowledge of the workings of the neurobiological system. 

However, Garfield identifies the central problem for methods of investigation which rely 

upon the 'autonomy principle' as a matter of attempting to reconcile the gap between 

noncontentful psychological phenomena (x ient i f idy  conceived) with contentful psychological 

phenomena (manifestly conceived). He states that 

it seems impossible that anything like the PAS [propositional attitudes] as 
constnied by the manifest image-tha t is, as individuated as contentful-can 
meet the conditions for psychological phenomena, because no phenomena 
individuated by content can salisfy the autonorny principle and no phenomena 
that violate the autonomy prinaple are suitable objects for psychology. (p. 57- 
58) 
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Garfield offers three exphnations why this problem persists. Firçt. for a psychological 

state to be contentful, Garfield argues that the context f ~ o m  which the ascriber attributes that 

content must be taken into account. However, the problem is that the existence of psychological 

states sensitive to extra-organismic considera tions violates the au tonomy principle. Second, 

Garfield notes that the vagueness inherent in the notion of content itself presents problems for 

the purposes of dassifyhg or generalizing psychological states. Garfield's stated reason for this 

is that if there is not a means of i d e n m g  psychological states by classes beguse of vaganes 

in "the interests and perspective of the attitude asaiber ... they [the PAS] faii to constitute 

appropriate classes for a saentific psychology" (Garfield, 1988: p. 58). niird, resulting from the 

first two reasons, Garfield concludes that "predicates whose extensions are determineci by 

content asaipiions appear not to be projectible" (Garfield, 1988: p. 58). That is, if psychology 

is to be called a science, Garfield says that it ought to be "embeddable in some sense (perhaps 

short of genuine reduction) in a more fundamental science such as neurobiology ... but if 

intentional predicates are vague and nonautonomous, they can't have corresponding neural 

properties, since neural properties are [by definition] determinate and autonomous. Thus, on 

this account, the intentional properties are nonprojectible and hence unsuited for a xientific 

psydiology" (Garfield, I Y U ~ :  pp. 58-59). 

So here lies the problem. On one hand, psychology, as a xientific endeavour predicated 

on the notions of individualism and precision, has the daunting task of accounting for the 

propositional attitudes. On the other hand, there is the problem of reconciling the PAS 

(construed as nonindividualistic and vague phenornena) with a seemingly necessary connection 

with linguistic context. This very problem, expressed in terms of  general cognitivist theory, 

appears to be remarkably consistent in terms of CTM. That is, on one hand, the psychology of 

music, as a science, endeavours to be predicated on subjective organization, h3s the task of 

accounting for what Fike identifies as the 'aesthetic attitudes.'i4 On the other hand, there is the 

similar problem of reconciiing the apparent individuality and vagueness of the 'aesthetic 

14. See Chapter 8 for a full account. 
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attitudes' (complete wit h their nonindivualistic characteristics) with 

context of musical experience (manifestl y described). 

the wîde and vregular 

In an attempt to solve this problem, Garfield identifies two strategies which he calls 

'reconllliationist' and 'eliminitavist.' The former attempts to salvage the individualism and 

precision of ps ychology while a t the same time retaining the PAS b y providing an individualis tic 

account of them. The latter attempts to retain the individuaüty and predsion of psychology by 

banishing the PAS f-rom the ontology of psychology. For Our purposes, 1 shall concentrate on the 

strategy employed by the 'reconciliationalist' approach exemplified in what Garfield refers to as 

Fodor's Methodological Solipsism and Py lyshyn's Nat uralistic hdividualism. V e y  briefly, a 

'solipsistic' explanation arrives a t  a characterization of the intemal events and states of an 

organism without regard to its history and environment or even outside its own central nervous 

system. A 'naturalistic' explanation takes into account the relation between the intemal events 

and states of an organism and its histont and environment. 

The solipsistic explanation fits the computational paradigm very well. Fodor explains 

that 

as long as we are thinking of mental processes as purely computational, the 
bearing of environmental information upon such processes is exhausted by the 
formal character of whatever the oracles write on the tape. In par t idar .  it 
doesn't matter to such processes whether what the oracles write is hue... Pm 
saying, in effect, that the formality condition, viewed in this context, is tanta- 
mount to a sort of methodological solipsism. If mental processes are fornial, then 
they have access only to the formal processes of such representations of the 
environment as the senses provide. Hence, they have no access to the smantic 
properties of such representaüons, including.. .the property of being representa- 
tions of the emironment. (Fodor, 1980 [quoted from Fodor 1981, p. 2321, Fodofs 
i talics ) 

Fodor's critiasm of the naturalistic approach is that the vocabulary of a naturalistic explana- 

tion can never be viable as a vocabulary for a MentSc explanation. His reason is that such a 

vocabulary would be irreconcilable in terms of being projectible in both psychology (as a 

saence) and the vocabulary of the environment, even if environmental science, as one of the 

physical Mences (which would have to indude al1 the sciences) could have such a complete and 

workable vocabulary as to include psychology, which, at present, it does not. 
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The question arises how we are to interpret what goes on in the internal organism 

without an appropriate vocabulary. Garfield explains that, in terms of the solipsistic frame 

work, "in order to assign content to the system, and hence to amve at psychologically usefd 

words and generalizations, we imagine an interpretation of the system's language and architec- 

ture such that under this interpretation the system's behavior would make sense in an environ- 

ment pretty much iike the one we live in. In doing so, we remain solipsistic" (Garfield, 1988: p. 

63). Therefors, a description of the system under the guise of methodological solipsism can then 

be amved at without concern . -  - for . the mith or falsity of the representations ascribed to the 

system itself. Garfield explains that "methodological solipsism is an epistemological matter-a 

commitment to the dispensability in principle, if not necessarily in practice, of information 

conceming the subject's endonment and his or her reIations to it; the individualism is an 

ontological matter-a commitment to the view that a subject's psychological state is to be 

identifieci with his or her nonrelational phpical states" (Garfield, 1988: p. 64). It is in this way 

that methodological solipsism characterizes mental states as contentful: that is, the content of 

the mental state is said to be a function of the interrelation of the computational symbols that 

the system manipulates. in effect, this is the source of the 'syntax parallels semantics argumenY 

as proposed by Fodor. 

On the other hand, the naturalistic explanation attempts to reconàle internai represen- 

tations of events or situations in the environment with actual instances in the environment itself. 

Thus, naturalism sets up relations among the organism's various cognitive states as weU as to 

its distal environment. For instance, a music cognizerfs representation of a musical passage at 

hand would be set up in a relation to representations of previously heard instances of the 

musical passage in question. The so-called 'symbols' in the listenefs head are said to c a w  her 

behaviour because those particular symbols (and not others) represent to the listener the fact of 

the musical passage (manifestly describeci). This is the parting point between naturalistic 

individualism and methodological soüpsism. Nevertheless, the essentia1 ingredient to both 

approaches (naturabtic and solipsistic) is that cognitive states supervene on the internal 
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muid/brain. In tenns of both accounts, Garfield condudes that "in cognitive theory, information- 

processing states have to be identified by their content (this is what makes the position 

reconcüiationist, and this is where Naturalistic Individualisrn and Methodological Solipsism 

convergef' (Garfield, 1988: p. 66). 

in the next few paragraphs, 1 shall attempt to position the music cognition models 

exarnined in this study on a conceptual rnap whose boundaries indude the naturaliçtic and 

soiipsistic points of view. Admittedly, the drawing of hard and fast lines is not always a 

fruitfd task. My point in making the attempt is first, to indicate the approximate position of 

each model in the theoretical terrain, and second, to expose any emerging trends in theory 

development occurring over the last two decades. At first glance, one trend that appears m 

CTM is that there has been (at least if one deduces a trend on a chronological basid a rough 

shift in locus from the naturalistic to the solipsistic point of view. 1 Say 'rough'because the 

overd trend in the development of music cognition theory over the last century and a haif has 

also been one of a gradua1 intemalization from predominantly perceptual to strictly mental 

processes. That is, the general trend has been to deprioritize the perceptual aspects of music 

cognition in favour of the purely cognitive in an effort to reduce the perceptual aspects of 

musical experience to an instrumental role. 

The processing-mle model (as formulated by Heller and Campbell) can be traced 

through articles they published from 1976 through 1988. The task of positioning their work on 

the naturalistic/solipsistic conceptual map depends on which aspect of the theoretical model 

one takes as the prirnary focus: the processor or the executive component.lj Lf one examines the 

processing-de model strictly in terms of the processor, the discussion of context m u t  be 

Limiteci to the aurakognitive domain. That is, the discussion of relations the listener may have 

with the distal environment is lunited not just to the general aurai environment, but is restricted 

to the sonic characteristics of the musical stimuius itself: that is, the instrument or voice making 

the sounds. In this respect, H/C might be said to be following a nahiralist line of argument with 

15. 1 shall provide a detailed explanation of H/C's model in Chapter 5. 
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certain restrictions. However, if one examines the processing-de model in terms of the 

executive component, one finds that its operations are solipsistic in the sense that the process- 

ing of the executive component is limited to nonindividualistic symbolic manipulation with no 

connection whatsoever to the distal environment. 

It is not entirely obvious where the 'generative music grammaf model (Lerdahl and 

Jackendoff) fits into this scenario. In this model, the musical intuitions of a listener are taken to 

be the product of a listenefs experience in a parücular musical idiom. At first glance, one might 

place this model in the nahiralistic camp because so much importance is placed on the 

experiential factor. On the other hand, L/J maintain that the acoustic signal triggers "mental 

(cognitive) operations that impose order on information derived from that signal" (L/J, 1983: p. 

370). It would seem by the above statement that the order imposed by the cognitive apparatus 

is rnethodologically solipsistic in one sense and naturalistic in another. As with the processing- 

nile model, the incorning signal is the solely permissible connection with the distal environment. 

However, the listenefs experience in a particular musical idiom serves only to assist the interna1 

processing systern in devinng a better method of converting incoming data. This is so that the 

system will function more easily in future instances when processing tonal and rhythmic 

patterns that have a similar match to previously encountered patterns. On that account, the 

system might appear to be solipsistic. In my view, this apparent confusion (in both the 

processing-mle and the generative grammar mode11 is principally diie to the assumptions 

adopted in terms of the APV. As previously described, but in this new light, the so-called 

'musicalr distal environment, according to all the models ewmined in this study, is defined a s  

strictly that which is afforded by the sonic stimulus. In th& sense, the larger ('nonmusical') 

distal environment is deemed to have no effect on the achial processing one way or the other.16 

Thus, the notion of content (in this case, APV-bas4 'musical' meaning) is solipsistic. On this 

16. It is important to note that the terms, 'musical' and 'nonmusical,' or 'extramusical' 
often retain their meaning in tems of a specific formalist (APV-derived) point of view. 
1 think of this usage as being set within a narrowlydefined spectrum. Without the 
governance of the APV, the terms 'musical' and 'nonmusicaf' can embrace a broader 
spectrum not afforded by formalist parlance. 
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account then, 1 would have to say that, on balance, the generative grammar model Ieans 

towards the methodological solipsism section of the conceptual map. 

The 'temporal processes' rnodel virtually eliminates perception, specifically in terms of 

its contribution to cognitive processing. The stated f o w  of the 'temporal processes' mode1 is 

restricted to the parameters of the aural-cognitive domain, but there is some confusion created, 

due to a deprioritizing of the sonic component and a subsequent pnoritizing of the temporal 

component in the musical ontological framework In my view, this move causes conhision m 

terms of understanding how the model relates the music participant in a temporal environment 

to cognitive processes.17 As with the two previous models, the 'temporal processes' model is a 

two-component theory, the difference being that the principal divisions in the model are 

between 'temporal' and 'nontemporal' cognitive processes. On one hand, temporal processes 

reveal certain relational charactenstics to the distal (i.e., sonic) environment, giving the 

impression that the model is naturalistic. However, the nontemporal processes are conceived as 

abstract in character, giving the impression that the model better aligns with methodologid 

solipsism. Again, as with the other models. 1 attnbute this confusion at least in part to the 

adoption of the APV as the philosophical basis for theory-making. 

The 'rule management system' model more closely aligns with a stricter version of 

methodological solipsism. Fiske defines music cognition as "the dynamics of musical thinking, 

[and] concerns four dimensions: (a) the nature of the information provide to a cognitive 

processing network; (b) the structure of the network and the activities that define it; (cl 

processing outcomes; land (dl significance of these outcomes for the individual" (Fiske, 1990: p. 

iii). According to Fiske. the content of so-caiied "realized musical smictures" is deemed to be a 

produd of the interaction of the structures themselves. However, the notion of musical content 

in the context of musical cognition is restricted to the system's capacity for placing given 

patterns on a xa le  of similarity and dissimilarity to other given patterns. Nevertheless, Fike's 

stated intention is to proceed along the lines of Fodofs notion of methodological solipsism. 

27. 1 shall elaborate on this point in Chapter 7. 



Chapter 3: The Manifest and Sciottific Images 51 

Again, as with the other models, this view is premised on the adoption of the APV as the 

philosophical starting point. 

As explained earlier, the APV is an ontological description of music (manifestly 

expressed). Music, described in terms of the APV, is restricted to a characterization of its 

forma1 properties and as such, makes a very good fit with the solipsistic aspects of the models 

described above. In other words, there is a smooth transfer from manifestly described forma1 

properties (as a description of the aura1 distal environment, APV-based) to xientifically 

dexribed formal pro perties (as a description of the interna1 ps ychological model). Ho wever, as 

previously indicated, the APV is inadequate as a basis for establishg an ontological account 

of music partly because it is in itself a view that is culturaiiy derived. This last point impinges 

severely on daims for the universality of cognitive processes held by al1 the models examineci in 

this study. In the next section, 1 shall attempt to elicit some of the reasons underlying this 

problem in terms of the issue of domain demarcation. 

3.5 Domain demarcation in cognitivist music theory 

In this section, 1 propose to investigate what may be at the root of the apparent trend 

towards a methodologicallv solipsistic model of music cognition. In my view, it is a foundatio- 

na1 issue which c~ntres on the identification of domain. in fact, the issue of domain identifica- 

tion may be the issue of contention in alI psychological theory and certainly in CTM. In point of 

fact, the issue of domain demarcation may ultimately influence the ebb and flow of all future 

theory development in music cognition. 

Garfield suggests (expanding on an earlier idea of Pylyshn, 1984) that the demarcation 

of domain in psychology has an underlying methodologîcal theme. Garfield defines a domain as 

a range of phenornena (where this is neutral between objects, events, properties, 
States, processes, or any other ontological category) about which "it is possible 
to develop theories based on a special vocabulary or reasonably uniforni set of 
principles" distinct from and independent of those appropriate to other 
domains. Domains are hence individuated not directly with reference to an 
arbitrary taxonomy of things contained in them (living vs. nonliving, terrestrial 
vs. celestial, etc.), but rather reference to the vocabutaries and explanatory 
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shategies appropnate to their investigation. The inventory of things in a domain 
is determined, in h m ,  by the limits of the successful appiication of these 
vocabula-ries and strategies. Domain individuation hence proceeds on pragmatic 
rather than ontological principles. (Garfield, 1988: pp. 10-11, inner quote from 
Pylyshn, 1984: pp. xi-xii) 

Garfield favous a pragmatic approach to domain demarcation. He explains that it has 

two advantages. First, a pragmatic approach can make possible the scientific investigation of 

disparate and seerningly unreiated categories of phenomena. Second, a scientific investigation 

can proceed on pragmatic prinaples with the intention of approaching a particular phenornenon 

employing a variety of explanatory strategies and vocabularies. Concemirtg the issue of domain 

demarcation in contemporary cognitive science, Garfield raises Pylyshn's point that humans are 

assumed to be what he desmbes as "informavores, or cognizers, [and] understanding hurnan 

nature can also gain from the study of principles goveniing rnernbers of that domain. At the 

moment it appears that included in this category are the higher vertebrates and certain 

cornputer systerns" (Garfield, 1988: p. IO, from Pylyshn, 1984: pp. xi-xii). Thus, by including 

humans and cornputers in the same investigative domain, cognitive saence is adopting a 

pragmatic approach in treating the study of human psychology in terrns of conceiving of 

humans as information-processing s ystems.is 

Garfield notes that adopting a pragmatic approach to domain specification in psychol- 

ogy (and perhaps as weil, in terms of music cognition theory) raises three possible hazards. 

First, Garfield states that the selection of domain might be incorrect to the extent that "what 

one thinks to be a domain is not in fact one, and hence that one's scientific enterprise-not one 

specific theory of hypothesis, but one's entire paradigm-may tum out to be a b h d  alley" 

(Garfield, 1988: p. 11 ). According to Garfield, that situation exists because a domain depends 

for its description upon "a particular theoretical vocabulary and lis] explaineci by a particular 

set of generalizations, laws, ar other theoretical strategies" (Garfield, 1988: p. 1 1 ). if a domain 

specification tums out to be false, Garfield states that it could "render a significant portion of 

18. 1 shail elaborate on this point in subsequent chapters concerning the individuai 
theoretical models. 
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the vocabulary and the explanatory apparatus thought to constitute a domain senseless and 

useless" (Garfield, 1988: p. 11). 

A second hazard (in the adoption of a pragmatic approach to domain demarcation) 

could arise in the sense that certain phenomena, origindy thought to be within a domain, are 

actually outside it, and/or vice versa. In later chapters, we will encounter discussions concem- 

ing t .  particular situation. For example, the temporal cognitive processes model deprioritizes 

the acoustic entity and prioritizes the temporal aspects of sound production in the demarcation 

of domain. This endangersjkte interna1 validity of the model on two counts. First, a strategy to 

jus* the reversing of the traditional (orthodox) 'sound-in-time' ontology to a 'the-deçcribed- 

in-sound' ontology must be developed; and second, a strategy for accounting for the now 

depnoritized sonic component must then be developed. This is not successfuliy achieved, 

mainly because of certain inherent conceptual problems tha t remain with the reversa1 of the 

traditional ontology. 

Perhaps the greatest danger to the security of the demarcation of theoretical domains, 

and especially for the theoretical models examined in this study, is in terms of the risks 

imposed by what Garfield c a b  "intertheoretic reduction." Garfield states that "the entities and 

prùiciples governing a domain may become superfiuous as a consequence of intertheoretic 

reduction.. .On Churchlandfs LI9791 view, the central features of successful theoretical reduc- 

tions are the displacement of the reduced theory by the reducing theory and the presmt ion  of an 

'equipotentf image of the reduced theory in the reducing theory" (Garfield, 1988: p. 12, 

Garfield's italics). That is, in theory preservation, a successor theory may more fully account for 

an identical or greater range of phenomena than its predecessor without endangering the 

validity of the predecessor theory, whereas in theory displacement, the entities and prinaples 

of a reducing theory replace those of the reduced theory. 

Since a principal focus of this investigation concerns the ontology of music cognition, 1 

musi return to the earlier account of the rnanifest and xientific images, specifically in terms of 

the essentially ontological issues concerning the gap between explanations for the cultural 
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experience of music as manifest dexriptions of music versus explanations of music cognition as 

scientific descriptions of music. 

Garfield makes two pertinent points conceming the relation of theoretical to ontologicd 

issues. First, a scientific account is not (and cannot be) a reduction of a manifest account 

because the domains king  considered are deemed not to be theoretical in Churchland's sense, 

but are rather ontological. Garfield states that "to the extent that an account of a doxnain is not 

theore ticâl... there is no sense in which it [a theoretical account of a domain] is a candidate for 

reduction to anything" (Garfield, 1988: p. 13). Garfield's second point concerning the relation of 

theoretical to ontological issues is that Churchland's account of theoretical reduction does not 

commit one to a c lah  that the theoretical posits of the predecessor theory can be "shown to be 

identical with, or definable in terms of, items in the ontology of the reducing t h e o v  (Garfield, 

1988: p. 13). Thus, ontologies may be replaced on a wholesale basis without affecting the 

validity of the theoretical reduction. However, Garfield identifies the major sticking point when 

he says that "this says nothing about ontologies that may not be theoretical in nature" 

(Garfield, 1988: p. 13). Garfield points out that a reduction of a less fundamental theory (e.g., 

psychology, economics, or music cognition) to a more fundamental theory (e-g., physics or 

chemistry) is often seen as a way to vindicate the reduction by demonstrating that the reduced 

theory has a firmer grounding by virtue of being expressed in terms of what he calls an 

"epistemically sounder theory. But it in no way follows that the absence of such a reduction 

should be constnied as an epistemic blot on a high-level theory" (Garfield, 1988: pp. 13-14). 

The issue of domain demarcation in terms of generai theory of psychology is an issue 

which specifically concerns CTM because its ontological domain is n prior i  embedded in the 

xientific image. As no ted earlier, the xientific image of music cognition is desaibed in terms of 

the APV, allowing the discussion of musical ontology to be reduced to the (methodologically 

manageable) aural-cognitive domain. The history of intertheoretical reduction in music cognition 

theory has been witness to a progressiveshrinking of the bouidaries of theoretical domains 

from a perceptual-cognitive to a purely cognitive demarcation. In terms of more recent theoreti- 
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cal models, the perceptual (aurai) domain has been further reduced to an instrumental role and 

subsequentlv deerned 'non-cognitive.' This amounts to a pragmatic tactical move of placing 

perception outside the theoretical domain. 

The difficult y arises when music cognition theory (within a scientificaily describeci 

ontology) attempts to move beyond its o m  prexribed lunits and account for music as a 

cultural phenornenon (within a manifestly describeci ontology). In an important sense, one of the 

principal goals of CTM is to reduce the cultural aspects of music to a cognitive description 

(which will idtimately be reduced to a neurobiological description). Garfield rnakes two 

interesting points which illuminate the above point. First, he states that the theoretical ternis of 

the reducing theory do not necessarily have to be understood as "identical with, or definable in 

ternis of. items in the ontology of the reducing theory" (Op. cit.). Therefore, on that account, 

cultural theory does not necessarily have to be understood or explained in terms of 

neurobiology. Second, the reduction of cultural descriptions to cognitive descriptions (and 

ultimately to neurobiological descriptions) does not necessarily vindicate the reduction. 

Therefore, an understanding of a cultural description in terms of a more fundamen tal descrip- 

tion does not necessarily lend more aedence to the reducing descriptionr as Garfield states, '%y 

demonstrating that it has an image in the epistemicaily sounder theoxy" (Op. at.). 

1 agree with Garfield that the demarcation of the theoretical domain of music cognition 

can be better achieved by maintainhg a binocular ontological view of the manifest and saentific 

images. Perhaps it might be more fruithl to suggest that the theoretical domain of music 

cognition should adopt what 1 shall dub a 'neo-syncretic' point of view, embracing the APV as 

one among a multitude of possible stances from which to base theory developrnent.19 1 am not 

sure if taking an instrumentakt point of view is the ultimate solution, but at least it does serve 

to put the dichotomy of theoretical and ontologid dornains into a pragmatic perspective. 

19. 1 a m  not sure of the appropnateness of the term 'neo-syncretic,' but I shall use it as a 
working term for now. It seerns appropnate in the sense that synaetic philosophicd 
movements historicalIy have exhibited a blending of inharrnonious eiements. For 
example, there was a syncretic movement in the 16th century which attempted to 
reconde the theones of Plato and Aristotie. 
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As noted earlier, the APV (as a description of the domain of the manifest image of 

music) is embedded in the domain demarcation of CTM. By force of the embedding, the APV 

has taken on the guise of scientific truth and has corne to be identified in t e m  of the 

ontological characteristics of the aural-cognitive domain of music. My suggestion for the 

adoption of a 'neo-synaetic' point of view (embracing both the manifest and scientifc images 

of music) will have two advantages. First, it wiU serve to denaturalize the APV (xientifically 

described), and subsequently re-position the APV (now manifestly described) as one (of 

several) views from which to make an ontological description of music. Second, this move will 

provide the basis for a realignment of domain demarcation for subsequent development in 

music cognition theory which rvill permit the taking into account the whole of human musical 

experience, embraang a variety of points of view (manifestly conceived) which uiclude the 

aesthetic, the conceptual, and the referential among any number of others. 

3.6 Conclusion 

This ends the presentation of the essential elements in this study. As previously 

outiined, my investigation and critique of CTM hinges on two problems. In the previous chapter, 

1 discussed the APV as a stance from which to understand music. As 1 see it, the first problem 

with CTM is instantiated in the naturalizing of the APV. Ln this chapter, 1 have dixusseci in 

detail the friction that persists between the manifest and the saentific images as opposing 

ontological views of the world of music. 

1 have suggested an alternative approach to theoretical development which will of 

consequence necessarily en tail a neo-syncretic view of music cognition. It is hoped that this 

move will enable music cognition theory to embrace the whole of the human expenence of music. 

In the next chapter, 1 shall trace the path of the development of music cognition theory in 

modem thes ,  dating from the mid-nineteenth cen- up to the post-war period (1950's). 



Chapter 4 

Historical Perspectives for Cognitivist Theory of Music 

4.1 Introduction 

The purpose of this chapter is to contextualize historicaily the current state of CTM. My 

hope is to show that the present situation in the development of music cognition theory does 

not exist in historical isolation, but rather is at a stage in a progression of theory deveiopment 

that has been gohg on for approximately the last cenhiry and a half. We might dassify the 

stages of historical development of music cognition theory as falling into three general models 

which more or less f o b w  a chronalogical o r d a .  -. . . - 

Early theories of music cognition were formulateci on the 'psychoacoustic' model. Bnefly, 

psychoacoustic models are interesteci in the activity of the ear in response to the acoustic signal. 

1 shall focus my description of the 'psychoacoustic' model on the work done by Helmholtz 

(1 863) and Seashore (1938). From there I shail move on to the 'cognitive' models developed by 

such people as Murseil (19371, Simon and Sumner (1968), Longuet-Higgins (1976), Deutsch and 

Feroe (1981 1, Balzano (1 982). Shephard (1982) and Knimhansl (1990). 'Cognitive' models 

internalize the act of music cognition by prioritizing the role of brain activity and 

de-emphasizing the formerly prominent role of the auditory apparatus given by the 

psychoacoustic model. This will be followed by a discussion of the 'pattern-stxucture' models 

exemplified by the work done by Dowling and Fujitani (1971), Dowling (1978) and Dowling 

and Harwood (1986). 'Pattern structure' models further intemalize the activity of music 

cognition by defining music cognition as a process of the construction of patterns in the brain.1 

Besides giving historical context to the present state of affairs in CTM, my hope is to 

show that throughout the history of music cognition theory, there has been a progressive 

internalizing of the processes of music cognition. In addition, this chapter will also serve as an 

introduction to the more recent 'processing-rule' model, exemplified by the work of Heller and 

1. The terms, 'psychoacoustic,' 'cognitive' and 'pattern-structure' are borrowed from 
Fiske's (1992) contribution. 

57 
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Campbell (1976, etc.) and followed by the contributions of Lerdahl and Jackendoff (1983). 

Trocessing-de' modeb focus on descriptions of innate cognitive structures which are said to 

permit music cognition to take place. Due to the detailed treatment I wish to make of the 

contributions by Heller and Campbell and Lerdahl and Jackendoff, 1 shali devote separate 

chapters to each of their models. 

4.2 The psychoacoustic mode1 

Early psychoacoustic theones were concerned with ünking what was known about the 

physics of sound with the physical processing and subsequent auditory perception of the 

musical acoustical signal. Hermann Helmholtz, in his 1863 book On the Smsations of T m e ,  was 

convinced that the science of acoustics and the knowledge of human auditory systems could 

completely explain the human capacity to practice and experience music. Helmholtz daim that 

the route to an understanding of how humans experience the formal elements of music, such as  

scale stxucture, tonality, timbre, consonance, dissonance, or chord structure and hamony is 

through an understanding of the relation of acoustics to the structure of the human ear. It is also 

important to note (and relevant to this study) that Helmholtz approaches music from the APV. 

For Helmholtz, any contextual factors connecteci with the experience of musical sounds are not 

to be considered a part of theorizing in music cognition. 

Helmholtz's work is not taken as seriously today as it was in the past. 1 am guessing 

that thenament thought in physioiogy and psychoacoustics validated his work in auditory 

processing. However, for our purposes, there seems to be a timely coincidence between 

Helmholtz's theory of acoustics and auditory processing and nineteenth-century theory of 

musical aesthetics. 1 am guessing that contemporary thought in musical aesthetics had more 

than a passing influence on Helmholtz's theoretical work in psychoacoustic processing. 1 am 

refemng in particular to Hanslick's (1854) volume, On the Musiully Benufi ' l :  a Contribution 

tuwards the Remsion of the Aesthetics of Music. Hanslick promotes a theory of musical formaüsm 

in which a proper and sufficient explanation of the expenence of a piece of music can be 
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achieved solely by means of an examination of the tonal and rhythmic relationships within that 

piece of music without requiring reference to any contextual content comected with the music. 

In particular, Hanslick rejects any element outside the realm of pure tonal and rhythmic 

relationships in music as specifically extramusical. Instead, Hanslidc f o m e s  on the notion of 

the 'intrinsicality' of the musical tone; that is, he argues that the universal qualities of a musical 

tone, like a colour, transcend individual interpretation. In arguuig against the notion that music 

can represent specific emotions, Hanslick daims that "tones, like colours, possess symbolic 

meanings intrinsically and individudy, which are effectively apart from and prior to ail artistic 

intentions" (Hanslick, 1986: 1 2  1. 

Critics of Helmholtz point out that he did not go far enough in his quest to find an 

explanation for the intemal mental workings taking place in music cognition. Conceming this 

point, Fiske notes that 

although Helmholtz provideci an important data base for subsequent work in 
music perception, his theory does not explain musical thinking and decision- 
making, activity that is today considered by many to be at  least equally 
important in a theory of music to psychoacoustic processing. (Fiske, 1992: p. 
361 ) 

It is vital to understand what Fijke is actually irnplying when he uses the term 'musical 

thinking.' It will be critical to Our understanding of Fiske's theoretical mode1 that his agenda 

centres on the assumption that 'musical thinking' is restncted to the kind of formal decision- 

making activity involved with the analysis of tonal and rhythmic relationships. It will be equally 

crucial to understand that Fiske, in adopting the APV (cum Helmholtz) as a philosophical 

premise for theory-making, is de fado making an argument that Helmholtz did not go fa. enough 

in providing a formalist explanation of the type of cognitive activity that proceeds from 

psychoacoustic processing. in the final analysis, however, Helmholtz's work provides the basis 

for new initiatives in music psychology and theory of psychoacoustics. 

Helmholtz furnished the histoncal impetus for Car1 Seahore's work in music psychol- 

ogy. Seashore contends that an analysis of the forma1 cowtituents of %und (i.e., frequency, 
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intensity, duration, wave form) will lead to an explanation of auditory perception and how it 

manifests itself in music and speech. Seashore claims that humans have preset and individual- 

Ped perceptual capacities which determine each person's potential aptitude for music. To this 

end, he devcloped a batte. of acoustical tests which purportcd to assess individual musical 

aptitude. 

As noted above, Seashore's principal thesis is that each dimension of sound (i-e., 

frequency, intensity, duration, or wave form) has a perceived psychological correlate (Le., pitch, 

timbre, loudness, or duration). He argues that these so-called 'elemental capacities' are innate 

determinates of individual capacities for the powers of sensitivity and discrimination of the 

acoustic signal. Thus, according to Seashore, musical aura1 perception and its subsequent 

cognition are governed by the iistener's own capacity to sense sound. This is so, because 

Seashore considers perception and cognition to be the mental correlates of the actual sounds 

heard. 

interesüngly, Seashore's theory also includes a discussion of other types of capacities 

which have an effect on one's musical personality type and imagery type. Without going into 

detail, it seems apparent that Seashore believes that other factors besides the capacity to 

distinguish the characteristics of a tone also irnpinge on musical potential. On a speculative 

note, an investigation into so-called 'non-musical' (Le., non-fonnal, as specified in terms of the 

APV) capacities rnay shed some interesting iight on our understanding of musical apprehension. 

However, it is my suspicion that for CTM the admission of such aspects of cognitive functioning 

as personality type and imagery type would broaden the discussion of music cognition to such 

an extent that the question of environmental factors would arise. This would create the 

undesirable effect of throwing the music cognition theory effort off its designated formalist and 

intemalist course. 

4.3 The cognitive mode1 

In reaction to the notion of the correlation between acoustic and perceived events as 

proposed by Helmholtz and Seashore, 'cognitive' models began to be deveioped. In 1937 (one 
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year before Çeashore published his book), James Munell set the stage for a shift of emphasiç 

from a 'psychoacoustic' to a 'cognitive' mode12 Ln expressing it another way, one rnight Say 

MurselI argues for a shift in the causal source of music from the acoustic event to the mental 

apparatus. MurseU sta tes that 

music is created by the human mind, and al1 its effects and everything in its 
structure depends upon the reaction of the rnind to the material of the senses. So 
it follows 'that an; ultimate explanation of music as a factor in human 
experience, racial and individual, must be made in terms of the science which 
deals with the mind and its reactions-that is in terms of psychology. Acomtics 
no doubt is indispensable for the solution of rnany of the practical problerns of 
the musician. But the entire rationale of the art itseif can only be psychological. 
(Mursell, 1937: p. 10) 

in a further de-prioritizing of the acoustical domain as the central focus of music cognition, 

Mursell states that 

music depends essentially not on the stimuli which reach the external ear, nor 
even upon the responses which the smictures of the inner ear make to those 
stimuli, but rather upon the organizing and transfonnuig operation of the mind 
upon them. (Mursell, 1937: p. 50) 

Two t e m  from the a bo ve excerpt, 'organizing' and 'transfomiing,' provide important dues a s  

to the direction for which Mwsell was paving the way. As noted, Murseil make. a a u a a l  shift 

of focus in beginning to view the mental apparatus as a processor and generator of mental 

representations triggered by acoustic stimuli. This shift to considering the mental apparatus a s  

the causal source of music eventually led to the development of 'cognitive' models (Simon and 

Sumner, 1968; Longuet-Higgins, 1976; Deutsch and Feroe, 1981; Balzano, 1982; Shephard, 

1982; and Krurnhansl, 1990) which attempt to show that mental representations of musical 

percepts are formed from the incoming acoustic signal. The idea of a representational cognitive 

model is based on the notion that the acoustic signal, although a necessary component of 

auditory perception, is not in itself sufficient be explanatory for, or be causai of music. Thus, in 

taking this important conceptual step, the cognitive model rejects the notion of unity between 

-- - - - - - .- - 

2. Mursell actually referred to this as the 'psychological' model. 
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the acoustic signal and its mental correlate and replaces it with the new notion of a highly 

abstract account of mentailytaused music cognition instantiated in mental representations. 

There are four points of agreement among vanous theorists of the 'cognitive' model. 

First, they al1 share the assumption that the brain is genetically predisposed to search for 

patterns and relationships in the acoustical signal, baseci on a set of processirtg niles which are 

commonly held and which result in the realization of commonly shared auditory percepts. 

Second, they au require that any model based on tonal pattern relationships m u t  first account 

for the phenomenal characteristics of the actual tone, such as pitch and pitdi height. Third, they 

al1 rnake a distinction between the sensory organization of the immediate acoustic signal (in 

terms of small-scale Gestalt pattern organiza tion) and the Iarge-xale structural organization 

stored in long-term memory. Proponents of the cognitive model assume that sensory 

organization operates by heuristic processes and memory systems (both short- and long-term) 

operate by algorithmic processes. A rule-bas& organization of memory systems is said to be 

acquired with training and experience and is specific to the musical idiom in which the 

participant is expenenced. The fourth point of agreement among cognitive theorists is that 

sensory organization is realized in the organizational pnnciples of tuning, xales and tonality.3 

Thus, the principal thrust of the cognitive model is to shift the focus of musical 

comprehension by creating a theoretical design which priontizes representational schemes and 

depnoritizes the immediate acoustical stimulus. In effect, this move opens the way for the kind 

of theory development which has the express purpose of i n t e m a m g  musical understanding 

and comprehension. As well, it sets the agenda for promoting the argument that practical 

musical applications, uses, knowledge, skills, conventions, habits and customs, etc., are al1 

grounded in an internalist and causal view of music cognition. With the cognitive model, the 

shift to the scientific supewenience view of music is now complete. 

3. Tonality in this context is conshueci in the broadest terrns possible so as to apply to 
al1 musical idioms. 

W. 
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However, for the 'cognitive' mode1 to be successfd, theorists genemlly insist on three pre- 

conditions. First, the t heoretical model must relate actual perceptual experience to cognitive 

realizations of that activity. Second, the cognitive mode1 must generate testable hypotheses in 

actual listening situations, using artïficially devised expenmental melodies or 'actual' music. 

Third, the cognitive model must be cross-culturally generalizable; that is, the model m u t  

account for individual musical experience within a given musical culture and avoid the 

conclusion that there are different brain (read rnind) types for different musical cultures. 

However, the important point for the perspectivesetting purposes of this chapter is to note 

that perceptual processes (as described by Helmholtz and Seashore) are understood to be 

limited to the pre-cognitive level and merely function in terms of setting the stage for the 

expianations of cognitive processes of musical pattern recognition, identification and compan- 

son. 

4.4 The pattern structure model 

The next stage in the historical development of CTM involves the development of 

models dedicated to the study of the mental representation conceming the types of features or 

descriptors involveci in the recognition and recall of tonal-rhythmic patterns. 'Pattern structure' 

models are based on the pretheoretical view that a description of the acoustical signal as a 

correlate to perception is insufficient for a proper explanation of music cognition (see eariier 

psychoacoustic models). 

A central prernise of 'pattern stnicture' theory is that the undentandhg and compre- 

hension of musical structure depends on the brain's innate capacity to search for relationships 

between and among stimulus events and then to create patterns from them. The model proposes 

several 'pattern descripton' which are deemed to be candidate components of musical mental 

representation. The model is hierarchical, in the sense that well-leamed patterns by expenenced 

listeners are said to be represented in memory in a priority k t  which puts 'chroma' patterns at 

the lowest level, Ning to 'absolute interval' structure, with 'melodic contour' positioned at the 
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top. 'Chroma patterns' are described as the subjective expenence of pitch, such as that which 

occurs in the abstraction of the pitch levels in a tonal scale. An example of a chroma pattern is 

found in the "do-re-mi labels in a movabledo system" (see Dowling and Harwood, 1986: 138, 

142) that a person might use to abstract a melody. 

'Melodic contour' is defined as a pattern variable which describes the intervallic 

direction of a series of tones. The notion of contour as a cognitive capacity was employed in 

tests (Dowling and Fujitani, 1971; Dowling, 1978) to note differentiations between melodic 

patterns of sirnilar and dissimilar contour. Tests were designed in which pre-texted melodic 

contours were given treatments such as transposition, intervallic distortion, in tonal and atonal 

presentations. An ongoing concern with such studies is in the difficulty of proving whether 

selected variables are natural and therefore pertinent to any subsequent discovenes about music 

cognition. Fike (1992) points out that this is a peremial hazard with any kind of research 

design that formulates test materials based on a preselected list of variables. The danger m 

presuming any necrssity for a select list of variables for tests of music cognition ddion-making 

may actually create an undesirable situation in which other variables, not selected, may in fact 

tum out to be crucial. For instance, pattern structure models identify 'melodic contour' as a 

central feature in pattern description and representation. However, there is a problem with 

selecting 'melodic contour' as a pattern variable which 1 think is hidden in an assumption tha t 

melodies literally move up and down. Since the notion of melodic contour is one of the 

particularities of Western musicai notation (where melodies literally move up and down a 

musical staff), and by force of being a cultural specific, it casts doubt on an assumption that 

melodic contour is a natural (and therefore universal) feature of musical mental representation. 

It is my view that such synaesthetic terms as colour, brightness or darkness of timbre, 

and contour are better thought of as metaphorid descriptors of the elusive musical acoustical 

signal. There is really nothing inherent in the pitch of a melody per se that physically goes up and 

down, so how it is conceived to have a parallel aspect in mental representation depends on a 

considerable leap of faith. It rnight be more productive to investigate the inter-cuitural and cross- 



Chapter 4: Historicnl Perspectiz9es for Cognitivist Theoy of Music 65 

cultural linguistic uses of synaesthetic musical desaiptors in order to understand commonalities 

among the manifest images of music in various cultures. However, such a project may be more 

appropriate as a matter for an ethno-musicological investigation than for the development of 

music cognition theory.4 in any event, it has to be conditional upon the success of musical 

pattern structure research that experimental subjects understand, or even be taught the concept 

of melodic contour as an  'up and down' concept pnor to being tested. If that is in fact 

necessary, and 1 think it is, then the purity of the test can potentially be violated. This may be 

getting a little off topic. My intention here is to question the inclusion of such features as 

melodic contour for testing aspects of music cognition, based on the point that such features are 

in fact representative of an APV-based ontology of music in which it is not so mu& a question 

of which variables are acceptable for experirnents as it is a question of which are exduded. 

In faimess to the research effort in pattern recognition, it should be noted that Fiske 

(1985). in a studv of chronometric analysis, investigates the effect of various variables, 

including the affect of pitch and melodic contour perception on response time. Rather than 

presuming melodic contour to be a natural feature of music cognition (in contrast to Dowling 

and Harwood), he uses the notion of rnelodic contour as a strucfurai variable for the construc- 

tion of melodies for his experiment. Fiske then asks his subjects to identify any other perceived 

tonal or rhythmic discrepancies in the given melodies without resorting to the mention of 

contour. However, this does not dispel a nagging suspicion that a subject will usually only 

identify the tonal or rhythmic discrepancy as contour if the penon is already acquainted with 

the concept. Nevertheless, Fiske does not succeed in shaking the old assumption that rnelodic 

contour is a natural feature of music cognition. This is especially so when he suggests that the 

contour of a whole melody need not be considered literally. He states that "perhaps a more 

realistic view is to consider the contour variable as a series of intervals, each specifying a 

direction" (Fiske, 1992: 364). The problem with justifying melodic contour in this marner is that 

the term 'direction' is just as metaphorical as the term 'contour.' The notion of intervallic 

4. Perhaps there is reason to argue that the hvo disciplines are somewhat interrelated. 
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'direction' still does not shed the cultural specificity issue with its inherent connection with 

Western musical notation. If a subject were to identify an intervallic leap as going in an 'up' or 

'down' direction, there still would be no absolute assurance that the person had not been 

previously culhirally imbued with the concept of inte~ai l ic  direction. 

1 contend that this is essentially a domain demarcation issue because variables selected 

in the pattern structure mode1 must by definition be restricted to the auditory-cognitive domain. 

On any level of testing, there has to be an element of pre-conceptualization on the part of the 

subject. The question is, does such pre-conceptualization corne about through so-called 'naturai' 

listening experience or through directed training (and subsequent listening)? R e d  that, by the 

stipulations imposed by the APV, concept acquisition outside the strict auditorytognitive 

domain is not actually deemed to be a part of music cognition. My mticism of this particular 

issue stems from the fact that expenments such as those mentioned above consistently make 

their selection of variables from an APV-based (and therefore conceptually restrictive) 

standpoint. 

Dowling and Harwood (1986) shed some light on this issue. They suggest that there are 

differences in how inexperienced (untrained) and expenenced (trained) listeners leam melodic 

patterns. They dixovered that inexperienced listeners tend to leam melodies by individual 

intemals whereas hained listeners tend to group intervals as 'chroma' patterns. At present, 1 

believe this is essentially an epistemological issue which camot be solved by experimentation in 

the auditory-cognitive domain alone, because as of yet there is no convincing way to differenti- 

ate (nonauditory domain) conceptualization from (auditory domain) sensory experience. 

4.5 The processing-rule modei 

The next generation of theoretical models in the historical evolution of CTM involves the 

development of what 1 shall cal1 'processing-nile' models. Trocessing-nile' models assume the 

existence in the mental apparatus of background or underlying protocols that administer the 

construction of musical patterns. It is the intention of processing-rule theones to deal with the 
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generic decision-making activity that underlies such activity as pattern construction. As such, 

processing-mle models attempt to descnbe the processes of mental activity rather than, as in 

the previously discussed theones, the products Le., images, mental correlates of sensations, 

etc.) of that activity. 

There are four commonly-held principles on which processing-nile theories are based. 

The first is that music cognition is a process of the consmiction of mental entities (i.e., mental 

representations) rather than a process of the creation of aura1 replications or copies of the 

acoustic signal (e-g., Seashore). Recall that the copy paradigm of Seashore is based on the 

assumption that the percept resulting from the acoustic object is the same for a11 Iisteners. 

Processing-rule theories attempt to break the link between the acoustic object and the percept 

by bringing in the individual involvement of the listener as a central factor of music cognition. 

Meyer (1956) is an early example of a theorist who attempts to break away from the replication 

paradigm by introducing the notion that the üstener's individual attentiveness and expectations 

have a causal effect on resultant cognition. 

Processing-ml e theories are generall y divided into two areas: that is, theories based on 

the 'soft' construction paradigm and theories based on the 'hard' construction paradigrn.5 The 

'soft' construction paradigm ta kes a top-down approach in which the percept is invariant 

because it is presumed that the mechanisrns creating it are also invariant. Any variation at the 

level of mental activity is said to be only partly infiuenced by the listenefs musical experience 

and concomitant knowledge of musical styles. 'Soft' construction theorists (e-g., Shepard, 

Deutsch, Cuddy and Dowling) tend to group the percept and the resultant cognitive activity as 

ali one process. 

The 'hard' construction paradigm separates the sensory perception (invariant) compo- 

nent from the cognitive (variant) component. The 'hard' construction paradigm uses a bottom- 

up approach in which the mentally constructed cognitive entity, rather than resulting from the 

percept created by the acoustical signal, is said to be caused by the acoustical signal triggering 

5. This distinction was made by Fiske (1992). 
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what Lerdahl and Jackendoff come to identify as "mental (cognitive) operations that impose 

order on information derived from that signal" (Lerdahl and Jackendoff, 1983: p. 370). It is 

presumed that the order imposed on the acoustic signal results in the creation of realied (i.e., 

variant) percepts and tonal-rhythmic patterns which are in part governed by the listenefs 

unconxious knowledge of the tacitly-known rules of the particular musical idiom in question. 

Adherents to the 'hard' constructionist paradigm include Heller and Campbell, Serafine, 

Lerdahl and Jackendoff and Fiske. Their theoretical models shail be the focus of Chapters 5 

through 8. 

A second principle of processing-rule theory is that music cognition is (in one move) both 

defined and reduced to the organization and management of tonal and rhythmic patterns. For 

the 'hard' constructionists, this is a considerable raising of the base-line of investigative tonal- 

rhythmic material, from the days when isolated tones (e-g., Helmholtz. et al) were considered to 

be the paradigm unit of investigation. 

A third principle of processing-rule theories is that there are basically two types of 

components in the wide array of tonal and rhythmic pattern relationships: first, those that are 

considered to be universai to al1 subjects; and second. those that are specific to a given musical 

idiom. Ln mv view, the motive underlying this particular principle is to deflect potential criticism 

that cultural differences arnong the world's musics are not being taken into account by theorists 

operating within the 'hard' construction paradigm. The 'soft' constructionists Say they have 

successfully fielded this criticism by embracing the differences in the world's musics instead of 

focusing studia on Western rnwic.6 

6. My argument is against both paradigms because it has more to do with the issue of 
supervenience, as discussed in Chapter 3. The 'soft' constructionist paradigrn, working 
within the restrictions of a set of assumptions based on a formalist aesthetic, cannot 
recognize and encompass al1 the possible differences in musicai cultures unless restricted 
to the auditory component of the manifest image of music. For instance, a socalled 
extramusical association such as religious significance would, by definition, fa11 outside 
the musical-ontological realm as dictated by the APV. Even though cultural differ- 
ences and similarities in musical style are given recognition in both the 'hard' and 'soft' 
constmction paradigms, it must be remembered that only culturally different (socalled 
'musical') formal musical components (e.g., tonal and rhythmic patterns, structure, etc-) 
are to be considered within the realm of CTM. 
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The fourth principle embraced by the 'hard' consmictionist processing-rule paradigm is 

that imate mechanisms are shaped according to the cultural musical idiom embraced by the 

listener. In other words, music cognition is deemed to be an activity involving the construction of 

patterns which take their particuiar shape in relation to the specific musical idiom.7 

4.6 Conclusion 

This condudes my outline of the historical contextualization of the current state of CTM. 

In the next chapter, 1 shall outline and examine the 'processing-de' (music as communication) 

model of music cognition put forward by Jack Heller and Warren Campbell. Their ideas, 

developed in the late 1970's and early 19808s, serve as an early example of the processing-de 

model and have had a considerable influence on subsequent work done by Serafine, Lerdahl 

and Jackendoff and Fiske. 

7. This fourth principle amounts to an attempt to marry the manifest image to the 
Mentific image experience of music. However, 1 have found nothing in the explanations 
of the various cognitivist theones that convincingly bridges the gap between the 
manifest and scientific images. Because of this deficiency, difficulties arise in terms of 
the differentiation of the content of generic decision-making activity: that is, how the 
mental apparatus is to differentiate behveen so-called 'musical' patterns and ordinary 
(i.e., so-called 'non-musical') sounds in the general acoustic environment. The categories 
of the manifest image, in t e m  of the APV, demarcate what is to be deemed 'musical.' 
In my view, that results not in an explanation of musical culture, but is simply an 
expression of Western (APV-based) cultural values. 



Chapter 5 

The Processing-mle (Music as Communication) Mode1 

5.1 Introduction 

In the previous chapter, I examineci three historicaI paradigms of music cognition theory: 

the psychoacoustic model, the cognitive model and the pattern stxucture model. 1 also intro- 

duced and explained the principal features of a fowth and more recent processing-de model. 

The model of music cognition put forth by Heiler and Campbell (hereafter H/C) is as far as my 

research indicates, the first in a h e  of cognitivist theories of music which employs the concept 

of the processing-nile as a basis for theory development. 
. - - .- .- -- - *  - - 

As 1 explained in the previous chapter, a processing-nile is an underlying grammatical 

protocol, unavailable to introspection, which governs the processing of tonal and rhythmc 

patterns in music. One special feature of this particular mode1 is that, unlike psychoacoustic 

and pattern structure models, which focus on the products (i.e., sensations, images) of 

cognition, it endeavours to describe the processes of the decision making activity which is said 

to generate the products of cognition. Proponents of the processing-de model, because their 

purpose is to uivestigate the background processes of cognition, prefer not to think of it as a 

displacement of previous models, but rather, to use Churchland's (1979) tem, as a 'pre 

servationist' model. Recall that preservationist models endeavour to retain aspects of the old 

(reduced) theory in the new (reducing) theory. 

H/Crs approach to music cognition theory adheres to the Fiskian (1992) notion of the 

'hard' construction paradigrn. As previously explained, the 'hard' consmictionist paradigm 

makes no distinction between the invariant organization of auditory data occumng at the 

sensory level and the flexibility of organization which may be afforded from musical experience 

and laiowledge at the cognitive level. Making such distinctions are not permittecl on the 'hard' 

construction paradigm because doing so requires a separate dassification of incoming auditory 

data as being either perceptual or cognitive. Recall that in t e m  of the 'hard' construction para- 

digm, all ùicoming auditory data is dassified as 'cognitive.' 
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1 shall organize the chapter by beginning with a discussion of the stated philosophical 

underpinnings of H/Cfs  version of the 'processing-de' model. In the next section, 1 shall 

summarize (through an examination of H/C85 various writings) the pre-theoretical premises on 

which they formulate their model. Section 5.4 is a description of the processing-mle model itself. 

In the final section, 1 shall offer critical commentary on various issues which aise conceming 

H/C's theoretical premises and the features of the model itself. 

5.2 PhiIosophicaI underpinnings 

Briefly, H/C identify and adopt an alternative view of scientific theory which involves a 

conceptual shift from the Cartesian to the Humean to the Kantian point of view. In fact, H/C 

adopt a Humean version of the Kantian view and suggest several advantages to that view 

specifically in t e m  of what t hey call the "music communication process" (Campbell and 

Heller, 1980a: p. 29). H/C describe the shift f-rom the Cartesian view to the Humean view as a 

formalization of the step Galileo took in what they call the "transposing [ofl xientific questions 

from the world of common sense to the world of sciences' fictions" (Campbell and Heller. 

1980a: p. 30). 

In terms of the Cartesian view, the physical world exists a priori to its ultimate scientific 

explanation. The Cartesian view centres on the idea that an explanation of the physical world 

must ultimately be reducible to a description of a priori mathematical laws. In this sense, 

Descartes promotes a hypothetico-deductive (i.e., rationalist) mode1 in which a given hypoth- 

esis is advanced, the results are Iogically deduced from it, and then those results are compared 

to empirical observation. The Cartesian view sees xientific theory as providing an idealized 

map of the so-cailed 'real world.' As scientific theory advances, its 'map' of the world is said to 

approach (and become a mirror of) the mith of the 'red world.' H/C describe this projection as 

an asymptotic curve in which scientific knowledge approaches the tmth of the so-called 'real 

world' as a function of the time it takes to revolutionize scientific theory itself. 
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Recall that in terms of previous developments in CTM, Seashore (in adopting the 

Cartesian view) argued that the content and structure of musical expenence at the mental level 

is in an isomorphic relation to the form and structure of the 'real,' vibrational world of music. 

For Seashore, the laws of the musical auditory signal are hypothesized as k ing  in a mimr 

relationship to the mental correlates of musical perception. Consequently, Seashore deduces 

that an understanding of the laws of the musical auditory signal conelates to an understanding 

of the laws of music cognition. 

The Humean (Le., empirical) point of view is at once positivistic and humanistic: that is, 

the source of knowledge is variously described as being 'based on,' 'coming from,' 'derived 

hom,' or 'has its source inr human experience. H/C state that, in tenns of the Humean view, 

"the events and objecîs identified in theory, and the relationship between then, are considered 

to originate in the observef (Campbell and Heller, 1980a: p. 31). Continuing with the map 

analogy, the boundanes of the map (i.e., of xientific theory) are said to be imposed on the 

unknown (i-e., the 'real world') and may be edited as necessary to accommodate new oper- 

ationallydefined variables. in terms of musical experience, the Humean view places the listener 

in a situation in which she constructs her own perceived 'huth' of the musical stimulus by 

delimiting musical objects and by categonùng musical events according to her own accumulateci 

musical expenence. 

The Kantian (i.e., interactionist) view, favourd by H/C, rejects a simplistic interpreta- 

tion of the Cartesian and Humean views that knowledge is respectively either strictly innate or 

strictly ernpincal. The Kantian view promotes a synthesis of the Cartesian and Humean views, 

in the sense t ha t kno wledge is cons tructeci through experience from certain general, albeit inna t e 

principies (or concepts). As the Kantian story goes, these a prion concepts provide the xhemata 

for organuing sensory data. In tenns of music cognition theory, the Kantian view inspires and 

irnpels H/C's theoretical mode1 on the premise that music cognition is deemed to be a process 

of the organization of musical auditory data by Whie of pre-wired processing rules whidi are 

activated according to an individual's access to a particular musical culture. 
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One of the chief assumptiom underlying H/C1s mode1 is that they posit a close relation 

between the cognitive processes involved in language and music. Music is deemed to be a f o m  

of human communication which, on one hand, is unlike language in te- of its capacity for 

conveying meaning, but on the other, is like language in ternis of the kind of underlying (Le., 

innate, non-introspective) mental processes and s tnictures involved in its cognition. With this 

argument in hand, H /C  take issue with Bennett Reimer, who daims (taking the 

formalist / expressionist point of view) tha t since reference is a necessary feature of ianguage 

and since music does not have a system of languagelike referents, "music, then, is not in any 

sense a language. It is neither a nonverbal language (such as numbers or musical notation or dots 

and dashes, etc.), nor an indefinite language nor a language of the emotionç. For music as music 

lacks the essential characteristic of any language; its terms (sounds) camot be defined or 

hanslated. Musical sounds are not conventional symbols" (Reimer, 1970: p. 32). Although a 

daim against the referential capacity of music may be countered on many levels,i H/C defend 

their argument by setting up a connection between language and music from a strictly formalist 

or rather, stmcturalist view of music.2 In countering Reimer's objection, H/C state that 

"language is more than a reference system.. .while 'reference' may be considered a necessary 

attnbute for defining 'language,' some consideration must be also be given to its unique structure 

before ruling that 'music ... is not in any sense a language'" (Heller and Campbell, 1976: p. 41 1. 

H/C then make two crucial moves to strengthen their APV-based philosophical position. Fhst, 

they daim that "the great power of language stems from the ascendancy of fom over content" 

(Heller and Campbell, 1976: p. 42). Second, they delimit the dixussion to the syntactic and 

smictural aspects of language (and subsequently music). In making these two moves, H/C thus 

1. See Peter K i v s  Sound and Semblance: Reflecfions on Musical Representation (1984) 
as wel1 as Stellings' Aspects of Reference in Music (1991) for detailed accounts of the 
referential aspects of music. 

2. H/C achieve this in part by borrowing from Langacker's (1968) thoughts on the 
syntactic or structural fea tures of natural language. 
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establish a starting point for a theory of music cognition based on a hguistically framed 

concept of syntactic processing d e s .  

With the premise in hand that linguistic f o m  and smictures have dominance over 

content (à la Langacker), H /C  formulate a definition of music which they state "characterizes 

music as a forma1 system which is denved from the structural component of ianguage" (Heller 

and Campbell, 1976: p. 43). Having established this close paraliel between language and music, 

H/C elaborate on their definition of music by daiming that "music is a form of communication 

and the listener is, of course, a perceiver whose responses can be studied within the fiamework 

of a psychology of perception" (Campbell and Heller, 1980a: p. 31). In order to capture the 

special way they understand music also to be a form of communication, H/C borrow from 

MacKayfs definition of 'communication'. MacKay states that 

the meaning of a message can be defineci very simply as its selective function on 
the range of the recipient's states of conditional readiness for goal-directed 
activity.. .Defineci in this way, meaning is clearly a relationship between message 
and recipient rather than a unique property of the message alone. (MacKay, 
1969: p. 24) 

Based on the above distinction, H/C differentiate three 'messages,' or meanlligs, in the 

communication of a musical performance: first, the 'intended' meaning; second, the 'effective' 

meaning; and third, the 'conventional' meaning. The 'intended' meaning arises from the sender 

(i-e., the composer and/or the performer). In contrast to language, which principally involves 

the transmission of messages, H/C claim that there is an 'effectiver component in musical 

communication. H/C state that 'effective' meaning is "evoked in a specific listenef' (Campbell 

and Heller, 198Oa: p. 34). H /C  define 'conventional' rneaning as being "determineci on the basis 

of a consensus within a particular population of listeners" (Campbell and Heller, 1980a: p. 

341.3 

- - - -- - - 

3. For the purposes of this study, the third component holds particular interest because 
the major sticking point for C f M  is to show how the music cognizing apparatus becornes 
acculturated, given that its design and opera tions are premised on a scientific-image 
supervenience base. 1 shall have more to say about this in Section 5.5. 
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In summary, H/C adopt a Kantian view synthesizing the Cartesian and Humean 

epistemological views, that knowledge is neither strictly innate nor strictly empirical. In ternis of 

music cognition, the organization of empincal data is by virtue of pre-wired processing rules 

which are activated according to the particularities of an individual's access to a musical 

culture. 

5.3 Pre-theoretical premises 

As 1 proceed to outline the pre-theoretical premiw of H/C's model, 1 shall foliow their 

h e  of argument with a view to demonstrating how they create a rationale for the 'processing- 

rule,' 'music-as-communication' model of music cognition. 1 shaii also attempt to demonstrate 

how this rationale is achieved bo th within the premises of the APV and within the scientific- 

image supervenience mode. 

1 have identified seven pre-theoretical premises (or daims) upon which H/C base their 

theoretical model. The first (and perhaps most aucial) move H/C make is to 'nahiralize' 

music.4 This move emanates from their first daim that, contrary to such systems as the d e s  of 

chess or algebra, which are explicit (i.e., conxious, artificial, out-in-the-world, manifest), the 

rules for musical structure. as for language, are deemed as being implicit (i.e., unconxious, 

natural). H/C claim that musical perfomers "play 'by the rules', but do not have an expliat 

representation for the rules" (Heller and Campbell, 1976: p. 43), which parallels their cognitivüt 

claim that native speakers of natural language initially and perhaps never have an explicit 

representation for the structures of their native language. This means that, according to H/C, 

humans have a natural and dedicated capaaty to impose order and structure on the acoustical 

signal and to generate (as with sentences in language) an infinite varïety of tonal and rhythmic 

patterns within the parameters of their experience with any particular musical idiom as music. 

H/C state that they view language "as an evocative process involving the shared cultural 

experiences of both performer and listener which we apply to the music communication 

process" (Campbell and Heller, 1980a: p. 33). In opposition to the use of sterile pre-fabricated 

4. 1 use the term. 'naturalize' in the sense that CTM generally takes music to be caused 
by innate features of the mental apparatus which are dedicated to cognizing music. 
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musical examples in experimental design, H /C are careful to give their model what they cal1 

'ecological validityf by eliciting examples from what Neisser identifies as "real, culturally 

signifiant situations" (Neisser, 1976: p. 2).  H/C state that "most studies are carried on 

outside of a musical context with stimuli that are a far cry from nntural music" (Heller and 

Campbell, 1982: p. 8, my italics).j 

H/C's second claim is that there is an inherent logic in the impliat sets of mles for both 

language and music. According to H/C, music listeners inherently 'krtow' musical syntax much 

in the same way native speakers ùnplicitly are said to know (in t e m  of cognitiwt orthodoxy) 

the order of adjectives. For example, inasmuch as a native language user would never express 

the word order in a given description as a "metal red nice lunchbox" (Heller and Campbell, 

1976: p. 43), H/C conclude that even a child pianist would never end a Song on the penultimate 

(dominant) chord. They state that is so because "the normal resolution of a phrase is a part of 

Our intemal structure for producing music" (Heller and Campbell, 1976: p. 431, based on an 

hherent, non-introspective set of processing d e s  which apparently prevents one from doing so. 

H/C's third claim is elicited specifically in terms of the xientific supervenience model. 

They daim that "music (like language) is not of the 'real [manifest] world' but has its origins as 

a pattern in the brain of the sender, and is not constituted again until it is evoked as a pattern 

in the brain of the perceiver" (Campbell and Heller, 1980a: p. 31). According to H/C, the 

manifest existence of music is not only not given prior existence to its cognition but it is ako not 

viewed to be in an isomorphic relation (à la Seashore) to music cognition. In setting up this 

parallel situation with music and language, they state that studies can be developed based on 

research in linguistics which 

holds as an underlying premise that (for music) [as for language] the brain 
func tions primarily as a pa t t em-generator and pa tt em-receiver. Furthmore, the 
model suggests that the processing of these pattern depends on implicit formal 

5. It is this claim for the natiiralness of music (at both the xientific and the rnanifest 
levels) that is at the centre of my critique of CTM. The putting forth of a claim that 
there is a dedicated and naturally instantiated causal source for music amounts to an 
end run around those who claim (myself inchdeci) that music is a cultural construction. I 
shall elaborate on this point later in the chapter. 
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operations. That is, the aesthetic response to music is the result of a cognitive, 
inteHechia1 process. (HeUer and Campbell, 1976: pp. 44-4516 

WC's fourth claim states that music cognition consists of a process of solving complex, 

abstract problems which have to do with the identification, discrimination, evaluation and 

analysis of formal tonal and rhythmic pattern relationships. In reinforcing the thesis of natural 

human musical capacity , H /C  rnake an empîrically-based daim tha t aesthetic response among 

both trained and lay listeners does not Vary to any great degree, in the sense that musicaIly 

trained listeners may exhibit a quicker, but no t necessarily higher sconng ability on tests of 

musical intelligence. This is so because H/C claim (looking forward to Lehrdahi and Jackendoff) 

that the impiiat sets of rules for music have a dose relation to the aforernentioned postuiated 

sets of cognitive processing rules for language. n i e y  state that "the musical auditory patterns 

and their symbolic representations must be processed in much the same manner as verbal 

auditory patterns, or language symbols" (Heller and Campbell, 1976: p. 46). H / C  describe the 

sequence of forma1 pattern analysis (for both music and language) as a rnelding of perception 

and cognition. The sequence of operations involves such performative aspects as context choice, 

expectation formulation, question framing, data gathering, data analysis, question and expecta- 

tion cornparison, and context revision. (See Helier and Campbell, 1982: p. 9) 

The above point leads to H/C's fifth daim that the sets of implicit rules for music 

(similar to comparable sets of rules for language), operate on two processing levels, identified as 

the 'micro-structure' and the 'macro-structure' levels. H /C state that the 'micro-structure' is 

often referred to as "the 'interpretiver element in music" (HeIier and Campbell, 1976: p. 461, 

which encompasses such nuance-like features in music as "stresses within phrases, or changes 

of timbre within notes" (Heller and Campbell, 1976: p. 47). H/C state that the 'macro- 

structurer level "deals with melodic rhythmic, harmonic, and other formal elements syrnbolically 

as weU as aurally'' (Heller and Campbell, 1976: p. 46). H/C cnticize Reimefs (1970) quasi- 

- 

6. This firmiy establishes an articulated cognitivist position in which the APV is 
claimed to be a natural feahire of music cognition. I t  is the 'naturalizing' of the APV 
that is at the heart of my critique of CTM. 
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formalist view of music as being too narrow, because of his implication that only the 'macro- 

structure' level ought to be included in a discussion of the forma1 aspects of music. However, 

H/C propose a broadening of Reimefs view to include the fmicro-structure' level as well. This 

move on the part of H/C both formalizes and naturalizes the nuances of music, certainly m 

t e m  of performance and interpretation. However, H/C concede that as of the writing of their 

1976 article, there was no effective notation system in place and not even an effective means of 

measuring the cognition of musical nuance. Until a system is devised to describe and measure 

systematically the interpretive aspects of music, they recommend that theoretical models should 

be developed in anticipation of that eventuality.7 

H/C's sixth daim is that the soaal/cultural contract among composers, perfomers and 

listeners arises naturally, by virtue of the shared implicit knowledge contained in the aforemen- 

tioned sets of processing mles for music. By way of illustration, H/C propose that a good 

rationale for the continuance of music education into the hventy-first century would be that the 

explicit forma1 relationships learned through music will better enable students to acquire skills 

in other areas. For instance, second language study (by virtue of the similar design of the 

impücit processing rules for music and language) would be made easier by the study of music-8 

H/C make a somewhat debatable claim that up to now, music has not been an essential part of 

Our cultural expenence, or of our educational experience, for that matter. However, with the 

research effort that they propose (and by adopting an instrumentalist view of music educaüon), 

they state that "music will then not only be an essential part of our cultural experience, but also 

of our educational experience" (Heller and Campbell, 1976: p. 48). Thus, H/C create a two- 

fold rationakation for both a science-based effort in music cognition research and a science- 

inspired design for curriculum development in music education. 

7. My research does not indicate that there is such a system in place as of this w-riting. 

8. 1 am not sure how this heightened proclivity could corne about, since H/C have 
already clearly stated that on an empirical bias, direct instruction does not have a 
significant effect on results on musical intelligence. 1 shall have more to say on this 
point later. 
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H/Cts seventh pretheoretical daim is that the child acquires the above-mentioned 

(cognitiWt) social/culhiral contract before the age of five. In the early years of child develop- 

ment, the CO-authors claim that the cognitive apparr?tus (upon which 1 shall elaborate shortly) 

acquires the mental capacities for both music and language, and in doing so, aeates the implicit 

processing-rule structures appropriate to the task. H/C state that these mechanisrns are in 

place by the age of five "for the implicit processes involved in the decoding of languageand 

music stimuli. Components for feature analysis, category assignment and generalization, and 

category normalization should be included" (Heller and Campbell, 1982: p. 13). H/C define 

'category normalization' as  "the process by which a listener connects an intended message in 

one context with the same intended message in another context" (Heller and Campbell, 1982: p. 

13). such as retaining the meaning of an utterance among different speakers or interpreting a 

melody as the same melody when played by different instruments. With the seven 

pretheoretical prernises in place, my next task will be to outline the principal features of H/C's 

particular version of the 'processing-de' model. 

5.4 Description of the processing-rule model 

The theoretical mode1 proposed by HIC  dexribes a cognitive mechanisrn consisting of 

four components made up of the auditory sensors, a processor, memory, and an executive. H/C 

set up  four contingencies for the conceptual framework of the model. First, they state that the 

mode1 is "hinctional rather than structural.. .no reification is considered" (Heller and Campbell, 

1982: p. 9). Second, H/C state that the 'processing-rule' model is founded on the Humean view 

that "we know nothing of substances or ultimates in the world" (Heller and Campbell, 1982: p. 

10). Third, they state that the model (in addition to the Humean view) specifies a 

Kantian/Piagetian requirement that "we are born with a set of anticipatory sdiema which 

become manifest in early childhood" (Heller and Campbell, 1982: p. 10). Fourth, they state 

(adding to the Kantian view) that the model specifies that "neither the schemata nor the 

knowledge gained from experience tells us of the world, however, they are merely consistent 
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with sudva l  in the world of o u  native culture" (Heller and Campbell, 1982: p. 10). However, 

as 1 shall indicate shortly, the processor is deemed by H /C to be "aware" of the world.9 

There are two developmental stages in the model's design. The first stage takes into 

account the infant up to the age of two and the second stage in cognitivedevelopment 

represents the stage from two years to adulthood. The postulation of two stages of cognitive 

development rationalizes the emergence of the so-called 'executive' function in the second stage. 

In tne first stage, H / C  state that genetically encoded programs (which H/C vanously 

refer to as 'concepts' and/or 'anticipatory schemata') do the work of "specifying context rules 

whkh determine sensory expectations" (Heller and Campbell, 1982: p. IO). H/C c l a h  that the 

system of encoded prograrns is "predisposed to ask questions related to basic category 

decisions, such as the nature of the source of stimulation: '1s it human or nonhuman?" (Heller 

and Campbell, 1982: p. 10). if the results of the initial input analysis prove to be compliant 

with expectations, the system then makes tentative category assignments. The range of 

decisions may take the foxm of what H/C categorize as "feature analysis, category assignrnent 

and generalization, and category normalization" (Heller and Campbell, 1988: p. 13). H /C 

define 'category normaliza tionr as "the process by which the listener connects an intended 

message with the same message in another context [such as] ... the conservation of interpretation 

category across musical instruments [when playing the same melody]" (Heiler and Campbell, 

1988: p. 13). If the results are not compliant with expectations, H/C state that the concepts 

(Le., antiapatory schema) are then modified and "become part of the habitua1 response set" 

(Heller and Campbell, 1982: p. 10). 

H/C raise two points of concem in terms of how the reader is to interpret the design of 

the model. The first point concerns the relation between the sensors and the 'processor.' H/C 

stipulate that the configuration of the sensors and the kind of analysis the sensor outputs 

perform is dependent upon the choice of context as detennined by the 'processor' (i.e., the 

9. This is a considerably difficult point which will receive more attention in Section 
5.4. 
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particular set of 'anticipatory schema'). Another way of expressing the above is to Say that the 

configuration of the sensors (that is, what we hear on the musical surface) is supervenient upon 

the particular set of implicit rules in place at any given time in the life of the 'processor.' 

According to W C ,  'context dependency' has specified parameters. 1 shall elaborate on that 

shortly. Let H/C's explanation suffice for now that such factors a s  "spatial localization, noise 

rejection, and spectral sensitivity al1 give evidence for the active participation of cognition in the 

process of hearing ...[ and] the questions asked by the sensoxy system correspond to the 

operationally defined variables of ~ient i f ic  inquiry" (Heller and Campbell, 1982: p. 10).lo 

The second point of concern has to do with the specific descriptions of and the relation 

between the 'processor' and the 'executive.' H/C state that the 'processof performs such tasks 

as operating on the data provided by the senson and transforming and decoding that data 

"into the most Likely of many possible messages" (Heller and Campbell, 1988: p. 12). Most 

interestingly, the authors state that the processor "is aware of the world and shifts contexts in 

response to the information provided by the senses" (Heller and Campbell, 1988: p. 12, my 

italics).ii 

In terms of the issue of 'executive awareness,' H/C stipulate that the 'executive' 

component "has an entirely different kind of awareness. It is deemed to be aware of itself, and 

of some of the processing that goes on within itself (introspection), and is also aware of the 

output of the processor. Only limited communication is possible between the processor and the 

executive" (Heller and Campbell, 1988: p. 12). Thus, the 'executive' has no access to the 

intricacies of the processing strategies camed on by the 'processor,' or for that matter, to the 

raw sensory data itself. Fi /C state that the 'executive' "receives a strongly edited, second-hand 

version of m e n t  events" (Heller and Campbell, 1988: p. 22). H/C stipulate that they "want 

tO. 1 shall elaborate in more detaii in Section 5.4 the various effects the scientific 
supervenience view has on the validity of the theoretical model. 

11. I shall elaborate on this point in Section 5.4, specifically in terrns of so-calleci 
'processor awareness' and listening context.' 
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to avoid applying words like conscious and unconsaous to this model primarily because few 

people ask 'Conxious of what?"' (Heller and Campbell, 1988: p. 121.12 

This completes my description of H/C's 8processing-mle' model. In the next section, I 

propose to deal with the three important issues raised in terms of the model, namely, H/C's 

various spins on the notion of music as communication, the notion of contextual dependency, 

and the relation between the xientific image music and the notion of awareness. 

5.5 Gitical commentary 

5.5.1 An APV-based notion of music as communication 

It is important to point out at the outset that H/Cfs definition of musical communica- 

tion is an APV-based notion. H/C delimit the idea of musical communication as being within 

the auditory-cognitive domain and involving an unbroken h e  of the transmission of a musical 

work from the composer to the performer and finally to the listener. Adhering strictly to the 

APV, they daim that "since music is typically a-referential, we cannot look to the manipulation 

of non-musical objects and events by the listener to provide evidence for musical communica- 

tion" (Campbell and Heller, 1980a: p. 34). Two items in the above statement affirm H/Crs 

APV-based belief and come to the reader in the form of assurnptions: first, that music is 

"typicallv a-referential" and second, that what is "non-musical" is that which lies outside the 

boundaries set by the APV. However, H/C do undentand that average iisteners do not possess 

the same music communication skills as skilled performers. Nor, for that matter, do average 

listeners possess the same level of communication skills in music as they do in language. To that 

end, H/C set up the following caveat. They state that 

responses in the form of musical performances could serve as indicators of 
successful communication, but the average listener in our culture is not a skiiled 

12. Contrary to the above claim, 1 would suggest that many people in the field of 
cognitive science are battling with questions about the issue of consciousness and 
inquiries in fact focus on explaining the relation between 'content' and consciousness. If 
in fact, as H/C suggest, the 'processor' is "aware of the world," and the 'executive' is 
"aware of itself," its own processing, and of the 'procesor,' the reader deserves an 
explanation as to how this situation cornes to p a s  The reader also deserves to know 
H/C's views on the matter conceming the content of musical 'awareness.' 1 shall have 
more to say about this in Section 5.4. 



Chapfer 5: The Processing-rule (Music as Commun i d i o n )  Mode1 83 

perfomer. When the investigation is directed toward the typical üstener, we face 
the pro blem of a context-de pendent, culturally-determined communication 
process that produces minimal overt response and is based upon a non- 
introspective implicit mle system. (Campbell and Heller, 1980a: p. 34) 

Thus, for the average listener, acquired ski11 is not deemed to be a determinant of successful 

musical communication, but rather listening ability is said to arise from that which iç passively 

absorbed under the influence of culturallydetermined contextual factors. However, as 1 shall 

describe shortly, since H/C define the notion of 'contextual dependency' within the strict limits 

imposed by the formalist stipulations of the APV, they operate within a reshicted set of 

conditions. This brings me to a problem buried in the blodc quote above, which centres on an 

apparent contradiction H/C make that music is deemed to be "typically a-referential," but that 

so-calleci "context dependency" is purported to result in a ploper cognition of music because of 

a resultant "appropriate" acculturation of the Mener. One wonders how musical acculturation 

can be a-referential when it seems more the case that acculturation is inherently referential. 

Acculturation would seem to require an individual to refer to non-APV based factors (e-g., 

Iistening location, performance situation, etc,) in the contextualizing a given musical passage13 

As well, there seems, at first glance, to be an explanatory gap between the proposa1 for 

the listenefs so-called dependency on listening context (and his/her experience in a particular 

cultural milieu) with the ensuing proposa1 for a cognitive model which is based on a "non- 

introspective implicit mle system." In short, the question arises as to how H/C are going to 

provide a convincing explanation how the listener makes effective use of so-called contextual 

and cultural factors within an a-referential aesthetic framework (i.e., APV-baseci) and also 

within an implicit, non-introspective, rule-based model of cognition. 1 shail pursue this question 

in the next section. 

5.5.2 An APV-based notion of context dependency 

theses. 

In their article, Studymg the Communication Process in Music (1988), H/C explore three 

First, they argue (on p. 34) that neither the notational nor the vibrational component of 

'13. In the next section, 1 shall give a fuIler exposé of this problem in terms of H/C's 
defini tion of 'con textual dependency.' 
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music provide a sufficient basis for studying the so-called 'music communication process.' 

Second, they argue that music is not to be considered as  an entity but rather as an intended 

communication by a composer or performer. Third, they daim that the hypothesized cornmuni- 

cation process from composer to performer to listener is dependent upon certain implicit 

(although shared) conventions of members of a common musical culture. H/C refine the notion 

of conventions as 'context dependencies.' 

H /C begin their explanation of 'context dependencies' by stating that "context 

dependencies change the value or interpretation of an event without a correspondhg change m 

the so-called objective characteristics of an event.. .or conversely, a change in context may 

require a different event in order to conserve an effect" (Campbell and Heller, 1988: p. 36). To 

for* this point, they refer to a study in Linguistics by Ladefoged and Broadbent (1957). In that 

study, different sets of speaker characteristics were used in the enunciation of a sentence in 

order to observe the variations in listener response to vowel perception of simïlar sounding 

words (e.g., bit, bet, bat). It was found that a variation of response to the perception of vowels 

in a word (bit, bet. bat) occurred when different versions of a synthesized sentence was 

presented. H/C refer to the above result as the 'one-stimulus-for-many responses' paradigm. 

For an example of the reverse 'many-stimuli-for-one-response' paradigm, H/C refer to a 

shidy in stop consonants (Liberman, et al, 1959) in which they state that "it was demonstrated 

that different sound transitions were required for each vowel context in order to evoke the same 

listener response" (Campbell and Heller, 1988: p. 38). H/C argue that such studies illustrate 

and prove their hypothesis for a rulebased subjective cognitive construction model. They state 

tha t "at least with regard to speech it is clear that we should adjust our vocabulary: we do  not 

'hear' speech sounds, we process them, and the processing niles are in part culturedependent" 

(Campbell 2nd Heller, 1988: p. 381. 

In te- of the above model of language cognition (and equally in terms of a subsequent 

model of music cognition), H/C daim that the 'processof takes in data from the sensors and 

"applies rules appropriate to the established cultural context" (Campbell and Heller, 1988: pp. 
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38-39), and sends the results to the 'executive.' Therefore, if for example, the 'processor' were to 

gather spoken data from speakers with different accents, the kind of processing it would 

perform would be referred to in the linguistics literature as 'categorical perception.' 

As far as I can judge (in t e m s  of linguistic response), H/C's delimiting of the terms 

'contextual dependencies' and 'cultural context' extends only to those particular variations in 

listener response which are attributable to syntactical features located exdusively within the 

realm of spoken speech patterns. Those variations in response are deemed in him to have a 

direct effect on the operation of the 'processor.' in other words, 'context dependencies' and 

'cultural context' are defined in terms of the f o m l  (i.e., syntactical) characteristics of linguistic 

sound patterns which may be particularly affected by a person's accent or use of sentence 

structure. For convenience, I shall cal1 this version the 'narrow' interpretation of 'cultural 

context.' 1 define a 'wide' interpretation of 'cultural context' (unacceptable to H/C) as taking 

into account a11 contextual factors (induding those in the auditory realm), such as gestural 

factors (e.g., hand movements, facial expressions, body language, etc.). 

In terms of music, a 'narrow' interpretation of 'cultural context' would similarly be 

limited to those factors within the auditory-cognitive realm. H /C give two examples to 

illustrate their espoused 'narrow' view of 'context dependency' which are specific to Western 

music. They state that 

in spite of its inevi table sforzando as a percussion instrument, in our culture the 
piano is most often used as a continuous tone instrument; in most contexts we 
ignore the extreme decrescendo and hear it as a continuous tone instrument. If the 
frequency of a violin tone is changed in a step-wise sequence, we hear pitch 
changes; if, however, the frequency changes periodicaily over a narrow range at 
about six cydes per second (as in vibrato) no pitch change occurs. The distinc- 
tion is one of timbra1 diange. (Campbell and Heller, 1988: p. 42) 

The condusion 1 corne to, according to the above quote, is that so-called 'shared cultuml 

conventions' between listeners and performers have only to do with conventions of hearing (i.e., 

strictly within the auditory-cognitive realm). Thus' the notion of cultural sharing among 

participants is in effect defined by H/C as an APV-based concept. In other words, the so- 

called 'music communication process' is also deemed to be limi ted t O the auditory-cognitive 
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d.omain. On this h e  of argument differences arnong performances, such as subtle altera tions of 

phrasing or dynamics (within the acceptable limits of a given style) are communicable if they 

remain within the bits of a 'narrow' interpretation of 'contextual dependencf as defined. 

As 1 have said, a 'wide' interpretation of 'context dependency' would indude any and 

aIl factors connected to a musical performance, such as related historical, cultural and 

ideological meanings, expressions of emotion, musical representations, etc., as weii as induding 

the auditory-cognitive factors embraced within the 'narroM interpretation. A 'wide' interpre- 

tation would therefore be unacceptable to H/C because, within the limits set by the APV, 

factors outside the auditoryiognitive realm are by definition deemed 'nonrnusicai.'iJ 

Being critical of any potential 'wide' interpretatiow of 'context dependency,' H /C argue 

that "there are still, unfortunately, many studies undertaken which employ amusical contexts 

and then generalize their results to music" (Campbell and Heller, 1988: p. 43). To this end, H/C 

refer to R. Cogan in his book, New [mages of Musical Sound (1984, who states that we must 

allude only to the sonic realm fsr  considerations of musical context. Cogan says that 

the essential sonic features of any musical insrniment are to be found in the sum 
total of its structural sonic contributions to musical contexts. These features wiii 
be revealed by anâlyzing the functions and relations of those contexts and of the 
instmments in creating them. (Cogan, 1984: p. 145) 

Let us examine what effect a 'narrow' interpretation of 'context dependency' has on the 

requirements of H/Crs theoretical design. Since the music processor, as defined, must (and is 

luniteci to the capacity to) deal with data r~leived only f-rom the auditory sensors, and since it 

operates by virhie of sets of implicit processing niles which are in themselves activateci solely 

by auditory data, and since the executive can deal only with the analyses provided by the 

music processor, the operation of the whole musical cognitive design must, by force, be 

restricted to being a forrnally operational system, both in terms of the data being processed and 

in terms of the procedures and products of the processing itself. H/C's design simply cannot 

(and wiU not) account for so-called 'amusical' data. For these reasons, we c m  say that the 

14. H/C use the term, 'amusical.' 
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design of the model is strictly intemalist. It is doubly so in the sense that contextual interpreta- 

tion is restricted to those contexts specified by the forma1 properties of the musical acoustical 

stimulus and that any resultant representations produced by the system are generated by 

interna1 f o m l  processes, or put simply, that which is in the auditory-cognitive domain. The 

notion of 'context' does not include the wider range of considerations which would be afforded 

by a 'wide' interpretation. This dual intemalist thnist (and its explicit rejection of a 'wide' 

interpretation of context) stems from an adoption of the APV as a basis for defining music. 

With this in hand, H/C's next move is to 'naturalize' the APV. This is achieved by 

creating a design of cognitive structures on the scientific level that align with the parameters set 

by the APV on the manifest level. Ln terms of understanding how this 'naturalizing of the APV' 

relates to the manifest /scientific image dichotomy, the reader must first recaii that H /C first set 

up a fomalist manifest image of music under the dictates of the APV. Then a scientific image of 

music was created in tem-s of hypothesized cognitive structures which deal only with the kind 

of information provided within the auditory-cognitive domain. H/C's final move is to hini it ail 

around and daim that said cognitive structures have causal powers, thus 'naturalizing the 

APV.' H/C's argument closes with the conc1usion that 'music' is a formally conceived entity 

that is clearly caused by cognition, thus establishing a basis for theory-making within the 

scientific-image supervenience mode. 

5.5.3 The scientific image and awareness 

With the model being desaibed in terms of the scienafic image of music, the processing- 

mle design then provides a clear and easy framework for explaining the quantification and 

analysis (i.e., the cognition) of so-called 'musical' data. Contextual factors in the auditory 

signal, as defined by H/C, are said to contribute to the configuration of the semors. As we saw, 

the choice of context is the job of the processor, and as defineci, the processor operates at a 

level unavailable to introspection (more on that shortly). Following constmctivist lines, H/ C 

state that such performative features of the cognitive apparatus as "spatial locaüzation, noise 
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rejection, and spectral sensitivity a11 give evidence for the active participation of cognition in the 

process of hearing" (Heller and Campbeil, 1982: p. 10). Thus, it is the processor that rnakes the 

final decisions as to what data in the whole auditory spectrum is to be treated specifically a s  

'musical' auditory data. The sensory system then, is said to operate at a 'miao-level,' involving 

the measurement of sonic variables such as pitch, loudness, spatial location, temporal factors, 

etc., converkg the acoustical stimuli to appropriate forms of data for subsequent processing. 

Thus, the operation of the sys tem, described in this way, illuminates the assumed 

scientific-image supervenience mode. This is so because up to and including the point of transfer 

of output hom the processor to the executive, processes not available to consciousness in effect 

constitute 'music cognition.' However, H/C's interpretation of the notion of 'awareness' needs 

to be addresseci. I propose this because of H/C's a daim for the existence of two kinds of 

'awareness' in the cognitive design; that is, 'processor awareness' and 'executive awareness.' 

As described in Section 5.3, the processor has its own brand of 'awareness.' The 

following is a summary of HC's description. H/C state that the processor "is aware of the 

world and shifts contexts in response to the information provided by the senses" (Heller and 

Campbell, 1982: p. 12). H/C claim that the executive has an entirely different kind of aware- 

ness. The executive is said to be aware of itself, and of some of the processing that goes on 

within itself, and it is also aware of the output of the processor. H/C daim that only limited 

communication is possible between the processor and the executive. The processor is able to 

indicate the results of its processing to the executive, but not the strategies it uses for processing 

the ' r a d  sensory data. In fact, according to H/C, the kind of data the executive receives is a 

strongly edited, second-hand version of events. (Sumrnarized from Heller and Campbell, 1 982: 

p. 12.) 

Based on the above description of the respective roles of the processor and the 

executive, it would seem tha t the notion of 'awareness' is deemed to be an internally genem ted 

matter, and that the content of 'awareness' is essentiaily a projection of the processor. In this 

sense, it would seem that so-called 'executive awareness' depends largely upon what the 
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processor sends it. In this sense, 1 take the notion of 'awareness' to be essentially a self- 

referentiai notion, being primarily concerned with the data k ing  processed and/or analyzed 

and being markedly unconcerned with the broader extemal environment. H/C's explanation 

conflicts with an intuitive notion of 'awareness,' which 1 suspect is in some important way 

connected with the manifest image of the world. 

However, it must be noted that H/C describe 'awareness' specifically in ternis of the 

xientific image. This leads me to suspect that a similar problem persists here as in the previous 

section. At first glance, it is difficult to conceive of a processor or an executive (having the 

specifications as descnbed by H/C). described as functional components in the cognitive 

apparatus, as being aware of anything. My suspicion is that H /C's use of the terni 'awareness' 

is very speafic, but does not relate to an intuitive interpretation of the texm. From an inhùtive 

point of view, one might take H /C's description as a bit of anthropomorphizùig in the same 

way that we often speak in interpersonal terms about cornputers and automobiles. This is a 

case in which a category which belongs intuitively to the manifest image is being appropriated 

to describe a process and/or functional component in terms of the saentific image. Inhiitively, 

the notion of 'awareness' seerns to require the presence of a person. However, H/C are actually 

guilty of Cartesian dualisrn because it seem that the processor acts as a kind of homonculus, 

supervising its own (and the execu tive's) operations. This goes against the materialist ortho- 

doxy of cognitive saence which purports to have solved the dualism problem. A materialist 

cognitive ontology, by definition, should not permit a functional component in the cognitive 

apparatus to have the powers of a homonculus. 

The brand of 'awareness' H/C describe is founded on the artificialities inherent in an 

ontology based on the APV (manifestly descnbed). That is, even a superficial examination of 

the intuitive relation (manifestly conceived) between 'awareness' and the intentions implied in 

adopting the APV requires a virtual ehination of aiI contextual effects coincidental with 

musical experience. This is at best an artifiaal situation and requires a considerable suspension 

of disbelief. 1 shali condude this section by saying that the project of defining of categories in 
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the saenüfic image (motivated by the assumptiow inherent in a çàentific-image supervenience 

based conceptual framework) is misconceiveci (and make a bad fit) if the categories thus 

defineci are to be derived from the manifest image. 

5.6 Conclusion 

HelIer and Campbell's contribution to the development of CTM is sigruficant. Their work 

is notable because they made the conceptual leap designating percephial activity (and its 

concomitant sonic stimulus data) to an instrumental role. It set the stage for subsequent 

theorists to foclis attention on developing hnctionaily-describeci cognitive models. This in effect 

deareci the way for the 'music as cognition' hypothesis, which promotes the conditional that the 

ontology of music is best to be dexribed in terms of the formal processes and structures of 

cognition. in terms of the manifest/xientific image dichotomy, this move succeeded in nrmly 

establishing the scientific-image supe~enience base as an ontological conceptual framework for 

music. As a resuit of H/C's work, it has become generally accepted in the CïM project that the 

manifest image of music (as a cultural entity) is deemed to be supervenient upon suentifically- 

describeci cognitive processes. 

In the next chapter, 1 shail examine the work done by Lerdahl and Jackendoff in ternis of 

the 'generative music g r a W  model. To a large degree, their work in CTM builds upon the 

premises established by Heller and Campbell. Theirs is a 'two-component' theory whidi 

attempts to reconcile the wide variety of stylistic differences in musical idioms with generic 

cognitive structures and processes. In essence, Lerda hl and Jackendoff's contribution to CTM 

arnounts to an attempt to explain the tonal music of Western culhire as supervening upon the 

musical cognitive processes of listenen icibued in that musical culture. 



Chapter 6 

The Generative Musical Grammar Mode1 

6.1 Introduction 

In Lerdahl and Jackendoff's book, A Cerierntiue Theory of Tolral Music (1983), they 

formulate a model of music cognition which is roughly a synthesis of Chomsky's theory of 

linguistic generative grammar and Schenker's deep level stnicture theory of tonal music. Lerdahl 

and Jackendoff's (hereafter L/J) theory of a 'generative musical grammar' is another version of 

the 'processing-de' rnodel. Recall from the previous chapter that H/C's processing-mle model 

assumes the existence of implicit mie sets which underlie the mental construction of musical 

tonal-rhythmic patterns. L/J's model moves another step dong the cognitivist road toward the 

complete intemaikation and isolation of music cognition. The CO-authors' hypothesize that a 

'generative musical gramrnaf does the work of "specifying a strucfural desm'ption for any tonal 

piece; that is, the structure that the experienced listener infers in his hearing of a piece" (L/J, 

1983: p. 6) .  

As with H/C's model, that of L/Jts adheres to the 'hard' construction paradigm (as 

defined by Fiske, 1992) in which music, rather than residuig in the acoustical signal itself, is a 

mentally constructed entity- Therefore, according to L /  J, music is a mental constmct which 

results from an acoustical (read 'musical') signal triggering what they describe as "mental 

(cognitive) operations that impose order on information denved from that signal" (L/J, 1983: p. 

370). Recall that on the 'hard' construction paradigm, the order that is imposed on the 

acoustical signal results in reaüzed percepts and tonal-rhythmic patterns, governed by what 

Fiske describes as  the "irnplicitly h o w n  d e s  of a culturally determineci music system" (Fiske, 

1992: p. 366). As explained in Chapter 5, 'hard' constructionists may or rnay not distinguish 

between presumed invariant organization of auditory data occurring at the sensory level and 

the presumed flexibility of organization which rnay be afforded from the musical expenence and 

knowledge of the iistener. However, the story concludes that any distinctions permitteci on the 

'hard' construction paradigm tend to result in separate classifications of musical materiai as 
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either perceptud or cognitive. Recall that 'soft' constructionists group percephal and constmc- 

tive activity as one cognitive process. 

At the beginning of A Gmrrafiz~e Theoy of Tons! Music (hereafier G7"TM), L/J sumrnarize 

the essential features of the 'generative musical grammar' model. They state that their theory is 

formulated in terms of rules of musical grammar. Like the rules of linguistic 
theory, these are not meant to be prescriptions telling the reader how one should 
hear pieces of music or how music may be organized according to some abstract 
mathematical schema. Rather, it is evident that a listener perceives music as more 
than a mere sequence of notes with different pitches and durations; one hean 
music in organized patterns. Each nile of musical grammar is intendeci to express 
a generalization about the organization that the listener attributes to the music he 
hean. The grammar is formulated in such a way as to permit the description of 
divergent intuitions about the organization of a piece. (L/J. 1983: p. xii) 

Following the general plan of CTM, the d e s  of the 'generative musical grammar.' providing the 

listener with the organizing principles of music cognition, are pointedly said to be unavailable to 

introspection. L/J state that the organizing p-ples for music cognition are no more available 

to conxiousness than "the principles goveming the ability to speak. walk. or see" (L/ J, 1983: p. 

xii). In this sense, L/J follow a similar line of argument as H/C. that music is a natural feature 

of the mind, as one component in the whole set of natural h u m  intuitions. Based on this 

premise, L/J grant primacy to the scientific image of music, in the sense that their explanation of 

the manifest image of music is made in ternis of a cognitivist model. As I shall explain later m 

the chapter, the naturalization of music proposed by L/J is hypothesized on the shoulders of an 

APV-based musical ontology. 

6.2 Philosophical underpinnings of the model 

6.2.1 Chomskian mentatism 

L/J begin with a Chomskian-derived assumption of a pre-wired existence of mental 

entities or structures which are particular to the act of music cognition. L/J state that "a fonnal 

theory of musical idioms will make possible substantive hypotheses about those aspects of 

musical undentanding that are innate: the innate aspects will reveal themelves as 'universal' 

principles of musical grarnmaf (L/J, 1983: p. 4). 
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There are Iwo types of processing rules in the 'generative musical grammar' model. The 

first type is described in terrns of universal cognitive structures (i.e., 'well-formedness d e s ' )  

which are said to be commonly instantiated in the music cognizing apparati of all listeners. L/ J 

define the 'well-formedness mles' as those which "specify [all] the possible structural descnp- 

tions" &/ J, 1983: p. 9)- The second type is described in terms of relativistic cognitive structures 

(i.e., the 'preference' rules) each listener possesses according to his / her iistening experience in a 

particular musical idiom. L/J define the 'preference rules' as those which "spec* out of [all] 

the possible structural descriptions those that correspond to expenenced listeners' hearing of 

any particular piece" (L/J, 1983: p. 9). Accordïng to L/J1s stipulations, their idealized listener 

(that is, one who has expert-level lbtening expertise in a given musical idiom) possesses a 

complete working set of the 'preference d e s '  for that idiom. 

L/J1s model of music cognition reveals a strong Chornskian influence, in the sense that all 

humans are said to possess a set of so-called innate 'deep structure' cognitive principles for 

music (as weU as for language). Based on this premise, L/ J create an argument for the existence 

of a generic set of innate cognitive principles which enables humans to comprehend the diverse 

characteristics of the many styles of music in the world. They cal1 this set of cognitive principles 

the 'generative musical grarnrnar.' In essence, L/ Jrs project is really a search for a complete set of 

musical universals which will in h m  result in the formulation of a complete set of generic 

processing mles which will ideally be applicable to al1 musical idioms. To this end, the co- 

authors state that "a formal theory of musical idioms will make possible substantive hypoth- 

eses about those aspects of musical undentanding that are innate; the innate aspects will reveal 

thernselves as 'universal' prinoples of musical grarnmaf' (L/J, 1983: p. 4). 

L/J define 'musical universals' as the "innate aspects of mind that tranxend particular 

cultures or historical periods" (L/J, 1983: p. 282). Indicating respect for the empirical side of 

the story, they claim that a final clarification of the 'musical grammar' wiU finally be possible 

only through an ongoing study of the body of works in tonal music. The examination of a large 

number of tonal works is deemed to motivate an ongoing revision of the 'preference rules' m 
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order to account for musical instances which L/J state "do not conform to predictions of the 

then-current set of niles. In such cirnimstances we were forced either to invent a new rule or, 

better, to corne up with a more general formulation of the rules we had" (L/J, 1983: p. xii). 

Thus, to a certain degree, the mode1 has built-in pragmatic aspects, based on an inductive 

approach to the formulation of an idealized set of 'preference rules.' 

6.2.2 The idealized listener 

L/J's 'idealized listenef is distinguished from the Humean notion of the expert listener, 

whose skills are honed by practice. Recall (from Chapter 5) that the Humean notion of 

'expenence' embraces the idea that accultura ted listeners at al1 levels of experience gain in 

listening expertise both by listening and by direct stud y. However, L/J take a more restrictive 

view of the notion, 'musical experience,' at the same time reinforcing the APV as a central 

element in their model's conceptual framework They state that 

an acculturated listener need never have studied music. Rather we are referrïng to 
the largely unconscious knowledge (the "musical intuition") that the listener 
brings to his hearing.. .occasionally we will refer to the intuitions of a less 
sophisticated listener in organizing his hearing of music, but in a more limited 
way. Ln dealing with especiaily complex issues, we will sometimes elevate the 
experienced listener to the status of a "perfect" lis tener-that privileged king 
whom the great cornposers and theorists presumably aspire to address (L/J, 
1983: p. 3. L/J's parenthesis and quotation marks) 

Thus, according to L/J, the direct fonnal study of music does not contribute in any sigmfïcant 

way to musical knowledge. They state that 

a musical idiom of any complexity demands considerable sophistication for its 
full appreciation, 2nd listeners brought u p  in one musical culture do not 
au tornatically tram fer t heir sophistication to other musical cultures. And because 
one's knowledge of a musical style is to a great extent unconsaous, much of it 
cannot be transmitted by direct instruction. (L/ J, 1983: p. 4) 

L/J d o  in fact admit that a question will arise as to the role of directed leaming in 

stating that "one may rightfully be curious about the source of the experienced listener's 

knowledge. To what extent is it learned, and to what extent is ii due to an innate musical 

capaaty or general cognitive capacity?" K/ J, 1983: p. 4). Nevertheles, according to L/ J, the so- 
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calleci 'learning" of a musical idiom is understood not to be a result of direct instruction, but 

rather to be a process of continua1 refinement of the set of 'preference rules' (for any particular 

musical idiom). This leaming is said to be achieved solely through musical listening expenence. 

As such, L/J's concept of the 'idealized listener' (Le., the expert listener in a particular musical 

idiom) is premised on stipulations provided for in the APV. In doing sot this move is a crucial 

step in creating a rationale for the naturalization of the APV. 

6.2.3 A constructionist definition of music 

In keeping with cognitivist orthodoxy, L/J1s definition of n nusic is formulated 

constmctionist view. Their intention is to place music theory within the discipline of cognitive 

psychology alongside the more traditional areas of vision and language. Prior to defining music, 

L/J set u p  certain conditions. First, in stating that "music is a product of human activity" (L/J, 

1983: p. 21, L/J set up  a condition for an object-based definition of music. The second condition 

is that music is not to be interpreted as a fact of extemal existence. L/J state that music is not 

simply "the raw uninterpreted physical signal. ..not a musical score.. .not a performance" (L/ J, 

1983: p. 2). L/J daim that music theory (read 'cognitivist' theory) is not concerned with 

"performers activities ... nor is it concerned centrally with the sound waves the perfomers 

produce" (L/J, 1983: p. 2). 

Based on the argument that music does not exist out in the world as an acoustical signal, 

a performance or a score, L/J define "a piece of music [as] a mentally constructeci entity, of 

which scores and performances are partial representatiow by which the piece is trartsmitted" 

(L/J, 1983: p. 2). Going by the stipulations of this definition, the manifest image of music (i.e., 

performance activity, scores, the sounds thernselves) is not granted status in reality. According 

to L/J (and as with the other models examinecl in this study), the reality of music is to be 

understood as a cognitive entity dexribed in terms of the scientific image. 
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6.3 Pre-theoretical axioms and limitations 

Although some of the following material appears in the previous section on the 

philosophical underpinnings of L/  J's theoretical framework, this section will serve to provide a 

more concise summary of the assumptions and Limitations underlying L/J's theoretical model of 

a 'generative musical grarnmar.' 1 identify ten points in total, five axioms and five limitations. 

6.3.1 Axioms 

L/J  set out five axioms (i.e., facts) they believe to be tme about music. First, (as 

previously noted) they claim that a piece of music is ontologically "a mentally constructeci 

entity of which scores and performances are partial representations by which a piece is 

transmitted" (L/ J, 1983: p. 1). 

Second, L/J propose that music is a pancultural and distinctly human activity. Because 

music is so varied, they argue that it cannot be subjected to standard methods of (Western) 

notational analysis.1 

The third axiom of L/J's model states that an individual's total exposwe to music Le., 

accumulated listening experience) is by definition equal to his/her listening ability. The opening 

statement of GTTM (previously cited) leads to the CO-authoa' hypothesis that an increased 

ability to listen wifh u~iderstandi~ig is accomplished in part by a concomitant intuitive ability to 

1. 1 shall have more to say about this point in my critical remarks, but suffice it to say 
for now that the particular music L/J choose for analysis is selected from the repertoire 
of Western tonal masterpieces and the method of ewmination of those pieces is roughly 
based on Schenkerian analysis. Schenkerian analysis is a methodology which is well- 
serveci for certain musical repertoire (i.e., selected works of eighteenth and nineteenth 
cenhiry tonal music). However, since the usefdness of Schenkerian analysis is limited 
to particular types of tonal works, its methodology prevents it hom being successhilly 
applicabIe to musical genres which do not have a tonal centre at all. See Chapter 9 and 
10 for more detailed examinations of that point. I will be making a daim that the 
design of the 'generative musical grarnmar' model has limited applicability for two 
reasons: first, based on the intrinsic limitations of Schenkerian analysis and second, 
based on L/J's ill-fat& prernise that the laws of analysis for tonal music (which are in 
themselves denved from self-limiting Schenkerian analysis) can be re-applied to non- 
tonal idioms on the basis of L/ J's claim that the 'preference rules' for tonal music have 
universal properties. 
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impose stmcture on the acoustical data of a particular musical genre and in part by the 

repeated exposure (in terms of listening experience) to a particular musical idiom. 

The above point ties neatlv with the fourth axiom which states that prolonged and 

intense exposure to a particular musical idiom is necessary for musical understanding to occur. 

L/J  clairn that a "forma1 theory of musical idiorns will make possible substantive hypotheses 

about those aspects of musical understanding that are innate; the innate aspects will reveal 

thernselves as 'universal' principles of musical gramma'  (L/J, 1983: p. 4). 

The fifth axiorn, and in agreement with the theoretical paradigm proposed by H/C (and 

Serafine), is that humans hear music as organized patterns (as opposed to individual, discrete 

and unrelated sounds), realized as gestalt-like groupings in units of multiple components. To 

this end. L/J state that "one speaks of music as segmented into units of ail sizes, of patterns of 

strong and weak beats, of thematic relationships, of pitches as ornamental or structurally 

important, of tension and repose, and so forth" (L/], 1983: p. 2).  

6.3.2 Limitations of the theory 

L/J identify five points of limitation for their proposed thesis. First, they state that the 

'generative musical grarnmar' model is not concemed with a description of the steps the 

processing mies take in a "the listener's real-time mental processes. [but rather] we will be 

concemed only with the fimal state of his understanding" C/J, 1983: pp. 3-41. 

Second, L/J  state that their work in GTTM is preliminary to "an eventual theory of 

musical cognitive capacity" (L/J 1983: p. 4) which will purportedly take into account a 

description of the mental products produced for al1 musical genres. 

Third, L/J  state that the model proposed is not an attempt to give a structural 

description of every possible piece of tonal music. They stipulate that their model is rather an 

attempt to define and "specify a structural description for any tonal piece, that is, the structure 

that the expenenced listener infers in his hearings of the piece" (L/J, 1983: 6, L/Jfs italics). 



Chapter 6: The Grnerative Musical Grarnmnr Model 98 

Fourth, the 'generative musical grzum-w' model d o s  not attempt to diKuss the role of 

affect in music cognition. L/J state that they "hope to provide a steppingstone toward a more 

interesting account of affect than at present can be envisioned" E/J,  1983: 8).2 

The fifth theoretical limitation in the model is stated bjf L/J that a "comprehensive 

theory of music would account for the totality of the listenerfs intuitions. Such a goal is 

obviously prernature. In the present study we will for the most part restrict ourselves to those 

components of musical intuition that are hierarchical in natureff &/JI 1983: p. 81.3 

6.4 Description of the model 

The 'generative musical gramrnar' model consists of four central components: 'groupùig 

structure,' 'metrical stnicture,' 'tirne-span reduction' and 'prolongational reduction.' In the 

interests of efficiency, 1 have taken the liberty of making direct quotes of the CO-authors' 

descriptions of each component: 

1)Grouping structure expresses a hierarchical segmentation of the piece 
into motives, phrases, and sections. (L/J, 1983: p. 8). 

2)Metnatl structure expresses the intuition that the events of the piece are 
related to a regular alternation of shong and weak beats a t  a number of 
hierarchical levels. (L/J, 1983: p. 8) 

3) Time-spmi reduction assigns to the pitches a hierarchy of "structural 
importance" with respect io their position in grouping and metrical structure. 
(L/Jf 1983: p. 8) 

4 ) f ~ f o n g a t i o ~ i a l  reduction assigns to pitches a hierarchy that expresses 
harmonic and melodic tension and relaxation, continuity and progression. (L/J, 
1983: pp. 8-9) 

2. A short commentary is pertinent here. There is a danger in abstracting out the 
affective component (as it is presumed L/J  do) because it implies a potentially 
untenable assumption that the musical analysis activity of the cognizing apparatus 
and musical affect are compartrnentalized. The revealing fact remains, however, that 
L/Jfs assumption in this regard bears the hallmarks of the APV, which deerns affect to 
be a 'nonmusical' response. If L/Jfs intention is to give a final-state description of 
musical understanding, a proper account may be deficient in failing to embrace certain 
affective aspects which may accompany it. 

3. Again, as with my remarks on musical affect, 1 have to take issue with the 
segmentation in musical intuition implied by L/J. A comprehensive theory of music is 
premature if a segmented design (which segregates 'formal' ftom 'nonformal' features) 
underlies the theoretical agenda. 
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The Listener is deemed to have the capacity to attribute musical structure along a scale of 

coherence by means of two sets of operating rules, which L/J refer to as well-fonnedness d e s  

and preferoice d e s .  L/ J define these two sets of rules as follows: 

1 ) WdI-Formedness rrdes specify possible structural descriptions. (L/ J, 
1983: p. 9 )  

2)  Preferazce rules designate out of possible structural descriptions those 
that correspond to experienced listeners' heanngs of any particular piece. (L/J, 
1983: p. 9) 

This completes my presentation of the salient features of the 'generative musical 

grammar' model. The following section is reserved for critical commentary of several issues 

which arise in respect to the model. 

6.5 Critical commentary 

6.5.1 The auditory perception/music cognition paradigm 

The auditory percep tien/ music cognition paradigm (hereafter AP/ MCP) dominates, a s  

with H/C's 'processing-rule' model, the 'generative musical prnrnax' model. In terms of the 

AP/MCP, music cognition must. by design, consist of a two-step process which connects the 

audito. sensing mechanism to the deep structure (Le., unconxious) 'musical grammar.' The key 

to the success of the AP/MCP depends upon the adoption of the APV which, as  has beert 

described, stipulates that only the forma1 properties of the musical acoustic signal Le., the 

tonal-rhythmic patterns, forma1 structure, etc.) comprise what is to be deemed 'musical.' On 

this basis, mental activity outside the auditory-cognitive domain is considered to be 'nonmus- 

ical.' 

Fur thmore  (in terms of the AP/MCP), cognition which is determined to be 'musical' is 

iimited to the creation of only those mental constructs which can be created solely from the 

(unconscious) processing of the so-called 'musical' perceptual data i . . ,  tonal-rhythmic 

acoustical data). L/J stipulate that, in tenns of the AP/MCP, a mathematical relationship 

underlying the smicture of a piece of music m u t  be ca tegorized as 'nonmusical' L/J state tha t 
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"one can imagine some mathematical relationship to obtain between every tenth note of a piece 

but such a relationship would be in al1 likelihood be perceptually irrelevant and rnusically 

uneniightening" (L/ J ,  1983: p. 2, my italics). While it might be agreed that certain relationships 

outside the AP/MCP dornain may be indeed perceptually invisible, 1 would disagree that sudi 

relationships are 'perceptually irrelevant' and certainly never enarely 'musically unenlightening.' 

The important question is whether such types of relationships are really cognitively irrelevant 

and therefore, as L/J state, "musically unenlightening." L/J's view on this matter emanates 

directly from an APV-based musical ontology. In Chapter 9, 1 propose to demonstrate that 

whiie the auditory perceptors themselves may not require knowledge of so-called 'nonmusical' 

relationships, the information derived solely from the auditory signal may actuaiiy be insuffi- 

cient for a full and proper understanding of much music. 1 will make a case that concepts 

always figure into music cognition. This will of necessity involve an abandonment of the APV. 

A definition of what is considered 'musical' will of necessity have to be considerably broadened 

beyond the limited constraints of the AP/MCP domain, a move which will in turn result in a 

definition of music within the broader context of human expenence. 

Later in this chapter, 1 shall examine L/JFs remarks concerning the cognition of 

contemporary music with a view to illuminating the unnecessary restrictions imposed by 

theorizing in t e m  of the AP/MCP and the APV. In terms of mu& music (and perhaps al1 

music), but extremely pertinent to twentiethtentury Western art music. L/Jrs adoption of the 

APV as a basis for musical ontology imposes unreasonable epistemological constraints upon the 

listener. Recall that the APV stipulates that the proper appreciation of works of fine art is 

unrnediated by contextual factors. 1 daim that this stipulation is in conflict with the conceptual 

framework of much twentieth-century art music, much of which in fab deprioritizes perception. 

In rnany cases, a full and enriched involvement with complex pieces of avant-garde twentieth- 

cenhxy music canno t be achieved unless certain so-called 'nonmusical' relationships are kno wn 

by the Mener and became integrated in the epistemological basis for listening. 

I wish to stress that the force of my general argument in this study does not hinge upon 

the twentieth-century musical idiom, since, in my view, a wider epistemological base for 
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listening could potentially apply equally well to any number of musical examples from any 

period or any genre. My central point of argument here is that is that it is incorrect to assume 

that knowledge and concepts outside the AP/MCP fail to quaiify as contribuhg factors for 

music cognition. 

6.5.2 The Schenkerian analysis paradigm 

L/J claim (in pre-theoretical axiom number two) that music, as a pancultural and 

diçtinctly human activity, cannot be subjected to standard methods of (Western) notational 

analysis. I take that daim to be a reference to standard Common Practice Penod (hereafter 

CPP) harmonic/melodic analysis. Nevertheless, the fact remains that L/ J do employ and rely 

rather strongly upon the Schenkerian method of analysis for much of the potency of the 

'generative musical gramrnar' model. Since Schenkerian analysis is itseif, by definition, a form of 

notational analysis, L/J must have a certain agenda for making the second claim. 1 shall hy to 

tease out their intentions. 

On one hand, L/J imply that for structural analysis they do not totally rely upon 

Schenker's approach but rather go to a deeper level for analysis, and consider Schenkerian 

analysis as occupying a sornewhat complementary role in their theory. To this end, they state 

that 

many interesting treatments of motivic-thematic processes, such as. ..aspects of 
Schenkerian analysis, rely on an account of what pitches in a piece are stmc- 
turally important. In the present study we show how the notion of structural 
importance depends on more elementary intuitions conceniing the segmentation 
and rhythmic analysis of the musical sùrface; thus we offer a firmer foundation 
for the study of artistic questions. We consider our work to complement rather 
than compete with such study. (L/ J, 1983: pp. 7-8) 

However, there is evidence which points to the need for a revision of the above daim. Ln 

Chapter 5 of GTTM, Introduction to Reductions, L/J do in fact reveal a stronger connection 

between thein and Schenkefs analytical approach than they have conceded to in the above 

statement. The CO-authors give an example of a situation that occurs in variation form and/or 
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improvisations on given themes in which they claim that the Listener has a naturd capacity to 

relate each variation to a central theme. They state that this is so "because the listener relates 

them, more or less unconsciously in the process of listening, to an abstract, simplified structure 

common to them dl.. .in di these cases. the listener or performer has an intuitive understanding 

of the relative importance of pitches" (L/ J, 1983: p. 106). L/ J explain that, in such cases, "if a 

pitch is heard as omamenting another pitch, it is felt as structurally less important than the 

other pitch-it is subordinate to the other pitch. In short, the pitch relations involved in these 

situations are hierarchical" (L/ JI 1983: p. 106). 

Schenkerian analysis cornes into the picture at this point. L/J state that although 

knowledge of the principles of pitch hierarchies has been shared by music theorists for hundreds 

of years, "it was especially the insight of the early twentieth century theorist Heuuich Schenker 

that the organization of an entire piece can be conceived in terms of such principles, and that 

such organization provides explana tions for many of the deeper and more abstract properties 

of tonal music" (L/J, 1983: p. 106). The extent of the closeness of the relation between 

Schenker's and L/J1s analytic approach becomes clearer with the enunaation of the Reduction 

Hypathesis in which L/J claim that "the listener attempts to organize all the pitch-events of a 

piece into a single coherent structure. such that they are heard in a hierarchy of relative 

importance" (L/J, 1983: p. 106). A full clarification of the now admitted close relation of L/J1s  

reduction analysis technique to Schenker's approach appears in L/ J's daim that 

this hypothesis is central to Schenkerian analysis and its derivatives.. .A 
consequence of the claim is that part of the analysis of a piece is a stepby-step 
simplification or reduction of the piece, where at each step less important events 
are omitted, leaving the structuraily more important events as a sort of skeleton 
of the piece. In Schenkerian theory, the steps dosest to the musical surface are 
caUed "foreground," and successive steps lead in turn to "middleground and 
"background" levels. (L/Jl 1983: p. 106) 

The Schenkerian notions of 'foreground,' 'middleground' and 'background' Ievels 

effectively provide the basis for L/ J's formulation of the Strong Reduction Hypothesis. L/J define 

the Strong Redudion Hypothesis in two parts. They state that 



a. Pitch events are heard in a strict hierarchy. 
b. Structurally less important events are not heard simply as insertions, but in a 
specified relationship to surrounding more important events. (L/J, 1983: p. 106) 

L/J  then elaborate on the advantages of the Strong Reduction Hypothesis which they 

leaves three areas of freedom in tleshing out what constitutes a proper reduction 
of a piece: (1) what the criteria of relative structural importance are, (2) what 
relationships ma y obtain bet ween more important and l e s  important events, 
and (3) precisely what musical intuitions are conveyed by the reduction as a 
result of 1 and 2. (L/ J, 1983: p. 106-107) 

At this point, 1 wish to reiterate that Schenkenan analysis is a particuiarly (albeit 

restictively) effective tool for in the formai analysis of certain types of pieces in the tonal music 

idiom. Recall that inasmuch as L/J make a claim for the universality of socalleci 'deeplevel 

processes' based on the results of their analysis, they also clearly state that their intention is to 

focus on a description of the mental products generated by tonal music in particular, and more 

speafically, they intend to refrain from dixussing any other genre of music other than Western 

classical pieces of the CFF. L /  J claim that what they leam about the cognition of Westem 

classical tonal music can readily be applied (with the application of new style-specific 

'preference rules') to other genres. Concerning this point, the CO-authors state that 

specifically, we present a substantial fragment of a theory of classical Western 
tonal music (henceforth "tonal music"), worked out with an eye toward an 
eventual theory of musical cognitive capaaty. Our general empirical critena for 
success of the theory are how adequately it describes musical intuition, what it 
enables us to say about the nature of tonal music and of music in general, and 
how well it dovetails with broader issues of cognitive theory. (L/ J, 1983: p. 4, 
L/J's parenthesis) 

However, the catching point that emerges from the above statements is that L/J's 

version of the 'processing-rule' mode1 pivots on salient features of Schenkenan analysis. 

Schenkefs notion of the Ursntz is defined as a principle of 'fundamental srnibure,' made up 

essentially of a tonic-dominant-tonic hannonic progression which supports a linear melodic 

motion to the tonic note. It must be noted here that the notion of the Ursatz is itself predicated 
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on the APV because in Schenkerian theory only the formal/perceptual properties of music are 

deemed 'musical,' and thence pertinent to a proper discussion of music cognition. 

Therefore, 1 daim that the design of the 'generative musical grammar' model is predi- 

cated upon two self-limiting assumptions. First, the model, being largely predicated on the 

çdienkerian model, is in itself applicable only to a very limited musical genre. Second, suice the 

Schenkerian model portends to offer a solution to the understanding of music, and is itself 

predicated on the APV, any new theory built upon a Schenkerian model wiil by force exist 

under similar restrictions and limitations. 

1 grant that for the purposes of a strictly forma1 analytical approach to tonal pieces of 

music from the CPP, Schenkefs and L/ J's models eadi may have considerable intemal validity. 

However, my complaint is that, in terms of being universally applicable to ali musical idioms, 

both approaches have questionable extemal validity because of their respective methodological 

biases. More importantly, because of the way in which Western classical tonal pieces them- 

selves happen to be structured, there is an abiding risk that the analysis will be prejudiced, m 

the sense that L/J's analytical results rnay just be a self-fuifilling prophesy. In turn, the results 

of such analysis rnay bear negatively on the design of L/ J's theoretiwl model. That is because 

the model's interna1 forrn is in a state of continua1 development in terms of the establishment of 

new 'preference d e s '  developed exclusively through subsequent analyses of tonal works. The 

result is that it puts into jeopardy L/Jfs daims for the evenhiality of the (promiseci) universal 

set of processing rules. 

Furthemore, there are ample counter-examples to disprove the situation as describeci by 

L/J. For instance, there is less concern in the music of Varèse (and Xenakis) with the kind of 

tonal and rhythmic hierarchies that are so important to and prevalent in Western dassical tonal 

music. in their music, spatial or timbra1 features are in some senses stnicturally more important 

than pitch and rhythm. 1 contend that unless a Mener, (whose experience may be Limited to the 

tonal musical idiom) bzows how such music is structured apart from mere üçtening, a proper 

understanding uznnot be achieved through the listening process alone. in terms of the 'generative 
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musical grammar,' the so-called processing d e s  previously activated solely by tonal music 

listening experience would be ineffective for the analysis of music which may be primarily 

spatially- and/or timbrally-based. Not only would the existing rules not do a proper job of 

analysis, they would very likely commit the unforgivable by misrepresenting the music. We do  

not get a convincing explanation from L/ J as to how this problem would be rectified. 1 will have 

more to say on this shortly, in tenns my critique of L/J's approach to the cognitive analysis of 

contemporary music. 

6.5.3 Analysis of contemporary music 

L/ J's remarks on the cognition of contemporary music reveal in çharp focus some of the 

fundamental problerns that persist with the 'generative musical grammaf model. As 1 under- 

stand it, the cent~al problem with L/Jfs model is that it sends a mixed message as to which 

innate processes are pre-wired (Le., as a pre-experiential endowment in the form of the 'weU- 

formedness rules') and as to which innate processes are activated (Le., as an experiential and 

idiom-specific development in the form of the 'preference niles'). By following L/ J's step-by- 

step explanation of how the cogniong apparatus would operate in an encounter of contempor- 

ary music, we shall see tha t al1 the processes (Le.. the d e s  and reductions) the CO-authors cal1 

into the picture appear to be from the latter group. 

Throughout GTTM, L/J  strongly imply that the organizational structuring that goes on 

for tonal music is paradigmatic (and therefore, natural) for any musical idiorns having a basis 

vaguely resembling tonal music. 1 am Iead to this conclusion because L/J fail to demonstrate 

(with examples) how the cognizing apparatus might develop idiorn-specific 'preference d e s '  

for any particuiar contemporary musical idiom. According to the tenets of L/J's theory, new 

'preference niles' are established on an empirical basis. This seems to be in keeping with the co- 

authors' opening statement in GTTM, in which they promise to give "a description of the 

musical intuitions of a listener who is experienced in a musical idiom" (L/ J. 1983: p. 1). htead, 

the CO-authors explain how the cognition of a piece of contemporary music would occur by 
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referring only to the particular sets of 'preference niles' and 'grouping' techniques the listener is 

reputed to have established in terms of the tonal idiom.4 In doing so, L/J make their own 

argument uncertain. The reader must now ask whether L/ J are promoting a thesis which states 

that the hierarchical organization using the 'preference mies' and 'groupings' set out for tonal 

music are necessary (and possibly sufficient) for the cognition of al1 musical idioms. Perhaps 

L/J are promoting a potential cause for a h d  of "auditory blindness" a üstener is reputed to 

experience when listening to a musical idiom which rnay rely upon a system of organization that 

is unrelated to her accumulated listening experience. Since L/J% (APV-based) mode1 is 

restricted to operating within the auditory-cognitive domain, the CO-authors so-called 'idealized 

Listenef is going to be hard pressed to overcome those disadvantages. 

1 shall elaborate on that in more detail shortly, but first 1 wish to insert a caveat 

conceming L/ J's heatment of so-called "contemporary music." Let it be said that the range of 

styles, methods of composition and artistic frameworks in twentieth-century music are al1 far 

too wide and varied to be treated as a single idiom, whidi L/J tend to do. Also, it is unfortu- 

nate that in their remarks on contemporary music, L/J make no mention of specific pieces to 

reinforce their argument, or even of specific twentieth-century musical idioms. It is mie that L/  J 

do make a comment ir; passine, about probabilistic, aleatoric and serialist methods, but the 

unfortunate resuit of that is simply to encourage the reader to group those compositional 

techniques (which, in some circurnstances, might be considered idiorns unto thernselves) under 

the general rubnc of a single musical idiom: that of contemporary music. An extension of the 

above point is that it is unforhinate that no atternpt is made to offer any distinctions among the 

methods mentioned in terms of potential explanations to the cognition of such music. Without 

niggesting that the CO-authors are giving short shrift to a whole century of music, it is odd that 

L/ J appear to expedite their discussion on twentiethcentury music rather than offer potentially 

4. These groups of rules and techniques are manifestd in the sets of niles and groupings 
described throughout the text of GTTM. The reader is subtly lead to conclude that tonal 
music listening is somehow a prerequisite for twentieth-century music listening. 
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valuable and detailed insights into its cognition, especially since Fred Lehrdahl is a composer 

and Ray Jackendoff is a practising musician. 

As an example of L/Jfs somewhat prejudicial view of contemporary music, they state 

that "we understand there is now a pocket computer that can store and play back tunes. Since 

the tunes are stored numerically, one can take the square root of a tune and play that back! We 

doubt, however, that such 'transformations' are musically very useful" (L/Jf 1983: footnote 8, 

p. 342). 1 am not sure how one could, as L/J state, "take the square root of a tuner' in any event, 

but it is unfortunate that the CO-authon make such a questionable and sornewhat prejudiaal 

value judgement concerning contemporary music, because it negatively infects their thesis. 

To proceed with the discussion concerning L/J's description of how the fictitious 

cognizer deals with a piece of contemporary music, 1 shall quote L/Jfs conciuding statement. In 

this case, the conclusion to the CO-authors' argument will be instructive in revealing the logic of 

their argument as it unfolds. L /  J state that 

al1 of this discussion [on contemporary music] presupposes that the listener uses 
the principles of musical cognition set forth in our theory for smicturing his 
perception of such [contemporary] music. One might alternatively suppose that 
he is using different principles. What rnight these principles be? One possibility is 
that he is somehow capable of infemng the organization that the composer. 
through his compositional method, has consciously built into the piece. For 
example, a composer might use statistical principles of rnolecular motion to 
determine compositional choices. We find it unlikely that the listener can hear 
according to such radically different principles. (L/J, 1983: p. 298). 

As I irnpüed eariier, there is a presupposition in the above statement that the Mener must use 

the organizational processes as prescribed by the 'generative musical grammaf specifically in 

t e m s  of tonal music, and that the hearing (i.e., understanding) of a piece is not affected in a 

positive way by conceptual (read 'nonmusical') knowledge of compositional intentions. 

As indicated earlier (in the description of the model), L/J hypothesize the existence of 

(as the result of accumulated musical listening expenences) two genenc sets of rules to be 

employed by the listenefs cognizing apparatus: the 'well-formedness rules' and the 'preference 

niles.' On the surface this would seem to be a good starting place from which to develop the 

particular sets of idiosyncratic processing niles necessary for the processing of each musical 
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idiom as encountered by the listener. Strangely, however, for the cognition of contemporary 

music, L /  J claim that the cognizing apparatus must cal1 into play the 'preference d e s '  

previously established specifically for the cognition of tonal music, thus making the implied 

assumption that the üstener must listen to contemporary music in t m s  of the tonal idiom. in 

L/J's description of the analytical process of a fictionalized piece of contemporary music, none 

of the rules and reduction processes the cognizing apparatus empioys seem to work L/J 

conclude that this will inevitably result in the cognitive inaccessibility of the contemporary 

idiom. 

There is a certain impüed set procedure (in terms of the rules and redudion processes) 

within which the cognizing apparatus m u t  operate. The music cognizing apparatus must first 

employ the 'preference' and 'tirne-span' rules, which serve to determine pitch centres and/or 

cadential formulae (which, according to L/ J, it cannot find). This step reveals L/ J's unstated 

assurnption that ail musical idioxns must have pitch centres and cadential formulae. When that 

fails, the apparatus then shifts to employing the process of 'prolongation reduction' to 

determine areas of tension and relaxation based on (melodic) pitch and harmonic factors. In 

faiüng to locate those, the music cognizing apparatus then resorts to locating rhythmic, dynamic 

and timbra1 factors which may be operative instead. In point of fact, the order of the above 

procedure reveals L/J's unstated assumption that simiiar hierarchies exist in all musical idioms. 

The next step the cognizing apparatus takes is to shift over to the 'metrical well-formedness 

niles' in an attempt to organize patterns of phenomenal accents in the musical surface in the 

fictitious contemporary piece. Once more, the apparatus faiis because regular and hierarchically 

organized metrical structure does not exist in some idiorns of contemporary music. Postulating 

the above as a necessary step in the analytical procedure reveals more about L/J's unstated 

(and incorrect) assumption that organized phenomenal accent must be a necessary feature of al1 

music. 

Finally, the music cognizing apparatus is said to resort to the ernployment of the 

'groupihg rules' to establish some sort of hierarchical organization. It fails once more in this 



effort because, according to L/ J, the evidence for grouping judgements is predominantly derived 

from local detail in contemporary music, and therefore provides an insufficient basis for proper 

and 'normal' multilevel grouping. Again, L/J  seem to be implying that music must have an 

hierarchical organization. in short, none of the aforementioned rules which (presumably) work 

so well for tonal music are seemingly up to the task of properly cognizing the fictitional piece of 

contemporary music. 

It seems that the music cognizing apparatus, in its failed attempt to orgame contem- 

porary music by means of the niles and procedures customarily used for tonal music, is doomed 

from the start. However, in demonstrating the inappropriateness of using tonal-music stan- 

dards for listening to certain contemporary idio ms, L/ J aiso reveal (unwittingly) the inappro- 

priateness of designing a model for music cognition in ternis of the APV. Since a great deal of 

twentieth-century music has been composed as a pointed criticism of the ideals of the APV 

(and al1 it represents in terms of eighteenth and nineteenth-century music), it is not surprising 

that L/J1s mode1 will fail to be up  to the task of providing a satisfactory r d t  for twentieth- 

century musical idiorns. Rather, the model is rather at best capable of fulfilling its own prophesy 

of being useful strictly for the auditory organization of Western tonal music3 

On the surface, it would seem that L/ JJs theoretical model is a manifestation of a thesis 

promoting the "naturalness" of tonal music (and its cognition), and by implication, the 

"unnaturainess" of contemporary music. In fact, there are three specific instances in GTTM in 

which L/J reveal a musical/analytical prejudice in that direction. These three remarks also 

reveal central problems with the 'generative musical grammai model itself. 

The first instance occurs with L/ J's remark conceming pitch organization in conternpor- 

ary music. They state that "even when there is a tonal center, much contemporary music does 

not offer a coherent measure of relative pitch stability; much of it denies a tonal center 

altogethef' (L/J, 1983: p. 296). nie above statement begs the question of the necessity of (tonal 

5. 1 specify "auditory organization" because APV-based models do not recognize 
conceptual organization, for example, as one of many possible means to the apprehen- 
sion of music. 
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music idiomatic) pitch stability as a feature of musical composition (and its concomitant 

"naturalness"). However, L/ J d o  not take into account that pitch stability is in fact achieved in 

twelve-tone serial technique without requiring a single tonal centre because, by definition, the 

selection and ordering of pitches (and resultant stability) is predetermined by the selecteci order 

of tones in the row. However, as 1 shail demonstrate in Chapter 9, the notion of pitch-centre ïs 

no t an a priori artistic requirement of many tweiitiethcenhiry idioms, effectively rendering 

useless a music cognizing apparatus which is purportedly des iped  to search for it.6 

Second, in a statement concerning rhythmic organization, L/J state that in much 

contemporary music "a regular mehical hierarchy is often not conveyed, even if the music is 

notated in traditional terms" (L/J, 1983: p. 296). The problem of question-begging persists in 

terms of the necessary existence of (tonal-music idioma tic) regular metrical hierarchies (e.g., 

groups of 2, 3. or 4) in musical composition (and as an experientially-derived elernent in music 

cognition). However, L/ J do not take into account the fact that metrical hierarchies are in fact 

achieved in certain conternporary idioms using the Fibonacci series. for example (the unending 

sequence 1, 1, 2, 3, 5, 8,13, 21, 34 ...A The perception (and concomitant cognition) of the 

musical entities using the Fibonacci series is readily achieved in its lower end, up  to and 

including the first six digits of the series, both in terms of pitch or rhythmic smictures.7 

6. Arguments which follow the line that twelve-tone music is impossible to '?iearN 
anyway, are, in my view, weak. The paradigms for listening changed so much within 
the time of the CPP that a listener in Gabrieli's time might have had extreme 
difficulty with or rnight have even failed to "hear" highly chromatic late nineteenth- 
century compositions by Wagner, Strauss or Schoenberg. Contemporary listeners usually 
have little difficulty making sense of such music. There are rnany listeners in the late 
twentieth-century who have no difficulty in "hearing" the pitch organization in 
twelve-tone music. Directed ear training can effect positively a listener's capacity to 
organize any music, but especially twelvetone music. This, of course, is outside the 
strict perceptual stipulations provided for by the APV, and therefore, according to L/ J 
et al, not a rnatter for discussion. For an illuminating discussion on the hearing of atonal 
music, see Forte (1973, etc). 

7. In Chapter 9, 1 shall demonstrate that rhythmic organization in some twentieth- 
century idioms can be ordered within conceptual frameworks which do not adhere to 
the specific notion of rhythm that is characterized by Western tonal music. 
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Third, the question of postulating (tonal-music idiomatic) 'grouping structure' as a 

necessary (and therefore "na tural") element in the music cognizing apparatus is begged in ternis 

of a remark L/  J make conceming the cognitive analysis of motivic stmcture in contemporary 

music. L/ J state that "through extreme motivic 'transformations' or even the avoidance of 

motivic content, much of this [contemporary] music withholds evidence for structural parailel- 

ism that would lead to any rich hierarchy of grouping structure'' (L/J, 1983: pp. 296-2971. In 

making this daim, L/J do not give credit to Webern and Schoenberg who make signifiant 

advances concerning the notion of motivic transformations, especially in their work on serial 

matrices. Their compositions may not necessarily adhere to the motivical standards of the tonal- 

music idiom, but they nevertheless do create their own, as L/J express it, "rich hierarchy of 

grouping structure." L/J offer no explanation or description of the kind of rules and grouping 

procedures which might take Webern and Schoenberg's music into account. The unstated 

implication is that there are none to be had.8 

On the basis of L/J's remarks on the cognition of contemporary music, it would seem that 

the CO-authors beg the question concerning the tonal-music idiomatic "naturalness" of pitch and 

rhythmic hierarchies because for some t wen tiet h-cenhry musical idioms, the traditionaliy 

conceived notions of pitch, rhythmic and motivic hierarchies may not appear to exist in a form 

(at least on an apparent level at the musical surface) which is cognizable by an (insmictionally) 

uninformed but (acousticaliy) experienced listener. As noted earlier, other hctors such as timbre 

and spatial factors may be at the forefront of artistic concern in terms of certain twentieth- 

century musical idioms. However, L/ J view it as their task (and by extension, the task of their 

archetypal "universal music cognizer," that is, the idealized liçtener) to idenbfy pitch, rhythmic 

and/or motivic hierarchies even when there may be none, intended or perceiveci. Conceming this 

point, the co-authors state that, in ternis of contemporary music, "the listener will infer less 

hierarchical stmcture from the musical surface. As a result, nonhierarchical aspects of musical 

8. In Chapter 9,I  dixuss the approaches to grouping structure devised by Varèse and 
Xenakis, which provides a x-ichness which far surpasses the accomplishments of 
composes in the tonal idiom. 
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perception (such as timbre and dynamics) tend to play a greater. compensatory role in musical 

organization" (L/ J, 1983: p. 298). As 1 have ailudeci earlier, the above statement continues to 

beg questions on two counts: first, the nonhierarchical status of timbre and dynarnics and more 

importantlv, the hierarchical structure of music in general. 

As a counter-example to the above claim. Stockhausen's prïnciple of 'generai 

serialization' (in which even, elernent in a composition is serialized) is one of the hallmarks of 

twentieth-century musical thought, because it succeeds in completely eliminating hierardiies in a 

musical composition. It is important to remember that the principles of seriakm were moti- 

vated at least in part by the desire to create a new artistic movement in reaction to (and m 

opposition to) the hierarchical characteristics of the nineteenth-century European tonal idiom.9 

It  may be an accepted matter of fact that hierarchical organization applies well to 

traditional Western tonal music (in terms of music of the CPP as well as to Western-style 

popular music) but agreement is not unanimous that hierarchical organization is in fact a 

universal feature of al1 music (and by extension. a universai feature of the cognition of music). It 

is important to note that L / j  do not even speculate whether a listener, exclusively imbued in a 

particular contemporary musical idiom. would or could develop (or activate, on the innateness 

model) a completely different set of organizational cognitive principles (hierarchical or 

nonhierarchical, according to need). 

In terms of the type of cognitive analysis of musical idioms which may have little or no 

relation to traditional Western tonal music, the question still persists as to why the music 

cognizing apparatus would or should operate in terms of such organizational activities as 'time- 

span reduction' in order to establish pitch hierarchies in the context of rhythm, or 'pro- 

longational reduction' in order to assign pitch hierarchies in the context of harmony and/or 

melody. As 1 have noted, there seems to be an overriding assumption (even as much as 'time 

span' and 'prolongational reduction' processes occur with cowistency across 

examples of Western tonal music), that the above-mentioned processes 

most, if not al1 

are cogni tively 

9. 1 deal with this issue in more detail in Chapter 9. 
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universal-that is, that a listener's music cognizing apparatus would (and must) operate 

according to the structural organization explicitly describecl in the 'genemtive musical gramrad 

modei, no matter what the musical idiom. 

However, 1 claim that a full and proper cognition (i-e., apprehension, appreciation, 

understanding) by a listener of many forms of twentieth-century music (and potentially any 

other musical idiom, or that matter) may ody begin to be possible by adopting an epistemolog- 

ical mix of composer intention (i.e.. conceptual knowledge) and iistening expenence (in addition 

to other factors outside the realrn of the AP/MCP, such as the awareness of histoncal/cultural 

context, etc.). However, L/J insist that maintaining a legislative distinction between the effects 

of composer intention and tistening experience upon the processes of music cognition is 

necessary. This insistence, of course, ïs entirely in keeping with the APV. To this end, the co- 

authors claim that 

the relevance of this distinction to the description of tonal and serial music 
pertains with equal or grea ter force to probabilistic rnethods of composition, to 
aleatoric methods, to serialism extended to the rhythmic dimension. or tu any 
othn procedures t h f  do rtof directly ettgnge the listenefs ability to mganize a musicul 
surface. In each of these cases, the gulf between compositional and percepfunl 
principles is wide and deep: insofar as the listenerfs [listeningjabilities are nof 
mgaged, he uin?iof infer a rich organization no matter how a piece has been composed or 
h m  densely pncked its rnusicnl surface is. (L/ J ,  1983: p. 300, my italics) 

Thus, the listening act is deemed to dominate music cognition and precludes any part in the 

process which may be played by factors outside the realm of the AP/MCP. There is a strong 

implication in the above that if the listener were to employ the sarne techniques as the composer 

does for his own listening, such listening would not be deemed to exclusively constitute 

"musical" iistening, and such activity would therefore not quahfy as music cognition. 

6.5.4 Conclusion: the musical grammar, naturalism and behavionsm 

In my view, L/J's countenng statement to those who would disagree with the daim at 

the end of the previous section is misleading. It also deflects the argument in a marner which is 

confusing. The CO-aut hors state that 
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suppose someone were to deny this distinction ['between the principles by which 
a piece is composed and the principles by which it is heard' (p. 300)] and to 
claim that anv arbitrary method of composition can create organizations that 
may becomeCognitively salient to a listener with sufficient exposure. To be sure, 
one's ability to structure input improves with exposure; this is implicit in our 
idealization to the experienced listener. But the assertion that exposure alone 
suffices for leaming is tantamount to blind faith in the most radical form of 
behaviorism: it attibutes to the leamer Little if any innate organization (disposi- 
tion to learn certain types of organization rather than others) beyond the ability 
to respond to reinforcement. (L/J, 1983: p. 301) 

1 agree with L/J that music cognition is not simply a matter of exposure, but it is notable 

that they introduce in the above statement a new twist on the notion of 'leaming," which they 

have continually defined as an intrinsic part of the listening act alone, and not due to the effects 

of direct instruction. 1 contend that L/J's notion of music "learning" is in effect conceived as a 

form of behaviour, because it is purportedly done at a level inaccessible to the learner and in a 

form which is entirely due (in ternis of the sets of preference d e s  in has in place at any given 

tirne) to the predispositions of the cognizing apparatus. In other words, the process of musical 

organization is deemed to be mechanical and preset according to the s t a tu  of the sets of oper- 

ational rules in place within the cognizing apparatus at any given time. 

In point of fact, the CO-authors make no mention anywhere in GTTM that music 

cognition involves anything but a mechanical (Le, behaviouristic) set of procedures. Since the 

model stipulates the involuntary aspects of organizational shucture, I suggest that such a c l a h  

is not much different than a clairn (on the behaviourist model) that a listenefs music cognizing 

apparatus is predisposed to behave in a given way due to the preset organization of innate 

cognitive structures. To this end, L/J state that "there is an ovenvhelming amount of evidence 

throughout al1 areas of psychology that human abiiity to stmcture the environment is genetically 

predetermined" (L / J, 1983: p. 301 1. The limits of this study predude a discussion of the general 

cognitive capacities of humans. However, I find L/J9s next sentence in GïTM contentious in the 

m e r  in which they naturalize music as one in an array of cognitive capacities, especially m 

terms of the main points of aiticism in this study. This approach is evident in the CO-authors' 

claim that they "see no reason why musical capacity should be any exception" (L/J, 1983: p. 

301). Throughout this study, I will continue to reinforce the important point that although 
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auditory cognition in the most general sense may in fact be a nahiral cognitive endowment, 

music and music cognition are not in any sense "natural" feahires of the human brain a s  

proposed by L/ J. 

As demonstrated, L/J use the Western tonal music idiom as a resource to build a theory 

of structural organization, but the organizational procedures used by the 'generative musical 

gammar' have been shown to work badly in ternis of twentieth-century musical idiorns. I have 

estabLished that said procedures do not work weil because of the CO-authors' insistence on 

applying standards previously set for the cognition of tonal music to musical idiorns which may 

not even possess such idiosyncratic features as pitch and rhythm hierardiies. However, since 

L/J's model depends to a great degree upon certain important respects of the 'linguistic 

grammat model, the notion of 'hierarchical organization' seems (by necessity) to be an inherent 

feature of its design. Following that, since it is the assumed orthodoxy of cognitivist approaches 

to language that hierarchical organization is a natural feature of the cognitive landscape for 

language acquisition, L/ J feel justifiecl in reapplying that assumption to the 'generative musiel 

grammar.' This chain of logic leads L/J  to conclude (albeit incorrectly) that hierarchical 

organization of ail musical idioms is a natural (and necessary) process. This in turn leads L/J to 

conclude further that the reason listeners have difficulty understanding many forms of 

twentieth-century music is because they are not naturally endowed to do so. This condusion is 

evidenced in the CO-authors statement that "ail that the argument above implies that listeners 

will find it difficult to assign any nch structure to music composed by these [aleatonc, 

probabilistic, serialist] techniques. This conclusion is plausible, and it may account for the 

relative inaccessibility of this music" (L/ J, 1983: p. 301 1. As indicated earlier, the irnplied value 

judgment in terms of the so-called "relative inaccessibility of this music" L/J make reveals more 

about their musical prejudices than does it illuminate questions of the cognition of twentieth- 

century music. 

The reality of the situation is that there are many other factors contributing to the so- 

called "relative inaccessibility" of twentieth-century music than have to do  with problems 

connected with its cognition. Theodor Adorno (1973,1984) is one author who speaks cloquent- 

ly of the reification of 8 P  music and its subsequent cornmodification. He also comments on the 
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social-commentary aspects of much twentieth-cenhiry art. Within the conditions implied 

APV, L/ J's theoreticai framework for music cognition does not permit consideration 
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by the 

of the 

above factors. However, such factors may have to be seriously taken into consideration in t e m  

of the future development of a comprehensive (i-e., non-APV-centred) theory of music cognition 

which takes into account ideational, conceptual or critical frameworks of reference for works of 

musical art. 

1 do not disagree that some music in the twentieth-century is relatively inaccessible, but 1 

do disagree with L/J's explanations for it. That is because 1 do not agree with the L/J's premiçe 

that there must be a continued distinction (and subsequent cognitive segregation) between 

compositional intention and Listener comprehension and that the latter must predude the former 

when one listens to music. 1 have two reasons for my disagreement. First, 1 do not agree that 

music is an internalized (i.e., natural) featve of the cognitive landscape. Perhaps it is more 

tmthful to Say that music is first and foremost a social and histoncal construct. Thus, the 

cornprehension of a given musical idiom may necessarily imply an understanding of the musical 

practices (and the beliefs about music) of those participating in that idiom. 

Second, the twentieth-century avant-garde teaches us that an enriched appreaation of 

art may be possible when there is a CO-operation between the conceptual and perceptual 

organization of the work (and when 1 mean work, I include the processes of rreation and 

performance as weli as the product itself). It is probable, then, that the tonal music idiom may 

actually require a similar approach for an equaily enriched comprehension. L/J's argument in 

favour of the "naturalness" of the tonal music idiom (and the seeming unnaturalness of 

twentieth-cenhiry musical idioms) may in effect have more to do with the effects of soaal and 

nilhiral factors than being simply a natural feature of the perception/cognition network 



Chapter 7 

The Temporal Cognitive Processes Mode1 

7.1 Introduction 

The 'temporal cognitive processes' model seeks to test the hypothesis that there exists in 

humans a generic cognitive music processing capability which encompasses al1 musical styles. 

Serafine's (1988) book, Music as Copition: The Deuelopment of Thought in Sound advances the 

thesis that music does not reside in the extemal world of sounds, scores, or even in the 

sensations of sounds, but rather in the interna1 world of cognitive constmcts, a mental world of 

thoughts concenùng musical sounds and their relationships. On that basis, Serafine's theory of 

music cognition adheres to the aforementioned 'hard' conshuction paradigm.1 Serafine defines 

music cognitively as a form of thought, the product of which is the realization of what she cails 

'temporal' and 'nontemporal' tonal-rhythmic organization and comprehension. 

According to the 'temporal cognitive processes' model, that which occurs at the 

sensory/perceptual level is o d y  indirectly connecteci with musical cognitive processes. On that 

basis, Serafine States that music is a "subjective entity springing from mental operations" 

(Serafine, 1988: p. 233). The sensory/perception domain is deemed to be strictiy 'non-cognitive' 

and the cognitive domain is in turn stnctly 'non-percephial.' Serafine reverses the old argument, 

that what is perceived determines thought, by claiming that cognition determines perception. 

However, as distant as Serafine's argument may seem from Helmholtz's, they concur in the 

autonomous point of view of music as an insular, herrnetic affair. However, for Serafine, music 

cognition is the organizing process that defines what the listener "hears."2 Thus, and at this 

point in Our investigation of various models of CTM, the gradua1 shift of perspective over the 

past century and a half is complete with this recent model, from thinking of music m 

Helmholtzian terms of aura1 sensation to thinking of music as pure cognition. 

1. See Fiske, 1992. 

2. 1 shall comment at length on this crucial point in Section 7.4 
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7.2 Pretheore tical facts and premises 

Serafine lists four facts (or axioms) about music as a starting point for the thesis of 

"music as cognition." The facts are said to come to us in the form of commonly shared cognitive 

attributes which have to do with al1 musical idioms and al1 participants in music. I shall first 

list them and then Besh them out sepamtely. 

Fact #1, U~tiz7ersality: "Al1 cultures possess music and a11 persons have 
knowledge of it to a considerable degree" (Serafine, 1988: p. 1).  

Fact #2, Diversity: 'There are many and vastly different types of music, even 
within a single cultu?" (Serafine, 1988: p. 1). 

Fact #3, Change: "Music changes over time" (Serafine, 1988: p. 1). 

Fact IW, Acquisition: "The young of a culture corne eventually to adopt the general 
tastes of their parents" (Serafine, 1988: p. 1 ). 

In ternis of the notion, 'universality,' Serafine explains that even on an intuitive level, all 

rnembers of a culture have understandings conceming making differentiations between 'musical' 

and 'non-musical' sounds as well as being able to differentiate and exhibit preferences between 

and among styles within a culture, such as jazz, folk, classical, rock, etc. Serafine states that al1 

members of a given musical culture have the untutored capacity to identify familiar melodies 

and distinguish global surface features of music such as "mood, loudness, meter or beat, tempo, 

timbre, rhythmic character, and relative number of instruments" (Sera fine, 1988: p. 2). Serafine 

claims that such listeners are reputed to be able to hear when a melody is about to end, they can 

recognize repeated melodies, and they can tell when a melody inherently, as she states, "makes 

sense" or "sounds good" (Serafine, 1988: p. 2).  Serafine contends that it is the presumed task 

of a theory of music cognition to explain how al1 these skills are possessed not just by trained 

musicians, but by al1 members of a culture. 

in terms of the notion, 'diversity,' Serafine explains that many styles of music can exist 

within a given culture, and it is the task of a theory of music cognition to explain the co- 

existence of such diversity within any given culture. 

In terms of the notion, 'change,' Serafine explains that musical styles continuously 

change and that composen even change styles within their own lifetimes. She states that "the 
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facts of style diversity and style change have k e n  the major stumbling blodcs for psychological 

theones of music because ... it has been difficult to conceptualize psychological processes that 

apply beyond the tonal, European style written between 1650 and 1900 [i.e., the CPP]" 

(Serafine, 1988: p. 3 . 3  Serafine claims that music cognition theory must effectively account for 

such change. 

In terms of the notion, 'acquisition,' Çerafine clairns that a youngster instinctively knows 

about (without being told about) "order in music, what features of it should be attended to, 

what makes melodies similar and different, and properly makes a tune, and so forth" (Serafine, 

1988: p. 5). T~LIS, a proper theory of music cognition must explain the processes involved in the 

acquisition of these skills from childhood to adulthood. Having set out the above facts, 1 shall 

now set out the five pre-theoretical claims (or prernises) that Serafine establishes for the 

conceptual framework for the 'temporal cognitive processes' model. 

Premise #Z: Serafine states that "the principal transaction in a musical enterprise is 

assumed to be that between a person+omposer, performer, or listener-and a piece of music" 

(Serafine, 1988: p. 6 ) .  This is unlike the senal chain of communication from composer to 

performer to iistener assumed in H/Crs model. Serafine identifies the critical h e  of interaction 

as being between the music and any and each of the above participants but not between or 

among participants themselves.4 

Premise #?: Serafine states that "music arises from a core set of cognitive processes 

common to al1 three activities, composing, perfoming, and listening" (Serafine, 1988: p. 6 ) .  

Cognitive processes involving al1 three activities are said to overlap to some degree for music to 

3. As indicated eariier, one of the major stumbling blocks of CTM is that there is an 
overabundant use of material from the CPP. My argument is that rather than serving 
the admirable task of simply illustraring theoretical points, Serafine's exclusive (and 
overabundant) use of CPP musical examples risks an unwitting setting of implicit 
paradigms for theorizing about cognitive universals. This is so because the types of 
patterns and forms inherent in CPP music itself, becoming implicitly paradigrnatic, 
corne to influence theoretical assumptions about al! music. 

4. This point follows the APV-based paradigm of a cognizing subject interacting with a 
musical object. See my comments conceming this issue in Chapter 10. 
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exist at all. Thus, there can be no privileged access to cognitive processes pertinent to either 

composing, periorming or Listening. This leads Serafine to propose two corollanes, quoted 

(Corollary #Il: The patterns, relationships, and organizations that we claim to 
see "in the music" m u t  also be apprehended by iisteners, or they do not count 
as evidence of "real" music cognitions. (Serafine, 1988: p. 7) 
(Corollary #2): The processes that we c l a h  to have dixovered "in the head" 
(chiefiy tluough perception experiments) must also be evidenced in how music 
actually is, now and in other eras. (Serafine, 1988: p. 715 

Premise +& Serafine rtates t hat " two types of cognitive ppoeesses occur in music.. .style- 

specific and generic processes" (Serafine, 1988: p. 6, Serafine's italics). According to Serafine, 

cognitive processes leading to the sense of completion in a dominant-tonic cadence are style- 

specific in terms of the Western tonal musical idiom, but the general (panstylistic) notion of 

dosure or completion is comidered to be a generic process. 

Premise #4: Sera fine sta tes t ha t "cognition in music-in listening as well as in composing 

and performing-is an active, constructive process" (Serafine, 1988: p. 7). Serafine adheres to a 

'strong' cognitivist position, which questions the veridity of the existence of musical properties 

in pieces of music prior to their being cognitively consmictedP 

Premise #5: Serafine states that "tones and chords cannot in any meaningful and 

especially psydiological way be considerd the [constituent] elements of music. Rather, tones 

and chords are viewed as the inevitable by-product of musical writing and analysis, and as  

5. As 1 wiil explain more fully shortIy, socalled 'real' cognitions, are stipulated as 
arriving solely by means of the auditory processes. Staying true to the APV, Serafine 
relegates a11 cognitions resulting from non-auditory processes or conceptualizations as 
'non-musical.' 

6. This claim is early evidence that Serafine adheres to the scientific supewenience 
thesis. 
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such are usefd, even necessary analytic tools with minimal cognitive reality" (Serafine, 1988: p. 

7). 7 

1 shall now summarize Serafine's ideas up to this point. The theoretical premises c m  be 

boiled down to the following three: 1) Acoustic entities (e-g., tones, chords) have as Serafine 

states, "minimai cognitive reality" (Serafine, 1988: p. 7). According to Serafine, the real reality 

of music is in cognitively realized tonal-rhythrnic relationships and pattern organization. 2) All 

'musical' activity (composing, performing, listening) is the result of the same set of cognitive 

operations. 3) Therë arelwo types of cognifivëprocesses: genenc (universal), and style-specific. 

The above premises lead to the following three hypothesis levels: 1)  A set of generic, 

universal (panstylistic) processes. 2 )  1 )  is a specifiable set. 3) Each of 1 )  is acquired through the 

geneticaliy controiled development of interna1 cognitive operations. 

In short, Serafine's theory is concenieci (simüar to L/J's) with descnbing a set of generic 

cognitive processes that lead to or form the basis for style-specific processes. In the next 

section, 1 shaiI outline and explain the terms and features of the 'temporal cognitive processes' 

model. 

7.3 Description of the model 

Remaining true to the orthodoxy of CTM, Serafine defines music as "the activity of 

thinking in or with sound.. . [and] musical thought may be defined as human aural-cognitive 

activity that results in the posing of artworks embodying finite and organized sets of temporal 

events described in sound" (Serafine, 1988: p. 69, Serafine's italics). According to this 

definition, the defining characteristic of music is not 'sound' but rather 'temporality'. Serafine 

stipulates that 

7. There has been considerable and lively commentary in reaction to this somewhat 
infiammatory point. In my view, it  is an ontological issue which 1 shall discuss later in 
the chapter. Briefly, it is more evidence of an adherence to the scientific supervenience 
mde .  
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the emphasis is on organization in an ongoing, temporal context, rather than on 
the perception of the physical entities of sounds (or silences) per se. The 
temporality of music is its definivg feature, and the role of specific pitch, duration, 
loudness, and timbra1 characteristics of sound events is of only secondary 
importance. Sound is the medium through which interesting temporal events are 
organized, but  however wcessary sound is as the carrier of music, if is by itself an 
nisufitient definitimt of the artform. The principal chradoistic of music is movement 
in tirne-the explora.tion of simultaneous and successive events that embody 
points of amval and stasis, points of departure and continuation, and a train of 
even-to-event similarities and transformations" (Serafine, 1988: p. 69, my 
italic9.8 

The 'temporal cognitive processes' mode1 is subdivided into two levels of operation: that 

is, 'temporal' processes and 'nontemporal' processes. Serafine states that the 'temporal' 

processes "resul t from immediate, noteto-note, phrase-to-phrase reality . . . [and] are tied to 

surface level, event-to-event groupings" (Serafine, 1988: pp. 79-80). 'Nontemporal' processes 

are at a deeper cognitive level. Serafiie states that they "are more formal, logical, abstract 

operations performed on musical ma terial.. . [even though thev are still] temporal in the sense 

that al1 music is temporal-that is, it unfolds in time" (Çerafine, 1988: p. 79). The 'nontemporal' 

processes subsume four O perations: 'closure,' 'transformation,' 'abstraction,' and 'hierardiic 

7.3.1 Temporal processes 

According to Serafine, temporal processes subsume conditions of what she calls 

'succession' and 'sirnultaneity.' Intuitively, these ternis refer to things happening one after the 

other or at the same tirne. In tenns 'succession,' Serafine states that 

8. The italicized passages will serve to provide the reader with a 
comrnentary in Section 7.4. 

"the successive dimension 

focus for my critical 

9. 1 am not sure if the labels 'temporal* and 'nontemporal' do more to confuse than 
clarify the issues at hand. Since al1 musical processes are ultimately tied to temporal- 
ity (because music itself is ontologically temporal), i t  is difficult to see how a process 
such as closure can be nontemporal, since the notion of closure implies an action of 
closing, cutting off, or ending. Such actions seem intuitively to be inherently temporal. 
A less confusing appellation rnight be to refer to temporal processes as 'surface-ievel' or 
'real-time' processes and to nontemporal processes as 'deeplevel' or 'formal' processes. 
I t  seems to me that Serafine has specific reasons for reversing the 'sound-in-time' 
equation to a 'time-in-çound' idea in order to explain al1 musical cognitive processes in 
tenns of temporality. 1 shall attempt to tease out those reasons in Section 7.4. 
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unfolds in tixne. beginning with shorter units that extend to create new, longer units" (Serafine, 

1998: p. 74). In the model, there are four sub-processes of 'succession.'~o These are outlined 

below: 

Processes of succession 

1) Idiomatic co~~struction depends upon the listenefs conceiving of basic building blocks 

or cohesive units. Serafine states that these rnay include "melodic fragments or motives, longer 

melodies, rhythmic pattems. harmonic or timbra1 sequences, or any coherent 'block' or area of 

sound that acts as  a cohesive unit" (Serafine, 1988: pp. 74-75). In danfying the term, 'coher- 

ence,' Serafine states that "a unit's coherence depends critically on its abiding by the organiz- 

ational d e s  of some idiom" (Serafine, 1988: p. 75). Serafine goes on to Say that separate tones 

or pitches (as discrete and isolable sound events) "are perceived or felt as a continuous gesture. 

The separate tones of a melody are perceived in a continuous sweep so that earlier tones are 

somewhat tied to later ones, even after the former have quit sounding" (Serafine, 1988: p. 75). 

2)  Motivic chnining is defined as the "cumulative or additive process by which any two 

or more units (or motives) are combined successively into a longer one" (Serafine, 1988: p. 75). 

The building-up process into a larger whole is said to be known by the listener only retro- 

spectively. Serafine explains that "there is a building up of the whole successively, as an 

extension or unfolding, of which one becomes aware only in hindsight.. .[and] the whole is 

known only in the experience of temporal succession" (Serafine, 1988: p. 76). 

3) Pattern detection is defined as a diaining of motives or units in a repetitive sequence. 

Patterns may repeat, alternate, or may modulate to form sequences. Serafine states that 

"patterns give rise to two forms of expectation: continuation (of the pattern or sequence a t 

hand) and cessation (since ultimately all pattern cease). . . the general process of chaining one or 

more units repetitively so that perceived patterns result, appears to be a near-universal process 

10. As indicated earlier, Serafine's typology of musical cognitive processes seems to 
hang on the reversal of the time-honoured tradition of conceiving music as sound carrieci 
in a framework (or vehicle) of temporality. Serafine's claim for the primacy of 
temporality over the sonic dimension (that temporal events are carried in a sonic 
vehicle) creates serious epistemic and ontological problerns for the interna1 validity of 
her model. 1 shall reserve more detailed comment on this issue in Section 7.4. 
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in understanding music" (Serafine, 1988: p. 76). 

4) Phrasing detectioli is defined as the process of groupuig "musical events into clusters, 

'chunks,' or phrases, which may or may not be qua i  in length" (Serafine, 1988: p. 76). Phrases 

have boundaries, which Serafine states are delineated by "text [in song], pauses for breath, or 

any change in timbre, register, or.. . performer" (Sera fine, 1988: p. 76). 

Processes of simultnneity 

Serafine stipulates that the dimension of simultaneity in music requires "the operation of 

combining and synthesizing musical events, vertically adding or superimposing one event on 

another" (Sera fine, 1988: p. 771.1 As Serafine daims, the central issue conceming 'simultaneity' 

is for the cognizer to decide whether two or more events occumng sùnultaneously retain 

discreteness or whether they combine to form a single new event. 

1) Tonal syithesisll occurs when two or more tones sound sirnultaneously. A chord is an 

example of 'tonal synthesis.' Serafine refers specifically to a standard major or minor triad as a 

typical case of 'tonal synthesis' in which three tones (as dixrete events) combine nicely to form 

a new whoie, resulting in a submersion or total elimination of the sense of the discreteness of 

each of the three tones. 

2 )  Timbml synthesis is defined as the "combining of two or more timbres (e.g., insrni- 

mental tone colours) with the result that such syntheses rnay range from tight, unified blends to 

separable, distinct juxtapositions" (Sera fine, 1988: p. 7 7 ) .  Serafine (1 981 ) claims that younger 

M d r e n  have more difficulty in imagining or predicting combinations of timbres. Her experimen- 

tation has lead her to the empirical conclusion that su& an operation is a more sophisticated 

cognitive process which is attributable to later cognitive development. 

11. Çee my comments on 'verticality' and 'horizontality' in my critical remarks in 
Section 7.4. 

12. Serafine does not provide a specific labeI for this process (although she does 
describe the process itself). 1 hope she will not object to ny contribution to her typology. 
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3) Motiuic syzthesis is defined as "the compounding of any two or more motives or units, 

such as multiple melodies or rhythmic patterns" (Serafine, 1988: p. 78). The central issue 

concerns whether two motives occumng simul taneously retain dixreteness or whether they 

combine to produce a new whole.13 

4) Textural abstractiottid is defined as that which "involves the organization of 

simultaneous areas or streams of activity. That is, the collage of sirnultaneous sounds that can 

be identified as the composition must be divided (vertically ) and organized so that a definable 

texture emerges. Describecl-most-generally, textural organization involves the putting together of 

what-goes-on-with-what and the separation of the 'whats' into various components that 

contrast and interact" (Sera fine, 1988: p. 78). Textural abstraction' is differentiated from 

'timbrai synthesis' in the sense that the events do not occur with the strict parallelism required 

for 'timbra1 synthesis.' Serafine states that examples of 'texhiral abstraction' consist of "figure- 

versus-ground, or melod y -against-accompanirnent textures or, Say, polyphonie textures (such as 

counterpoint or hgue )  in which two or  more simultaneous parts are of q u a 1  importance" 

(Serafine, 1988: p. 78). 

7.3.2 Nontemporal processes 

As earlier describeci, the so-called 'nontemporal' processes are instantiated at a deeper 

cognitive level and deal with fonnal, logical and abstract operations-13 The 'nontemporal' 

13. 1 contend that Serafine's interpreting of the above as an issue in the first place is 
greatly dependent upon her 'time-in-sound' ontoiogical framework. In the traditional 
'sound-in-time' ontological framework, the discreteness of simultaneously occurring 
motives rnight not be affecteci. See more detailed discussion on this issue in Section 7.4. 

14. Serafine calls this process 'textual abstraction.' 1 take her to mean abstraction of 
texture rather than abstraction of text. ! hope Professor Serafine will forgive me for re- 
labelling the process. 

15. As stated earlier in a foohiote, the labels 'temporal' and 'nontemporal' are 
unfortunately confusing, because ontologically, al1 music is temporal. 1 have alço 
suggested that more appropriate appellations for 'temporal' and 'nontemporal' might 
be 'surface-level' or 'real-time' and 'deep-level' or 'formal' processes respectively. 
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processes subsume four operat ions: 'closure,' 'transformation,' 'abstraction,' and hierarchic 

levels' (also referred to variously as 'hierarchic structuring'). 

1) Closure is defined as "points of stasis and stability which imply cessation. It is 

movement which propels us forward in time and dosure which brings us to rest, to the end of a 

section or piece" (Serafine, 1988: p. 80).i6 

2) Transformatio~t is defined as being responsible for many 

unity-generating effects in music, for it results in the awareness of similarity in 
the face of ostensible differences.. .[and is] the more general source or cause for 
sirnilarity/difference relationships, for the nature and degree of simiianty and 
difference between two musical events can be logically described by the steps 
that would be entailed to transform one event into the other. That is, 
similarity/difference relationships are themselves relative, psychological 
judgments; and transformation is the  more general process or operation that 
effects or results in sirnilarity and difference. (Serafine, 1988: pp. 80-81) 

There is a hint that 'transformation' belongs to a deeper (and possibly cognitively 

inaccessible) level of mental operation. Serafine states that "transformations ... may or may not 

be accessible to a conscious awareness, but the logical transformations in question m u t  result in 

the expenence of aura1 cohesion" (Serafine, 1988: p. 81). Thus we can assume that 'transform- 

ations' (and by implication, 'nontemporal' processes) have causal properties. Serafine states 

that the "heard similarity and thus hea rd unity [describe] the relationships of transformation 

that obtain between two musical events or structures" (Serafine, 1988: p. 81, my italics). 

According to Serafine, the idea of "hearing" constitutes that which is cognized: that is, a listener 

is said to "hear" feat-ures such as similarity and unity as a post-cognitive effect or result.1~ 

16. Serafine cites the tonic chord as a paradigm example from Western music of 
'closure.' However, it would seem (judging from the above definition) that there might 
be more to the notion of 'closure' than the tonic chord. Perhaps it ought to include the 
dominant chord in conjunction with the tonic, as implied in the closure-like motion in a 
perfect cadence. See k t i o n  7.4 for more detaiIed commentary. 

17. Serafine's vagueness in terms of explaining the notion, 'cognitive accessibility' is 
houbling. Unfortunately, her failure to elaborate further on this important issue in 
cognitive theory does not give the reader a very good picture of her stand on the 
question. For an extended commentary on this and other issues conceming 'hansform- 
ation,' see Section 7.4. 
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Serafine distinguishes three types of transformative operations: first, relative repetition; 

second, ornameli tation; and third. substmtf ive f ransfonnntion. The author defines 'relative 

repetition' as having two types: "(a) identitv or exact repetition (with only temporal displace- 

ment) and (b) repetition with figurative changes such as transposition of key or register, changes 

of mode. tempo, accompaniment. or dynamics" (Serafine, 1988: p. 81). Examples of 'relative 

repetition' are said to occur often in CPP music, in jazz and in certain folk music idioms. 

Serafine states that 'ornarnentation' "involves the altera tion of a musical event through the 

addition. overlav, or superimposition of other events, usually with a result that is substantially 

more changed than with relative repetition" (Serafine, 1988: p. 82). Examples of 'ornamenta- 

tion' include trills, tums, and slight melodic alterations. Jazz and American fiddle music, as well 

as European CPP music, are idioms tha t make substantial use of 'ornarnentation.' Serafine 

states that while both 'relative repetition' and 'ornamentation' maintain the integrity of the 

original event, 'substantive transformation' may not. Serafine states that the aiterations of an 

original event "are more abstract" (Serafine, 1988: p. 821, and extend to such operations as the 

alteration of contour while maintainhg key, dianging of the rhvthm. and/or being subjected to 

retrograde, inversion and retrograde inversion heatments. 

Serafine suggests that the list of possible ways to transform a passage in a piece of 

music is as long as the list of compositional techniques itself. However, she warns that "one of 

the continuing problems is the identification of which transformations are, in fact, perceived a s  

such by listeners, and which mav be considered only formai. logical transformations that are 

perceived by listeners as new, unrelatecl material" (Serafine, 1988: p. 83). She states that the 

empincal evidence (at point of w-riting) was not optimistic in terms of finding listenefi who 

could detect such 'transformations' as inversion, retrograde, retrograde inversion.18 

3) Abstraction is defined as "the process by which some aspect of a musical event is 

removed or considered apart from its original context and is relocated elsewhere in the 

composition. Some relationship or connection between the original appearance and later 

18. See my comments on this point in Section 7.4. 
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appearance is thus implied" (Serafine, 1988: p. 83). Serafine distinguishes two types of 

'abstraction:' first, 'motizic abstraction' and second, ploperty abstraction.' Serafine states t hat 

'motivic abstraction' "occurs when a subunit or fragment of a theme is removed and reused in a 

new theme" (Serafine, 1988: p. 83). She cites the musical opus of Beethoven as a good resource 

in which to find examples of 'motivic abstraction.' Serafine states that 'property abstraction' 

"occurs when some general property-only the rhythmic pattern, tonal pattern, or harmonic 

progression, for example-is a bstrac ted f o m  one section and reappears in anothef' (Serafine, 

1988: pp. 83-84). 'Rhythmic abstraction' is often found in the jazz idiom. Serafine has found 

examples of 'rhythmic abstraction' in Cornanche Indian Peyote Song in which the same rhythmc 

is re-employed in different melodies. (see Nettl 1956a) 

Serafine states that 'abstraction' is central to creating a sense of unity in musical 

compositions. She says this is so because it "represents the parsirnonious use and reuse of the 

same or similar material over long spans of time" (Serafine, 1988: p. 8 4 P  According to the 

stipulations of the model, 'abstraction' is often a prerequisite for 'transformation' processes. 

S e r a h e  states that this is so because a given passage has to be "abstracted from its original 

context and compared to or connected with its later, transformed version" (Serafine, 1988: p. 

84). It is interesting that in 'abstraction,' not only just some part of the whole, but even, as 

Serafine says, "some propedy of the whole" (Serafine, 1988: p. 84, my italics), can be removed 

and reused later in a transformed version. Serafine suggests that, as far as contemporary 

empirical evidence telis us, there is a problem with 'abstraction' in that there is no conclusive 

way of telling whether a listener is really abstracting matenal or is perceiving subsequent 

'transformations' as new material. Çhe says that 'abstraction' is easier to detect in simple 

19. Desctibed in this way, it is not clear whether Serafine is describing a compos- 
itional technique (manifestly described) or a feature of cognition (scientifically 
described). 1 shalI elaborate on tfüs in my critical commentary later in the chapter. 
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examples, but that more complex musical examples do not reveal dear and conclusive detection 

4) For the notion of hierarchic levels, Serafine owes particular allegiance to Heinrich 

Schenker (1 935 / 1979). In fact, Sera fine's de finition of 'hierarchic structuring' sounds strongly 

Çchenkenan when she states that 

a musical composition embodies an underlying structure composed of its most 
important or focal tones. and other, less important tones hav[ing] the role of 
cirnimscribing and elaborating these focal ones ... some tones have greater 
importance or primacy in terms of organizational stmcture, and together these 
constitute what may be called the structure of a piece. .. the cognitive process of 
hierarchic structuring involves the imposing of a more simplifieci, reduced 
structure, on the vast array of sounds in the piece. (Serafine, 1988: p. 85, 
Sera fine's italics)z 1 

Serafine elaborates upon the concept of 'hierarchic structuring' by alluding to such 

specific Schenkenan reductive processes resulting in 'background,' 'middleground' and 

'foreground' compound rnelody. in drawing upon an example from Bach (the Prelude from the 

English Suite No. 2), Serafine stipulates that the reduction offered 

stands as a forma1 representation of how a piece may be hierarchically stmc- 
tured. Suffice it to Say that, while there is debate about the precise nature of such 
stxuctures in music (theorists differ in their renditions of structures, for example) 
it seerns clear that listeners employ some principles of organization in which a 
vast array of sound is construed in terms of central, focal tones or events. 
(Serafine, 1988: p. 88122 

20. See my comments concerning this issue in M o n  7.4. 

21. In addition to Schenker, Serafine credits (for the notion of hierarchic levels) 
theorists such as Forte (1935) for his work in tonal music theory, Berry (1980) for his 
work on the identification of structural levels, Strunk (1979) for his analysis of early 
jazz pieces, and Nettl (1973) for his studies of American folk and traditional music, al1 
of which examine musical id ioms exhibi ting various degrees of 'hierarchical 
structuring.' 

22. See rny comments conceming this issue in Section 7.4. 
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7.3.3 The place for a developmental approach 

One important and distinguishing feature of Serafine's theoretical mode1 (setting it apart 

hom the other models examineci in this study) is that it attempts to explain music cognition in 

t e m  of developmental psychology. Serafine points out that one of the classic questions in 

developmental psychology is the problem of differentiating the causes and roles of the 

qualitative and quant itatioe changes (i.e., differences) in human cognition tha t occur in the 

progression from childhood to adulthood. Serafine states that the idea of 'qualitative difference' 

implies that the child's mind is "fundamentally different" from the adult mind in how it works, 

whereas 'quantitative difference' implies that the child's and the adult's rnind are "essentially 

alike" except for the relative accumulation of experience (See Serafine, 1988: p. 89). 

T~US,  the question is whether expenence (perhaps in the f o m  of training) helps children 

to acquire otherwise naturaily acquired concepts sooner. Serafine states that "perhaps the 

wisest concIusion is that training is generally ~iof  effective for very young nonconserven, 

although it may be effective for older children who are nearer the age when they would acquire 

[concepts such as] conservation on their own. Training, then, helps these children achieve the 

concept sooner" (Serafine, 1988: p. 90). Thus, according to Serafine, the aim of developmental 

psychology, being epistemologically centred, is to determine the source of knowledge as 

cognitively inherent or environmentaily acquired or some combination of both. 

Ln terms of perception, Serafine notes that the percephial apparatus of the child at a 

certain early point b fully functioning (and in some cases, colour perception and certain speech 

discrimination abilities even exceed adult capacities). It is conceming this point that Serafine 

rationalizes her postulation that music is not a realiy matter of perception, but rather of 

cognition. She states that 

to the degree that music is a matter of perceiving the features of exfernal stimuli, 
then children should have the perceptions of music that are similar to those of 
adul ts... on the other hand, to the degree that music is a matter of interna1 
cognitive operations, then we would expect wide differences between children 
and adults and even between younger and older children. (Serafine, 1988: p. 91) 



Chapter 7: The Temporal C o p  if ive Processes Mode1 131 

The results of Serafine's experiments (outlined in Chapten 4 and 5 of the 1988 book) 

reveal significant differences between children and adults in terms of the generic cognitive 

processes previously dexribed in this chapter. She notes that the musical training of some of 

the subjects did not significantlv raise their test results. In promoting the primacy of cognition 

over perception, Serafine states that "the issue (among theories of music cognition] is whether 

music involves something more like color perception (i.e., stimulus feature perception) or more 

l ike conservation (Le., subjective cognitive activity). The more general question, as 1 have put it 

previously, concerns where musicresides'! (Serafine, 1988: p. 921.3 

Serafine's argument is against theories which postulate a two-step perception/cognition 

process. She states that such a view is unsupportable because 

there is iittle to prenime a two-step process in which the initial perception is of 
sufficient consequence beyond the fact that nearly al1 human activities involve 
feature perception. For we do not consider color perception or shape perception 
to be a central process in chess, for example, or number or symbol detection to be 
a central process in mathematics.. . ordinary perception is a necessary cornpanion 
to the understanding of music, but the study of it is no window on how musical 
understanding ocmrs. (Serafine, 1988: p. 92124 

This completes my presentation of Çerafine's theoretical model. For the remainder of the 

chapter, 1 shall deal with the somewhat contentious issues which have arisen in the above 

exposit ory passages. 

23. in my view, the question, if posed in this marner, misses the point- It is a debatable 
whether perception and cognition are as discrete as Serafine suggests. 1 shall have more 
to say on that later in the chapter. 

24. See my comments concerning this issue in M o n  7.4. 
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7.4 Critical Commentary 

7.4.1 Epistemological and ontological issues 

7.4.la Questions of sound and time in music 

Serafine states that ternporality is the defining (i.e., primary) feature of music. In my 

view, this is a mistake of identity. Nevertheless, the pnmacy of temporality motivates the 

conceptual framework of Serafine's theory. We have here an ontological question which sets the 

traditional 'sound-in-a-framework-of-time' paradigm against Serafine's proposa1 for a 

'temporal-events-desmbed-in-sound' paradigrn. That is, it sets the traditional notion that 

sound (induding silence as a component of sound) is the primary feature of music, camed in a 

framework of time, against Serafine's alternative proposa1 that time is the primary feature of 

music, camed in a framework of sound. Serafine states that "sound is by itself an insufficient 

definition of the artform. The principal characteristic of music is movement in time-the 

exploration of simultaneous and successive events that embody points of amval and s tasis, 

points of departure and continuation, and a train of event-to-event sirnilarities and transform- 

ations" (Sera fine, p. 69).2j 

Without entering into a discussion concerning the necessary and sufficient features of 

music, let us say for now that there are severe problems irnbedded in placing temporality before 

sound in terms of any definition of music, no matter how reductive. In his review of the 1988 

book, William Thomson (1 990) states that "this rnixonception of tirne as the original sensory 

stuffing permeates Professor Sera fine's book.. .and the problem is tha t [her definition of music] 

is a better definition of dance [as 'movement in time']" (Thomson, 1990: pp. 25-26). 1 agree with 

Thomson, who goes on to Say that "temporality is the obligatory bed of al1 human conscious- 

ness. Alleging that it is the pnmary medium of music p u b  the ubiquitous cart before the 

motivating horse. Saying that time, not sound, is the primary ingrdient of music once again 

posits what appears to be a profundity where only a mistaken identity exists" (Thomson, 1990: 

25. There are more problem created than solved by venturing into such reductive 
attempts to definc music. 1 shall explore Çerafine's motives shortiy. 
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p. 25). Nevertheless, Serafinefs ontological point of view f o m  the foundation for her 'temporal 

cognitive processes' model. However, Serafine's adopted view does not corne without a pnce 

because it creates an atmosphere of confusion for her theoretical model. 1 shali bring these 

confusing points to light later in the chapter. 

In bringing Thomson's critickm to a b e r  point, 1 interpret Serafine's daims as effectively 

making a daim for what 1 shall call a form of musical 'temporal perception.'26 Although Serafine 

refers to music throughout the book as being instantiated in the aural-cognitive domain, it might 

be more accurate to Say that she actually daims music to be organized in a sort of 'temporal- 

cognitive' domain. This is the conceptual framework in which 1 understand Serafine to be 

referring to when she claims that "musical thought may be defined as the aura!-cognitive 

activity that results in the posing of artworks embodying finite and organized sets of temporal 

events describecl in sound" (Serafine, 1988: p. 69). It is difficult to surmise whether Serafine 

means that temporal events are instantiated phenomenally (i.e., in terms of the manifest image) 

or cognitively (i.e., in terms of the scientific image). If she means the former, then the question 

arises whether temporal events are in the perceptual domain, and if she means the latter, in the 

cognitive domain. Nevertheless, the situation persists that Serafine's model unfolds as a 

description of how the cognizing apparatus organizes temporally-perceived s a i c  events. This 

fact cornes to light when Serafine states t hat the cognizing apparatus organizes sonic events as 

temporal events. To this end, she states that "the emphasis is on organization in an ongoing 

temporal context, rather than on the perception of the physical entities of sounds (or silences) 

per se" (Serafine, p. 69). 

1 have two reasons for claiming that Serafine is making a mistake of identity in her 

apparent postulation of a mode of 'temporal perception.' If, according to Serafine, music 

actudy involves the perception of so-called 'temporal entities' (and not sonic entities), then the 

reader d l  need to know how Serafine defines a 'temporal entity.' At first glance, it would seem 

26. Serafine does not actuaIly use the term, but if the reader will bear with me, my use 
of the term wiIl be clarified shortly. 
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self-evident that all sonic events are inherently temporal and therefore are, in some intuitive 

way, 'temporal entities.' That being the case. it would then seem that Serafine is left with a 

tautology and hence no theory. Secondly, since 1 do not think (and I do not think Serafine 

believes) that humans possess a time-perceiving sensory organ, it would seem that Serafine's 

mode1 is based on a premise (stated in terms of the perception and cognition of 'temporal 

entities') which seems to be an apparent ontological impossibility. Given the unorthodox 

character of Serafine's claim for the primacy of temporality in music, it warrants an attempt to 

understand what motivates the claim. 1 identify two motives. 

First, it seerns that one of Serafine's goals is to eliminate (or at the very least, to de- 

prioritize) the sensation/perception domain as a working component of a conceptual frame- 

work for music cognition theory. In doing sot she succeeds in relegating the sensation/ perception 

domain to a functional role of transporting auditory data at best. and as a consequence 

relinquishes it of its paradigmatically recognized essential role in music cognition. Thus, with 

sensation/perception out of the conceptual picture, music can then be identified as a purely 

cognitive phenornenon. 

1 suggest that Serafine's second motive for adopting a "temporal-eventsdescribed-in- 

sound" ontology is to fortify her so-called 'strong' cognitivist position. Recall that Serafine 

defines music using the criteria of the APV, stating that her definition "emphasizes aural- 

cognitive activitv-that is, thought having to do  with sound-and it excludes ail such thinlang 

that does nof involve sound" (Serafine, 1988: p. 70, Serafine's ita1ics)P Mainhining an APV- 

baseci stance, Serafine exdudes from "musical" thinking such items as 

nonaural clues as verbal pitch names, visualizations of music notation, or images 
of colors, spaces, or abjects.. .items that may be about music but not in music.. . 
[such as] verbal description (The music sounds jagged'). . .; conxious awareness 
of the compositional or performance techniques of the piece; speculations about 
histoncal or biographical matters; verbal labelings of the progress of musical 
events ...[ or] when words occur in the artwork itself, their consideration is 

27. It would seem more consistent with what Serafine has said previously for her to 
speak now in terms of thinking with "temporal events describeci in sound" rather than 
with sound alone. This is an ongoing source of confusion, since she clearly States that she 
prioritizes temporal events over sonic events. 
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excluded from the definition of music if it is their sernantic meaning that is the 
focus of attentions. (Serafine, 1988: p. 70) 

In adhering to the stipulations provided by the APV, Serafine draws a dear border in 

the above statement between so-cailed 'musical' and 'nonmusicalf categories. That is, things 

'musical' are res tric ted to the aural-cogni tive dornain, w hereas things 'nonmusical' exis t outside 

said dornain. Thus, music cognition is then defined as an activity comprising the temporal (and 

nontemporal) organization of so-called 'musical' sounds as established in t e m  of the APV. 

Viewed this way, the march toward the complete formalization of music cognition is now at 

hand. As Serafine explains, the 'temporal' processes (i.e., simultaneity and succession) reduce 

sonic input to cognitive resultants within the real-time domain to cognitions of temporal entities, 

and the 'nontemporal' processes (Le., closure, transformation, abstraction and hierarchic 

stnicturing) reduce sonic input to cognitive resultants within the abstract (Le., symbolic) 

domain.28 

7.4.lb Defining music under the APV 

Serafine makes a fifth and final stipulation for her definition of music. She clairns that 

"the definition of music c a b  for the activity of posing an artwork" (Serafine, 1988: p. 71). She 

states that such activities as composing, performing and listening are ail "rooted in a cornmon 

set of basic musical-cognitive processes" (Serafine, 1988: p. 71 ). The problem with this daim is 

that not al1 musical activity is or need be concemed with "posing an artwork." This assump- 

tion, however, is certainly a logical outcome of an APV-based conceptual framework. Serafine 

further states that "the term composing refers to ali deliberate acts of combining sounds within 

a specified tirne frame for the purposes of aeating interesting temporal events" (Sera fine, 1988: 

p. 71 1. That may be tme as far as it goes, but 1 do not think it necessarily irnplies that the result 

of composing is always or necessarily the creation of an artwork. One person's music is just as 

28. In Section 7.4.ld, I shall elaborate on the motivations for Serafine's theory, 
pointedly in terms of what 1 shall cal1 the "de-forrnalization" of the hitherto forma1 
elements of music. 
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much someone else's noise, so to affix the tenn "artwork" to a piece of music is entering into a 

realm which favours normalizing musical activity under the mbnc of the APV. 

As I have stated, the abovestated stipulation b revealing in its heavy bias towards the 

APV, which we know has its own roots in the condition that the experience of music (or visual 

art, poetry, etc.) necessitates a cognitive and perceptually oriented reflection and appreciation 

of works as 'fine art.' In terms of musical artworks. Serafine's APV-based bias is especiaily 

revealed by her stipulation that whether or not a composer employs organizational devices (e-g., 

serial order, fixed tonality, mathematical formulations, names, etc.), the only truly 'musical' 

thuiking is that which is done with sounds. To this end, Serafine states that ffcornposing may or 

may not involve the fixing of an aura1 organization of events (as through visual notation or 

electronic recording), but it always involves sound m t s  that are to some degree intentional and 

planned" (Serafine, 1988: p. 71, my italics). This statement gets Serafine into a bit of difficulty 

because of the ontological confusion she creates by reversing her former claim that temporal 

events have primacy over sonic events. Then (retuming to the original point), Serafine daims (in 

terms of the APV) that musical thought does not involve nonaurally motivated acts of 

composition, such as "arbitrary selection of key, instrument, or tone row" (Serafine, 1988: p. 

721, such as the spelling out of pitchnames from nonaural sources, symbols, representational 

devices, worked out themes (e.g., a canonic theme that works backward or forward ... 1, 

historical connections, verbal or visual imagerv, emotional reflections, or thematic connections 

with instruments or characters. (See Serafine, 1988: p. 72) 

Below is a summary of Serafine's description of the steps taken during the course of a 

musical thought: 1) temporal space is defined; 2)  acoustic space is defined; 3) "large areas of 

time are divided and subdivided; small units are created, then chained together" (Serafine, 

1988: p. 72); 4) transformation occurs when "mernorable collections of sounds, perhaps 

patterns, undergo change" (Serafine, 1988: p. 72); 5) hierarchies are formed when sounds 

subdivide into elaborations and fundamental structures; 6 )  closure and rnovernent occurs when 

vertical formulations aeate areas of stability and repose; 7) intensity levels change; and 8) 
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"change, repetition and silence irnply and forecast events which may or may not actualize" 

(Sera fine, 1 988: p. 73). 

Al1 the steps Listed above point to the fonnal processes postulated in the cognition of 

music. However, none of the above assists in explaining Serafine's stipulation that music 

cognition necessitates the aforementioned "posing of artworks." 1 contend that Serafine fails to 

bridge the gap between the organizational processes (scientifically conceived) and the creation 

of works of musical art (rnanifestly conceived). This is yet another instance of what Thomson 

refers to as the "In Here, Out There" problem. in other words, Serafine's approach to mM is a 

paradigmatic instance of how xientific-image explanations of music fail to bridge the gap to the 

level of manifest-image explanations of music. Serafine's answer is that since there are no 

extemal manifestations of music, and that since music is presumed to be ontologicaUy intemal, 

there is nothing to discuss in terms of the manifest image. Unfortunately, Serafine's explanation 

is lacking the substance needed to satisfy an intuitive explanation that accounts for both the 

manifest and the scientific images of music. 

7.4.1~ The constituent elements of music 

In this section, 1 shaU demonstrate how Serafine "defonnalizes" (or "referentializes") the 

APV. To begin, Serafine makes what appears at first glance to be some rather provocative 

statements in her claim that 

the tones and chords camot in any meaningful and especiaily psychological way 
be considered the elements of music. Rather, tones and chords are viewed as the 
inevitable by-product of musical wnting and analysis, and as sudi are uçeful, 
even necessary analytic tools with minimal cognitive reality. (Serafine, 1988: p. 7) 

In addition, Serafine claims that although such elements as  discrete pitches are 

fundamental to the composition, performance and analysis of western music, 

this does not imply, however, that they are the fundamental, natural units of 
cognitive processing, or that the twelve discrete pitches preexist. Rather, like 
scales and chords, discrete pitches are the artifacts of reflection, and in 
particular of written notation. Though they came very early in our history, they 
form part of Our knowledge about music-making, not our musical knowledge per 
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se. They are part of the rational knowledge employed in the act of composition, 
but they are not the elements of composition praper, by which 1 mean the aura1 
cognitive judgments, the heard organizations that result in pieces of music.. .they 
are not the generic or universal cognitive units of composing and listening. 
(Serafine, 1988: p. 6 1 ,  Serafine's italics) 

The key passage which wiil lead the reader to an understanding of Serafine's agenda is 

in her daim that the so-called elements of music (Le., tones, discrete pitches, scales, chords, 

etc.) "form part of Our knowledge about music-making, not our musical knowledge per se" (See 

above). Serafine claims that items such as discrete pitches amve as a concept only after 

reflection upon music, not before it. and that the very idea of such items is notationally 

conceived, and since notation came after music. not before it. such items logically cannot be 

primary to music. Claiming that such items are about music and not music itself, Serafine States 

that we might just as easily Say that such items as scales and chords refer tu or describe music, 

and being notationally conceived. are therefore historically and culhirally situated. Since said 

items are not deemed to be in the aural-cognitive judgments p n  se, Serafine would have us 

believe that they are ontologically 'nonmusical.' 

On this account, Serafine continues to be motivated by the APV, the difference bang 

that she has taken the notion of musical formaIism an important step towards a solipsistic 

explanation of the musical mind. As she claims. scales and chords, etc., being just talk about 

music, are not the elements of music itself. Since Serafine clairns that the essence of music is 

cognition, it would seem to imply that music cognition exists independently of the outside 

world of chords and tones, etc. A solipsistic explanation of mind holds that the outside world 

exists only as an object or content of one's consaousness. The problem is that once we concede 

to the argument that the objects of sense experience are minddependent, it becomes question- 

able whether we can argue validly as to the existence or nature of a mind-independent external 

world. The question then arises as to where music resides. According to Serafine, music consists 

in the "generic or universal cognitive units of composing and listening" (See above), thus 

defining music as being caused by and located in the cognitive apparatus. It should be noted 

here that Wittgenstein (1953) challenges the notion that man cannot have a private hguage 
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because there is a problem which hinges on whether there could ever be genuine d e s  of use for 

expressions in such a language. Thus, if there were no correlates between a manifest-world 

musical language (comprising tones, scales, etc.) and a private musical ianguage (comprising 

internalized cognitive units), it might be equally valid to argue against a solipsistic view of 

music as being incompatible with Our having a musical language (manifestly conceived) to 

express it. 

The next question arises as to how such cognitive organization (Le., musical thought) is 

manifested, or, in other words, what do  these processes yield. According to Serafine, the 

organization of musical thought is manifested29 in the form of such cognitive processes a s  

'closure,' 'transformation,' 'abstraction' and 'hierarchic stmcturing' by means of so-called 

'temporal' and 'nontemporal' processes. On this account, it would seem that the products of 

cognition are also its processes. This circular reasoning takes Serafine's theory along a solipsistic 

path and then down a slippery slope of partidarism. The circularity of her argument in effect 

leaves the external world of sounds (referred to in vanous ways) completely dependent upon 

the individual cognitions and said cognitions are said to arise only as a result of a set of formal, 

self-referential, intemal cognitive processes. Thus, foIlowing CTM orthodoxy, Serafine posits the 

cause of music, or as she puts it, "the root of music [as] human thought" (Serafine, 1988: p. 23). 

The next question must by force arise as to the cause of hurnan musical thought. The 

cognitivist view sees human thought as king supervertient upon the human brain. The problem 

with this Iule of argument is that it leads down a path of infinite regress. Nevertheless, when we 

retum to Our original question, "Where lies music?", we find that such awwers resemble less 

and less the manifest image of music. This is the price we must pay for such unbending 

adherence to a cognitivist definition which travels in a world of solipsisrns, circular reasoning 

and relativistic subjectivity. 

However, it seems that the situation may not be as bleak as 1 have descnbed. Serafine 

makes what seems to be an apparent contradiction to the above reasoning when she states that 

29. Serafine uses the term, "actively generated" (Serafine, 1988: p. 27) 
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the present conception may be calleci one of subjective consmiction; that is, it 
leans to the side of the subject insofar as it locates the organization of music 
events in the activity of cognitive processes (that is to say, organization resides 
in the mind, not in the piece) but i f  also presumes the existence-as-object of a finite 
collectio?i of musicai sou~tds in the ertenial emironment. (Serafine, 1988: p. 70, rny 
italics) 

If the cognitivist definition of music hinges on the notion of 'subjective construction,' the 

question arises as to how can there exist a t the same tirne sounds in the environment which are 

predetermined as inherently 'musical' before they are constructeci by the rnind 'as music.' If 

Serafine is now suggesting that there are a prion' 'musical' sounds in the environment, then she is 

ninning the risk of a d&t contradiction. 

Since I do not think Serafine's views on the primacy of the copizer are going tu be that 

easiiy shaken, 1 rnight suggest that the notion of a predetermined set of 'musical' sounds in the 

environment seerns more likely to point not to a single, isolated subject, but to a subject (or 

subjects) as a member(s) of a larger community of music cognizers. However, 1 do detect the 

hint of a possibility that intersubjectivity plays a part in Serafine's notion of "musical sounds in 

the environment" when she states that "the object, if there can be said to be one, is a fluid, 

dianging thing. or else there are multiple objects, each constituted from some human/subjective 

point of view" (Serafine, 1988: p. 67). 1 have no objection in prinâple to the above statement, 

except that the line of cognitive construction is then not going to be necessarily a direct one from 

the phenomenal sound-object to the cognitive constmct, as Serafine daims. There will have to be 

some level of intersubjective action which influences decisions about aurakognitive 

organization-that is, there must exist a community of participants who agree on the status of 

things 'musical' and who must have a partiapating role in making decisiors about the soialled 

'musical' status of phenomenal sound-objects. 

If Serafine goes along with this suggestion (and 1 think that is what she is implying aii 

along), then she must then account for a loosening of the stnct formalist hold she places on her 

theory and ontological framework. A statement one could make such as, "such and such a 

sound is a musical sound because it has pitch" contributes in a necessary way towards the 

creation of the musical object, even if it is a statement about a ço-called 'nonmusical' object 
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under Serafine's stipulations. However, in my view, such statements become a necessary part of 

the epistemological baggage that is camed with the act of cognizing any sound as 'musical.' This 

points very strongly to my contention that music is a social construct before it is m e r  a 

subjective cognitive construct. In point of fact, the act of social construction is the definitive 

factor in making al1 ontological distinctions about music. 

The nex t tas k is to de  fine Sera fine's boundaries between the subjective, saentific-image 

world and the external, manifest-image world. Serafine does not give us an explicit answer. If 

there is in fact a finite - . - -  world - of inherently . 'musical' -. envuonmental sounds (manifestly con- 

ceived), the question arises whether such sounds would relate (and if so, how do they relate) to 

Serafine's hitherto banished tones, chords, e t c 9  Again, there is no dear answer from Serafine. 

Thomson reaffirms my views on these shortcomings when he states that "this is the deeply 

embedded problem with the whole book. It is an inabilitv to speak with authority about the 

whole relationship (or CO-embodiment) of extemal objed and interna1 manifestation. There is no 

mention of just where the Out There ends and the In Here begtns" (Thomson, 1990: p. 27). 

Serafine sets out several stipulations contingent to her decision to define music 'as 

cognition.' %me of them have been discussed earlier, but it is perhaps appropriate at this point 

to make a summary. The first stipulation, discussed earlier, is that music is subjectively 

cons tructed.31 

The second stipulation, discussed eariier, is that for aural-cognitive activity to be 

'musical,' it must have to do only with sound and, as she states, "exdudes al1 thinking that 

does not involve sound"(Serafine, 1988: p. 70). Serafine follows this with a corollary that states 

that "words may be defined as music to the degree that it is their temporal and sound qualities 

that are entertained" and not "if it is their semantic meaning that is the focus of attention" 

30. 1 may have alluded to a possible answer in the previous paragraph. 

31. 1 shall introduce another related matter shortly, that is, the subsequent probIem of 
reconciling this stipulation with her statement in Chapter 2, that "music is a cultural 
phenomenon" (Serafine, 1988: p. 29). 
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(Serafine, 1988: p. 70). I am not sure with this last clause whether Serafine is unintentionaily 

broadening the scope too far to suit the stated conditions for her definition of music. Clearly, 

Serafine appears to be entering into the long debated issue of the predominance of words and 

music, in terms of Song, opera, etc. Although a discussion on that specific issue is not within the 

parameters of this study, I shall take Serafine's statement at face value and interpret it simply 

as a reinforcement of an APV-based concept of music. 

Serafine makes a third stipulation that "the mention of human aural-cognitive activities 

is meant to exclude environmental and animal sounds such as traffic noises, doorbells, and 

birdcalls that occasionally make their way ùito the artform" (Serafine, 1988: p. 70). 1 interpret 

the above to mean that the community or the subject (as a participating member of a community 

of participants in music) decides which sounds are 'musical' and which are not. 1 make that 

interpretation on the basis of Serafine's contention (dixusseci earlier) that there exists a set of 

so-called 'musical' sounds in the acoustical environment. This stipulation goes hand in hand 

with the next, in the sense that not only does the community of musical participants have a 

necessary role in deciding the repertory of 'musical' sounds, but that the community even has a 

participatory role in the organization of said sounds. 

Serafine makes a fourth stipulation that "the condition of organized temporal events 

omits from the musical category both randomized and totally serialized sound collection (as in 

aleatoric and serial musics) that remain unorganized by the listener. (Often, however, music can 

be meaningfully heard irrespective of the techniques of its generation, a fact that allows a 

measure of aesthetic legitimacy to compositions that would otherwise be crippled by their 

music-as-object condition" (Serafine, 1988: pp. 70-71, Serafine's italics). 1 take Serafine to mean 

that if the subject cognitively organizes certain (aleatoric, etc.) sounds as music then that is a 

suffiaent criterion for making such a decision, even if the cognizer makes that decision irrespec- 

tive of the method of generation of those sounds (in the environment). The problem with the 

above stipulation is that any sounds (not just serialized and aleatoric styles) that are successfully 

conçtnicted by the subject (according to the above stipulation) must be admitted into the 
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'musical' category. It would seem that we are badc to saying that the subject is the sole arbiter 

of deciding what sounds are 'musical.' As quoted earlier, Serafine states that a piece of musc 

"is not a fixed, external object, but an abstract and fluid one that rests on human cognitive 

construction in al1 phases of its existence." (See above). The problem is that the so-called 

"meaningful hearing" alluded to by Serafine is still dependent upon an individual's unique 

organizational processes. However, I contend that such individualistic decisiow are not 

substantive enough to cognize music successfdy in terms of a given style or genre. Otherwise, a 

po tentially extreme variance of cognition among ail sub jects and especially among sophisticated 

and naive kteners for anything but the least complex music wodd result. (Refer to my earlier 

argument against the notion of a private musical language.) However, 1 shali shortly elaborate 

on the above point with a dixussion of Serafine's thoughts concerning so-called 'style-specific 

processes.' 

With the ongoing insistence on the prirnacy of subjective judgment, Serafine is percheci at 

the nimmit of a slippery dope towards relativism. To give Serafine's model a ring of authority, 

there would have to be wider theoretical constraints that would make successhil cognition 

possible for anything but the rnost weil-known tunes. Unfominately, Serafine offers the reader 

no hope for a solution to this pivota1 issue. As mention4 earlier, one has to ask what is in fact 

yielded by the cognitive processes as proposed. 

7.4.2 Problems with the model 

7.4.2a The temporal processes 

In this section, by way of illustration, 1 propose to offer a qui& cornmentary conceming 

specific aspects of problems in the model having to do with so-called 'temporal processes.' The 

bulk of my cornplaints concerning the 'temporal processes' relate to the aforementioned 

ontological temporal-eventsdexribed-in-sound problen 
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Concerning 'tonal s ynthesis132 (as one of the 'temporal processes'), two questions arise. 

Recall that 'tonal synthesis' occurs when two or more tones sound simultaneously. Serafine 

dexribes a hiadic chord as being an example of 'tonal synthesis.' 1 take issue with Serafine on 

two counts. One, if one were to take into account pieces of piano, guitar or harp music which 

employ a qui& arpeggiation of harmonic rnaterial, the question arises whether listenea cognize 

each note of the arpeggio separately or as complete units of harmonic diange, or even texture. 

Serafine offers no suggestions as to how the mode1 would handle this distinction. Two, there 

also may be a problem in Serafine's implying that a triadic chord actually occurs when three 

voices in a sixteenth-century polyphonic composition sound simultaneously in an triadic 

arrangement. Taking the point of view of sixteenth-century musical participants, a chord 

probably was not intended in such situations and likely was not heard as such because the 

notion of chords was not h i l y  developed in this period of musical history. Musicologists might 

suggest that a sixteenth-century Mener might not comprehend the three tones as anything but 

three separate tones in t hree-voice polyphony. Lis teners in dif ferent eras "hearJ* differently 

because of cultural conditioning, and hearïng such an event "as a chord" (or as three separate 

voices) is more a factor of cultural conditioning than a result of naturally iwtantiated pro- 

cesses3 

Concerning 'motivic synthesis,' I am not sure whether two motivical figures can ever 

combine to produce a new whole without being in conflict with the notions, 'tonal synthesis' 

and 'succession.' Part of the problem stems from Serafine's reversa1 of the 'sound-the' 

conceptual framework. In Serafine's conceptual musical economy (which conceives temporality 

as the vehide of sound), 'motivic synthesis' gains value, since the sound events might be said to 

"carry" the t h e .  In the traditionally conceived situation (with temporality as the conceptual 

32. Recall that this label is my contribution, since Serafine does not specifically name 
the process. 

33. My arguments in Chapter 6 concerning the questionable applicability of applymg 
tonal music processing-rules for the cognition of contemporary musical idioms has a 
certain resonance here. 
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vehicle), motivic events sounding simultaneously maintain disaeteness because the sound is the 

focus, not temporality. A friction thus aises behveen the two views which, in my view, Serafine 

does not resolve. 

Concerning 'textural abstraction,' 1 contend that yet another problem arises in terms of 

Serafine's 'tirne-in-sound' ontological kamework. One has to ask whether it wouid not be more 

logical (in terms of the traditional 'sound-in-time' paradigm) to suggest that simultaneously 

occurring (but not parailel) events occuning in a temporal "vehide" create a new texture as a 

combiriation of two timbres. In my view, if the conceptual "vehicle" is sound, and the events are 

conceptually temporal, as Serafine suggests, then each temporal event would then have to be 

ontologically separate Cbeing in its own "sonic vehicle"), thus rendering 'textural abstraction' as 

a cognitive process an impossibility. 

7.4.2b The nontemporal processes 

In this section, I propose to comment on the proposai Serafine makes for the existence of 

so-called 'nontemporal processes.' Recall Serafine's explanation that the 'nontemporal 

processes,' existing at a deeper cognitive level than the 'temporal processes,' deal with fonnal, 

logical and abstract operations.34 Recall that the 'nontemporal' processes subsume four 

operations: 'dosure,' 'transformation,' 'abstraction,' and 'hierarchic levels' (also referred to as 

hierarchic structuring'). 

As explaineci by Serafine, the notion of 'closure' has two dimensions: one, the action of 

coming to a stop; and two, stasis, the state of being in a "stopped" condition. In music, 

'closure' is often illustrateci by the perfect cadence-that is, the movement of coming to a hl1 

stop as in a dominant to tonic harmonic progression. There is a tension created in the dominant 

chord which is resolved in the movement (progression) to the tonic. In Serafine's conceptual 

- - 

34. As I have stated earlier, the labels 'temporal' and 'nontemporal' create a certain 
confusion, because ontologically, al1 music is temporal. I have suggested that more 
appropriate appellations for the terni, 'temporal' might be 'surface-level' or 'real- 
time' processes and for the term, 'nontemporal,' replace it with 'deeplevel' or 'formal' 
processes. As well, the notion of a 'nontemporal' process is womsorne. 
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framework, a 'nontemporal' process such as 'closure' is describeci only in terms of the final state 

of stasis. Serafine correctly states that in tonal music, dorninant-function chords represent 

instabilitv and tonic-function chords represent stability. However, according to Serafine's 

stipulation, 'dosure' is represented only by tonic-function chords, represenüng only the second 

half of the equation, the resolution chord. 

However, it is curious that Serafine does in fact imply movement in 'dosure' when she 

states that "dosure brings us to rest, to the end of a section or piece" (Serafine, 1998: p. 80). A 

possible solution to this apparent snare might be if Serafine were to refer to 'closure' as a 

cognitive symbol. By creating a symbol, the sense of temporality (and the subsequent irnplica- 

üon of movement) is removed. Ln that sense, 'closure,' symbolicaiiy represented, rnight be better 

thought of in terms of a computational operation. Perhaps, without being explkit, Serafine may 

in fact be alluding to a computational (read 'symbolic') cognitive level in her postulation of 

'nontemporal' processes. A good question might be whether the 'nontemporal' level (interpreted 

as a level of symbolic processes) has causal powers and as such, is it responsible for generating 

effects at the 'temporal' level? It might even be that the two leveis (both having causal powers) 

operate independen tly and in teract with each other. Another question points to the cognitive 

accessibility of the 'temporal' and 'nontemporal' processing levels: that is, are they both or is 

one or the other cognitively accessible (or inaccessible)? Unfortunately, Serafine does not supply 

answers to these pertinent questions. It would seem that any model adhering to a CTM thesis 

would have detailed exphnations in this regard. If, in fact, Serafine were to be more explicit m 

giving the reader information conceming the above, she might give her theory the added 

advantage of more closely connecting her model with general cognitivist theory of mind. 

Recall that Sera fine defines 'transformation' as "responsible for rnany unity-generating 

effects in music, for it results in the awareness of similarity in the face of ostensible differ- 

ences.. . [and is] the more general source or cause for similarity /difference relationships" 

(Serafine, 1988: pp. 80-81 1. At least as far as 'transformation' is concemed, it would appear by 

the above statement that 'nontemporal' processes (redting in so-called "heard" relationships) 
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have causal properties. Once again, my cornplaint is that Serafine is not clear as to the cognitive 

accessibility of 'tmnsforma tion.' As 1 interpret her. Serafine fudges slightly on tha t issue (see 

above station). but in any event, the door seems to be open to that possibiüty. Otherwise. the 

resultants of 'transformation' may be said to be in themselves simply projections at the level of 

cognitive accessibility. Whatever the case may be, there is too much of a gamble in speculating 

on the possibility of whether Serafine intends 'nontemporal' processing to be a component of 

the computational processing level or whether it is a component at the level of introspection. We 

do know that Fodor claims the computational level to be cognitiveiy inaccessible. Nevertheless, 

the notion of so-called "similarity/differencen symbolic relationships is rerniniscent of the 

Turing model. One reading of the above could result in viewing the 'nontemporal' processes a s  

projecting their results to the iistener in the form of "heard" i e ,  "cognized") properties. 

Nowhere does Sera fine give the reader complete assurance on that count. 

Çurprisingly enough, whether or not such computations are cognitively accessible is not 

the real issue here. The real issue for this study is whether 'temporal' processes (as explained) 

have more to do with how the listener hears music as it manifests itseif or whether a discussion 

of 'nontemporal' processes deals more with the idea of unobservable (i.e., scientific level) 

processes. In essence, Serafine seems to be prescnbing a medianism (sàentifically conceived) 

which does the work of making sense to a listener (i.e.. making the listener aware ofl the m a y  

of sensory data which it constmcts as "music." Thus, according to Serafine, the iistener "hears" 

similarity/difference relationships only affer the 'nontemporal' processes have projected their 

results to the cognitive awareness of the listener. To this end, Serafine states that "transfom- 

ations result in aurally perceived sirniiarity or at least aurally eiperenced unity and cohesiveness" 

(Serafine, 1988: p. 81 1. Unfortunately, the problem stems from Serafine's failure to provide dear 

information as to the causal source of 'nontemporal' processes. She also does not Say much 

about whether such processes are particular to the cognitive processing of music or whether they 

are a component of general cognitive processing. With such answers, the reader might have a 

better bas& of understanding the model in more the general ternis of cognitivist theory of mind. 
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Serafine States that certain 'transformations' may be perceived and others not, except as 

"new, unrelated material" (Serafine, 1988: p. 83). Serafine's point retains validity only so long 

as she maintains the stipulation that music cognition occurs exclusively within the aural- 

cognitive domain. Of course, 1 do not disagree that certain more abstract or complex 'trans- 

formations' may remain undetected by the average (untutored) Iistener, especially if the tools 

for perception are postulated as limited to straight audition with no background concepts 

aiding in interpretive processes. For this reason, the argument that Serafine's mode1 promotes in 

this regard tends to border on the incredible because 1 think Çerafine's argument is not based in 

the everyday reality of how a listener can (and often does) approach music. Let me use an 

example. 

For instance, without being acquainted with the concept for retrograde inversion, 1 doubt 

very much whether an untutoreci listener codd ever become aware of so-called 'transformations' 

in a passage of twelvetone music. My reason for saying so is that 1 very strongly suspect that 

'transformation' is not in fact a natural (Le., inherent) feature of the music cognition apparatus 

in the Arst place. For example, retrograde inversion is a concept that must first be leamed and 

then applied to specific instances, whether it is used in music or in rows of beer labels. It is my 

contention that listeners tutored in the concept of retrograde inversion c m  actually leam to 

"hear" (i.e., cognize) the results of the use of that technique in a given musical passage3 

In short, 1 wish to debunk the APV-based notion that d i r ec t4  learning about sudi 

concepts as retrograde inversion must be characterized as 'nonmusical': that is, that the only 

learning that is deemed 'musical' is that which is limited to the aural-cognitive domain. As 1 

shall demonstrate in Chapter 9, the apprehension of some musical idioms requires a conceptual 

component for a full and proper understanding and enjoyment. There is nothing wrong with 

that. 1 contend that the conceptual component is an allowable (and welcome) and arguably 

35. 1, and other trained musicians have acquired the ability to perceive aurally (or 
conceive for compositions) such features in music as inversions, retrograde or othenvise. 
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necessary feahire of the apprehension of music. 1 also maintain that the use of adjunct concepts 

are part and parcel of a person's interpretation of any or aU music. 

Throughout the description of 'nontemporal' processes, recall that Serafine postulates 

such processes as generic to and inherent in the musical cognitive apparahis. Unfortunately 

once again, as with the other aspects of the 'nontemporal' processes, Serafine does not danfy 

the status of 'hierarchic stnicturing' in terms of its role in the musical cognitive economy, and 

particularly in t e m  of its cognitive accessibility (and by extension, in terms of its voluntariness 

or involuntariness). 1 bring the notion of voluntariness into the picture because Serafine does not 

Say whether 'hierarchic structuruig' of the cognizing apparatus is refined through accumulated 

experience in a particular musical idiom. The only hint we are given in that respect is that 

'hierarchic s t r u c t u ~ g '  (and the other 'nontemporal' processes) might be a factor of develop- 

ment. 

7.4.2~ Simultaneity and succession 

It is important (and cruaal to mv general thesis concerning the supervenience issue) to be 

aitical of Serafine's approach to describing simultaneous musical events as "vertically imposed 

on one another." First, 1 wish to make the point that there is nothing intrinsically vertical or 

horizontal about simultaneous and successive musical (i.e., sonic) events. However, the 

language used to describe such cognitive events is embedded in a particularized manifest image 

of music arising from the vertical and horizontal characteristics of Western musical notation. 

There is nothing intrinsic to a cognitive process which constmcts representations of external 

musical events that could be properly describeci as being üterally "vertical" or "horizontal." 1 

suggest that these are metaphoncally descriptive terms at best and are best treated as terms 

characteristic of desaiptions of chords and melodies as they appear in Western notation. 

It would seem then, with Serafine's descriptions, that the terms, 'verticality' and 

'hohontality' (expressed by Serafine as 'simuiianeity' and 'succession') c a ~ o t ,  within the 

stipulations of her theory, be properly caiied 'musical' terms, for the very same reasons that she 
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says that "scales and chords do not exist in music" (Serafine, 1988: p. 53). 'Succession' and 

'simultaneit have to be taken as (metaphorical) terms about music, not music itself, and as  

such, they dexribe music under a very restricted set of parameters (i.e., speafically in terms of 

Western musical notation). Because the concepts, 'succession' and 'simultaneity' seem to be 

culturally derived, there rnay be some question as to their universality. Perhaps there is reason 

to state that the notion of 'verticality' might be particular to participants of some Western 

musical idioms and potentially nonexistent to participants of others. If so, the only dioice that I 

see rernaining for Serafine is to posit 'verticality' as a Chomskian (i-e., innate) capacity which 

awaits activation. However. although Serafine alludes to virtually none of the broader 

psychological theories. 1 doubt whether she is a Chomskian, especialiy in light of her develop- 

mentalist assertions. Unfortunately, the reader is given no information in that regard. 

Ln passing, 1 shall revisit the notion of 'melodic contour.' For similar reasons given in the 

previous paragraph, there is nothing intrinsically contour-like about a representational cognitive 

process that constructs a representation of a melody as literally going "up" and "down." If one 

hears a fire engine siren wailing one does not necessarily cognize the oscillation of the siren as a 

contoured shape unless it has been previously descnbed in this manner. There has to be a 

conceptual referent that is contour-like for the cornparison to hold. In terms of Serafine's 

formalist aesthetic ontology for music (and the stipulations of the APV), a description of a siren 

(or a melody) in terms of 'contour' can only be categorized as 'nonmusical.' Serafine is trying to 

have it both ways. 

Sirnilarly, if one hears a siren and a screech of tires simultaneously or successively, one 

does not necessarily "hear" (or cognitively constmct, to use Serafine's term) those sounds as 

beuig in a vertical or horizontal arrangement. They just happen together or one after the other. 

Melodies do not literally go up and down and chords do not literaily have tones in a vertical 

arrangement. That is just a metaphorical way of dexribing certain musical phenornena. As 

stated above, the various concepts, 'verticality,' 'horizontality' and 'contour' belong to the 

manifest world of Western musical notation. The notes are arranged in various ways on the 
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page as a representation of musical sounds. These concepts have to be taught throughdirect 

instruction in order to conceive of them in this way. For that reason, those t e m  belong strictly 

to the set of categones instantiated in the manifest image of music. Without a preconception of 

verticality or horizontality, there is no possible way to predict how a person would cognitively 

consmict simultaneous or successive events in t ems  of verticality, horizontality or contour. My 

hypothesis, therefore, gains currency, specifically in terms of my point that the saentific-image 

descriptions of music depend on the manifest image for its terms and categories. With that in 

hand, it is clear that the xientific image of music is also supervenient upon the manifest image, 

and if sol then the daims of causality as proposed by CTM corne into question. 

7.4.2d Style-specific processes 

Since there is little in Serafine's discussion of 'style-specific' processes which serves to 

illuminate her theoretical model. 1 have placed th& section within the body of aitical commen- 

tary (rather than in the description of the model). In the interests of danty, 1 shall follow with 

my critical commentary immediatelv after introducing each item in Serafine's explanation of 

'stylespecific' processes and the role of musical communities. 

At the beginning of Chapter 2, n i e  Idea of Musicm Cognition, Serafine states that "music 

is a cultural phenomenon. To say so is to emphasize that it is born of groups of persons-here 

called musical corrununities-who share common understandings about the way music is to be 

composed, performed, and heard" (Serafine, 1988: p. 29). Taking the opposite tack in Chapter 

3, Some Processes, Serafine defines music as "the activity of thinking in or with sound and for 

this reason 1 favor the term musical 'thought' or 'cognition' over 'music' alone. Musical thought 

may be defined as human auralcognitive activity ..." (Serafine, 1988: p. 69). Serafine states later 

in Chapter 3 that her conception (of music) "may be called one of subjective construction; that is, 

it leans to the side of the subject insofar as it locates the organization of musical events in the 

activity of cognitive processes (that is to MY, organization resides in the rnind, not the piece but 

it also presumes the existence-as-object of a f i i t e  collection of musical sounds in the environ- 



ment" (Serafine, 1988: p. 70, mv italics). In this section, 1 shall attempt to reconcile these two 

apparently polar views.36 

The above quotes are paradigm examples of the conflict that persists in CTM in relation 

to the manifest and the scientific images of music. Serafine's second quote in the paragraph 

above defines music from the xientific point of view, but she nevertheless m u t  pay respect to 

its manifest existence as "a collection of musical sounds in the environment." It m u t  be 

emphasized that said musical sounds are not described as natural (i.e., environmental) sounds 

but rather as king cuit umlly m t e d .  The respect Serafine pays to the extemal musical environ- 

ment is evidence of the difficulty many models of CTM face in attempting to reconcile the 

manifest image of music with their scientific views. An important consideration concerning the 

question of the causal source of music often centres on the notion of musical style (or idiom). A 

musical style denotes a commonly shared body of surface features utilized by a group of 

participants (i.e., composers, performen, listeners). Serafine argues that the cause of a given 

musical style is found in the comrnunity of participants. She states that "comrnon features e s t  

at  ail in a body of compositions because shared principles are in use by the composen and 

listeners who generated the style" (Serafine, 1988: p. 29, my italics). 

On the other hand, Serafine states that musical styles such as classical, jazz, folk, or 

rock (and substyles such as baroque, Dixieland, blues, or heavy metal) involve "principles 

[which] are of necessity cognitive principles. They are adhered to, if not whoily consciously, by 

composers who create music and iisteners who understand it" (Serafine, 1988: p. 30). It seerns 

from the above that Serafine is reversing her earlier claim by now favouring an individuaiist 

causal story for musical style. In fortifying the cognitivist answer, Serafine states that the 

longstanding existence of the general classical tonal style (including its many substyles) is 

"evidence that consistent cognitive principles, for composing and hearing, are put to use in 

36. 1 have discussed the latter part of the above quote in an earlier section. My 
intention here is to examine critically how Serafine reconciles these two apparently 
opposing views of positing the source of music on one hand as a "cultural phenomenon" 
and on the other as a "cogniiive phenomenon." 
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constructing music that is experienced . . .as divisible, well-balanced, and varied" (Serafine, 1988: 

p. 30). This statement, in effect, implies that Western tonal music is cognitively natural and only 

a product of individualized cognitive processes. 

However, in explaining the phenomenon of style change, it is curious that Serafine does 

not offer a specifically cognivitist answer. She does allude to the "concomitant changes m 

kteners' cognitive processes" (Serafine, 1988: p. 32), but that is more an observation of a result 

rather than a statement of cause. 1 have no objection to her clairn that listeners' musical thoughts 

will change after encountering different styles or idioms, but 1 contend that the more interesting 

and important task for a psychology of music would be to assess cause, not effect. 

Mysteriously however, Serafine gives a "nonmusical," "nonaesthetic" and "noncogn- 

itivist" answer to account for style change. She s tates, withou t qualification, that 

a possible explanation is that style change results from a subtle but definite 
interaction-even a discourse-that goes on among composers, listeners, and 
performers, combined with a tendency among music-makers and audiences to 
seek new and interesting variations on the musical climate at hand. Part of the 
implicit agreement between music-makers and audiences seems to be the 
generation of slight variations on the shared d a  or principla of a musical style. 
Something of the "bending of the rules" takes place, and the style gradually 
though continually changes. (Sera fine, 1988: pp. 31 -32) 

This explanation for the causes of stylethange does not adhere to the strict formalism 

required by CTM specifically because it does not remain within the required restrictions 

provided for in the aural-cognitive domain. On the contrary, Serafine's explanation is effectively 

a sociological one. Her explanation for style change centres on the interactive verbal and 

perfonnative communication of musical participants in a given musical culture. By providing a 

sociological explanation for style change, Serafine is actually giving the reader an expianation of 

style change in ternis of the manifest image of music rather than an orthodox xientifically- 

onented explanation that cognitivist theories of music are purporteci to offer. 

However, Serafine runs into trouble in tenns of her discussion of musical communities in 

relation to Schoenberg's invention of twelve-tone senal technique. First, Serafine defines a 

musical cornrnunity as a group of "composers, perfomers, and listeners associated with a 

particular style.. . [and] all styles have musical communities that create them, however small that 
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comrnunity rnay be" (Serafine, 1988: p. 33). Serafine then refines this pairing of the notions of 

style with comrnunity when she states that 

the emphasis on communitv interaction is meant to underscore this point: True 
style is a cultural matter and it is never instantaneouslv in isolation from some 
audience (however small). No smgle person sets out alone to create a system of 
style principles. Rather, such principles evolve gradualiy from composer/listener 
interaction, and thev are a l m y s  the result of group-human forces. Style, in the 
sense I propose it here, is analogous to a language or system of discourse. the 
shared understandings of a group, and not to, say a personal, idiosyncratic code. 
(Serafine. 1988: p. 33, mv italics) 

Serafine attempts to debunk the idea that twelve-tone technique constitutes a musical 

style. She states that "such a technique is not an element of stvle within the definition of style, 

meaning cognitive prinaples, that I propose here. Put othenvise. not al1 of the things that 

composers do, or tha t can b,e uncovefd . v o u g h  analysis, are stylistic principles" (Sera fine, . . . 1 .  , . : . l . .  :. , ' ,  : -.: . . . .  . . . ,  

1988: p. 34). She states (incorrectly that since Schoenberg reputedly invented twelve-tone 

rows.37 ~eca& i&& ri&; a r e  difficult' to hear, Serafine states that "we must draw the 

* ' 

. .  . . 1 . .  " 1  . . 4 . , I l  . - .  , 1 ,  

principles of heKing and. . . . . . .  composing tha . . . .  t pec~ple.qse for , t l  mus$, v -  in its .own cornmunit)" 
' I  I t l .  , 

(Serafine, 1988: - .  p. 341.38 serqfinP comes iq the, cpnclu$ion:qn'the @sis of - .  the L sentence above, 
1 .  i ' .  h .  . . . . .  . l  

that "no single Parson sets out aloqe td create' a system o i  s ~ y l e ' ~ r i n ~ i ~ l e ~ ' ~ < ~ e r a ~ n e ,  1988: p. 

33). L 1 t 

This h e  of thinking requires unppdung. . ,  - Serafipe . . .  h q  stated that the elements of a style. 

amounting to a style itself (as the sum. of its individual features), must adhere to commonly- 

shared cognitive pnncip1es.B In other words, if a piece of music using a given compositional 

technique canno t be hea rd (that is, successhlly cognized. under Serafie's requirement of 
l 

s L I . . . . . . . L 

37. See rny comments to the c&trary in Chapter 9. Briefly, Schoenberg's innovations are 
a product of the extreme chrornaticism that was prevalent in late nineteenth-century 
music. 

r -. . . :  L 

38. See Chapter 9 for an argument to the contra?. 
1 

. . 39. Those cognitive principles are oudined in the description of the theoreticai model. 
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unified, f o m l  organization) by a Listener or group of iisteners in a musical community ("even 

aficionados of the style") (Sera fine, 1988: p. 341, then that piece cannot be given the status of 

being a token of a musical style. This conclusion cashes out to mean that it is the community of 

cognizing listeners, not the creative artist, who determine musical style. Not only is that 

conclusion misleading, it also implies that natural cognitive principles held by the group are 

determinants of style. 

1 see two problems with Serafine's view. First, Serafine states that "the hearing of tme 

row orders is rare if not impossible" (Serafine, 1988: p. 34). Serafine's condusion in the above 

paragraph implies that a composer inventing a new compositional technique does not actually 

henr the feaîures of the newly-invented style. That is, we must condude that Serafine means to 

say that Schoenberg, Webern, Berg and the hundreds of composers employing twelvetone 

technique throughout this century cannot actually hear twelve-tone rows. That assumption is 

obviously untenable. It is also untenable to assume that participants (i.e., listeners and 

performers) in the twelve-tone style cannot acquire a capacity to hear twelvetone music because 

it conflicts with given cognitive principles. However, it may well be discovered in the future that 

participants in twelvetone style may not actually henr twelvetone rows without the aid of the 

co~icept of a tone row any more than participants of cornmon pradice tonal music can hem tonal 

movement as an elements of that style without the aid of the concept of tonal functioning. 

Serafine's conclusions about the hearing of twelve-tone rows is dependent upon an APV-based 

stance in what constitutes musical 'heanng'; that is, so-called musical 'hearing' must be 

restrîcted to the auditoryiognitive domain. At any rate, it is generaily assumed in CTM dogma 

(being biased in favour of restricting its discussions of ontology to the auditory-cognitive 

domain) that conceptualization through direct insmiction does not affect musical 'heanng.' 

The second problem concerns Serafine's conclusion which impiies that the comrnunity 

detemiines what art is, not the artist. Sam Green, in commenting on a work of conceptual art, 

argues to the contrary that the comrnunity does not determine what art is, especially when it 

cornes to the paradigrnatic twentieth-century notion of conceptual art. He states that 
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a conceptual work of art...is as much valid as something you can actually see. 
Everything is art if it is chosen by the artist to be art. You can say it is good art or 
bad art. but you can't say it isn't art. Just because you can't see a statue a statue 
doesn't mean that it isn't there. (Green, Sam, Oc t. 2, 1967: The N m  York Times: 
p. 55, mv italics, in Beardsley, 1970: p. 13, ed. J. Margolis, 1987) 

1 have italicized the word "see" in the above quote in order to elicit a parallel with 

Serafine's use of the word "hear." Green brings to our attention the fact that a cornrnunity- 

possessed set of cognizing principles in the visual-cognitive domain may be insufficient and 

even possibly unnecessary in the determining of the s tatu of a work of art. Artists determine 

the s t a t u  of artworks and therefore are the potential aea toa  of new styles. Nevertheless, the 

determination of new style, especially throughout the history of twentieth-century art, is more a 

factor of the work of individual artists than is it due to general recognition by the community. 

As 1 will elaborate ui more detail in Chapter 9, the developments in this direction may in fact be 

the emblematic shift this century has witnessed in t e m  of the creation and the perception of al1 

art. 

7.4.2e Musical reflection 

It is on the subject of 'reflection' that Serafine's theory deviates from the strict APV 

paradigm she promotes in the description of her theoretical model. Serafine states that "people 

think about their music. They reflect on it in order to see how it works and to see what it is they 

are doing when they engage in it" (Serafine, 1988: p. 36). At first glance, there is nothing 

intrinsically strange about that statement, except when it is interpreted in relation to the 

stipulations of Serafine's theoretical model. Serafine makes it clear that post hoc 'reflection' (i.e., 

scales, chords, etc.) is ontologically not music cognition, because sudi reflection is outside the 

strict parameters of the aural-cognitive domain. She insists that 'reflection' may be cognition, 

but it is not music cognitio?~. Ho wever, Serafine hints at two aspects worth examining in tenns of 

the notion, 'reflection.' 
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Let me unpack the problerns with the term. First, Serafine states that 'reflection' upon a 

rhythm results in its being "abstracted and represented" (Serafine, 1988: p. 36). The implication 

is that 'nontemporal' processes such as 'abstraction' can potentially result from 'reflection.' in 

other words, one interpretation of 'reflection' might be that it a n  be understood as a potential 

cause of 'nontemporal' processes such as 'abstraction.' That, however, would seern to be m 

contradiction with the tenets of the theoretical model. According to Serafine, 'nontemporal' 

processes (such as 'abstraction') are solely and exclusively the product of activity within the 

aural-cognitive domain and exclusive of such activity as conceptualizing. Therefore, 'reflection' 

is, according to Sera fine's stipulations, deemed strictly a 'nonmusical' ac tivity, and therefore 

must remain outside the defineci domain of music cognition. 

Second, Serafine admits to the possibility of the element of wnsciousness being integrated 

with the notion of 'reflection' when she states that "we do not know the degree to which 

conscious reflection is a universal characteristic of the world's . musical communities, but 
1 

reflection is certainly the mle where a community has developed one or both of the following 

ideas: (1) The idea of a composition.. . (2)  A uviftnt notation qf music'! (Serafine, 1988: p. 36-37, 

Serafine's italics). If in fact the possibility exists that a participant's consaous 'reflection' upon 

a composition or bit of notation is connected with a 'style-specific' process, the important 

question is whether such reflection qualifies as an act o,f music cognition. By Serafine's 

definition, it should be assumed that it cannot. If such conscious reflection were in fact to 

qualify as a feature of music cognition, then the water would hrther be muddied because the 

s tipulated invo luntariness of music cognition would be brought int O question. 

Some conduding remarks are in order. hasmuch as Serafine reserves a definition and a 

description of the actual activities of music cognition for the chapter following the dixussion of 

'style-specific' processes, one has to ask what part various activities such as reflection, style 

transmission and pedagogy have in the conceptual framework for her model of music cognition. 

Since the such activities are presumed (by definition) by Serafine to be intimately connected 

with 'style-specific' processes, which are in thernselves intimately connected with musical 
1 
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communities, the question then arises whether such activities quaiify as music cognition at least 

in some peripheral manner. Serafine does not offer an explicit answer in this regard, but by 

process of elimination, one has to conclude, by her definition of music cognition ("as the activity 

of thinking in or with sound" (Serafine, 1988: p. 69)) that such activities as reflection, etc., do 

not in any way qualify as music cognition. This is particularly so because such activities are 

conceptually-based and as such, are outside the aural-cognitive domain. An APV-based view 

of music cognition requires a straight-iine immediacy in terms of the perception/cognition 

frarnework, with no participation of intervening, that is, so-called 'norunusical' concepts in the 

act of music cognition. Thus, the reader is Ieft to condude that 'style-specific' processes are 

about music, not music itself, and therefore not (by definition) a matter for music cognition. 

Nevertheless, the nagging question remains as to what processes in Serafine's model 

finally do comprise the activity of music cognition. By elimination, the reader is left to conclude 

tha t the 'genertc' musical-cognitive processes (wit h their 'temporal' and 'nontemporal' subdivi- 

sions) are the only processes that fully qualify as the only "real" components of music 

cognition. Thus, aii the interesting aspects of musical activity, those having to do with style and 

musical communities, remain outside the ontological framework for cognition which is specifi- 

cally labelled music cognition. The remaining acceptable activities, for a clear cognitivist 

definition of music cognition, are dictated by the stipulations of the APV and a strict adherence 

to the suentific-image supenrenience mode. 

7.5 Condusion 

It is unfortunate that so much speculation has been necessary in grappling with 

Serafine's theoretical model. If 1 have been on or near the mark in my guesswork, Serafine might 

have a far more interesting (and intemally valid) theory if more reference was made to the 

broader context of general cognitivist theory of mind. Thomson edioes my worry when he states 

that 
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the book cries out for some broader psychological theory that can make sense of 
just how the structuring of expenence takes place. But there is a haunting silence 
about such matters, a lonely absence of ideas from some of the giants of 
psychological history, people who have grappled with the ultimate problerns of 
how we know the extemal world and how we process the clues of its nature. 
(Thomson, 1990: p. 28) 

As Thomson suggests, Serafine leaves far too many questions left unanswered especialiy 

in t e m  of where the phenomenal object ends and where cognition begins. Recall Thomson's 

observation that Serafine's book reveals an "inability to speak with authonty about the 

relationship (or CO-embodiment) of external object and intemal manifestation. There is no 
- 

mention of just where the Out There and the In Here begins" (Thomson, 1990: p. 27). 1 would go 

further to suggest that real problems persist with the mode1 because there is little explanation of 

hinctional roles and the relative cognitive accessibility of the 'temporal' and 'nontemporal' 

processes, especially so since such processes are deemed to be central categories in the musical 

cognitive economy. 

serafine #8es rtqt . a r t re~ i~qtè  th qon in heh claini . . tbit '  ,';ordinary perception is a 
. ... .bt. . t A .  . . 3 . :. . . , i ' . 

necessary cornpanion to the?..&derstanding of music, but the study of it is no window on how 

musical understanding, occurs': (Serafine, 198.8:. p.. .92), However, : that comment is only a . . 
deflection of the really important issues beingbrought to the fore in this sîudy. The issues I am 

deahg with .are not s o  much dirgtly once@ *th thg debate whether music cognition is 

more or less, a matter of per~eption or c~gnition . , as yith tbq S . l  u p s i d d o w n  relation CTM sets up 

between the maniMt a n d  s~ientific b a g e s  . .  . L  of . music. e s . (  have noted, the problem is that 

Serafine is not dear . , whether,such - .  processes . .  ps , . . - .  'abstra$ion: , .  . . . .  or 'transbrmatior)' . occur solely as a 

matter of deep-level cogqitiqn or. whetber they alsp~erve iust qs well as post hoc analytical 

operations or even as organ,izationpl . steps . (mgnifestly ... . . . ,  . \  çcqceived) . . . . .  .a composer might foiIow in 

Fhe organization of sonic material for a composition, or whether such processes function in 

ternis of any and all the above. In faimess, Serafine does stipulate that the line of cognition niw 

from phenornena1 obj~ct .  to ,pceiver,, the r ~ e j v e r :  vqric~yly being a composer, . - performer or 

listener. However, she confpingly stipulates thai ~ o g n i t i ~ e  p r o c e p s  among musical partici- 
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pants may be of a different kind. Inasmuch as Serafie otfers no detaiis of such processes, it 

muddies rather than clarifies the issue of the cognitive relation among members of musical 

communities. 

The other problem infecting the 'temporal processes' model is that the ewmples given to 

illustrate the theoretical typology are too largely denved from the Westem classical music 

repertoire, reminixent of L /  J's intention to induce 'preferential' processing d e s  for particdar 

musical idioms from examples from the Westem classical tonal music idiorn. If there is a 

problem with L/J's approach in this regard (as 1 have earlier indicated), then a similar problem 

persists as to the external validity of Serafine's hypothesis for soialleci 'generic' musical 

cognitive processes. 

As we shall see in the next chapter, Harold Fiske begins and strongly prernises his 

account of music cognition on that very criticism. Fiske's project is to offer a description of the 

underlying (i-e., generic) processes t hat lead to the postula tions of theones such as the 'generat- 

ive musical grarnmar' model. In doing so, Fiske challenges the external validity (Le., the 

u n i v e ~ l i t y  daims) of approaches built on the features of particuiar musical idioms. In relying 

upon manifest examples of musical idioms to the extent that such models do, Fiske maintains 

that such theories will not cease in failing to achieve the desired cognitivist agenda of the 

identification of cognitive musical universab. 



Chapter 8 

The Rule Management System Mode1 

8.1 Introduction 

The 'nile management system' model seeks to test the hypothesis that there exists m 

humans a generic cognitive music processing capability which accounts for al1 musical styles. 

This model of music cognition is founded on the 'hard' construction paradigm, which Fiske 

describes as "attribu t[ing] realized percepts and tonal-rhythmic patterns exclusively to a 

processing system governed by the implicitly known rules of a culturally detemiined music 

system" (Fiske, 1992: p. 366). On the 'hard' construction paradigm, percepts realized from rule- 

based computations may or may not distinguish between any invaiiance renilting from sensory 

organization. Variance in subsequent processing, however, may be due to mitigating factors such 

as musical experience and/or musical knowledge. However, if a distinction were to be made 

between the 'hard' and the 'soft' paradigrns, sensory organization on the 'hard' constnition 

paradigm is deemed to be invariant and the rernainder is deemeci to be the business of genuine 

cognitive activity. Recall that proponents of the 'soft' construction paradigm tend to view 

perception and cognition as one cognitive operation. 

Fiske sets his modd of music cognition apart from H/Crs, L/J1s and Serafine's by 

introducing a third p ~ c i p a l  component into the theoretical design. Theoretical models such as  

those developed by the aforementioned are structureci as 'two-component' theories, consisting 

of a processing-mle set and a description of the tonal-rhythmic patterns resulting from the 

computations exercised by said mle sets. According to Fiske, 'two-component' theories are 

interested only in the descriptions of the rule sets themselves and/or of the products of 

computation, whereas 'threecomponent' theories (such as his) have an additional interest in the 

actual processes involved at the decision-making level. 

As Fiske states, the third component (the decision-making activity) 'leads to reaiizing 

those musical structures and interstructural relationships [described by two-cornponent 

theories]. The renilt of this description is knowledge-for example, about pattem P and its 
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function with respect to some other pattem K" (Fiske, 1992: p. 374). The motivation behind 

introduchg pattem decision-making activity as a third component is that in 'two-component' 

theories (in particular, the 'generative musical gammaf model), the sets of d e s  are reputedly 

not sufficiently anchored. Fiske cnticizes 'two-component' theories as  being too dependent on 

induction for the development of rule sets. Fiske's solution is to internalize further the seat of 

music cognition and identify it as a genenc system that manages the mles sets thernselves. Thus, 

as Fiske states, the 'three-component' system foUows a protocol which involves three steps: 

1 .  The detection and identification of - tonal-rhythmic - -  patterns - - - - -  as controkd by 
sty l e s p M c  ÏÜlé5ased~proc&~ng 

2. Comparison of patterns by means of a generic set of decision-making stages; 
realization of the dynamics of musical structure, pattern function, and 
interpattern relationships. 

3. Representation of patterns by a set of encoded features for the purpose of 
pattem storage, recall, and recognition. (Fiske, 1992: p. 374) 

Fiske's stated intention is not to replace or displace the two-component models but 

rather to clarify and amplify them in terms of i d e n m g  the causal source of the processes so 

identified. Inasmuch as musical mental constmcts realized through overt performance or 

composition are important, Fiske maintains that cognitive decision-making structures are 

l o g i d y  prior to resultant mental constructs emanating from composition, performance and/or 

iistening. To this end, Fiske states that 

an expenmentally supported rule management system sorts out which rules are 
useful descnptors of musical pattern realizations and which are not. They take 
on flexibility because a rule management system would have to be generic, 
offering the same structure or control over cognitive proceçsing for any of the 
world's musics. That is, it would have to fulfill the pretheoretical 
assumptions.. .concerning pattern construction, pattern management and 
organization, universal versus idiom-specific musical components, and 
acculturation. (Fiske, 1992: p. 375) 

The design of the 'nile management systems' model is based on a number of 

pretheoretical assumptions or axioms, which 1 shaU outline in Section 8.3. Although a aitique of 

the mode1 could very well focus on individual features of the model, thiç study, as previously 

indicated, finds its primary focus in temis of the similarity of the philosophical views adopted 
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by each theory. My prima. concern is with two such views underlying Fiske's theoretical 

design: first, the APV, which predetermines the ontological status of the terms, 'musical' and 

'nonmusical'; and second, the scientific view of music, which endeavours to determine the 

essence of music as being instantiated in the unobservable. 

As previously stated, a fundamental premise of the xientific view of music is that the 

ontological status of music itself is instantiated in brain processes (and realized in the form of 

music cognition). As has been stated earlier, the general hypothesis on which CTM operates is 

that the rnanifest view of m-ic supervenes upon the scientific view. According to the models of 

music cognition which 1 am examining in this study, the appearance value of the manifest view 

of music is proposed to be properly and fuliy expressed within the terms of a naturalized form 

of the APV. 

As with the other models, the scientific view and the APV will be challengeci on two 

counts: first, on the basis of my daim that the APV owes its justification to a specific cultual 

situation and therefore is itself historically and culturally instantiated; and second, on my daim 

that the scientific view of music is grounded (and relies for an explanation) in the tenns and 

categones of the manifest view. 

8.2 Philosophical underpinnings of the mode1 

8.2.1 The innateness hypothesis 

It is important to establish at the outset the fact that Fiske aligns himeif with two major 

figures in cognitive science literature, Jeny Fodor and Noam Chomsky, who promote the notion 

that the human mind possesses a genetic menu which predetermines its conceptual organization 

and predetermines the manner in which it accepts and relates to sensory stimuli. Fodor 

expresses the scientific supervenience hypothesis when he states tha t "our innate endowment 

determines which worlds we can, in principle, understand" (Fodor, 1981: p. 314) and in his 

daim that the human brain is predisposed to acquire certain (limiteci) concepts. Fiske also refers 

to Chomsky's claim that our experience of the world is conditioned by OUT brain design. 

Chomsky states that mental structures are "predetermined by the biologically given 



organization of the mind and states that mental structures such as concepts "are not leamed, 

but are part of the system that makes Ieaming possible" (Chomsky, 1975: pp. 72 and 91). 

Chomsky states that he rejects "the concept of the 'empty organism,' plastic and unstructured 

(Chomsky, 1975: p. 132). Fiske states that Chomsky understands the mind as being 

"programmeci genetically to accept and relate sensory information in certain specifiable ways" 

(Fike, 1990: p. vüi). 

8.22 The APV basis for-the mode1 

There is plenty of evidence in Fiske's 1990 book, Music and Mind, to situate the author as 

a promoter of an APV-based musical ontology. The first hint of this is when Fiske states tha t 

"musical patterns are auditory-information bound" (Fiske, 1990: p. ix). By this, Fiske means 

that the term 'musical' refers onlv to elements within the auditory-cognitive domain, whidi. as 

will be explained, are realized in the form of tonal-rhythmic patterns. 

Fiske reinforces his espousal of the APV when he states unequivocally that "musical 

unity is limited to the cornparison of patterns that are perceivable aurally, and that emanate 

hom the structure of an (aurai) music language" (Fiske, 1990: p. x, Fiske's parenthesis). In other 

words. if information conceming the consmiction of musical patterns was realized from a non- 

auditory cognition network. Fiske insists that "any connection between the structure imposed by 

the foreign system and realized tonal-rhythmic patterns can only be made artificially. and only 

after the 'musical' tonal-rhythmic stnicture has been realited" (Fiske, 1990: p. 51). Therefore, 

the music cognition apparatus is deemed to grant temporal precedence to auditory pattern 

realization (i.e., specifically 'musical' cognition must take place pnor to any 'non-auditory' 

cognitive processing accompanying the so-called 'musical' event). 

More importantly, in the 'rule management systemsf model, the music cognition is 

deemed to be mandatory and thus wodd very Llkely misrepresent patterns using 'non-auditoqf 

networks (even if said networks could provide a 'proper' realization, which they can't) which 

he states is "owing to its incapability to do othefWiSetf (Fiske, 1990: p. 50). Concerning the 



above point, Fiske pays considerable allegiance to Fodor's modularity thesis. I shall go into 

considerable detail in the next section conceming the parallels between Fodofs modularity 

thesis and the ' d e  management svstems' model. However, it is important to realize for now 

that Fiske cannot convinangly advance the notion of a Fodorian-type 'music module' without 

first adopting the precept that the term 'musical' be defined within an APV-based musical 

ontology. 

8.3 Pre-theoretical premises (axioms) of the model 

Maintaining a strict cognitivist stance, Fiske defines music cognition as that which is 

'?imiteci to the construction of tonal-rhythrnic patterns from acoustical information, events, and 

the cornparison of this pattern against previously presented pattern and new incoming events" 

(Fiske, 1990: p. 26). Fiske states that the design for his model involves three intended tasks: 

"(1 identify some desaiptors of music decision-making activity; (2)  show that this desaiptor 

set has universal application; and, (3) demonstrate the significance of t h .  for a theory of music 

aesthetics" (Fiske, 1990: p. vii). The first two tasks are concemed with the development of a 

description of the theoretical model. The third task sets two agendas: first, to establish the 

scientific view of music as logically prior to the manifest view; and second, to provide a 

'naturalized' explanation for the APV. 

Six pre-theoretical axioms form Fiske's theoretical framewor k. Axiom 2 states that 

"music cognition is unique to human brains" (Fiske, 1990: p. vii). Fiske further explains that 

"music exiçts only to the extent that there is a human rnind available that is willing and able to 

construct and interrelate tonal-rhythmic patterns" (Fiske, 1993: p. 1). Axiom 1 stands on 

Fodor's (1981) suggestion that the human brain is genetically predisposed to acquire and 

employ certain conceptualizations which enable humans to order and stmcture their 

environment in the manner that they do. As mentioned earlier, this position is also proposed by 

Chomsky (19751, who daims that humans interpret their experiences and deal with the world in 

the way they do because of innate and biologically bounded (causal) mental capacities. 
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In terms of music, Fiske argues that humans respond to music as music because they are 

genetically endowed to do sol and that non-human organism have the capacity to respond to 

music only physically (i.e., not cognitively). For non-humans (e-g., cats), music is deemed a s  

simply one undifferentiated part of the whole auditory environment. Fiske claims that humans 

find order, structure and intention in musical sound because "assumed intentions and 

expectations imply specific cognitive processing for realizing musical content and for fulfilling 

the musical process from sender to receiver" (Fike, 1990: p. viii). 

Axiom 2 sta t e s t h a  ~t~~n~ti~on~~~music~cognition~ js -for t h e  "identification 

[construction and realization] of patterns [and] is limited to tonal and rhythmic relationships 

(Fiske, 1990: p. ix). Fiske offers a coroLlary to this, stating that "music cognition is limited to the 

identification [construction and realiza tion] of tonal/rhythmic patterns" (Fike, 1990: p. 50P 

Anom 3 states that "music cognition requires time and effort" (Fiske, 1990: p. xi). Fiske 

explains that variances in the listening ability of iisteners is due to concomitant variances in the 

"level of accompiishment in disceming relevant musical patterns, in detecting and recognizing 

discrepancies between these patterns, and in recognipng the function of these dixrepancies as  

they concem pattern development and stylistic identitf' (Fiske, 1990: p. xi). 

Axiom 4 sta tes that "music pa ttem comparison procedures represent a semantically 

closed (self-reference), metalanguage system" (Fiske, 1990: 16). Fiske further explains that 

"realized tonal-rhythmic pattern interrelationships determine musical/aesthetic meaning" 

(Fiske, 1993: p. 11.2 

Axiom 5 states that "the 

stage hierarchy" (Fiske, 1990: p. 

pattern cornpanson component of music cognition is a multi- 

42) .3 

1. The reader should note that Axiom 2 is in keeping with the conditions imposed by 
the APV. 1 shall have more to say concerning that later. 

2. 1 shall elaborate on this issue in Section 8.4.1. 

3. This axiom is generated from a description of the structure of the decision-making 
process of pattern comparison, as will be outlined in a later section. 
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Axiom 6 states that "musical meaning is the set of realized (Le., constmcted by the 

listener) tonal-rhythmic relationships r d t i n g  from the relative success in penehating the music- 

decision hierarch y; depth (pro foundness, nchness, etc. ) of meaning is dependent upon the 

extent of hierarchy penetration" (Fiske, 1990: pp. 85-86). This axiom provides the listener with 

what Fiske thinks of as a type of musical "window to the world," in te- of the success of the 

so-called "music communication" process (defined as the quantity and quality of the 

transmission of tonal-rhythmic pattern relationships) from composer to performer to listener. 

Fiske explains that "together thev represent the purpose of Music in its widest intellectual, ---- i d - IC ----A--- A. - - - 

aesthetic, and cultural function" (Fiske, 1990: p. 86). 

8.4 Description of the mode1 

Before embarking on a description of the 'rule management systerns' model, I shall 

reiterate two general hypotheses: first, that music is deerned to be a 'metalanpage'; and second, 

that the act of listening to music (and, by extension, the act of music cognition) is deemed to be 

a decision-making process consisting of the detection of relationships between tonal-rhythmic 

patterns. The reader should note that the purpose of this section is in effect to desuibe the 

processing stmcture in terms of the second hypothesis. 

Essentially, the process of pattem decision-making boib d o m  to an analysis of three 

types of pattern relationships: first, that P c--> P (the given pattern P compared to an 

identical pattern Pl; second, that P c--> P' (the given pattem P compared to a similar pattern 

P'); and third, that P <--> Pn (the given pattern P compared to a distinctly different pattern 

Pd. Fiske categorizes the first relation as an a d y t i c  proposition and the second and third a s  

synthetic propositions. To explain the distinction, Fiske states that 

the mith-value of aii three can ody  be known a pusf&ori where, for a particular 
music listening situation, given patterns are matched against cornpanson 
patterns. A decision is then made that results in finding one of the three 
propositions mie and the remaining two false. This decision process is a primary 
fundion of music cognition. It seerns likely that the realization of al1 f o m  of 
musical content relies upon this process. (Fiske, 1990: p. 23) 
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Fiske surnmarizes the 'descriptors' of the music cognition pattern- 
construction process as follows: 

[Dexriptor #) 1. Music cognition requires time and effort. 
[Descriptor #] 2. A music decision is the result of no Iess than two specific 
processing stages. 
[Dexriptor #] 3. Prior to making a decision, a realized pattem must be made to 
conaliate with a given pattern P. 
[Descriptor #] 4. Pattern comparison activity consists of a finite series of 
hierarchically sequenced processing tasks. (Fiske, 1990: pp. 40-41) 

According to Fiske, Descriptor #I evolved from a series of empirical studies (see Fiske, 

1987) measuring the response tirne for pattern comparison using a wide range of variables. Fiske - -,- . -------- --* .---.- -A --. - -------- ----- - 

condudes that music cognition is a product of activities which include a temporal variable: that 

is, the time it takes to constmct a pattern from a pasçage is dependent upon a combination of 

the Listening skill level of the subject and the complexity of the musical passage. Thus, the thne 

it takes to respond (in a test situation) to pattem identification is deemed to be empirical 

verification that cognitive processing decisions are in fact occuning. Conceming Descriptor #2, 

Fiske suggests that the identification of variables and the subsequent identification of their role 

in processing activity is more relevant to understanding music cognition than establishing (or 

dexribing) the nurnber and order of processing stages. Descnptor #3 has to do with establishing 

a comparison pattern (Le.. the given pattern). This actually represents the first stage in the 

model. In explaining Descriptor #1, Fiske states that "music cognition consists of a series of 

independent processing stages rather t han a single stage ... multiple processing 

levels.. .depend[ent] upon the complexity of the given terminal task, the listenefs ability to 

penehate the task hierarchy, o r  the extent to which a listener can cognitively penetrate the 

hierarchy" (Fiske. 1990: p. 41 ). 

8.4.1 Music as (metaHanpage 

The title of Chapter 1 of Music and Mind is presented in the form of the question, "1s 

Music a (Meta)Language?" (Fiske, 1990: p. 1). Fiske stakes out his APV-based philosophical 

position when he states that "it is abundantly dear that music, if it communicates anything a t  

all, does not comrnunicate denotative messages" and, as a means of comrnunicating messages, 
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he states that he "could not include music among my list of communicative options" (Fiske, 

1990: p. 3 . 4  Fiske approaches the notion of musical reference more narrowly than traditional 

formalist aesthetic theorists who understand music in terms of its (assumeci) power to be a 

ianguage symbolic of expression (à la Langer). On this account, Fiske rejects what he calls 

"rather vague suggestions that music is symbolic, expressing things which cannot be expressed 

otherwise, and that the understanding of what musical content is can only be realized through 

experiencing music itself, an explanation tha t is nebulous, evasive, and extremely difficult to 

support" (Fiske. 1990: p. 21.5 

In setting up a discussion as to the tmth of the notion 'music as  (meta)language,' Fiske 

reduces the problem to two tasks. His first task is to make a decision whether, and if sol to 

what extent is the cognitive processing of music üke language processing. Fiske states that his 

second task is to determine "whether music has content and whether content is specifically 

communicated by music as it is in language" (Fiske, 1990: p. 1). 

in referring to H/C's hypothesis of 'music as communication,' Fiske p u b  the issue of 

music and communication in the broader context of music cognition theory. Recall that H/C 

daim that music does not have 'denotative' but rather 'embodied' meaning. H/C make that 

daim in ternis of Meyer's (1956) theory of expectational musical meaning that is, in the sense 

that a given musical pattern (as a musical event) points to (rather than refers to) the occurrence 

of another music event. In Meyer's terms, so-called 'musical meaning' is embodied as a musical 

response (e.g., in the form of an emotion) that is aroused due to a suppressed expectation of a 

subsequent musical event. However, Fiske sees a contradiction and a consequent 

incompatibility of his with H/Cts notion of 'embodiment.' He explains that "notions of 

'embodiment' cannot be embodied in a theory which depends upon an interpretive factor and 

4. It is important to note that with this statement, Fiske is making a procedural error 
by premising his argument with his conclusions. 1 shaIl have more to say concerning 
that in my cntical commentary. 

5. My intention is not to add to the extensive debate on this issue, but rather 
demonstrate the hyper-forrnalist path of Fiske's argument and in turn to tease out his 
theoretical agenda. 
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social/cultural contracts" (Fiske, 1990: p. 101.6 However, in terms of Fiske's view (and 1 tend to 

agree with him on this point), the problem is never clear with H/C whether the notion of 

'embodiinent' (i-e., 'embodied meaning') is embedded in the processing d e s  themselves or 

simply within relationships that persist between and among realized tonal-rhythmic patterns. 

In order to set up the "music as (meta)languagel' argument, Fiske devises an exerase, 

assuming for the sake of argument that music is in fact a language. As stated above, Fiske's 

third and final intention (based on creating a dexriptor k t  of music deusion-making activity 

and on establishing the universality of said list) is to establish scientific proof of the mith of the 

APV (thus 'naturalizing' it). 

in setting up the exercise, Fiske sets out six formal propositions. Proposifio~z 1 states that 

"a musical l a q u a g e  (Ml) consists of a set of tonal-rhythmic elements (El (Le., SUSS, the 

srnailest units of sonic shiff -- e.g. one tone in Western music - of a given musical language: 

M l  {El,  E2, E3, E4.. . Ej, Ekl En))" (Fiske, 1990: p. 12, rny italics). 

Proposition 2 states that "concerning the cognitive realization of patterns, it can be shown 

that there are three, and only three categories of patterns which can be derived from a 

potentially infinite combination of elements" (Fiske, 1990: p. 12, my italics). The first pattern P, 

is designated as the given (cognitive realization of the first-perceiveci) tonal-rhythmic pattern. 

The second category is designated as pattern Pr ,  which is cognitively realized as being a 

derivation of pattern P. The third category is designated as pattern Pn, which is cognitively 

realized as being distinctly different from the given pattern P. As Fiske stipulates, "once P is 

defined. all other combinations of E s  (SUS) reduce to either P or Pn" (Fiske, 1990: p. 13). 

Proposition 3 states that "by substitution [of combinations of Es], a musical language 

consists of three pattern types or pattem categories: Ml  {Pl P', Pn)" (Fiske, 1990: p. 13, my 

i talics 1. 

6. 1 am not sure if I agree with this reasoning. Refer back to the chapter on H/C for my 
approach to a criticism of their interpretation of 'embodied' meaning. 
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Propositions 1,2 ,  and 3 are derived directly from Axiom 2 (Le., the identification of 

musical pa t t em is iimited to tonal and rhvthmic relationships). For Fiske, a musical language 

must have two components: first, sets of stimuli in the acoustic domain; and second, the 

perceptions of those stimuli (leading to cognitive realizations) as patterns, restricted to the three 

choices of pattem type. 

Fiske formally designates the three pattem relationships as Propositio?is 4,5, and 6:  

Proposition 4 states that 'T <-> P, or 'the given pattern is identical to the comparison pattern' 

(where c-> = 'as . compared - -  - - -  withy)"; . 
- .  

Proposition 5 states that "P P-> P or 'the given pattern is 

a derivation of the comparison pattern'"; and Pruposition 6 states that "P <-> Pn or 'the given 

pattern is distinctly different from the comparison pattern" (Fiske, 1990: p. 14). 

Fiske stipula tes tha t the tonal-rhythmic relationships represented by Propositions 4, 5 ,  

and 6 are "not in themselves propositions.. .instead, the proposition is the semantic conclusion 

that the two patterns are structuraliy [related]. In this rvay, statements about pattem 

relationships are separateci from the acts of perception" (Fiske, 1990: p. 15). Th-, the cognitive 

realization of pattern comparison (post perception) is said to arrive in the form of a 

in anticipation of the questions raised in the above footnote, Fiske proposes Axiom 4, 

the intention of which is to da* the formal conditions under which a 'music (meta)languagel 

operates. Axiom 4 states that "music pattem comparison procedures represent a sernantically 

dosed (self-reference), metalanguage system" (Fiske, 1990: p. 16). Finally, Fiske defines the 

'music (meta)languager as a 

language of syntax; it defines the surface structure rules setting the range for 
interelemen t and interpattern relationships . . .a metalanguage.. . [for] music is 
limited to syntactical descnptors.. .[and] limited to musical statements about 
other musical statements with extensions limited to coherent interiornposition 
and inter-stylistic comparisons" (Fiske, 1990: p. 16). 

7. This leaves the reader with hvo questions: first, the reader requires an explanation 
of how the step from perception to cognition of inter-pattern relationships becornes 
semnfically propositional; and second, the reader needs to know how musical pattem 
comparison concIusions corne to have semanticity. 1 shall disçuss Fiske's version of the 
notion of 'seman titi ty' shortly . 
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In his 1993 book, Music Cognition and Aesthetic Attitudes, Fiske elaborates on his earkr 

description of tonal-rhythmic (T-R) patterns (which constitute the essential elements of the 

'music metalanguage'). He states tha t 

(T-R) patterns are portrayed by the theory as syntactic-ordered expressions that 
are nondenotative and nonintentional (i.e., unlike beIiek or desires, T-R patterns 
are not tokeri directed towards physical objects). As such, musical T-R patterns 
c m  only be about other musical T-R patterns; the metalanpage theory shows 
why musical pattems, unlike speech T-R patterns, cannot be about persons, 
objects, or events that lie outside of pure tonal-rhythmic activity. Unless you are 
a Referentialist you have known this d l  along. (Fiçke, 1993: p. 11 4) 

- - -  --- - 
1 hope to demonstrate later in the chapter that in naturaliang music cognition under the 

guise of the APV, Fiske is in fact naturalizing the APV itself. Thus, if one were to adopt a 

'referentialist' philosophical position concerning music cognition, Fiske would argue that one 

would be in an illusory state. This is because the mental apparatus for music cognition is 

deemed to operate solely within the auditory-cognitive domain specifically because of its 

deemed natural adherence to an APV-based musical on tology . 

Fiske cautions that the 'music metalanguage' is not to be interpreted reductively in terms 

of b r a h  machinelanpage. He states that "brain machine-language serves as the control for 

music processing, but the metalanguage hamework for such processing is not brain-machine 

language, but rather the set of niles goveming the style and character of music decision-making 

activity" (Fiske, 1990: p. 17). 1 take the above statement to be a strong implication that the 

processing rules of the 'music metalanguage' operate as a modular set along the lines of 

Fodorîan modularity. When Fiske s tates that "the stmctural hame work of music decision- 

making is the same for any music language" (Fiske, 1990: p. 17, Fiskefs italics), 1 understand him 

to mean that the 'music metalanguage' is not only modular but is also implicit, and univeml to 

all musical idioms. 

The reference to brain machine-hguage fits well with Fodofs (1983) 'central Systems' 

cornponent in his cognitive (modular) model, which stores representations generated by the 

'Input System' modules. In terms of Fodoi's model, the processing procedures of each vertical 
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module in the Input Systems is said to be informationally encapsulated, and by extension, is 

said to operate in terms of its own set of processing rules (i.e., its own 'metalanguage'). Fodor 

proposes the existence of separate 'vertical modules' in the Input Systems for such capacities as 

vision. audition, mathematics and language, each of which is said to be neurologically 

hardwired, computational, involuntary and mandatory. The operation of each 'vertical module' 

is, by definition, independent hom the others, both in ternis of the h a  of processing rules it 

posswes and the type of representations it generates. 

As the Fodorian .. - . - - -  . story - goes, the so-called 'horizontal modules' are situated in the 

'Central Systems' cornponent. Being 'dornain neutral' and 'informationally unencapsulateci,' the 

'horizontal modules' permit the interaction of representations generated by the various 'vertical 

modules.' Fiske daims (on behalf of Fodor) that the 'horizontal nodules' are "at least partly 

subject to introspection", whereas the 'vertical modules' are 'fcognitiveIy impenetrable." (Fiske, 

1990: p. 20). The limits of this study do not permit a detailed discussion of Fodor's modulanty 

thesis, but it is important to note that Fodor does suggest that music has its own 'vertical 

module.' In support of Fodor's suggestion, Fike states that "music cognition is understood to 

be an encapsulated, domain speufic enterprise limited to processing tonal-rhythmic 

information. Such information is impervious to introspection" (Fiske, 1990: p. 20). 

It must be noted that before Fiske can approach a description of the 'music 

metalanguage,' he must first embrace the APV as a basis for discussion. To this end, Fiske 

states that '%y accepting this idea [that the music metnlanguage represents a vertical module], 

one accepts musical reasoning is unique and not dependent upon or influenceci by other forrns 

of reasoning and problem solving " (Fike, IWO: p. 20). In forestalhg any conflicting ideas that 

music has referential powers (or that music cognition involves an interaction with other modes 

of reasoning), Fiske emphasizes the formalistic bias in the APV-based daim that "musical 

pattems are 'about' other musical patterns. They are not about mathematical reasoning or 

linguistic reasoning, and they do not share the cognitive processes involved in non-musical 

forms of reasoning" (Fiske, 1990: p. 20). 
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In light of the above, the question nevertheless remains whether Fiske would further 

daim that musical meaning (being, by definition, self-referential at the Input Systems level) is 

also self-referential at the Central Systems level, the theoretical seat of intentional states. If 

Fike does indeed (and 1 shall demonstrate that he does) extend the concepts of informational 

encapsulation and domain specificity (pnvy to the Input Systems) to the level of intentional 

states (as instantiated in the Central Systems), he b in fact rnaking a faulty interpretation of the 

Fodorian model. That is because (as 1 interpret Fodor), infonnational encapsulation and dornain 

speaficity arenotfeatures of @ Cora'Systemkas defineci.-&-'-mderstgd the modularity 

thesis, there is nothing to prevent soiailed 'non-musical' information (at the Central Systems 

level) from combining with soiailecl 'musical' information (in the strictest of formalistic terms) 

resulting in a realized belief that a passage of music might actually refer to something outside 

the formal auditory-cognitive dornain. 

However, i f  1 read Fiske correctly, he indeed irnplies that at the Central Systems level, 

belief about music (t hat so-called 'musical' meaning is formaily self-referential) does remain 

informationally encapsulated and domain specific. On that count, 1 must then understand Fiske 

to be saying that the proposed "reality" of the formality conditions existing at the level of 

cognitive processing parallels a "reality" at the level of conscious realization (as projected from 

the Central Systems). The question then arises as to how Fiske would explain a person's belief, 

Say, that a certain passage in music represents an image of a man on a galloping stallion. In 

terms of the APV, this type of relationship can only be interpreted as artificial. However, upon 

reviewing the statements made by Fiske (quoted at the beginning of this section), 1 am led to 

believe that Fiske is in fact justifying his APV-based position in t e m  of a theoretical design 

that is founded on the argument that the scientific image of music (i.e., the unobservable 

cognitive processes) is logically prior to (and therefore explanatory ofl the manifest image of 

music, deerning aLi so-called 'extra-musical' reference to be artificial. It is on this point that I 

part Company with Fiske. 1 shall discuss this issue further in a later section of this chapter. 
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8.4.2 A theory of aes thetic attitudes 

Assuming Fiske's postulation is true tha t music is a self-referential (symbolic) sp tem 

(i.e., a music metalanguage), the question arises as to how (under the guise of a music 

metalanguage theory) he would q l a i n  the notion of affective response to music without having 

to resort to a referentialistic answer. Recall that (within the laws of the music metalanguage) 

listeners respond to music on the basis of its formal features, that is, in terms of an 

interpretation of tonal-rhy thmic patterns. Also recall that the musical (Le., formal) 

interpretation of a given pattern structure (i.e., P, P', or Pn decisions) varies among iisteners 

depending upon which stage the üstener exits the decision-making hierarchy. 

Fiske admits that a possible additional result of a musical (formal) interpretation of a 

pattern cornparison may corne to the listener in the form of an emotional response. Fiske's short 

answer to that possibility is that affective responses have what he calls 'appearance-value' 

(hereafter AV) and therefore, by definition, have 'nonmusical' status in his musical cognitive 

economy. Fike states that in addition to the P. P', Pn decision, a listener may expenence a so- 

called "non-musical response (such as an emotion) that takes on an appearance value (the 

music 'resembles/is Like/reminds me of feelings of longing' or whatever)" Fiske, 1993: p. 116). 

Ln further explanation, Fiske restates his earlier daim from Music and Mind that affective 

responses "follow actual music cognitive activity and occur as a response to realized pattern 

relationships rather than existing as realized content inherent wifhin T-R patterns themselves" 

(Fiske, 1993: p. 115. Fiske's italics). It would appear from the above quote that Fiske's intention 

is not only to segregate the notions of "'musical meaning' and 'affective response' but also to 

exdude 'affective response' (since he daims that affective response follows cognitive activity) 

from elemental status in musical cognitive processing. However, Fiske does segregate mental 

activity into two categories: first, that which is 'covert' (i.e., inaccessible to the Mener); and 

second, that which is 'overt' (Le., evident to the listenerl.8 However, Fiske does state that the 

- - - - - - - -- 

8. Fiske is careful to avoid the terms 'conscious' and 'unconscious.' This avoidance is one 
of the keys tu my critique of the model, because, as 1 shall demonstrate, it points to the 
difficulty the model has in reconciling the xientific image with the manifest image of 
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processing occurring in the deasion task hierarchy is in fact 'covertf activity and that the 

"sensation of sound, the recognition of a musical pattern (pattern, form, etc.), and the felt non- 

tonal-rhy thmic content (e-g., 'longing') tha t we interpret as appearance-value are ali overt 

activities and experiences" (Fiske, 1993: p. 1 16). However, it is intereshg that Fiske refrains 

from r e f e h g  to su& 'overt' activity as "music cognition.'' 

For help in explaining the causal source of musical affective response, Fiske takes out a 

loan from Fodor's (see 1957 and 1990) theory of propositional attitudes (hereafter PA'S). Fiske 

states that ---  -... - - . . . 

if it is true that propositional attitudes serve as causal connectors between 
physical/neural sdmbols of belief/desire states and semantically evaluable 
linguistic tokens, then aesthetic attitudes serve as causal connectors between 
mental symbols of musical thinking and nonsemanticaily evaluable musical 
tokens. For music, nonsemantically evaluable attihdes translate to tokens having 
appearance-value (rather than seman tically evaluable truth-value, as is the case 
for linguistic to kens). So, ap pearance-value is the listenefs (personal) articula ted 
beiief about the perceived musical event. (Fiske, 1993: p. 115) 

Thus, the so-called 'aesthetic attitudes' (hereafter AAs) are deemed to be causaily instantiated 

(as are the Fodorian PAS). The difference between the two types of attitudes is that rather than 

translating into an achial belief/desire set (as per the PAS), the AAs have only appearance- 

value and corne to overt status in the form of penonalfy articulated beliefs.9 

Before proceeding with an explanation of Fiske's four (actualiy five) "principles of 

aesthetic attitudes," 1 would like to supply a working definition of the term 'propositional 

attitude' (PA). Bnefly, PAS comprise notions such as beiief, desire, intention, hope, fear, wish, 

etc. As Guttenplan states, "what Links these attitudes is the fact that they are identified by their 

propositional contents: a belief that snow is white is identified by the proposition that snow is 

white. Since propositional contents are attributed in English by 'that'îlauses, t wo people's 

beliefs, Say, are counted as different if they are correctly identified by non-equivalent Watt- 

music. 

9. One question that &ses is whether Fiske is irnplying (by speaking of AAs in terms of 
'personal articulated belief') that there is some sort of 'private language' of affective 
response. 1 shdl have more to comment on that in my critical remarks in Section 85.4. 
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clauses" (Guttenplan. 1994: p. 488). The interesting project for philosophers and cognitive 

scientists is (1 ) to explain how attitudes identified by content are related to physical (brain) 

states; (2) to show whether or not socalleci propositional states can cause behaviour, given that 

one might normally accept that brâin states cause physical movement; and (3) explain how, if 

at all, do PAS figure in a fuil explanation of a xientific psychology. 

Çome philosophers have attempted to answer the first question (i-e.. how states 

identified by content are related to physicat states) by naturalizing the PAS. In that respect, 

Jerry Fodor's answer - - to -. the - quotion is his postulation of a so-called language of thought.' 

Guttenplan defines 'language of thought' as "a language-like representational system (or 

systems) for encoding and utilizing information in the mind" Guttenplan, 1994: p. 172.) 

Guttenplan demonstrates how confusing Fodor's proposed language of thought' is. He states 

that 

the general idea is that a symbol in the language of thought - Say, 'Cr - expresses 
the property of being a cow if and only if (il it is a law that cows cause tokens of 
'Cf, (ii) some tokens of 'C' are caused bv nontows (horses. say); and (iii) if cows 
did not cause 'C's. then neither would non-cows; but cows would stiil cause 'C's 
even if nontows did not cause 'C's. (Guttenplan, 1994: pp. 489-490) 

The idea of a 'language of thought' has generated considerable debate among 

philosophers and cognitive xientists concerning how can such cognitively inaccessible (and 

physically instantiated) syntactical syrnbols become semantically evaluable. Conceming 

reductive accounts of the PA'S such as Fodor's, Guttenplan states that "none of these reductive 

accounts of the [propositional] attitudes has found full acceptance. Many philosophers simply 

assume that the attitudes supervene on some physical states or other, whether or not anybody 

can specify any supervenience base for any propositional attitude, and move on to other 

issues" (Guttenplan, 1994: p. 490 1.10 Although issues surrounding the notion, language of 

thoughC perse is not a topic for detailed dixussion in th& study, suffice it to say for now that 

10. See Section 8.5.4 for my critique of Fiske's adaptation of the Fodorian notion of a 
language of thought.' 
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Fiske models his 'music metalanguage' and his theory of AAs on Fodofs postdations. Let us 

rehim to the task of outlining Fiske's mode1 as it relates to the AAs. 

Outlined below is a lis t of Fike's four (actuaIiy five) Trinciples of Aesthetic Attitudes.' 

1 shall flesh out each one in turn. Principle 1 states that "a p a t f m  constrwr is the mental 

represmtution of a T-R token" (Fiske. 1993: p. 117). This o r i p t e s  with Fiske's statement that "T- 

R patterns [e-g., melodies or melodic fragments] are created by quantifymg [at the 

computationd level] across SUSS [Le., smallest units of sonic stuffl symbols" (Fiske, 1993: p. 

1 17) and remain -.the confines of a culture-specific musical language (i.e., musical idiom). 

Fike defines 'musical Ianguage' as "the collection of elements (El accepted by a comrnunity a s  

constituting proper musical material" (Fiske, 1993: p. 117). The pattern construct (i.e., the 

melodv or melodic fragment) is deemed to be a representation of a particular combination of 

SUSSs. Fiske states that "Es function as computational units across other Es while remaining 

neutral to any meaning" (Fiske, 1993: p. 11 8). T-R pattern constructs (as combinations of Es) 

function as representations to be used as models for cornparisons to other newly-constructed T- 

R patterns within the constraints of the music metaianguage. 

Principle 2 states that "an aesthetic attitude is a nonreducible psychologid state cawed by the 

decision-producf of n p a t t m  cornparison foken" (Fiske, 1993: p. 1 18). Recall that Fodofs theory of 

PAS r-es three components: first, a belief (e.g., that the cat is on the mat) held as a neuml 

state in the belief cornpartment of the brain; second, a PA (e.g., a psychological token caused by 

the so-called neural state formulated as a realization that the cat is on the mat); and third, a 

proposition (e.g., a statement that the cat is on the mat). 

Fiske daims that for music, there is no need for PAS because musical psychological 

states are not deemed to be contentful in the way that belief/desire states are. By Fiske's 

definition, a so-caiied 'decision-product' of the musical decisionmaking hierarchy is an 

outcome of cognitive processing (resulting in Ps, P's, or Pns) and as such, has no denotative 

content. Thus, Fiske differentiates the psychologica1 states caused by musical T-R constructs as 

'aesthetic attitudes.' Therefore, Fike maintains that tokens (Le., decision-products) of musical 
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decision-types (like belief/desire to kens) have causal properties. Based on the a bove, Fiske 

condudes that the sort of psychological states caused by tokens of decision-types are "attitude 

states of some kind" (Fiske, 1993: p. 121).11 

Principle 2a of the A&, expressed as a corollary to Pn'nciple 2 states that "X attitude 

state is a psychologicnl state, a token of which is a decision-type attitude hauïng (individual listenn- 

seleded) P, P', or Pn content" (Fiske, 1993: p. 121). First, Fiske stipulates that the relation, 

P/P'/Pn "is an aesthetic (to be used as a noun.. .) and further stipulate[s] that P/P'/Pn attitude 

state is an aesthetir attitude state" (Fiske, 1993: p. 121, Fiske's parenthesis and italics).lz Next, 

Fiske explains how the ktener acquires the so-calied X attitude state. To this end, he goes back 

to the hierarchical decision-making process, which a listener exits upon coming to a P/P'/Pn 

decision about a T-R pattern. Fiske stipulates that the listener's selection of the exit step £rom 

the decision-making hierarchy could be either voluntary or involuntq "due to interest, listening 

capability or whatever" (Fiske, 1993: p. l Z ) . i 3  

Il.  Fiske says he wants to make dear that a decision type "is not the same as a beiief or 
a desire about the relationship between patterns P and K. Rather, it is merely the resuit 
of a computation across E-level SUSS material" (Fiske, 1993: footnote 7, p. 134). My 
feeling is that at the computational level there really is not much to distinguish 
between beliefs, desires and musical decision-types because we are only dixussing the 
processes of syntactic symbol cornparison. If 1 read Fodor correctly, such things as 
beliefs, desires, etc., at the computational level have no content either (or at the most, 
'narrow' content, from not having been exposed or tried out in the world). Narrow' 
content is construed as ansing from the relational situation between or among 
computational symbots. The 'narrow' content equivalent in music should be limited to 
P/PfJPn  statements. In my view, Fiske does not convince the reader why a belief (in 
terms of 'broad' content) about the relationship between two pattern tokens P and K 
couId not come in the form of a proposition emanating from a PA (e-g., a statement of a 
belief that melody P is more exciting than melody K because melody P has a greater 
intervallic compass than melody K). As we continue, let us see if Fiske provides 
substantive reasons for hypothesizing a separate class of AAs, distinguished from the 
PAS. 

12. I shall eventually put a finer point on Fiske's label and cal1 it a natural aesthetic 
attitude state. For now, 1 am just concerned with the Iine he is drawing between PA and 
AA states. 

13. 1 daim that the exit step can only be involuntary because the decision-making 
hierarchy is defined as 'cognitively inaccessible.' On that basis, the listener cannot 
possibly have an active part in decisions of exiting the hierarchy-the decision- 
making mechanism simply exits the hierarchy. This point may prove to be pivotal in 
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In order to came out the differences between PAS and A&, Fiske sets out to prove that 

a token of a musical decision-type cannot be put to a test of s m n t i c  eualuubilify (as with a 

proposition). The Fodorian PA story says that the truth or falsity of a proposition (e-g., that 

today is Thursday) can be tested for semantic evaluability (by checking to see if today is in fact 

Thursday). That is, if 1 say today is Thursday and if in fact it tum out to be Thursday, then the 

statement is true and if not, then false. Fiske clairns that the same demands cannot be made on 

musical T-R pattern-cornparison decision-types. He states that "if LI h s a a  the patterns as 

being identical (as a resul t of negotiating a . n w b w  of Ieve. o f  t h e m k  hierarchy ), and L2 hears 

them as being different (as a result ... etc.), then we cannot say that one of the listeners is stating 

something that is false" (Fiske, 1993: p. 123). Fiske ais0 daims that 

both listeners are correct in respect to what they heard and the extent to which 
they successfully processed what they heard via the task hierarchy. In short, 
pattern decision-types are not semantically evaluable. Therefore, decision-types 
are not propositions. Therefore, decision-types are aesthetics. Therefore, for LI 
to hold a particular decision-type following a P-K cornparison pub LI in an 
aesthetic attitude psychological state and not a propositional attitude state. 
(Fiske, 1993: p. 123) 

Thus, Fiske concludes that the reason that an AA is not a PA is because 

decision-type tokens (P/P'/Pn) are the content of aesthetic attitudes. P/P'/Pn 
decision-type tokens are not propositions or propositional content of 
propositional attitudes; instead, P/P'/Pn are aesthetics (noun form). Nor do 
aesthetic attitudes reduce to propositions. (Fiske, 1993: pp. 125-1261. 

On the basis of the above, Fike maintains that al1 listeners are always correct in both 

their P/P'/Pn decisions and also in terms of the affective responses caused by those decisions. 

That is because the content of such decisions is purely syntactic. It is on this point that we h d  

a paraliel argument with Fodor's, that at the computational level, 'syntax parallels semantics.'i4 

Pnnciple 3 of the AAs states that "aesthetic attitude tokens (paralle1 to propositional attitude 

tokens) are construed as relations to patteni construcf symbols; just as a token proposition is fhe 

articulation of the content of a propositional attitude (e-g., belief or desire), a token aesthefic is fhe 

pointing to certain inconsistencies in Fiske's model. 

14. See my comments on this issue in Section 8.5.4.b. 
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articulation of the co~itorf of an aesthetic attitude te-g., P. P', or Pn)." (Fike, 1993: p. 126)iS This 

requires some explanation. Fiske maintains that a T-R pattern construct has the capacity to 

cause an AA and that an aesthetic token describes the content of an  AA. The content of an AA 

(found in an aesthetic token) is about T-R pattem relationships, expresseci as P/F" /Pn. Fiske 

specifies that "an aesthetic token is about the current state of an aesthetic attitude and not a 

property of a pair of pattern constructs, Say P and K. (This is the principal reason that theories 

assuming a simple and direct T-R pattern-AV bond don? work.)" (Fiske, 1993: p. 126, Fiske's 

italics and parenthesis). 
- -- - - - --- - --- - - - - - - - -.- -- --- -- - -----A --- --- 

By insisting that an aesthetic token is the content of an AA and not a property of P or 

K, Fiske is then able to maintain the formalism that he daims exiçts throughout the cognitive 

chain, starting with SUSSsymbol neural states, then to the AAs, and then to pattem constructs 

with AA content. articulated as P/Pf/Pn. Fiske concludes that "despite the causal properties 

of pattern constructs via SUSS-s~nbol quantification, aesthetic attitude (psychological) states 

exist independently of neural states" (Fiske, 1993: p. 126). Actually, Fiske maintains that AA 

states are not reducible to neural states. in point of fact, everything discussed so far (up to and 

induding Pri~iciple 3 )  has been a description of covert activity. By being covert, this activity 

cames with it two features: first, it is cognitively inaccessible; and second, it is mandatory and 

involuntary. The AAs (and their creation and subsequent description of their contents) are said 

to arrive on the cognitive scene as a direct and involuntary result of a mechanistic set of 

computa tional processes. Active (i.e., overt) listener participation in the processes is no t a 

factor up to this point, although Fiske says that the listener is aware of the results of the realized 

decision-type. 

Principle 4 of the A A s  states that "appearance-value (AV) is the nonsemantic maluafion of 

an ouert response to the decisiou-type product of P-K cornparison tokens" (Fiske, 1993: p. 134). A 

more detailed look at Fiske's use of the tenns 'overt' and 'covert' is in order. Primarily, the 

listener is said to be aware of and can dexribe 'overt' activity. Fiske states that he uses the 

ternis 'overt' and 'covert' "simply because 1 don? iike the words 'unconxious' and 'conxious' 

15. Note that Fiske refers to an aesthetic token as an aesthetic (noun forrn). 
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since (1) they have cawed so much confusion ever since Freud, and Freud is no longer au courant 

anyway, and (2 )  other words such as ' i m p e ~ o u s  to introspection' take up so much space. 

0-K?" (Fiske, 1993: p. 134, footnote 10, Fiske's italics).l6 That having been said, the activities 

occurring within the framework of Principle 4 are deemed to be 'overt' and the listener is said to 

be both aware of them and can also desmbe them. 

Fiske defines 'appearance-value' (AV) as a listener-fek response caused by an aesthetic 

(Le., decision-type). Fiske differentiates his concept of " felt response" from others by refusing 

to permit a bond between the T-R pattern and the AV. That is, the AV is not deemed to be a 
- . -  .. . - 

properf-y of but rather is cuused by the aesthetic. Fiske (and perhaps rightly sol does not wish to 

permit a situation in which the so-cailed "felt response" is inherent in the auditory signal itself. 

In other words, he does not want to say (and again perhaps rightly sol that the auditory signal 

is symbolic of (therefore reducible to, and causal ofl  a content (Le., a felt response). This is al1 

because of his stipulation that "T-R patterns are content and causal-property neutral" (Fiske, 

Fiske specifies five ontological criteria for appearance-value (AV). These are: 

1. AV is caused bv a specific decision-type aesthetic that satisfies the conditions 
of an aesthetic attitude. 

2. AV is a nonreducible psychological property (Le., nonreducible to aesthetic 
States, etc). This property has the followuig form: decision-type D evokes an X- 
caused affective experience A, where D is the usual P/P/Pn trichotomy, X is 
some life experience or event. and A is a particular affective expenence -- 
longing, joy, sadness, etc., etc., etc. Affective experience A takes on AV as 
describeci by the followuig criteria. 

3. AV is Linked to the affective response of an aesthetic attitude state: AV 
therefore has no truth-value. An X-caused affective experience A, evoked by a 
Mener-realized decision-type Dl can be neither tnie nor false contingently; there 
are no contextuall y specifia ble environmental objects that establish mith-vaiue 
conditions for AV responses to music. 

- 

16. 1 shall elaborate on Fiske's apparent deliberate Iack of clarity in Section 8.5.4.c. 

17. In fact, Fiske insists that the proper focus of research should be on the 'listenefs 
own nonreducible aesthetic attitudes caused by varying success in negotiating the 
decision- task hierarchy" (Fiske. 1993: p. 127). 
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4. As an independent (i.e., nonreducible) property, AV may interact freely with 
other mental states (beliefs, desires, experiences, and their affective content), but 
is done so at the whirn of the individual listener. This interaction is therefore 
nontruth-preserving and unpredictable. 

5. AV may or may not occur as a result of encountering and processing a 
particular musical event or as a result of repeated encounters with that event 
(owing to variable listening conditions, variable iistener dispositions, etc.). (Fiske, 
1993: p. 127P  

This comptetes my overview of the 'nile management systems' model. The next section 

comprises a detailed cntical analysis of issues that have arisen in the presentation of the model. 

Fiske's model of-music rogn-ilion is-*perhaps the tnost explicit* cognitivist theory thus far 

examined. My general task, in the next section, will be to unpadc the difficulties with the model 

specifically with a view to my own two-fold project of relating the APV to the 

manifest/scientific image supervenience issue in CTM. 

8.5 Gitical commentary 

8.5.1 Naturalizing the aesthetic attitudes 

8.5.1.a Opening remarks 

To begin, let it be said that there is a similar problem in Fiske's proposa1 for the 

naturalization of the AAs as with Fodofs postulation of a language of thought.' I contend that 

in proposing the AAs to be the 'causal connectors' between sound objects (i.e., nonsemantically 

evaluable musical tokens) and T-R patterns (Le., mental symbols of musical thinking), Fiske is 

making the same error as Fodor does. If the argument against Fodor is that the PAS, being 

supervenient upon as he says, "some physical state or other," leads to an infinite regress, the 

argument is not going to be much different in tenns of Fiske's daim that the AAs have causal 

properties. By postulating such a claim, Fike then puts himself in the unattractive position of 

having to explain the causal story for the decision-rnalcing hierarchy, and so on down the line. In 

any case, even i f  he could provide an expianation, it gets less and less interesting because it 

18. Refer to Çection 8.5.4.6 for critical commentary on the above. 
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becomes more and more remote from the manifest image of music. The more atornic the 

explanation becomes, the less interesting it is for a theory of music (rnanifestly conceived). There 

wiU be a point in the chah of regression at which the reader w3.I look up and ask, 'What does 

all this theorizing have to do with music?" 

There is another equally troublesome problem with Fiske's appropriation of the term 

'aesthetic attitude' in terms of its being a natural phenornenon. 1 daim that Fiske and others 

who promote CM, have adopted an what 1 cal1 an "attitude to aesthetics" which 1 daim is not 

causally, but rather culturally instantiated. The historically accepted use of the term, 'aesthetic 

attitude' may be taken as an explanation of how a person relates to a piece of music as a work 

of art. Fiske's particularized use of the term emanates from a goal to provide a xientific 

explanation of the forma1 (and formalized) processes of music cognition. Thus, the term 

'aesthetic attitude' in its new guise, refers to a causally instantiated mental entity. I daim that 

one rnay espouse a particular 'aesthetic attitude' (manifestly conceived) which may be more 

accurately thought of as an 'attitude to aesthetics.' Ln approaching the term this way, it has the 

advantage of treating an 'aesthetic attitude' as a definable stance (among many) from which to 

understand how music manifests itself in the world.19 

Fiske criticizes cognitivist modeis (in particular, L / J's) that assume "that the dynarnics 

of musical structure represent at the same time the dynamics of cognitive structure" (Fiske, 1990: 

p. iii). Fiske's theory actually falis into a similar trap. Fiske makes what 1 take to be an incorrect 

assumption that the dynamics cf q ~ i t i v e  processing certifies (and in fact, naturalizes) the APV. 

1 shall unpack my argument in the next few paragraphs. 

First, a summary of Fiske's mode1 would be articulated as: (a) the nature of the 

information provided to a cognitive procesçing network is the acoustic stimulus to the auditory 

sensory system provided by a musical inçtniment; (b) the cognitive processing network is 

shuctured as an informationally encapsulated music module equipped with processing d e s  

29. From this point on in my commentary, 1 shall differentiate between my use of the 
term 'aesthetic attitude' by designa ting i ls  speci fic scien ti fic usage as A A. 
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which handle tonal-rhythmic information exclusively by engagmg in a decision-making process 

involving the formulation and cornparison of tonal-rhythmic patterns; (c) the processing 

outcomes are in the form of patterns and pattern cornparisons summarized as Pl P', or Pn 

decisions; and (d) the significance of (cl to the individual is musical interpretation. musical 

meaning and musical communication. based on a reading of a given pattern in terms of Pl Pl or 

Pn decisions. Thus, musical significance is framed within a cognitively inaccessible formal 

process. That which is said to be projected to the manifest level is, under the above conditions, 

instantiated as a natural process, conceived in the saentific image mode. 

Recall that Fiske sets out three goak in Music and Mind. He states that his purpose in the 

book is to "(1) identjr some descriptors of music decision-making activity; (2) show that this 

descriptor set has universal application; and, (3) demonstrate the significance of this for a 

theory of music aesthetics" (Fiske, 1990: p. vii). 1 claim that goal #2, the quest for the 

identification of universal cognitive processes, is the motivating force behiid Fiske's mode1 as 

well as others promoting a cognitivist hypothesis for music. Goal #3 is the reward for goal #2, 

because then Fiske's theory will have provided scientific proof for the authenticity, the 

legitimacy, and the naturalistic foundation for the AAs. Recall that in Fiske's theoretical 

economy, the manifest image of music supervenes upon the xientific image, and by extension, 

an  explanation of the manifest image of music (in terms of the APV) is illuminated and 

legitimized by a xienüfic explanation of the cognitive processes and stxuctures that are causal 

to manifest expenence. Tha t is, xientifically motivated explanations of music cognition explain 

away referentialist or expressionist aesthetic attitudes in music (manifestly conceived) as 

artificial or illusory. 

The problem with the above is that the t e r m  of scientific explanations of music m u t  be 

founded in the terms and categories of the manifest image. Ulümately, in terms of discussions 

of aesthetics, the APV has no more legitimacy in the world than referentialist or expressionist 

attitudes. All three have a level of validity under certain conditions. The important point is that 

an e s p o w l  of any particular attitude to aesthetics pertains to a person's manifestly conceived 
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image of a particular piece of music or musical activity at a given time. Any one (or some, or all) 

of the various aesthetic attitudes could be incorporated into different situations for different 

reasons. For instance, embracing the APV on occasion may be appropriate for the analysis of 

the structure of musical works. Adopting a referentialist aesthetic attitude on occasion may be 

appropriate for understanding the histoncal and cultural aspects of musical idiorns. Espousing 

an expressionist aesthetic attitude on occasion may be appropriate for understanding the 

relation of the fonnal features of a work as being symbolic of human feeling. Each aesthetic 

attitude contains some meayue of truth about a particular piece of music or musical activity 

without necessariiy containing the whole truth. 

As stated throughout this study, CTM is dependent upon an espousal of the APV on 

which to premise explanations of the structures and processes of music cognition. In other 

words, because of its formalist underpinnings, the APV makes a very good fit for CTM. By 

presupposing an ontology of music in which tonal-rhythmic patterns are stipulated as musiml 

and conceptual, historical or cultural influences become stipulated as nonmusical. This pennits 

the kind of reductions that are best served bv a xientific image of music formulateci in an APV- 

based view. 

Thus, explanations of music cognition in te- of a scientific image are actually 

undertaken using the terms and categories of a particularized manifest image instantiated in the 

APV. In tenns of the APV, we know that forma1 entities such as tones, rhythms, patterns, 

structures, etc. become the ontological objects for a particularized rnanifest image of music. In 

CTM, the step taken from an ontology based in forma1 musical entities (manifestly conceived) 

to an ontology of mental representations of such items (xientifically conceived) is seemingly 

made without much ado. However, if the situation were r evend ,  with the saentific image of 

music becoming supervenient upon the manifest image, then the self-limiting scope of CTM 

becomes obvious. For CTM to be accountable in terms of the manifest image, it will then have to 

account for the whole musical environment, of which the APV is but a srnail part. 
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8.5.l.b On Principle 2a: semantic evaluability 

Recall that Pririciple 2a (expressed as a corollary to Principle 2) states that "X attitude 

state is a psychologicaf sfate, a tokeii of which is R decision-type attitude hnving (individual lisfener- 

selected) P. P', or Pri content" (Fiske, 1993: p. 121 1. My aitickm stems from what 1 see as an 

error of logic instantiated in Pri>zciple Za in terms of the claim that P/P'/Pn decisions are not 

semanticaliy evaluable.20 Let me unpack that criticism. Briefly, if as Fiske states, a match or 

mismatch c m  be made between the statement, "today is Thursday" and the mith of what day 

it actually is, then I do not see why a match or mismatch cannot be made between a P/F'/Pn 
.- - - ------ ----a---- --. - -- --- --- -- . 

decision and the tmth of that cornparison deasion. In terms of P/P'/Pn dechions, there has to 

be a base level of evaluability (and whether it is "semantically" evaluable or not is not of 

importance to my point). That is, if LI makes a decision that P = P and if in fact it tums out to 

be either m i e  or not mie that P = PI then the deasion made by L1 (that P = P) is in fact 

evaluable. 

The reason why 1 rnake this c l a h  is because 1 think Fiske is creating a 1ine of distinction 

between the evaluability of linguistic decisions and the evaluability of musical decisions. As 

Fiske states, the exit point in the decision-making hierarchy for a "today is Thursday" decision 

can be no more or less a determining factor for semantic evaluability than the exit point for a P 

= P decision. According to Fiske, bo th decisions are right for the perceiuer regardless of the tmth 

or falsity of the situation. Let us accept that claim as correct for now. However, here is the 

problem. On one hand, Fiske states that a person's belief about a "today is Thunday" 

statement can be changed if it is tested to be false. On the other hand (see example 1 in Fiske, 

1993, pp. 123-1241, he states that LI and L2 simply hear two pitches as either in tune or out of 

tune and testing cannot change what they hear. LI srniles, belieuing fhat the two given pitches 

are in tune, while U frowns, belim'ng that the two pitches are not in tune. My problem is with 

Fiske's daim that even checking the pitches with a frequency counter cannot change the way LI 

and L2 hear the two pitches. Fiske answers the question, W h o  is correct?" by stating that 

20. See M o n  8.4.2 for discussion on that issue. 
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"they both are. LI hears [the two pitches] as king in tune; L2 hears [the two pitches] as king 

out of tune. What LI h a r s  is 'true' for LI; what L2 henrs îs 'true' for L2" (Fiske, 1993: pp. 123- 

124, Fiske's italics). For argument's sake, let us accept that for now. However, the problem 

anses when Fiske concludes that the moral of the story is that "the human auditory system is 

the final arbitrator in intonation contests" (Fiske, 1993: p. 114, my italics). My concem with this 

centres around the inconsistency of why the calendar qualifies as the final arbitrator in "today 

is Thursday" contests and the mechanical pitch analyzer does not. Both the calendar and the 

pitch analyzer are external to the perceivers and both are set up as means to objective 
-* &-- --- - - -  . -. - - - .  

measurement. 

Nevertheless, Fiske claims that looking at the frequency counter's gauge will not change a 

listenefs belief about the tuning of two pitches. So, if a listener hears the two pitches as in tune, 

but sees on the frequency counter's gauge that the pitches are out of tune, Fiske c la im that 

nothing can change his mind (i.e., his beliefl as  to what he hears. According to Fiske, the 

listenefs seeing as "out of tune" cannot overcome his heanng as "in tune." 

The problem is that 1 think Fiske is playing a bit of semantic gamesmanship here. First of 

all, 1 do not see any final difference between situations such as  "henring that such and such a 

pitch is in (or out) of tune." "seeing that such and such a pitch is in (or out) of tune" (with the 

use of a frequency analyzer), and ultimately "beliatiq thaf such and such a pitch is in (or out) 

of tune." These are al1 subjective ways of judging. With these terms, it a11 cornes down to belief. 

Fiske daims that the listener cminot believe a different story than that told to hùn by his ears, 

even if his eyes tell him otherwise. The question arises as to why hearing as takes precedence 

over seeing as in subjective modes of judgment. As far as the henri~ig as side goes, this argument 

can be traced back to the influences of the APV. Music, premised as a solely henring as 

situation, is said to operate solely in tenns of the auditoryiognitive domain. In an APV-based 

musical ontology, "hearing" is believing and "seeing" is 'nonmusical,' and therefore cannot be a 

party to the process of so-called 'musical' judgment. 

Now, let us step back to Our "today is Thursday" question. The question arises why 

Fike  singles out hennng that situations as semantically invaluable and yet permits beIim'ng fhat 
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situations such as in the statement, "today is Thursday" to be semanticaily valuable. i f  1 am in 

a state of belief that today is Thursday and it b in fact not Thursday, Fiske clainqs (as do 1) 

that I a n  have that state altered simply by looking at the calendar to see what day it really is. 

On the other hand, Fiske daims that 1 ca~inot change my belief about the hearing of two pitdies 

even though a frequency analyzer rnay indicate otherwise to my eyes. Fiske says that 1 just hear 

it that way and nothing can alter the way 1 hear the two pitches. The reason 1 suspect that Fiske 

makes this stipulation is because, heankg as (in terms of music) cannot be constitutive of belief 

because belief as a linguistic notion is said to be contentful. In point of fact, the formalism 

inherent in the APV itself precludes iinguistic-style belief patterns entering the evaluation 

process. 

The problem remains hoivever, as how to reconde the notions, seeing as and hearing as. 

On the basis of his own argument, Fiske would have to agree that for a deaf person, seeing as 

would be unalterable in terms of what his eyes told him, because the deaf person would by 

necessity be operathg in a visualcognitive mode. Without being able to hear the two pitches, a 

deaf person would inalterably have to beliez~e that his seeing of the two pitches as different on 

the gauge was correct because he saw them as different. However, under Fiske's argument, since 

the deaf person would have to rely only upon his sight for judging the two pitches, he could 

never be convincecl that what he saw was not tme. 1 wodd argue that the deaf person would 

never be so sure that what he saw on the gauge was actually tue ,  because a certain element of 

belief (or disbeliefl would have to creep into the situation. In any case, for me, it al1 seems to 

corne down to a case of belief, and we know, by definition, that belief sta tes are semantically 

evaluable. Therefore, and on that basis, 1 am in disagreement with Fiske as to the semantic 

invaluabiüty of hmnng as situations. For me, hearing as situations are too easily mixed up with 

belieuing as situations for there not to exist a certain level of semantic evaluabüity. 

The problem hinges on Fiske's insistence on reduang the answer to a strictly henring as 

situation. It would seem that Fiske interprets an "in tune" type of decision as  effectively a 

"music cognition" decision, that P = P. In terrns of my broader conceptual framework for a 
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musical ontology, hearing two pitches in isolation and making a P = P decision would not 

necessarily have to be a "musical" decision per se, albeit that it would certainly qualify as an 

"auditory perception" decision. A "musical" decision involves a wider context than a simple 

auditory judgement of the comparative frequency of two isolated pitches. Nevertheless. 1 

contend that a P = P decision cames with it an element of semantically expressed belief. 

in his second example (@en in order to prove the mith of Pnnciple 2a), Fiçke dusts off 

the old "there's no arguing with taste" argument. He states that Ll's thinking that a 

performance b expressive is jyst as mie for him as L2's thinking it was not. 1 have no quibble 

with that as far as it goes. The problem 1 have concems Fiske's causal story. He claims that 

knowledge of style, performance practices, etc. have no effective bearing on a listenefs affective 

response. Remaining loyal to the APV, he states that "the human auditory perceptual system is 

the final arbitrator in expressive performance contests" (Fiske, 1993: p. 1241, taking other non- 

auditory factors, such as rational or ideational means of judgment out of the picture. However, 

the real moral to Fiske's story is in ius conclusion that affective response is the product of (i.e., 

caused by) T-R manipulation. 

Thus, according to Fiske, the causal story for musical affective response is by necessity 

tied to the APV. While there may in fact ultimately be a causal explanation for affective 

response. my quibbie is in the insistence of its being a f u m l  cause. Ln the alternative conceptual 

framework I am suggesting, in which music cognition is supervenient upon the effects of a wide 

and irregular environment, the story will of necessity be more complex, but no less valid. The 

interesting part of it is that my alternative proposa1 does not invalidate the daims of CTM, but 

rather puts CTM into its proper perspective, and effectively removes the basis for its 

universality daims. 

8.5.l.c O n  Principle 4: criteria for appearance-value 

Recall that Principle 4 states that "appenrance-value (AV) is the n o n s m n t i c  euuluation of 

an overt reçponse tu the decision-type produd of P-K cornparison tukots" (Fiske, 1993: p. 134). Fiske 
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sets up a double standard in his description/explanation of criteria for AV.21 Conceming the 

two listeners (LI and L2) listening to the tuning of two pitches, recall that Fiske argues that 

there is no independent standard of correctness (i.e., mith) for haring as. Fiske argues that LI  

and L 2  are 60th correct in their disparate judgements of pitdi. The conclusion he reaches is that 

truth preservation and predictability are limiteci to the auditory judgernent of the individual 

listener. My complaint is that Fiske does not permit the same standards for so-called "felt 

response." In other words, the question arises why Fiske does not permit an equal resdt 

concerning affective expenence as he does for auditory experience: that is, that L1 and U both 

be deemed to be correct in their experiencing of either joy or sadness in response to the same 

musical passage. 

Fiske explains (in Criterion 2 that affective expenence itself îs not caused by an 

aesthetic decision (i.e., a P/P1/Pn decision) but rather but by some "Me experience or event." 

(See above). Thus, affective expenence A, being hue only in terms of some 'nonmusical' event 

(i.e., outside the realm of T-R pattern relationships), has nonreal stahis as AV. The tmth or 

falsity of the experience, according to Fiske, is not Linked to the aesthetic (Le., the P /P/Pn 

decision). The question remains, however, how the "felt response" is evoked by the P/P'/Pn 

decision-type D. In my view, Fiske fails to explain properly the connection among the 

components of the "felt response"-P/Pr/Pn decisimi-fype-life expênence trichotomy. 

Let us go back to the criteria Fiske imposes for AV. Criterion 1 states that AV is caused 

by (and not reducible to) a P / P  /Pn token. Affective experience A is caused by life event X and 

property AV "evokes" affective expenence ' A 9  If, as it has been said, AV is caused by a 

decision-type aesthetic, then in my view, it is not stretching the point very far to interpret this 

21. See my cornments on Pnnciple Za for a discussion of truth and falsity in t e m  of AAs. 

22. Standard dictionary definitions ascribe the term, "to evoke" as variously to conjure, 
describe, elicit, induce, prompt, resemble or summon. On the other hand, to "cause" 
means variously to compel, effect, produce or prompt. There seems to be an element of 
cause (broadly conceived) in both terms. My question is, how fine a point is Fiske 
attempting to came between the two notions? Perhaps there is not as much difference 
between the terms as Fiske may irnply. 
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as meaning that AV is in a causal relatiomhip to (though not the sole cause ofl affective 

experience. Then if AV is not the sole cause of musical affect (and 1 do not understand how it 

could bel, it is probably at least contributorilv causal. If sol then it would not be stretching the 

point very far to say that there is a causal chah (or better, network) of musical meaning which 

includes at minimum, such factors as  the aesthetic decision-type, life expenence and musical 

affect. In my view, there does not seem to be a convincing way to segregate Me expenence from 

musical experience; and that is perhaps how it should be. The problem is that because CTMrs 

conceptual framew0rk.i~ premised on a saentific view of music, the segregation is inherent in 

the methodology. Therefore, 1 see the principal task of CTM as finding a means to reintegrate 

sdentifically conceived musical experience into the manifest image of music. 

8.5.1.d Overtness, covertness and persons 

I am not sure if Fiske has cleared up the issue of the difference behveen the tenns 'overt' 

and 'covert' completely, because he is not clear about something that he discusses earlier 

concerning the listenefs involvement in the choice of exit points in the decision hierarchy. Tha t 

is. it is not entirely clear whether the listener chooses to exit the decision hierarchy or whether the 

exiting is an involuntary or mechanical processing step which occurs automatically. Specifically, 

the confusion is created in the following four statements made by Fiske: (1) "the Mener's 

decision regarding the relationship between two patterns is the outcome of negotiating a 

multitiered, pattern-processing hierarchy" (Fiske, 1993: p. 113); (2)' "each of these stages serves 

as a potential exit level for the listenef (Fiske, 1993: p. 114); (31, "apparently the listener deals 

with an organized (and experimentally identifiable) sequence of task decisions ra ther than an 

unconnected array of P-K cornparison questions" (Fiske, 1993: p. 114); and (41, "at some 

temiinal point in the processing selected &y the listnier (voluntarily or involuntarily - due to 

interest, listening capability or whatever) L makes a decision about the P-K (interpattern] 

relationship" (Fiske 1993, p. 122). 
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1 see three possible ways to explain the apparent inconsistencies in those statements. 

One possible interpretation is that when Fiske uses active terms (e-g., "the listenefs decision," 

or "potential exit," or "the listener deals with"), he is in fact anthropomorphizing the cognitive 

apparatus by referring to it as "the listener." Perhaps a more scientific comistency of 

terminology is in order, in order to make it perfectly clear that the processes being describeci are 

either available to or impervious to introspection (even though the processes described above 

are supposedly impervious to inspection). A second possible (and not flattering) explanation is 

that Fiske is simply inconsistent in his theorizing. If in fact the listener does make decisions 

about processing at a level postulated as 'covert,' when such activity is actually not enorely 

covert, then Fiske opens himself to problems conceming the intemal validity of his theoretical 

framework. A third possibility is that, if there is indeed an active force (i.e., an introspective 

listener) doing the work at the JO-cakd 'covert' level, then Fiske is exposing himseü to a form of 

Cartesian dualism, with the so-called 'listenex' acting as a kind of homonculus, watdllng over 

and guiding the proceedings of cognitive processing. If this is the case, then it goes against the 

materialist (anti-duaüst) orthodoxy of modem cognitive science. 

In any case, Fiske does not resolve any of the above inconsistencies. On a broader plane, 

the inconsistencies in terminology alluded to above have more to do with the fundamental 

problem that promoters of the scientific view of man-in-the-world have in explaining human 

activities such as music. It is difficult for Fiske (and others who promote CTM) to avoid using 

terms such as "listener" when they mean something more connected to a materialistic 

description of the workings of a hypothesized music cognizing apparatus operating inside a 

human Listener. 

The ktener in my sense of the word is a person who lives in a world which has, among 

other things, music. A listener, then, is a person who encounters, learns, does, absorbs, enjoys 

and makes judgments of music. That is, a Listener is a person who exists in a manifest world 

which has music in it. The problems begin when the Mentific world appropriates terms which 

are intuitively and substantively a part of the manifest world and uses them to describe a 
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xienafic world. In my view, the term listenef is not a good starting point to desa-ibe atomistic 

processes, but the scientific effort has not much choice as long as it promotes the assumption 

that the manifest world supervenes on the scientific. 1 contend that 1 have here a good case for 

arguing the reverse. 1 shail come back to this point in Chapter 10. 

8.5.2 Imateness, community and musical formalism 

RecaU that Fiske (in his pre-theoretical premises) clairns that humans have an innate 

capacity to re1ate.t~-rertain sounds as music. .He also claims that an individual receives 

categorizatiori of musical and non-musical concepts from the community. He claims as well (on 

the Fodorian mode11 that musical objects are 'auditory information-bound.' 

There are several items to unpack from the above claims. However, my first task will be 

to demonstrate how Fiske's APV-based philosophical position relates to his account of music 

cognition. On this account, Fiske claims that 

specialized mechanisms have specialized functions. and they are limited to 
processing restricted forms of information. Musical patterns are auditory- 
information bound. As such, pattern construction mechanisms are incapable of 
recognizing non-auditory information since they are not designed to interpret that 
information even if in some way it could be sent to these mechanism, which it 
cannot. (Fiske, 1 990: pp. ix-x, mi italics) 

At fint glance, one would assume that the logical conclusion to the italicized section 

above is that non-auditory information must be categorized as 'nonmusical.' Fike confinns this 

conclusion when he states that 

musical unity is limited to the cornparison of patterns that are perceived aurally, 
and that emanate from the structure of an (aura11 music language. Other claims 
of unity, that is, those created from rule systems outside the boundaries of the 
tonal-rhythmic language, are, at best. artificial and, a t worst, fictitious. (Fiske, 
1990: pp. x-xi, Fiske's parenthesis) 

Fiçke gives examples of so-called 'nonmusical' factors as "rnathematically denved ratios 

and mathematical devices.. . pictonal devices. where a visual or linguistic concept serves as an 

organizational principle for tonal elements (e.g., shapes, letters (e.g.. B.A.C.H.}, lines, objects) 

or, occasionally, as an end in itself, where the tonal renilt is secondary to the visual impact of 
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the score (see, for example. Notations by John Cage (1969))" (Fiske, 1990: p. ix, Fiske's 

parenthesis). Fiske's AFV-based view is further confirmed when he grants 'nonmusical' status 

to relationships in terms of what he identifies as "compositions inspired by or intended to 

convey programmatic or imitative associations" (Fiske, 1990: p. ix). 

The extent of the intemalistic bias in Fiske's definitions of music cognition and what he 

deems to constitute a 'musical' sound object rnake it difficult to understand how a community 

could mer have influence on a listener. That is, the question persists how a cornmunity could 

have the least influeno -on gn jqdividual's decisio-ns q to which-soynds. are deemed 'musical' 

and which are deemed 'nonmusical.' Fiske stipulates that the communication between 

community and individual listener must occur in terms of "a sound object [which is] accepted 

by a human community as  representing a musical concept (with al1 of the intentions and 

expectations assumed by a concept of Music)" and can occur only when a musical concept is 

stipulateci to be stnctly within, as he states, "the boundaries of the tonal-rhythmic language" 

(Fiske, 1990: pp. vüi and xi). On this account, musical concepts can be transmitted from the 

community to the individual only by means of a language embodied exclusively by tonal- 

rhythmic patterns. and not by any other means. 

In effect, Fiske's clabris are loaded with unsupportable assumptions. First, it remains to 

be seen how so-called 'musical' concepts (which, on Fiske's account are embodied exclusively as 

tonal-rhythmic patterns) are transferred from the comrnunity to the individual. Second, Fiske is 

remarkably unconcemed how a communit y amves at assumptions as to which tonal-rhythmic 

patterns in the whole acoustic array count as specifically 'musical' patterns. Third, Fike needs 

to explain how a notion of what constitutes a 'musical' sound object can be successfully 

communicated if the only means available for 'musical' communication is through the 

transmission (from comrnunity to individual) of the tonal-rhythmic patterns themselves. There 

has to be some additional information over and above that which is instantiated in a mere tonal- 

rhythmic pattern to render itself powerful enough to be engaged in a successfd transmission (as 

a musical concept) between members of the community and the individual. In other words, 
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Fiske has yet to complete the task of explaining what specifically it is that disünguishes 

'musical' from 8nonmusical' tonal-rhythmic patterns before he can even begin to explain how 

either category is cornrnunicated as such between the community and its individuals. 

Fiske hints that if it is true that humans have a unique capacity to process tonal- 

rhythmic patterns as music in terms of "assumed intentions and expectations [that] imply 

speafic cognitive processing for realizing musical content and for hilfilling the musical process 

from sender to receiver" (Fike, 1990: p. vüi), then one wouid assume that naturalizing the APV 

and therefore, -.. music, .-.-. --.- is but - - -  a short a ... - step awav. He confirms this suspicion when he concludes . - - -4-- - - - -  

that "if the above is true, then it is a short step to a p ~ a p l e  of universality" (Fike, 1990: p. 

viii). The process of communalizing the musical sound is thus based on a self-fuifihg 

propheq. A sound object is first accepted by a cornmunity as representative of a 'musical' 

entity. Since the music cognizing mechanism can only receive and process tonal-rhythmic 

information through formalized mental structures, the cognizer can only transmit back to the 

community that which is deerned (in tenris of an APV-based musical ontology) to be 'musical.' 

Thus, through a process of circular reasoning, Fiske binds together the trichotomy of innateness, 

community and aesthetic formalism. 

The problem with claiming that hurnans have an innate capacity to cognize music is that 

a rationale has to be created for a set of natural mental processes or structures that are 

intrimicail y 'musical .' Although 1 suspect t ha t Fiske has contradicted himself on that count 

(stating that a sound object must first be accepted as music by a community), 1 would not think 

that such a contradiction would deter him from saying (by way of explaining the evident 

contradiction) that the membea of a community accept a sound object as music because al1 

members of that community are naturally predisposed tu do so by definition, not because they 

get together and make decisions about such rnatters. 

According to the cognitivist story, the community must be made up of individuals whose 

mental music cognizing apparati have basically the same design as the idealized Mener. They 
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too have no choice about deciding on the 'musicalness'~ of a soland object because logically they 

too are subject to the same processes as our listener. For that reason, 1 camot take seriously 

Fiske's deference payrnent to the effects of culture or community on the ontological status of 

music, principally because Fiske does not in any way mean to infer that a community's version 

of what is musical goes beyond the domain of the sound object. 

1 suspect that Fiske's purpose for bringmg in the "effects of the comrnunity" argument is 

meant more to camouflage the intent of the theory (Le., to naturalize the aesthetic attitudes) 

than it is to offer-substantive explanations of the real effect the eommunity may have on an 

individual's cognition of music. especially if in fact the community's belief systems about the 

ontology of music were to entai1 an encompassing of a wider-than-sound-object domain. 

According to the stipulations of Fiske's definition of music, that would be an impossibility. The 

problem, however, is not sirnply one of definitions. As mentioned concerning other points of 

criticism, it is more cmcially an issue of supervenience, an issue which I touch upon in the final 

section. 

8.5.3 Musical meaning and musical communication 

If music is a (metaIlanpage (in the sense that Fiske intends), I suggest that two intuitive 

questions must arise: first, what fonn does 'musical meaning' take; and, second. what kind of 

relation persists between a listener and his or her soaal/cultural milieu resulting in so-called 

'musical communication.' 1 shall undertake to elicit from his statements on the matter what 

Fiske's answer might be to those questions. In the process, 1 shall demonstrate that for Fike's 

answers to make sense, any explanations of the notion, 'musical meaning' must by force be 

offered within the bounds established by the APV. 

To that end, Fiske presents a challenge to detractors that it must be shown that "(a) 

certain propositions concerning the existence of (non-referential) musical meaning are true, and 

23. 1 avoid the term, 'musicaIity' because it has other meanings which do not pertain 
to my point herc 
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(b) that such meaning can be communicated, and that these concem are explainable while 

maintaining a consistent Constnictionist position" (Fiske, 1990: p. 64, Fiske's italics and 

parentheses). For the record, the third condition effectively negates the viability of 

demonstrating the first two. First, he argues that it must be shown how the decision-making 

process at the processing level pertains to the interpretation of musical performance, aUowing 

for variances in interpretation from performance to performance as well as allowing for 

variances in interpretation between (or among) performers. Then, it must be shown how to 

create a description of t k  substance of 'musical meaning' (what it consists of, how it is 

structured) in terms of the pattem decision-making process. Finally, it must be explained how 

'musical meaning ' is t hen communicated within a Constmctionist position. 

Fiske begins by asking a hypothetical question that if in fact such a cognitive entity as an 

interpretation hierarchy were to exist, how would such a hierarchy conform to the notion of a 

decision-making processing hierarchy? On the basis of this question, Fiske makes two 

provisional presuppositions: first, he states that the "processing hierarchy is a hypothetical 

construct.. .an analogy for whatever explains music decision-making behavior"; and second, he 

states that "interpretation is represented by manipulations of structural components.. . [and] is 

really a refinement of the series of questions concerning pattern structure" (Fiske, 1990: p. 73). 

On the basis of these premises, Fiske moves quickly to conclude that since both the music 

decision-making processing hierarchy and the process of interpretation are both processes 

involving the "manipulation of stmctural components" (i.e., the manipulation of pattem 

structures), then he states that they m u t  be one and "the same hierarchy. Therefore, both 

structural relationships and interpretive relationships are realized cognitively through the same 

general processing format: detection, discrimination, identification, and evaluation of pattem 

differences" (Fiske, 1990: p. 73). Thus, according to Fiske, pattern structuring and pattem 

interpretation are linked by the same fornialistic processing format. 

However, the significant difference between the two processes is that pattem 

constmction is involuntary and passive, and as we shaii see, Fiske thinks of pattem 
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interpretation (and nibsequent meaning assignment) as an active process. 1 would take the tem, 

'active' to imply that the listener consciously makes decisions concerning the pattern 

interpretation process. I shail discuss the difficulties with this view shortly. Let us accept for 

the moment, that the processing format for pattem construction and pattern interpretation is 

the same, but the processing layers differ: that is, the pattern construction layer is believed to be 

located in the 'vertical modulef (i.e., the Input Systems) and the interpretation and meaning 

assignment layers are in the 'horizontal module' (i.e., in Central Systerns). 

Therefore, for interpretation to take place, Fiske states that the listener can (actively) 

choose either an 

interpretation-loaded P-construct over others that potentially may be 
available.. . [or] cornparisons of presented patterns are made agaiwt two or more 
interpre tation-loaded P-constnicts simultaneously . . . [or] listeners do no t select 
any single interpretation in particular (none may be recalled), but recali pattern 
stnicture alone instead, that is, stmcture devoid of interpretation. Undoubtedly, 
the choice between the three possibilities is the listenefs own. (Fiske, 1990: p. 75, 
Fis ke's parenthesis 

Thus, pattem interpretation is deemed to be restncted to the formality conditions imposed by 

the system. That is, an interpretation of a newly-encountered pattem must be made il1 tems of 

some o t h n  pattern. Another way of expressing it (in computational jargon) is that patterns 

fmction as symbols for comparison to other symbols (Le., patterns). Therefore, on the basis of 

the notion of symbol manipulation, Fiske's concept of 'musical meaning' is actualiy a variation 

on the Turing computationaiist rnodel. 

Once the pattern comparison task is cornpleted, Fiske states that "concern for musical 

interpretation leads to concem for musical meaning" (Fiske, 1990: p. 75). However, according to 

Fiske, a truiy 'musical' interpretation c a ~ o t  exceed the parameters of realized musical tonal- 

rhythmic patterns. To this end, Fiske makes his APV-based (i-e., anti-referentialist, anti- 

expressionist) position dear when he states that 

in fact, any argument that attempts to equate meaning in music with semantic 
knowledge or belief is doomed from the outset ho t  that attempts have not ben 
made) and is, overall, a relatively pointless endeavour. To do so leads either to 
Referentialism, which most aestheti- today do not accept, or Expressionism, 
a position which often looks right, but which relies on a good deal of faith. 
(Fiske, 1990: p. 76, Fiske's italics and parenthesis) 
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Fiske states clearly that because a semantic expression of musical knowledge or belief 

must be taken on faith, being unyieldingly linked with the Referentialist and/or the 

Expressionist positions, a provable (and correct) hypothesis of 'musical (i.e, non-semantic) 

meaning' is not possible without first espousing the APV.24 

The central problem then, as Fiske sees it, is to find a way to explain how the listener 

expresses 'musical meaning' (to himself?) if it camot be expressed semantically. Conceming the 

question of gaining access to an explanation of the expression of 'musical meaning,' Fiske asks, 

"(1 if musical meaning finds no expression through s m n t i c  knowledge, belief, or truth, how 

can the nature of such meaning be articulateci semantically?; and (2) is an investigation of a 

qualitative factor, such as  meaning, out of place where the primary concern has been 

quantitative differences between pattem processing tasks?" (Fiske, 1990: pp. 76-77). Ln terms 

of the fïrst part of the question, a possible solution (but not entirely acceptable to Fiske) might 

be found in Meyer's answer, who proposes that musical meaning is "embodieà" in a musical 

pattern, as an inherent part of that pattern?; Fiske's answer to the second part of the question 

reveals a hint of the direction he wishes to take. His answer follows the intemakt line 

proposed by Fodor and Chomsky (earlier dexribed) that the nature of 'musical meaning' is 

inevitably dependent upon the particular brain-type of humans, that is, by its particular 

concept-forming capacity and by its capacity to permit leamhg to take place. To that end, 

Fiske states that 

the realization of musical meaning (whnteoer its nature) must follow cognitive 
processing. Indeed, it is assumeci that the purpose of this processing, beyond the 
construction of patterns, is a communication product of some kind that c m  only 
be denved from the pattem comparison process itself. (Fiske, 1990: p. 77, Fiske's 
parenthesis and italics) 

24. For the moment, 1 shall assume intuitively that Fiske segregates the notions, 
'musical meaning' and 'semantic knowledge or belief.' Let us take Fiske to mean at face 
value, that he is using the terni, 'semantic knowledge or belief' in comection with the 
notion of truth value as expressed in natural language. 

25. Remember that for Meyer, 'musical meaning' is located in the expectation of a 
subsequent musical event. 



Chnpter 8: The Rule Management Systm Model 20 1 

Thus, for Fiske, an explanation of the expression of 'musical meaning' is simply a matter 

of the system investigating the pattern decision-making hierarchy and asking questions (about 

tonal-rhythm patterns) at any point in the process. According to Fiske, an expression of 

'musical meaning' depends upon what stage in the hierarchy the investigation halts. Fiske daims 

that 

questions of (musical] meaning are a reflection of hierarchy penetration within 
the communication layer; the significance of the questions of meaning are a 
reflection of the depth of penetmting the hierarchy, but are not a reflection of a 
particular level of that hierarchy. (Fiske, 1990: p. 79) 

--. -- -- - - *  -a*- . - --- -- -. 

So, at this point, we need to know what Fiske means by the notions, 'belief-value' and 

'knowledgevalue' (usually associateci with language) specifically in terms of how they relate to 

the notion, 'musical meaning.' 'Belief-value' depends on which level the listener penetrates into 

the hierarchy. Fiske defines 'belief-value' as "the P, P', or Pn decision. it concerns pattem 

identity. It is the belief that 'the comparison pattem is the same (/deriveci from/different from) 

the given pattem"' (Fiske, 1990: p. 80). Fiske daims that 'knowledge-value' "reflects the extent 

of hierardiy penetration by [the listener]: the greater the penetration, the greater the knowledge- 

value. Cnie greater the knowledge. the greater the understanding of pattem function.)" (Fiske, 

1990: p. 80). Thus, Fiske concludes that 

belief-value and knowledgevalue about tonal-rhythmic relationships constitutes 
musical meaning.. ."Meaning" is the epiphenomenal result of the two.. .In this way 
musical meaning has no assoaa tion with knowledgevalue, belief-value, or truth- 
value in their usual semant ic sense beyond the articulation of realized pattem 
relationships as one works his way through the listening task hierarchy-?~iske, 
1990: p. 81) 

Thus, according to Fiske, a listenefs manifest view of musical meaning (i.e., the belief- 

value and knowledge-value the listener derives from a piece of music just heard in a real 

listening situation) is in two senses predicated upon an internalist (constnictivist) explanation 

on two counts: first, that 'musical meaning' originates from intemal cognitive processes; and 

second, tha t 'musical meaning' is a product of tonal-rhythmic pa ttem comparison procedures. 

In other words, if a listener were to hold a belief about a piece of music (just heard) that was 
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outside the parameters involving the comparison of tonal-rhythrnic patterns, that belief would 

have to be taken (on Fiske's view) as false or at best, an illusion. That is, according to the design 

of the 'rule management systems' model, the so-called "facts" produced as computational 

realizations of pattern processing are the only mie and real musical facts worthy of discussion. 

In my view, Fike reaches that conclusion because those so-called "facts" are founded 

upon a self-limiting APV-based definition of music cognition, which Fiske claims is "limited to 

the construction of tonal-rhythmic patterns from acoustical information, events, and the 

cornparison of --. this -- pa . - .  ttem --  - - against - -.- previous'y - .  . presented --  . - . -  patterns . . . - - and . new incorning events" 

(Fiske, 1990: p. 26). Fiske states that those elements which remain "outside the domain of the 

music module - mathematical relations, notationally derived relations, [and 1 would assume 

historical, cultural influences] etc. - which are not expressly realizable tonaliy or 

rhythmically ... must remain for us as notational artifacts that pass unrecognized by our own 

particulnr auditory processing structures" (Fiske, 1990: p. 84, my italics). That is, if there is 

processing going on which does not have to do with the processing of tonal-rhythmic patterns 

(constructeci from the auditory domain), that brand of processing is not, by definition, music 

cognition because processing structures for so-called nonmusical information are incapable (by 

definition) of recognizing auditory information as music. 

Therefore, on this model, music communication (between composer and listener) 

becomes a matter of finding a compatibility level between a composefs (and, by extension, a 

performer's) and a listenefs rule system for processing and realizing tonal-rhythmic patterns. 

According to the 'rule management systems' model, the extent and success of the 

communication is of consequence dependent upon the extent of penetration by the listenefs 

cognizing apparatus into the task hierarchy for processing tonal-rhythmic patterns, to the 

exclusion of a11 other so-called 'nonmusical' processing tasks. To this end, Fiske states that 

"music cognition is limited to idenûfying such relationships, and the extent of communication is 

dependent upon the success of the music cognition process (Fiske, 1990: p. 84). It is upon the 
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above point that leads Fiske to the formulation of Anom 6, which in effect constitutes his bill 

definition of 'musical meaning.' He states that 

musical meaning is the set of realized (Le., consmicted by the listener) tonal- 
rhythdc rela tionships resulüng from the relative success in peneûating the music- 
decision hierarchy; depth (profoundness, richness, etc.) of meaning is dependent 
upon extent of hierarchy penetration. (Fiske, 1990: pp. 85-86) 

This definition gives us the b a i s  for establishing a definition of musical communication. TO this 

end, Fiske states that 

cornparison a*v{ty -(and ïts resultant meaning) represents the essence of the 
musical process from composing to performing to iistening. The extent of 
agreement between composer. performer, and listener conceming the quantity 
and quality of pattern relationships represents the essence of the communiation 
process. Together, they represent the purpose of Music in its wideçt intellectual, 
aesthetic, and cultural function. (Fiske, 1990: p. 86) 

If we are to accept Fiske's rulings on musical meaning, musical communication and 

ultimately (as he states) the real purpose of music, we must also accept his expücit naf urafizing 

of the APV. According to the sum of Fiske's daims, it would seem that the APV underlies (and 

is causal to) the intemal processes leading to musical meaning and musical communication. In 

my view, the naturalizing of the APV is al1 Fiske needs to rationalize the purpose of Music in an 

alhnbracing "intellectual, aesthetic, and cultural function." That is because al1 non-APV-based 

purposes of music are deemed (by definition) to be invalid because they do not adhere to the 

funaions of nahiral musical processes. 

On that basis, if 1 understand Fiske correctly , the formalist, referentialist and / or 

expressionist arguments cannot be taken as adoptable views (or stances) which function in 

terms of leading us to an understanding of music. On Fiske's model, there is no need for such 

discussion because the features of the system itself predude such decisions from being valid. It 

wodd also seem that in terms of Fiske's model, such activity would be redundant. 

That is where Fiske and 1 part Company. 1 argue that the adoption of any or al1 of the 

above positions as stances or points of view for understanding or experienang music is 

something a listener can engage in at wiil. 1 contend that a listener can aiso learn to engage in 
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nich activity. Fike disagrees. He says the listener cannot engage in referentialist or expressionist 

thinking (or even leam to do so) b e c a w  the music cognizing apparatus is not predisposed to 

do so. 

8.6 Conclusion 

In setting the above conditions for music cognition, it ought to be reiterated that Fiske 

constructs his argument in terrns of the scientific supervenience explanation. That is, what music 

means and ho w it is commnnicated in manifest listening situations supervenes on a Mentific 

explanation of 'covert' cognitive activity. As stated throughout this shidy, these explmations 

are founded on the premises of the APV. Therefore, as the APV-based CTM story goes, a 

definition of music (manifestly conceived) must f is t  shed itself of so-called 'nonformalist' (and 

therefore, nonmusical) connotations. 

My answer to the above conclusion remains the same for Fiske's 'nile management 

system' model as it does for the other CTM models discussed in this study. That is, since the 

APV itself derives its model for so-called "artistic tnith" frorn a particular historical and 

cultural situation, the APV is itself a product of a part idar  culture's manifest image of music. 

Recall that musical meaning and musical communication, describeci in tenns of the APV, are the 

products of the contemplation of the observable formal properties of works of fine art. Thus, 1 

have demonstrated that the socalleci scientific account is not universal, objective, or primary, 

but rather denved from a culturally specific point of view. I am not interested in setting the 

stage for a reversa1 of this view, but rather wish to expose the parochiai-ness of that view. 



Chapter 9 

Contra the Aesthetic Point of View 

9.1 Introduction 

1 have said earlier that in a general sense, the term 'aesthetics' refers to the philosophy of 

art. More speaficaily, as explained in Chapter 2, the term came to be narrowly conceived as 

referring to a partinilar type of inquiry which emerged in the eighteenth century coinading with 

the invention of the 'Faculty of Taste.' in this narrower sense, 'aesthetics' became the study of 

the human perception of qualities such as  beauty, expressiveness, formal unity, intensity of 

regional quaüty, etc. It fol10 wed in the nineteenth r e n t q  that aeshtics uiarro wly conceived) 

was not just viewed as being about the study of art or even about art itself but rather it had 

become the study of the particular kind of human expenence that is eliated by artworks, and 

even by natural phenornena and nonartistic artifacts. The differences among views about 

aesthetics has led to an oft-made conclusion that if aesthetics is not about art per se, then at 

least art, as sense expenence, is primarily about the aesthetic. 

However, 1 contend tha t this conclusion is problematic because aesthetic experience 

(nanowly conceived) is neither a necessary nor a sufficient condition for the apprehension of al1 

w o r k  of art. If the art (and subsequently, the aesthetics) of the twentieth century has achieved 

anything, it has broken the perception/cognition chah  required by the APV. In this regard, 

Timothy Binkley states that 

art in the twentieth century has emerged as a strongly self-mtical discipline. It 
has heed itself of aest hetic parameters and sometimes creates directly with ideas 
unrnediated bv aesthetic qualities. An artwork is a piece: and a piece need not be 
an aesthetic object, or even an object at all. (Binkley, 1987: p. 81) 

Binkley notes that aesthetics places its emphasis on media for classifying and identify- 

ing artworks in order to set an agenda on the nature of art. He daims that in doing so it has 

failed to recognize what he identifies as the "thoroughly conventional structure within which 

artworks appear. This is because aesthetics tends to view a medium as a kind of substance 

(paint, wood, stone, sound, etc.) instead of a network of conventionsff (Binkley, 1987: p. 89). 
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Binkley argues that the preoccupation in aesthetics with the perception of artworks has resulted 

in the averting of attention from the complex cultural activity which goes on when we cal1 

something 'art.' Binkley contends that "what counts as a work of art must be discovered by 

examining the practice of art. Art, Iike philosophy, is a cultural phenomenon, and any particular 

work of art must rely heavily upon its artistic and cultural context in communicating its 

meaning" (Binkley, 1987: p. 90). 1 follow with the argument that music cognition theory is also 

in itself a cultural phenomenon since it is in large part based on the tenets of the APV, which 

has been established as being in itself a phenomenon of the culture from which it emanates. 

1 agree with Binkley that the meaning of a piece of music (or any artwork, for that 

matter) is communicated within an artistic milieu, and that milieu is not established solely by 

the percephal qualities of the work, that is, by its appearance. In other words, the artistic 

&eu is not established by the union of the physical feahires of the medium and the concomi- 

tant perception of the observer, as presumed in the APV. The task then remains to explain 

what, in terms of the above, an artwork really is. Binkley defines an artwork as 

a piece. The concept 'work of art' does isolate a class of peculiar aesthetic 
personages. The concept marks an indexical function in the artworld. To be a 
piece of art, an item need oniy be indexed as an artwork by an artist. CBinkley, 
1987: p. 93) 

Binkley refines his definition by daiming that 

a work of art is not necessarily something worked on; it is basically something 
conceived. To be an artist is not always to rnake something, but rather to engage 
in a cultural enterprise in which artistic pieces are proffered for consideration. 
(Binkley, 1987: p. 93) 

What does that Say for the cognition of artworks? It says that awarenesses on a vanety of 

levels, including that of artistic intention, that of the artist's position in the particular artistic 

culture, and that of the cultural milieu all are necessary components for the cognition of art. 

Pertinent to this point, Binkley states that 

art is a practised discipline of thought and action, like mathematics, economics, 
philosophy, or history. The major difference between art and the others is that 
doing art is simply employing indexhg conventions d e h e d  by the practice. The 
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reason for this is that the general focus of art is creation and conception for the 
sake of creation and conception, and consequentiy the discipline of art has 
devised a piecemaking convention which places no limits on the content of what 
is crea ted. (Binkley, 1987: p. 94) 

For the art of the twentieth century, the conventions of what constitutes art loosened to 

the extent that, a t  its most abstract, art became purely conceptual. As the notion of concept- 

uality came more into favour, the importance of media decreased. Consequently, the notion of 

'artwork,' suggesting an object (Le., a Song, painting, statue), was replaced by the notion of 

'piece,' which Binkley states. "suggests an item indexed within a practice" (Binkley, 1987: p. 

94). Thus, an artwork has corne to be, according to Binkley, "just a piece (of art), an entity 

specified by conventions of the practice of art" (Binkley, 1987: p. 94). Then, if artworks are not 

to be identified extensionally (contra aesthetics). they certainly are idenüfied intensionally, 

because rather 

artwork is not 

location in the 

1987: p. 97). 

On the 

than being differentiated as objects. they are differentiated as ideas. Thus, an 

located by its properties but rather contextuaily, or, as Binkley states, "by its 

artworld. Its properties are used to Say what the particular work is" (Binkley, 

other hand, aesthetics. by definition, must treat aesthetic experience, not art 

itself. On that account, aesthetics can function as the basis of understanding anything, induding 

artworks. Concerning this issue, Binkley states that 

not al1 art is aesthetic. Seeing its marnage to aesthetics as a forced union, art 
reaches out to find meaning beyond its skin deep looks. The indexers aeate with 
ideas. The tools of indexing are the language of ideas, even when the ideas are 
aesthetic. (Binkley, 1987: p. 97) 

To illustrate and fortify the above contention, I shall make a short survey in this chapter 

of some of the more important idioms to emerge in twentieth-century art music. This wili be 

achieved with a view to explaining to what extent a cross-section of conceptual and/or  

relational (and specificaily nonaesthetic) frameworks has motivated the creation of musical 

works in this century, and to what extent these so-caiied 'nonaesthetic' frameworks constitute 
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their essence. This will also be done with a view to establishing new or at least alternative 

criteria on which to base the concept of music cognition. As stated earüer, it is not my conten- 

tion that the APV (in its present relation to music cognition theory) should be replaced with an 

alternative aesthetic view or even elirninated, but rather that it should be historically and 

culturally con textualized. 1 con tend that considering the APV as a culturally contextualized 

stance for apprehending music will result in an alteration of its present ontological status (in 

terrns of CTM) to that of occupying a more appropriate theoretical role for the purpose of 

examinhg such aspects in music as formal analysis. 

9.2 Twentieth-century music and cognitivist music theory 

Musical composition in the early part of the twentieth century is roughly split into two 

general paradigms. First, is the 'proto-tonality' paradigm (e.g., Schoenberg to Messiaen to 

1950's neo-senality), which can be understood as a manifestation of the breakdown of 

eighteenth- and nineteenth-century tonality. 1 shall cal1 the second the 'sonic entities' paradigm 

Ce-g., Varèse and Xenakis), in which the traditional notion of tonal and rhythmic patterns was 

eclipsed by the notion of blocks of sonic material, moving in a spatial setting. Stockhausen's 

'general seriality,' is perhaps a third paradigm which somehow is a hybrid of the first two, being 

prototypical of serialism as a technique of organization but using the notion of sonic entities m 

its realization. 

As indicated throughout this study, with little variation, CTM is drafted in terms of a 

historical and cultural perspective which roughly coincides with the European art music of the 

eighteenth and nineteenth centuries, descnbed as the Cornmon Practice Penod (CPP). m g  

this penod, there was remarkably little change in the materials of music and the manner of their 

use. As noted earlier in this study, the CPP coincided with the establishment of the APV as a 

philosophical approach to fine art. 

One of the central principles of musical composition in the CPP is tonality. While most 

music may be considered to be tonal (in the most general sense of tone production), the 
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technical notion of tonality is defined as the preservation of 'key,' that is, a loyalty to a central 

tone (the tonic). In other words, the individual tones of a tonal musical composition are always 

in a functional relation to the tonic pitch. In the CPP, the major and minor scales and triadic 

harmony are part and parce1 of the tonal system and are normative elements of ail music 

composd during this period. 

However, the long-held preference for a central tone in musical composition was in the 

process of being abandoned late in the iate nineteenth and early twentieth centuries, along with 

those other accoutrements of tonality, the major and minor scales and triadic harmony. This 

coincided with the Ne  of so-called 'atonality,' which is premised on the rejection of the notion 

of a central tone. Although no singular common compositional pnnciple has corne to be 

identified with ail twentieth-century music (even Schoenberg's radical break with tonality with 

the introduction of twelve-tone serial technique, known as the Second Viennese Sdiool), 

composers of soialled 'serious' music in the early twentieth century (except those who adopted 

'neo-tonal' styles) studiously avoided composing within the tonal parameten of the CPP. 

In addition to the rejection of tonality. there have been other major breaks with the 

Common Practice tradition in twentieth-century music. In tenns of the formal (global-temporal) 

organization of music, composers in the twentieth century have greatly dispensed with the 

favoured repetition-based forms of the CPP, including variation form, sonata form and rondo 

form, and as weil as the continuation-based forms such as ricercar and fugue. In the twentieth 

century, there have been many experimental approaches to the forma1 organization of music, as 

exemplified by extended ostinato form (minimalisrn), mobile fonn (random perfonner input), 

free improvisation and aleatoric techniques (chance composition). In terms of the sonic 

materials, twentieth-century composers have experimented with non-standard instrumentation 

(altered instruments or electronically generated sounds), noise, silence and environmental 

ambience. 

In terms of pitch organization, twentieth-century cornposers have made use of the total 

pitch s p e c t m ,  which, in some cases, has resulted in a complete relinquishing of conventional 
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notation. In terms of local-temporal organization, composers have employed unconventional 

and cornplex rhythms and pulse patterns, which, in some cases, has resulted in the abandon- 

ment of traditional temporal organization. 

A more recent development, which may change music forever, has been in the realm of 

computer music and cornputer-generated sound. With the creation of previously unimagined 

cornputer-generated sounds, the development of algonthmic and interactive composition, and 

the abandonment of tradi tional instrumentation, no ta tional sys terns and even perfomers, it is 

apparent, for better or for worse, that a revolution in the world of music is taking place. As 

well, computer-interactive composition is bluning the traditional distinctions between the roles 

and activities of composers, perfomers and listeners. 

It is my contention that these radical departures from traditional views of music and 

subsequent changes in musical art canno t be effectively accounted for by conternporary music 

cognition theories, especiaily if said theories continue to be founded on the APV. Unfominately, 

questions are rarely raised in terrns of CTM about whether the significant conceptual ciifferences 

between the music of the CPP and the music of the twentieth century bear on accounts of music 

cognition theory, or whether psychological findings based on music cognition theory (framed as 

it is in terms of CPP music) would be different if it were framed in so-called 'nonaesthetic' 

terms (narrowly conceived), or finally, whether it is possible or even necessary to give a 

comprehensive account of music cognition hamed in ternis of the whole history of music. Such 

questions need to be addressed if music cognition theory is to achieve relevance as a scientific 

disciphe. 

Recall my argument that the failure to raise these questions is due to three false 

assumptions which are varyingly adopted by CTM. First, is the assumption held in CTM that 

the standard surface feahires of the music of the CPP (i.e., tonality, melody, rhythm, harrnony 

and colour), qualify as musical constants, and as such are considered common to al1 musical 

idioms. This assumption is demonstrated by the almost consistent use in CTM of musical 

examples extracteci from the CPP and the aimost total absence of examples drawn from 
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twentieth-century music (or in historical musical idioms not exhibiting those features). The renilt 

is that iittle, if any, attempt is made to explain music which may not exhibit the traditionally 

identifiable features or conceptual frameworks of CPP music. Recall L/J's remarks on the 

cognition of contemporary music. They conclude that much contemporary music is generally 

noncognizable because it cannot be cognized within hierarchical paradigms set by the tonal 

music paradigm. 

A second reason for the failure of the above questions to be raiseci is due in part to the 

widely held assumption in CTM that composition, performance and listening must be dealt 

with as common cognitive activities. This is because of the generally accepted reduction of 

music cognition to the listening act. However, my task will be to demonstrate that, in ternis of 

certain forms of twentieth-century music, the lines drawn between these activities do  not follow 

the traditional paradigms found in CPP music. 

A third reason for the failure of the above questions to be raised is due in part to a 

widely held assumption in CTM that the human apparatus for music cognition is innate and 

therefore operates on universal pnnaples of organization commonly applicable to al1 musical 

idioms. As describeci earlier, innatist theones of music cognition operate on the assurnption of a 

naturalized APV. My stateà task is to reverse the present situation and de-naturalize the APV. 

With a de-naturalization (and a subsequent re-contextualization) of the APV, the postulation 

of a music cognition apparatus that is restricted to operating solely within the aural-cognitive 

domain must then be senously questioned. 

In the next several sections, I shali bring to light some of the significant ideas in music 

which have evolved in the twentieth century. My descriptions wiil be offered with a view to 

illustrating the necessity for embracing ideational (conceptual, relational) thinking as an  

important component of music cognition theory. My motivation for approaching twentieth- 

centuiy music in this way is based on two reasons. First, 1 wish to forbfy my contention that to 

approach twentieth-century music (and, by extension, perhaps al1 music) aesthetically 

(narrowly defineci) is inadequate and mns  the serious risk of potentially misrepresenting 
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(mixognizing?) it. Muc h twentiethtenhirv music (and for t hat matter, much twentieth-cenîury 

art in general), almost by definition, requires participants to engage in a level of ideational 

thinking that subsumes the perceptual (aesthetic, narrowly defined) expenence of it. Second, it 

is my view that the subjective cognitive construction paradigm promoted by CTM ignores or 

subverts the very necessity for indexing pieces of music in the cultural milieu, as suggested 

earlier. Since the subjective cognitive construction of music is the only ontology permissible by 

CTM, 1 claim that it fails because it holds in store little more than an impovenshed view of 

musical expenence. 

9.3 Ideational and culturaI frameworks for twentieth-century music 

9.3.1 The serialist paradigm 

9.3.la Schoenberg: from chromaticism to dodecaphony 

One of the earliest innovators of twentiethientury music is Arnold Schoenberg. In the 

years after World War 1, with the establishment of the twelve-tone technique, he made the bold 

move of completelv rejecting tonality as the basis for musical composition. Joseph Machlis 

states that it was Schoenberg "who set the seal of his personality upon this development, and 

who played the cnicial role in creating a new grammar and syntax of musical speech" (Machlis, 

1961, p. 346). I t  must be st~essed, however, that Schoenberg's innovations were neither 

revolutionary nor anarchic, but rather a culmination of a thousand years of European polyph- 

ony. On this point, Joan Peyser notes that "Schoenberg regarded himself as the figure whose 

duty it was to reestablish the formerly undisputed hegemony of AustroCerman music.. .[a view 

which] is not to be interpreted merely as a symptom of rnegalomaniac thinking; it should be 

conçidered in the context of the milieu in which he grew up" (Peyser, 1971: p. 3). The artistic 

conflict between the Wagnerians and the Brahrnsians is symptomatic of the forces of revolution 

and conservatism and of the philosophic conflict between Nietzsche's demand for the 

reorganization of society under the guidance of powerful leaders and Hanslick's defense of 

classical ideals. In moving away from strict diatonicism (with a desire to undennine the 
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traditional structures of the tonal system), Wagner experimented with extreme chromatickm, 

whereas Brahms composed completel y and cornfortably within tonality's traditional limits. 

However, Schoenberg perceived something else that linked the revolutionary with the 

classicist. Peyser states that "each exhibited a linear, horizontal orientation in his compositional 

procedures which was, in a most conscious sense, derived from the late works of Beethoven" 

(Peyser, 1971: p. 4). Schoenberg, in his analysis of one of Beethoven's late quartets, the String 

Qunrtet in F Major, Opus 135, detected the beginnings of the technique of 'perpetual variation,' 

particularly in terms -- of - . - Beethoven's . - - - . developmental . - approach to the first three notes of the 

work. Schoenberg maintained that it was the concept of the germinal motive, rather than the 

notion of architectonic tonal divisions, that formed the primary motive in both Beethoven's and 

Brahms's composition. In point of fact, 'perpetual variation' was to become a comerstone for 

much of the work of the Second Viennese School, which was to indude Schoenberg's pupils, 

Webern and Berg. Thus, in looking to Beethoven and Brahms for his inspiration, çdioenberg 

never thought of hunself as a radical but rather always as a dassicist in the traditional sense. 

Although he owed much to Wagner's work in bursting the old tonal boundaries, Sdioenberg 

never wiliingly dom& Wagner's mantle of revolutionary. 

Inasmuch as it is necessary to index (to use Binkley's term) pieces of art in their 

respective cultural and histoncal milieux, it must be stressed that this activity is not the same as 

taking a referentialist (anti-formalist) stance in assessing musical meaning. In one sense, 

çdioenberg's music moves away from referentialism (i-e., music with a program) to a level of 

abstraction that can be achieved only by extremely formal compositional motives. On this 

point, Peyser states that 

the l t t o n e  technique put an end to a several-hundred-year period in which 
music was devoted to a dramatic-expressive ideal. The technique, as extended 
by Schoenberg's musical descendants of the 1950's and 1960ts, developed into 
an abstract language devoid of extramusical implications. Music was not alone, 
among the arts, in developing along a more abstract path. It was a logical 
counterpart of that movement in the development of art in which its function, as 
Arnold Hauser has stated, 'of being m i e  to life and faithful to nature has been 
questioned for the first time since the Middle Ages.' (Peyser, 1971: p. 10) 
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However, in another sense, the technique of the perpetual variation of a melodic motive 

in twelve-tone composition was f o n d  to be inadequate in sustaining larger works. Formerly, the 

harmony of a work had served to provide the means to achieving srnichiral unity of the form. 

To achieve a sense of stmcture in larger forms, Schoenberg resorted to extramusical resources 

such as poems or texts. The first large atonal work of Schoenberg was E m r t u n g ,  a monodmma 

set to a text of Marie Pappenheim. Schoenberg provided the libretto himself in his next large 

atonal work, Die glückiiche Hand, which was an expressionist work involving the visual arts in 

its realization, with specific fighting effects indicated in the score. Çchoenberg was interested m 

stretching the conceptual boundaries imposed by musical formalism. In those years, Schoenberg, 

a productive visual artist himself, was interested in the interplay of instrumental and spectral 

colour. In the Farboi or ("Colors") movement of his Five Orchestral Pieces (19091, Sdioenberg first 

wd the technique of Klangfarbarmelodie, achieved by changing the timbre of a single, sutaineci 

pitch by moving it from one instntment to another. in this way, timbre becomes a formal 

property in itself, a point which is key to deposing Fiske's P, P', Pn trichotomy. 

çdioenberg's cornpositional life can be seen as a development through three stages. First, 

was a period of post-Wagnerian romanticism, in which he still used key signatures and 

maintained the tenets of tonality. The best known works from this period is VerkIarte Nacht 

(Opus 41, and Peilens und Melisamie (Opus 51, produced in 1902, the same year as Debussy's 

opera by the same title. The second, called the 'atonal-expressionist' period, witnessed 

Schoenberg's abolishing of the distinction between consonance and dissonance and the 

subsequent relinquishing of the sense of key. The best examples of the penod are the Three Piano 

Pieces, Opus 11 of 1909, the Five Orchestrai Pieces, Opus 16, and Pierrot Lunaire, Opus 21, of 

1912. In this penod Schoenberg's music is moving from a vertical (hannonic) mode to a 

horizontal (contrapuntal) one. Peyser notes that, in his 7kor.j of Hamony (1911, Schoenberg 

defined "consonance" as the clearer and simpler relation with the ground note, 
and "dissonance" as the more remote and complicated, holding a quantitative 
rather than a qualitative distinction between the two. Removing the qualitative 
distinction between consonance and dissonance eliminates the concept of the one 
being beautiful and the other ugly. The physical basis that Schoenberg thus 
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provided for atonal composition resulted in the "emancipation of the disson- 
ance," a process that was taking place in the most advanced composition in 
France (Debussy) and Russia (Scriabine) but without the accompanying verbal 
justification. The freeing of tones from "tonal" obligations implies that the 
hbtoric process of adding chords to the harmonic vocabulary had finally corne to 
an end. (Peyser, 1971: pp. 27-28) 

The beginning of Schoenberg's final penod, in which he introduced the 'twelvetone 

method,' is signihed by the Five Piano Pieces (Opus 23) of 1923. As Machlis notes, the evolution 

to the 'hvelve-tone method' was not sudden. The use of serial techniques (present in the works 

of the second period) enabled Schoenberg to organize his thinking as it progressed towards its 

culmination in the 'twelvetone method.' This point is significant for our study, in the sense that 

the APV now fails as a conceptual basis for comprehending the difierence between the works of 

the second and third periods. That is because if the aesthetic experience of works of the two 

penods were to form the sole basis for music cognition, it would inevitably result in a listenefs 

failure to differentiate between Schoenberg's use of non-twelve-tone and strictly trvelve-tone 

versions of atonality . Pevser brings this point into the perspective of the cultural and historical 

milieu in which Çchoenberg worked. She States that 

although some of the developments of dodecaphony provide a kind of music 
appropnate for a xientific, technological age, the roots of that system h y  in one 
man's way of vielving the world and his compelling manner of systematizuig that 
view. The method which solidifieci çdioenberg's position in the history of music 
can best be understood in terms of the persona1 dynamics that motivated it. 
(Peyser, 1971: p. 10) 

Thus, Schoenberg's work f o r m  a bridge between the tonal, proto-tonal and tonal paradigms. 

The ideational progression Schoenberg fouowed in the artistic development of his music cannot 

be isolated epistemologicaUy from the listening experience of it, as it is presumed in CTM. 

The next section deals with serialism in terrns of Stockhausen's specific notion of 

'general serialism,' in which each aspect of a musical composition is subjected to serial 

treatment. As with the previous section, 1 shall offer a running commentary in order for the 

reader better to understand my argument as it pertains to CTM in respect to each aspect of the 

musical mode1 being discwed. 
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9.3.lb Stockhausen: general senalism 

Stockhausen makes a claim that the notion of communal listening has largely been 

shelved bv the public due to the availability of recorded music. He also claims that the 

perfonnance forms of the eighteenth and nineteenth centuries (symphonies, opera, oratorio, etc.) 

are anachronisms. It is ako  interesting to note that Stockhausen's ultimate goal is to bring 

audiences back to communal listening through the medium of electronic music. That is because, 

unlike the living rooms of record buyers, concert haUs can be designed specifically for the 

purpose of üstening to electronic music, by providing the highest level of listening experience 

through the technical innovations of hall design and sound production. Stockhausen says that 

when this happens, communal listening and the social hnction of musical art will retum. 

Whether the reader finds agreement or disagreement with Stockhausen's views, they 

nevertheless provide valuable insight into the composefs views on aesthetics, and subsequently 

how his views might impinge on CTM. Stockhausen sees the composer of the twentieth century 

as having the potential to have complete control over sonic materials (particularly through the 

media of electronics) in the production of musical works, both in terms of their composition and 

perfonnance. Stockhausen's conceptual framework for this complete control of materials and 

performance is founded in his notion of 'general serialization.' 

As a pupil of Webern, Stockhausen continued the work of the Second Viennese School to 

expand the notion of serialism as manifested in the twelve-tone series to indude every element 

of a musical composition, that is, its rhythm, timbre, dynamics, densities, etc. For example, m 

Zeitmasse (19561, for five woodwinds, Stockhausen designs the work so that every element 

interrelates. Machlis comments that 

the design of thiç work is articulated with maximum clarity because of the way in 
whidi individual notes are emphasized within the texture. Pitch function in the 
closest possible relationship to tone quality, register, density, and color; this is 
obvious from the appeamnce in the score, where practically every note bave in 
the rapid passages) has its own dynamic marking. (Machlis, 1961: pp. 431432) 
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Stockhausen's musical aesthetic (broadly conceiveci) requires a rejection of old habits, 

the goal of his efforts being to explore the elements of music not as static entities but rather a s  

manifestations of the notion of 'process.' He explains that that is 

the constant goal of al1 my searches and efforts: the power of 
transformation-its operation in tirne: in music. Hence a refusal of repetition, of 
variation, of development, of contrast.. .al1 this 1 renounced when 1 began to work 
with 'pointillism.' Our own world-our own language-our own grammar: 
nothing neo- . . .! But then what? For me there followed Konfra-Punkte, a series 
of metamorphoses and renewals bath deeply hidden and extremely 
apparent-tending to no visible end. Never is the same thing heard twice. Yet one 
has the clear feeling that an imrnutable and extremely homogeneous continuity is 
never abandoned. There is a hidden power of cohesion, a relatedness among the 
proportions: a structure. Not similar shapes in a changing light. Rather this: 
different shapes in a constant, all-permeating light. (In Worner, 1973: p. 31 

Stockhausen's abstention from the traditional values of repetition, variation, development and 

contrast, will inevitably play havoc if an attempt is made to explain his music in ternis of CîM, 

which, in varying degrees, presumes that the musical cognizing apparatus depends upon the 

processing of repeated elements (in a variety of appearances), and realizing said elements into 

hierarchically organized mental representations. If it is true that the cognizing apparatus 

operates in this manner, it will have to do so in stark contradiction to Stockhausen's comp- 

ositiona 1 goal of 'continuous variation.' Lackmg the epistemological base from which to grasp 

music in terms of the composer's design, the music cognizing mechanism (as desmbed by 

stands in vain hope of apprehending Stockhausen's music as he intends it. In terms of the CTM 

paradigrn, each 1istenerJs comprehension will then become dependent upon and relative to 

his/her own subjective construction of the music. Obviously, this is a very unsatisfactory 

situation, resulting in a potentialiy umemitting misrepresentation of the music. 

Stockhausen's technique of 'general serialization' has three aspects worth considering. 

First, is the notion of 'total serial form,' which involves the q u a 1  participation of all elements 

and the mediation (through proportional series) of extremes. Second, is the notion of 'open- 

ended conception,' involving the dissolution of the hierarchy of principal and subordinate roles. 

Third, is the notion of 'relatedness of al1 to all,' which supersedes the contrasting of different 

characteristics of elements. It  is important to note that these features of musical design create 
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drastically different paradigms of musical thinking, when compared to the features of CPP 

music, especially in terms of the dissolution of the hierarchy of principal and subordinate roles, 

a factor upon which CTM depends heavily. 

A summary of Stockhausen's typology of forma1 musical design reveals an innovative 

conceptual framework. At the elemental level are three types of formations: first, 'pointillist' 

formations; second, 'group' formations; and third, 'mass' formations. These elemental forma- 

tions appear in three forms: first, 'determinate' form; second, 'variable' form; and third, 

'polyvalent' form. Subsequently, these @ms varyingly appear in three other types of forms: 

first, 'developmental' form; second, 'sequential' form (e.g., the classical suite); and third, 

'moment' form.1 These categones were developed by Stockhausen not only for his own music, 

but for others as  well, in order to recognize the hindamental idea behind any given work as well 

as to identify the stylistic peculiarities of various composers. 

It is pertinent to note that in his book, The T h m t i c  Process in Music (1951), Rudolph Réti 

identifies the principal driving force in music from the Baroque penod up to 1950 as king the 

notion of "theme as process." Traditionally, the appreciation and understanding of music both 

have been viewed as products of grasping thematic transformations and juxtapositions. By 

1950, under the influence of Stockhausen and others, the notion of the centrality of thematic 

processes came to an end, and the focus shifted towards new, nonthematic musical shapes and 

processes. This development is significant for CTM. As noted throughout this study, the 

paradigm for musical analysis is the tonal-rhythmic pattern, typical of CPP music. With the 

advent of 'nonthematic' shapes and processes, new paradigrns for cognitive analysis will have 

to be developed. 

As previously no ted, Stockhausen's compositional system grants equal participation to 

all musical parameters, including pitch, rhythm, dynamics and especially timbre. Electronic 

music has given twentieth-century composers the means to create timbres (and organize them in 

1. It should be noted that 'determinate' form, 'developmental' form and 'sequential' 
form are a i s  dominant forms in traditional (CPP) music. 
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serial formation). The significance of this is that it  permits timbre to function as an equal 

partner with the other musical domains (i.e., pitch, rhythm, etc.). For Stockhausen. a work is 

given unity through the formation of a single proportional senes to be used in ail domains 

throughout the work. Contrast is achieved by using a variety of proportions. In other words, a 

continuum of degrees of relatedness can be made between timbres (i.e., by means of a 'timbre 

continuum') through 'continuous formation.' 

For CTM, Stockhausen's raising of timbre (and dynamics) to the status of structural 

element is problematic. L/J  build their theory of hierarchical shucturing on Schenker's which 

prioritizes tones and rhythm in the hierarchy, placing timbre and dynamics on lower ievels. 

Fiske's notion of the P, P, Pn trichotomy effectively elirninates timbre from the processing 

picture, since patterns, by definition. are made up solely of tones and rhythms. Fiske's ontology 

of music designates timbre and dynamics as subsidiary elements. Said theories are in danger of 

accusations of ethnocentricity with their emphasis on CPP-based formal musical values, whidi 

limit discussion of the analytical structural hierarchy to tones and rhythms. If, in rebuttal, it is 

argued that the cognizing apparatus will continue to operate on T-R patterns in spite of the 

ideational framework Stockhausen's music represents, such arguments wiil require justification 

for that insistence. Otherwise, claims for cognitive universality in CTM will be severely 

impaired. In the next few paragraphs, 1 shall offer a summary of Stockhausen's model of general 

serializa tion. 

StocWtause>i's mode! of general serialira tioli 

Stockhausen's model consists of several principles, induding the 'serialization of shapes 

and shuctures,' 'statistical formation,' the 'continuum of forma1 analysis,' 'relative variability,' 

the 'continuum of determuiacy and indeterminac y,' 'pointiilism,' 'serial formation' (special and 

general), the 'pnnciple of reduction,' and 'grouping.' These elements will be describeci below. 

The model of general serialization is organized along a continuum. Listed below are the 

characteristics of the continuum: 
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L~~ < ----------------------------- >Hi@ 

Homogeneous Individual 

Vast complexes Isoiated shapes 

Quantitative Qualitative 

Impersonal Personal 

Background Fo reground 

It should be emphasized that Stockhausen does not intend the elements listed above to be a 

listing of dichotomous opposites, where one characteristic in the continuum begins, the other 

m u t  end, but rather is conceived as a processional concept, where one passes into the other. 

The seriali-aation of shapes a n d  structures also occurs along a continuum. The graphic belotv 

illustrates the concept: 

The next order of business is to desaibe each element in the general serialization model. 

In tenns of the principle of 'statistical formation,' Stockhausen's procedure of analysis begins 

with a group of notes, which is first interpreted as the average of dl the sounds that wiU occur 

in the composition. This method is contrasted with the traditional mode of analysis which 

begins with examinations of individual notes which eventually comprise a group. Stockhausen's 

method is unique in that it prescribes the individual note to be subordinated to the group, so 

listening becomes a matter of comprehending the group as prfmary, not the individual note. 
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This approach to analysis is weU illustrateci by Stockhausen's description of Debussy's 

\eux, in which he states that "a crowd of notes rushes from the highest to the lowest register in a 

few seconds in the form of a shooting cascade. The ear grasps the complex as something that 

cannot be unravelled. whereas the eye discovers in the score that hannonic relationships exist 

within all the intervallic relationships" (In Womer, 1973: p. 97). The reader should not be 

mislead into thinking that the prinaple of 'statistical formation' is something which evolved 

only in music of the twentieth century, because Stockhausen daims that similar cornparisons 

can be made historically as far back as Beethoven. At any rate, the emphasis Stockhausen 

wishes to make is that 'statistical formation' is a procedure of analysis which spiùigs from the 

group, in contrast to traditional analysis, whidi is denved from the single note and its function 

within the group. In 'statistical formation,' individual notes may be diangeci within a complex 

without altering the overall impression, whereas in the traditional analysis of melodic composi- 

tions, that is not possible without significantly altering the sense or the impression of the music 

(e-g., as a harmonic transformation, or as an alteration of a pattern). Stockhausen condudes 

that "the essential factors in statistical composition are how densely a given number of notes is 

presented, and whether the permutabiiity relates to a very small area or a very large one" (In 

Woner ,  1973: p. 98). Consequently, as the mass of sound becomes more dense. the higher 

potential for the interchangeability of the notes inaeases without changing the overaii impres- 

sion. Stockhausen notes that "one cannot account for the whole on the basis of the individual 

part, for the whole is conceived as the probable resdt of rnany components" (Womer, 1973: p. 

98). Stockhausen borrows such te- from physics to dexribe these formal mteria as "spiral, 

centrifugai, perforated and exploding complexes" (In Worner, 1973: p. 99). 

Thus, even though each element in Stockhausen's compositional method is tightly 

conholled through serialization, an element of indeterminacy exists. However, unlüce the brand 

of indeterminacy that is manifesteci in CPP music (exemplifieci by its permissible latitude m 

performance, restricted to tone colour, dynamics and/or tempo), indeterminacy in Stockh- 
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ausen's music extends to include the elements of pitch and rhythm (as well as tone colour, 

dynamics and/or tempo). 

Ln Khnierstuck X, Stockhausen takes the notion of indeterminacy one conceptual step 

hrrther. He mediates between extremes of organization (i.e., total determinacy) and lack of 

organization (i.e., total indeterrninacy) by serializing the range between the extremes so that 

highly organized structures become highly individuated and structures of 10 w organization 

become less differentiated, and move toward entropy. 

This innovation in musical design impinges nega t ive  on CTM because indeterminacy is 

said to be a matter of performative interpretation, not of compositional elements such as pitch 

and rhythm. Under the stipulations of the APV, the musical work is ontologically deerned to be 

a fixed object which is subject to a restricted level of interpretation. The des of CPP music are 

strict in the sense that performative interpretation must not involve alterations of pitch and 

rhythm. In terms of CTM. no mode1 describeci in this study is equipped to deal with indeter- 

mina- oubide the parameters of CPP performance practice. in a later section of this chapter, 1 

shall explore other twentiethientury musical idioms which challenge the traditional (CPP- 

based) notion of indetenninacy. Let us continue with the presentation of Stockhausen's 

compositionai approach. 
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Continuum of Fumai Anabsis 

Stockhausen's system of 'formal analysis' runs along a continuum and is illustrateci in 

the graphic below: 

Pointillistic < -------- -- ----- ----- >S ta tistical 

Transparent, Crystallization into a 

individuation of notes unitary complex 

Attention to: 

-intervals, rhythms 

Attention to: 

-pitch direction (up, down) 

-rhythmic accel. /decel. 

-densi ty / transparency 

-timbre change/direction 

-intensity change/direction 

In Stockhausen's conceptual framework, 'groups' are understood in terms of their 

relationships to extremes. Therefore. proportional scales are set up to mediate these relation- 

ships. 'Croups' act as midway points in the continuum between the extremes of pointillistic 

individuation and the whole, unitary complex. Placed on the next higher levd of comprehen- 

sion/perception, 'groups' are defined as king on the next level up from the individual entities 

exemplified in individual no tes. 

The serial principle applied to single notes is correspondingly applied to 'groups, so that 

previously defined differentiations between individual no tes no w applies in equal force t O 

relations between groups of notes. However, Stockhausen insists that the compositional process 

is not just a matter of juxtaposing and comparing contrasting groups of notes. He states that 

the process "entails putting things in relationships with eadi other. It involves the qualitative 
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assessrnent of such quantities as intensity, duration, register, intemal preponderance, and 

timbra1 preponderance: al1 these entai1 relationships which the composer has to weigh against 

each other" (In Worner, 1973: p. 93). 

For CTM, there is no explanatory mechanism in place to explain the cognition of the 

qualitative aspects of sound listed above. The explanation offered by L/ J for such matters, as I 

have pointed out, is lacking in substance. In an alternative approach to music cognition 

theorizing, new paradigms which will include qualitative analysis will be necessary to account 

for such aspects. I t j s  c e - t o  note that CTM's failure to explain such important elements of 

musical design is predominantly due to an undue reliance on the paradigms of CPP music. This 

failure must in tum call into question the central elements of theoretical design in CTM which 

are so dependent upon (and conceived within) the Limiteci scope of CPP music. 

Rela f ive varia bili fy 

In traditional practice, variation in dynamics and tempo are said to be proprietary to 

the interpreter- Stockhausen takes the elernent of performance interpretation out of the picture 

by stipulating performance variability in advance: that is, by deciding ahead of time the number 

of notes (or groups of notes) to be played within a specified time span. In this framework, it is 

the composer who defines the variability of interpretation, not the performer. The determinacy- 

indeterminacy continuum is thus affected and controlled by the allowances for time, pitch, 

intensity, timbre designated by the composer. Consequently the notion, 'variability,' m 

Stockhausen's music, becomes another compositional parameter, in contrast to its traditional 

role as a subsidiary phenornenon particular to performative interpretation. 

Perfomnce variation as an element of indeterminacy is treated in CTM as a necessary 

evil in the sense that the cognizing mechanism is generally said to filter out performance 

variation and is not effected in its analysis of T-R patterns. In terms of this aspect of Stockh- 

ausen's conceptual framework, the cognizing mechanism will require certain ideational 

background in order to avoid misrepresenting the music. 
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Continu urn of Determinacy/lndeiermimzcy 

Stockhausen explores a way to organize material along a continuum in which on one 

side, determinate elements (or stmctures) are characterized by a high degree of differentiation 

(personalization. transparency) and on the other, chance (indeterminate) elements are charac- 

terized by a high degree of nonparticularity (interchangeability, opacity). Dlustrated in the 

graphic below is Stockhausen's continuum of determinacy / indetenninacy: 

indetermina te~opnajion <-------- . - -  . - - . -  > Determinate . . - -  k ~ a t i o n  

-polyvalent, irregular, -fixeci, regular, directional 

interchangeable, nondirectional 

According to Stockhausen. determinacy and indetemiinacy are matters of perspective: 

that is, one can view composition in terms of relatively indeterminate, large numbers of notes, or 

one can view each note in relation to the f o m  as a whole. Thus, whatever perspective taken by 

the listener alters the aura1 impression. Stockhausen notes that the perspective, not being fixed 

throughout the heanng of the piece, can range between the extremes of absolute determinacy 

and absolute indetenninacy. 

As noted, the notion of indetemiinacy is a sticky one for CTM, based as it is on the 

perceptual orientation of the APV. Fike might defend his position that in sudi cases the P, P', 

Pn mechanism will produce a series of Pn decisions. However, that answer may be fiawed 

because any Pn decision presumes, by definition, an earlier P decision. Since Stockhausen's 

design involves a range of determinate to indeterminate elements, there rnay be no sure means 

for the cogruzing apparatus to fix upon an initial P decision. 

Pointillistic music 

Stockhausen's explanation of Messiaen's 4th Etude gives rise to the specifically musical 

use of the term, 'pointillisrn-' He states that 
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because we hear only single notes, which might exist for themselves alone, in a 
mosaic of sound; they exist among others in configurations which no longer 
destine them to become components of shapes which intermix and fuse in the 
traditional way; rather they are points amongst others, existing for thernselves in 
complete freedom. and formulated individually and in considerable isolation 
from each other. Each note has a fixed register, and allows no other note within 
its preserve; each note has its own duration, its own pitch and its own accentu- 
ation. (In Worner, 1973: p. 81). 

Stockhausen traces the origins of pointillistic music to Debussy, who invented and developed it 

within the stipulations of the principle of 'continuous development.' Stockhausen states that the 

notion of musical pointillism developed from "a fundamental principle goveming ratios and 

proportions [which] constantly creates new shapes; in the end, there will no longer be any 

forma1 repetition at all" (In Worner. 1973: p. 82). Stockhausen traces the historical/develop- 

mental path of the notion of nomepetition, beginning as pointillism, and eventuaiiy manifesting 

itself in serial form, from Debussy to Webern to Messiaen and finally to himself. 

The notion of noruepetition and isolation of tonal entities becornes problematic for CTM, 

and in particular, the 'nile management system' model. Under the conditions set by nonrepe- 

tition, the copizing apparahis would theoretically be forced to make an infinite number of Pn 

decisions. Failing that, the mechanism wouid ultimately misinterpret conceptually individual- 

ized elements as  falling into P or Pt decisions. Either solution is unsatisfactory, because the 

mechanism is designed for pattem cornparison, an activity which does not apply to Stockha- 

usen's concept of pointillism. The traditional conceptual basis for analyzing tonal-rhythmic 

patterns (as stipulated in terms of the APV), operating without the benefit of such ideational 

frameworks, proves to be inadequate for the proper cognition of such music. 1 might add that 

said ideational frameworks become useful tools in the apprehension of music adhering to the 

'continuous variation' paradigm. These ideational frameworks become part and parce1 of an 

alternative (non-APV-based) conceptual framework theory of music cognition. 

Soialita tion of the n i t  eria of sou~rd production in performance 

The serialization of the criteria of sound production in performance involves 

performative elernents such as durational decay values, timbra1 qualities and pedalling 
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techniques of piano sounds (see K[az%mtücke). Stockhausen states that "the xale  of degrees of 

approximation, corresponding to the actual spacing of the notation, becomes one of the 

structural agents. ..expenential units of measurement-in contrast to the mechanical units of 

electronic composition-become senal components" (In Womer, 1973: p. 34). Stockhausen 

speaks of a "new temporal relationship between performer and sound: the sounds' own 

tirne-yielded by a wide variety of signs for the pianist's actions-comes increasingly markedly 

to the fore in place of chronometrical or metrical tirne" (In Worner, 1973: p. 35). 

. - - - - - -  . ..- ..  . .- - - - -  - - .  . -  . - 

Spatial deployment of sound 

This aspect of Stockhausen's musical design is best illustrateci in his composition, 

G r u p .  The composer explains that "the spatial location from which the music is heard now 

becomes of importance in listening to instrumental music too: spatial deployment becomes 

functional" (In Womer, 1973: 38). The listener, in the middle of the sounds, rather than in front 

of them, as in a traditional concert hall, experiences groups of sounds moving about, sometimes 

separating, sometimes crashing together. In Stockhausen's ideal concert hall, that kind of 

musical listening expenence is possible. This idea harkens back to Varese's notion of 'moving 

sonic masses.' I shail discuss this idea in the section reserved for Varèse. 

In terms of the spatial elements of sound, an untutored listener can indeed be cognizant 

of this somewhat complex concept. This is an area that is virtually ignored in CTM. According 

to CTM, the cognizing apparatus interprets such factors as  lower elements in the processing 

hierarchy. However, it is evident from the above desaiption that a severe rnisrepresentation of 

the music would result. By basing the theoretical framework upon the T-R paradigm, this 

important element of music cognition is severely downplayed by CTM. 

The reiation between serial technique and serial fhought 

Stockhausen presents an interesting way to grapple with the problems connected with 

dichotomies of extremes, such as black and white, or sound and silence. He contends that 
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embraang the concept of 'senal thought' gives a listener the capaaty to mediate between two 

auditory extremes, consequently providing one with the capacity to conceive of a scale of 

infinitely varying shades of auditory experience. Concerning this point, Stockhausen states that 

here serial thought would be nothing more than setting up between black and 
white, according to the complexity of the proposed form, a xale having a 
sufficiently large number of degrees of grey, so that black appears not simply a s  
an antithesis in direct contrast to white, but also as a degree of white itself, by 
vimie of the different values of grey in between. (In Worner, 1973: p. 82) 

A scale of gradations can be made to be continuous, as  a glissando is a transition through 

infinite numbers of points, or it can be made to be discontinuous, with a set number of discrete 

points as in a scale. The number of points or degrees o n  then be pre-established in a particular 

order, creating the series, or row. Womer explains that 

by this means anything that is seemingly insusceptible to mediation in life, in 
nature, in art, or anything eke, may be mediated. And in Stockhausen's view this 
concept, underminhg as it does the dualism at the very fount of classical form, is 
a specifically modem idea. It entails a different attitude to Me, bringing with it a 
new kind of forma1 thinking, whose beginnings were already present in instances 
as early as the work of Kandinsky, Klee, Joyce, Musil, Debussy, Schoenberg and 
Webern, amongst others. (Womer, 1973: p. 83). 

Thus, in art, the determinate proportions denved from the mediation of extremes give a 

work both its character and structure. Each part, though not equal in proportion to the whole, 

gets its due attention at the moment of its presentation. 

F o m  and fonnaf iorl 

Stockhausen refers to the notion of musical form not in terms of the t~aditional 'object' 

concept, but as "the state of a process of formation at any given point of observation, hence a 

momentaneous crystallization of form as a sample taken from a continuous process of 

becoming" (In Womer, 1973: p. 85). Stockhausen applies the wider notion of 'formation' (as a 

process-concept specifically to the notion of 'serial formation,' in its 'special' and 'general' 

versions. 

Stockhausen defines 'special formation' as the formulation and the subsequent granhg 

of equal participation to al1 aspects (parameters) of the sounds in a composition fe.g., duration, 

pitch, dynamics, timbre, spatial position, intensity). That is, each component of the sonic entity 
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gets its own place in the formulation by a precompositional setting of all the parameters in the 

total sound. According to Stockhausen, this approach to serialization allows for much finer 

gmdations in the ranges of parameters than in traditional (CPP-based) music, which only has 

about 90 notable pitches, 40 durations, 20 timbres (orchestral), and 6-7 notable dynamic 

degrees. Stockhausen states that in terms of the notion, 'general formation,' "the 'parameters' 

can be organized through one and the same principle, using a single series of proportions" (In 

Womer, 1973: p. 88). With a view to establishing a s a l e  of proportions, these parameters can 

then be used on a deterrninate basis to mediate between the extremes. 

This level of detail does not cons& in CTM, reliant ai  it ii  on ~ ~ k b a s e d  music. The 

various models examined in this study do not account for the detailing of parameters beyond 

the framework of the T-R pattern. This detailing is generally treated in CTM as 'nuance'; that is, 

as a subsidiary low-level analysis parameter and not as an integral fonnal musical feature. a s  

Stockhausen suggests. CTM rejects the notion that timbre, according to Shepherd (1990), is the 

tactile core of sound. Perhaps the underlying reason for this omission on the part of CTM is m 

its implied dependency upon the feaeahires of Western notation for its theoretical parameters. 

Principle of Reductio?~ 

Stockhausen takes a somewhat scientific orientation to the 'principle of reduction,' 

which follows an organizational plan of multiplicity into unity (whidi in itseif is based on a 

prior assumption of unity). In t e m  of music, Stockhausen says that 

the idea of a work cornes from a basic consciousness of the oreanization of a 
community of notes. A work requires a homogeneity of elements Gd represents a 
form in which somelhing happens between the elements whidi can again be seen 
and heard as a whole, in a higher unity. Yet the problem is always that we are 
representing and shaping quite new forms of thought and of life. This is what the 
artist accomplishes, as opposed to the nahral scientist or the philosopher. The 
artist is in a position to extemalize his conception, fo make it accessible to ofhers in a 
f o m  opoz to fhe perception of the smses. ~ u s i c a l  form is lüe-form, thought-fom, 
made audible. (In Womer, 1973: p. 89, my italics) 

The key words in the above, "externalize his conception" and "make it accessible to others in a 

form open to the perception of the senses" might be interpreted in one sense as proving the APV 

hypothesis. 1 do not beiieve so, for the simple reason that the APV presumes a set of culture- 
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based listening conventions that do not exist for Stockhausen's music. Stockhausen's music 

(manifestly conceiveà) comes with an inherent ideational framework which in effect replaces 

(because of its netvneçs) the lack of a set of time-wom Listening conventions. 1 contend that al1 

iistening conventions by extension are essentially ideational. The complaint 1 have is that those 

who promote music cognition in terms of the APV deny the ideational side of musical listening 

conventions and bv extension, deny it its righthii role in music cognition. 

Electrmtic Music 

Stockhausen insists that the selection and development of new and original timbres in 

music must be a prionty. New sounds exhibit the persona1 quality of a work, whereas old or 

previously-used sounds are to be avoided. The originaiity of composers of electronic music is 

measured partly in tenns of the uniqueness of the timbres in a work, in contrast to traditional 

(CPP) works in which thematic development is the accepted standard of ingenuity. As 

described above, many works of modem acoustic music are no longer assessed on thematic 

considerations, but on a multitude of other musical domains as weil. In elecîronic music, total 

determinacy is a real possibility whereas in traditionally performed music there are 

unpredictabilities, but only through variance in interpretation. Stockhausen claims that 

indeterminacy can be brought back into the picture through tedinical means such as algorithmic 

random variation. Thus, the possibility exists for continual transformations of sound rather 

than traditionally conceived melodic and harmonic formulations. This results in an altering of 

the priority to the movement itself over that which is moved. New verbal imagery, which is more 

cornmon to spatial imagery, has evolved for dexribing sound in such terrns as 'nets,' 'grids,' 

'webs,' 'splinters,' etc. 

Descriptions of music in such tenns, of course, violates the stipulations provided in the 

APV, because such t e m  are deemed to be refemng to so-called 'nonmusical' entities. By 

consequence, such ideational items also violate the terms of CTM. However, since such so- 

called descriptive terms comprise aspects of the very conceptual fabric of the music of 

Stockhausen, there must be some way of accounting for them in a theory of music cognition, 

something that CTM systematically la&. 
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The music of Stockhausen, although dvonologically following Varèse, in fact owes much 

of its conceptual framework to the serialism of Schoenberg and the Second Viennese School. 

However, we have seen the folding together of the notions of senalism and sonic entities in his 

description of groups, which bear 'mass' characteristics but are at the same time serially 

conceived. In the next section, 1 explore the notion, 'sonic massesf as first conceived by Varèse. 

As with the previous sections, 1 shall offer a running commentary in order for the reader to 

understand my argument as it pertains to CTM in respect to aspects of the musical model. 

-- - -- 

9.3.2 The sonic entities paradigm 

9.3.2a Varèse: musical sculpture and musical space 

As much as Çchoenberg looked to the past for his artistic motivation, Edgard Varèse 

looked to the future. Born and educated in Paris, he arnved in New York in 1915 with a 

prophetic vision for the future of twentieth-century art. Varèse stands apart from his contern- 

poraries as one of the most original figures in twentieth-century music. Eric Salzman states that 

the traditional idea of developmental process and variation plays virtually no 
role in his music, which is composed of planes and volumes.. .there is no sense of 
motion in the conventional sense at al1 but rather a play of kinetic and potential 
energies which give the impression of holding together cornplex, unyielding 
physical somd objects set, as i t  were, into a dynamic musical space. (Sakman, 
2988: pp. 140-41 ) 

Varèse turneci away from a path of musical composition which followed a system or 

musical school of thought such as that of Stravinsky's 'neoclassicism~ or Schoenbergfs twelve 

tone technique. Varèse rejected the idea of adopting an extant system within which to compose, 

as a way to h m  out a body of work, and often accused those who chose that route of a certain 

intellechial indolence. This resulted in the development of a new 'style,' if tha t is the correct 

term. That is not to Say that Varèse rejected ouhight the notion of systematic organization as a 

viable approach to musical composition, because his work does in fact display a method. 

However, in order to understand Varèse's position on the issue (and to recognize that his 

writing is in fact methodical), a fine line has to be drawn between the notions of system and 

method. 
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The secret to an understanding of Varèse's music rquires a shift from the traditional 

preoccupation with the musical object to the idea of 'musical process.' This shift was borne of 

Varèse's comrnitrnent to what he called the "überation of sound." His intention was to give 

music the same levels of freedom that had been and were being enjoyed at the thne by the other 

arts. In describing his work, Varèse was often evasive and, according to Bernard, preferred to 

speak analogically, not analytically, of his music, often with reference to physical 
phenomena. The analogy of crystallization, of crucial importance both to his 
aesthetic and to the invention of specific theoretical tools for his music, is a good 
example. (Bernard, 1987 : p. xix) 

Varèse developed his concept of music from Hoenë Wronsky's statement that music is the 

"corporealization of the intelligence that is in sound" (Varèse, 1939, in Schwartz and Childs , 

1967: p. 199). Defining music in this wav builds in a strong desaiptive component. However, 1 

contend that analogical descriptions that refer to crystallization are no more or less descriptive 

than the tenn, 'melodic contour' which is often used in CTM. In other words, it seems inevitable 

that the language for describing music (scientifically or otherwise) derives it terms and 

categories from manifest views of the world, seemingly because the highly abstract nature of 

music makes it a requirement. 

In the next few paragraphs, I shall outline some of the principal elements in Varèse's 

musical language, which include: ( 1 )  the concept of 'spatiality'; (2) the pnmary s t a t u  of 

verticality over horizontality as the basis of structure; (3) the notion of 'fom as process'; (4) the 

notion (from Cubist influences) of 'multiple viewpoints and simultaneity'; and (5) the primacy 

of timbre (and accent). 

The concepf of spatiality 

Varèse explains the concept of 'spatiality' in music in the sense that sonic events which 

take place literally iti the music are the result of a compositional process which involves the 

manipulation of materials within a spatial framework. He states that 

when new instruments will allow me to write music as E conceive it, the move- 
ment of sound masses, of shifting planes, will be dearly perceived, taking the 
place of linear counterpoint. When these sound masses coude the phenomena of 
penetration or repulsion will seem to occur. Certain transmutations taking place 
on certain planes will seem to be projected ont0 other planes, moving at different 
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speeds and at different angles.. .In the movùig masses you would be conscious of 
their transmutations when they pass over different layers, when they penetrate 
certain opacities, or are dilated in certain rarehactions. (Varèse, 1967: p. 197) 

Robert Erickson (1975) uses the term 'sound icons' to describe Varèse's concept of 

musical 'spa tiality .' Varèse conceived of sounds as timbra1 entities which the listener could 

examine in different ways by alterations of entry and exit and dynamic fluctuation. The sounds, 

as they recur in v a ~ i n g  settings, are themselves elevated to the status of separate entities, as 

opposed to the traditional view of being repetitions or vanants of the same thing. Sounds are 

conceived as xulptured volumes of space which are perceived in terms of their relative opacity. 

This notion is directly contradictory to Fiske's c l a h  for the P,P', Pn trichotomy. That is, 

if Varèse's (manifesth dexribed) notion of xulphired sound masses is understood as a central 

element of his musical language, there is a problem in reconciling that with Fiske's proposal that 

(in terms of the scientific view of music) said masses be expkined away as variants of a T-R 

pattern- If the subjective construction paradigm is correct (which, in my view, is not), then 

sound masses would have to be taken as an ontological fantasy, manifestly or ~ientifically 

desdbed. As with Stockhausen's indeterminacy xale, there is no sure route to establishing an 

initial P pattern for a sculpturecl sound rnass. The cognizing apparatus may not, within the T-R 

paradigm, have the capacity to recognize sound masses as nothing more than a series of P 

decisions. 

In describing Intégra[es (19241, Varese talks about his music as being "spatial," as 

"sound set free" yet "organized." He speaks of the entire composition as "a melodic totality," 

flowing "as a river flows" as the result of a continual process of expansion, interaction and 

transformation of layers of sound. Varèse compares the notion of 'fom' to the phenornenon of 

crystallization, as "the result of a process" rather than "a mold to be filled." Scored for 

woodwinds, bras  and percussion, Intéples is conceived as 'spatial projection.' The composer 

describes the piece as "the projection of a geometrical figure on a plane moving in space, each 

with its own arbitrary and varying speeds of onward motion and rotation." Varèse says that he 

"planned it for certain acoustic media not yet available, but which I knew could be built and 

would be available" (Al1 quotes in the paragraph above are from Chou Wenzhung, 1984). As a 
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composition about acoustic integration, that is, the interaction of al1 the sonic characteristics 

that can be practically isolated on conventional instmments, it anticipated the advent of 

electronic music. 

The primanj status of verticality over horizontality as the basis of structure 

The idea of giving primary status to verticality over horizontality as the basis of 

stxucture is comparable to giving 'stasis' primacy over 'global movement.' That is, the primary 

elernents in Varèse's music involve blocks of sound which move but do not blend with each 
-- . . - --- - 

other. For instance, Varèse understands the spaang of the notes of a chord to denote the size of 

the spatial sound rnass and its distance from other sound masses. In this sense, Varèse was 

very interested in what other artforms could offer him to help conceptualize his musical 

language. 

This nies directly in the face of the APV, which, by definition, prohibits so-cailed 

'nonmusical' elements from being treated in terms of the apprehension of music. In terms of 

CTM, such thinking is decidedly regardeci as 'nonmusical,' and thus is not considered an 

activity of music cognition. Yet, without such conceptualization, listeners would be at a loss as 

to the proper apprehension of Varèse's music. 

Earle Brown was interested, in the 1950 '~~  in the way Varèse explored 'time' in music in 

much the same way as Joyce, Stein and Woolf explored 'time' in literature. Joyce explored the 

depth, the density, the verticality of time as an opposing view to its traditionally conceiveci 

sequential (horizontal) passage. Stein maintained that there was no such thing as repetition, 

and Woolf wac interested in slowing down the passage of time. Charles Wuorinen desmbes 

Varèse's contribution to a twentieth-century artistic view of 'time' as "his proposal to mark the 

passage of musical time by juxtapositionai means rather than by a developmental one as £rom 

the past. The music proceeds according to the juxtaposition of differentiated elements, rather 

than the interconnection of evolutionarily related elements" (Ruth, 1978: p. 279). Varèse's 

compositions, Octandre (1923) and Ionisation (l929-3i ) succeed in this regard. 
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This approach to temporalitv is not generalIy dealt with in CTM. That may be because 

the conventional concept of time (especially in CFF music) is sequential. 1 think, though 1 may be 

wrong, that Varèse means for time to have substance and the substances (as blocks of sound) 

p a s  by or clash with one another in ways which do not exhibit the sequential passage of time. 

To illuminate this somewhat difficult concept, 1 offer Stephen Hawking's (1988) definition of 

space-time. He says that "the theory of relativity does, however, force us to change fundamen- 

tally Our ideas of space and tirne. We must accept that time is not completely separate from 

and independent of space. but is combined with it to form an object called space-time" 
. -- - - 

(Hawking, 1988: p. 23). varése's connections with the Futurist *movement and his notions of 

tiem and space have sigruficant resonance with Hawking's statements. CTM, however, with its 

traditional seqential notions of time, may not be equipped to handle VarPsels ideas of 

expanding and contracting spatial entities which in thernselves rnay exhibit t h e  itself. Although 

the parameters of this shidy do not permit an extended discussion in this area, 1 believe 1 have 

given sufficient evidence to demonstrate the shortcomings of CTM in this regard. 

The notion of fonn as process 

Varèse developed an innovative double concept of musical form in his notion of 'form as 

process.' He came upon this idea from the Futurists, in particular Boccioni, who spoke of two 

kinds of 'form as process': first, as 'form in movernent', as action, in which the object itself 

moves in relation to other objects; and second, as 'movement of the form,' as transformation, in 

which the object itself moves in an absolute sense. In this way, objects define and are defined by 

space, and the form of objects is thought of as a 'resuitant' of the process of action and 

transformation. (See Bernard, 1987: pp. 29-30). 

Varèse used the analogic term. 'crystallization' to descnbe his notion of 'form as 

process.' He developed the idea from geology, in which crystallization is deemed to be a 

resultant rather than a prirnelevel, or atomic-level characteristic. Varèse States that in music 

"there is an idea, the basis of an interna1 structure, expanded and split into different shapes or 

groups of sound constantly changing in shape, direction, and speed, attracted and repulsed by 

various forces. The form of the work is the consequence of this interaction. Possible musical 
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forms are as limitless as the exterior forms of crystais" (Varèse, 1967: p. 203). Sound, for 

Varèse (and for the Cubists, in terms of light), shapes the musical stmcture and is therefore 

intrinsic to it. This view is in stark contrast to the traditional (APV-based) view that content is 

separate from form. For CTM, the paradigm structures are T-R patterns. The sound itself (i.e., 

the timbre, the identifying quality) is deemed secondary and separate from the syntactic 

stmcture of the T-R pattern. For Varèse, however, form is the "resultant of a process" Le., 

crystallization) and a s  such, form is inseparable from content. Varèse justifies this daim 

because, as he States, his compositional process is not "the process of filling p r e d e t d e d  

fonns with motivic, thematic and harmonic material ...[ and that] inner [form] is different from 

outer in that, according to the crystallization analogy, the number of available intemal 

stmctures is severely iimited, while the number of possible extemal forms has no limit at all" 

(Bernard, 1987: p. 32). 

The notion of 'form as process' involves four sub-elements. The first sub-element is 

'sound projection,' describecl by Varèse as "the feeling that sound is leaving us with no hope of 

being reflected back, a feeling akin to that aroused by beams of light sent forth by a powerful 

searchlight" (Varèse, 1967: p. 197). Second, is 'rotation,' which Varèse says "implies a senes of 

events in which the first causes one or more others to occw" (Bernard, 1987: p. 49). Varèse 

understands this as an aspect of spatiality in terms of its variegated perspective. In Octandre 

(1923, Varèse uses certain sononties in repetition and juxtaposition with other sounds or 

sound complexes to give the impression of a 'viewing' of separate aural events f om different 

angles. Ralph Shapey describes the notion of 'rotation' as if it evolves "from a network of 

relations that were changing, yet whose basic elements were always the same" (Ruth, 1978: p. 

276). Brown speaks of the image of sculpture in Varèse's music to describe its static quality as a 

'aystalline stmcture.' In desmbing this, Brown states that "the movement is there in an acoustic 

way, not in an aural or kinetic way; you can hear the sounds go across the orchestra" Cln Ruth, 

1978: p. 276). The third sub-element in the notion of 'form as process' is the contraction and 

expansion of densities of 'sound blocks.' The fourth sub-element is the notion that global 

processes are noncyclic and unidirectional. That is, global structure is not derived from 

identifiable pitch-class sets or tone rows, but rather from procedures that denve from connec- 
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tions made point-to-point. The idea of 'form as process' is linked to the Cubist notion of 

'multiple viewpoints' and 'simultaneity,' described below. 

The notion (front Cubist influencesi of multiple viewpoinfs and simultaneity. 

Varèse developed the notions of 'multiple viewpoints and simultaneiy from the Cubist 

art movement of the 1920's. In terms of the concept of 'multiple viewpoints,' the Cubists 

developed a technique in which the object of attention could be rotated (or could be viewed 

as a succession of moments, thereby reconstituting it into the medium of temporality. Varèse 

saw this as a way to create a bridge between the perception and conception of objects. Edward 

Fry explains that "conception makes us aware of the object in all its foomis, and even makes us 

aware of objects we would not be able to see. '1 cannot see a chiliagon (a thouçand-sided 

figure),' said Bossuet, 'but 1 can conceive it perfectly well"' (Fry, 1966: p. 95). 

The concept of 'simultaneity' in terms of Cubist painting is perhaps best explained by 

Appolinaire. He States that in terms of 

representing planes to denote volumes, Picasso gives an enurneration so complete 
and so dechive of the various elements which make up the object, that these do 
not take the shape of the object, thankç to the effort of the spectator, who is 
forced to see al1 the elements sirnultaneously just because of the way they have 
been arranged. (Appolinaire, 1913: p. 22) 

Since the Cubists had found a solution for incorporating motion into painting through 

the division of disaete images in juxtaposition, the Futurists solved the problem by incorporat- 

ing the idea of motion into a mix of other notions. The sculpter, Bocaoni, incorporateci spirals 

and other non-rigid profiles to capture the notion of 'continuity in motion.' Varèse was strongly 

attracted to the Futurist vision of 'simultaneity' and began using sirers in his early works (e.g., 
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Ionisation, 1929-31 ) in order to overcome the conventional idea of disaete pitches, and also m 

order to cover the total pitch spectrum.2 

It is in the rejection of the idea of working within a preconceived system that the Cubists 

founded their aesthetic point of view (broadly conceiveci). The arrangement of colours by 

themselves was thought to create a sense of movement and contrast, and the concept of viewing 

something from multiple perspectives simultaneously became closely allied with the use of 

colour as a means of contrast. For Varèse (in terrns of the juxtaposition and the overlapping of 

sound masses in space), the idea of 'simultaneity' lent itself well to music. Varèse was aware of 

Henri Barzun's invention of so-called 'orchestral poetry,' in which several voices speak 

simultar.eously. The idea of the l a y e ~ g  of sound was said to represent a situation in day-to- 

day reality in which several speakers would be talking at once, with different shades of meaning 

emerging from different voices at different times. 

Varèse's work, Espace (as a prime exarnple of 'simultaneity') was intended to be 

broadcast sirnultaneously in several parts of the world in a crisscrossing mélange of sound 

masses. As Bernard explains, Varèse achieved, or at least endeavoured, within the limitations 

of conventional instmments, to achieve 'simultaneity' in the presentation of sound masses 

through the employment of two techniques. Bernard states that "one, [through] a high degree of 

timbre differentiation; the other. [through] rhythmic patterns that resisted the listenefs attempt 

to mesh them" (Bemard, 1987: p. 16). Varèse often said that the element, 'simultmeity' would 

eventually be made possible later in Me through the use of electronic techniques, which he 

eventually succeeded in achieving with Poème Electronique (1957-58). 

The opening passages of Intégrales (1924-25) exemplify aurally the notion of 'simulta- 

neity and multiple views' of a sonic object. Bemard describes Intégrales as a work "in which a 

succession of 'sound elements' (in the sense of pitch content and registral placement) is 

repeated some fourteen times before its dissolution, but never with an  exact repetition of 

dynamic or rhythmic indication" (Bemard, 1987: p. 16). Gunther Muller, in an i n t e ~ e w  with 

Varese, referred to Varèse's use of sound masses as "the special kind of static continuity m 

- - 

2. Later, Varese had the resources of ekctronic sound to capture the notion of 'simuha- 
neity in motion.' 
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[the] music. and its use of repetition and near-repetition of the same elements in constantly new 

juxtapositions and successions" (Schuller, 1965: p. 36). 

The primacy of timbre (and accent ) 

Varèse was the first composer to proclaim the primacy of timbre (and accent), and the 

subsequent assimilation of melody and harmony into them. Varèse treated the notion of timbre 

as a formal element of music. As dixussed earlier, CTM rejects such elements as timbre (and 

dynamics) as formai elements. For instance, L/J treat timbre as a secondary element to be 
- - .  *.-- - -- - -  - - - -  - .  

processed only after eiements higher in the processing hier&hy (such as tonal and rhythmic 

patterns) have been processed. Varèse incorporated the notion of timbre as a forma1 musical 

element more due to his interest in the accompiishments of the painters and writers of his h e  

than those of musicians. Early on. Varèse demonstrated an interest in the Cubist movement, 

which began around the year 1907. Primarily, Varèse understood a parallel in the Cubists' use 

of colour and shadow as formal agents in creating contrasts in line and grouping of forma1 

elements of the design. Regarding this, Varèse states that 

the role of color or timbre would be completely dianged from being inadental, 
anecdotal, sensual, or picturesque; it would become an agent of deheation, like 
the different colors on a map separating the different areas, and an integral part 
of fonn. These zones would be felt as isolated ... niese zones would be differen- 
tiated by various timbres or colors and different loudnesses.. .and would appear 
of different colon and magnitude. (Varèse, 1967: p. 197) 

Bernard (1987) reminds us that Varese was speaking partly theoretically at the time he 

came up with the above idea, in anticipation of the development of electronic means of realizing 

the formalization of timbre. Nevertheless, the importance Varese placed on timbre was 

evidenced by his method of composing: that is, he was methodologicalîy opposed to composing 

a piece by first writing a piano score and then orchestrating it. For Varèse, the uniting of the 

processes of orchestration and composition places the composer in a direct relation to the 

essence of the work because it allows him to work diredly with timbre as the compositional 

process unfolds. According to Sperling, Varèse considered "orchestration [to bel the response to 

the musical content of the work" (Sperling, 1934: p. 128). The content is understood by Varèse 

to be the instrumental timbres. 
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Recall that Fiske defines musical content as the relation that emanates from the P/P'/Pn 

trichotomy. Timbre does not figure into the equation, because it cannot not, according to his 

stipulations, organized in terms of a tonal-rhythmic pattern. Fiske's very insistence on the tonal- 

rhythrnic pattern as the paradigm element in music cognition points directly to its reliance on 

conventional approaches to music, putting in question the hypothesis in CTM for the universal- 

ity of cognitive processes. 

In conclusion, Henry Cowell, the American composer, has said that Varèse may well be 

the oniy composer of music who was influenced by the aesthetics of the Futurist art movement, 

as led by artists such as s oc ho ni and Marinetti. As dixusseci earlier, the Futurists incorporated 

the concept of motion into the mk of the Cubist concepts of 'simultaneity and multiplicity of 

view.' The Futurists believed the Cubists' solution to 'multiplicity of view was sornewhat 

impoverished since Cubist images remaineci dixrete and static in their juxtapositions. Bocaoni 

incorporated spirals and other nonrigid profiles in his sculpture to capture the notion of 

continuity in motion, images that Varèse incorporateci into his sonic landscape. 

The Fuhirists' work in the plastic arts led to some original condusions about music. As 

explained above, he came to conceive of four dimensions in music: 'horizontaiity,' 'verticality,' 

'dynamic expansion' (or 'contraction,' and 'extension' (or projection) into space. Varése spoke 

of 'moving sound masses,' and claimed thai "when these sound masses collide, the phenornena 

of penetration or repulsion will seem to occur" (Varèse, 1967: 197). The idea of sound 

projection is not untike Boccioni's concept of 'dynamic continuity' or 'dynarnic form,' which he 

defines as a "species of fourth dimension, both in painting and in sculpture, which cannot exist 

perfectly without the complete concurrence of those three dimensions which determine volume: 

height, width, d e p t h  (Boccioni, "Plastic Dynamism" 1913. In Appollonio, 1973: p. 93). 

CTM fails to provide the means to give a proper account for Varèse's music. If, as  

presumed in CTM, Varèse's compositions were in fact heard via the mechanisms of a natural- 

ized form of the APV, most of his music would likely be cognized as unorganized noise. That 

situation would be likely because Varèse's music breaks the traditional paradigms of the 

melodic/harmonic/rhythmic frameworks of the CPP (from which CTM denves its musical 
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p a r a d i p l  to such a degree that APV-based mechanisms (as dexribed) can succeed to operate 

only with the srnallest degree of success. That is why 1 contend that the ideational basis for 

apprehending Varèse's music is as much an integral part of the listening process as is the 

straight auditory expenence of it. In the next section, 1 shall explore the ideational bases for the 

compositional approach of Iannis Xenakis. The ideational dnving force behind Xenakis' 

compositions is motivated by Varèse's work with sonic masses. 

9.3.2b Xenakis: stochastic mathematics 

It is important to note that Iannis Xenakis, as well as being one the world's most 

prominent musicians, is also a professional enguieer who worked with the famous architect, Le 

Corbusier. Xenakis' first large musical work, Metastasis (1954) is in fad based on the design for 

the surfaces of the Le Corbusiertreated Philips pavilion built for the Bnissels Exposition of 

1958. 

in his 1997 book. Fonnalized Music: thought and mathematics in composition, Xenakis sets 

out the principle features of his approach to musical composition- If one were to place Xenakis 

on a stylistic or conceptual map of twentieth-century musical thought, one would find him 

somewhere along the border between Varèse's temtory of 'sonic entities' and the region of 

'musical indeterminisrn.' The dual placement is necessary because in his musical design, Xenakis 

combined Varèse's notion of 'sonic entities' with a new exploration of indetemunism through 

such mathematical principles as Caussian distribution (S'T'/Io, Atrées, 19621, Markovian chahs 

(Analogiques, 19581, game theory (Duel, 1959, Strategie. 1962) and stochastic mathematics 

(Metastasis, 1954). 

The importance of Xenakis' orchestral piece, Metastasis is that it is the first musical work 

which makes use of the principles of stochastic mathematics such as those found in Poisson's 

law of the distribution of random events. The title itself sets the listener on the road to 

understanding something about the work. Metastasis is a combinatory form, derived from the 

Greek me ta = after + stasis = stationary state, resulting in dialectical transformation. Xenakis 
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composed the work in order to forge a link between classical music (including serial music) and 

what he calls 'Formalized Music.' 

In Metas fasis, Xenakis makes use of the calculus of probabilities, through massive 

continuous and dixontinuous glissandi and pizzicati, striking of the wood of the bow to the 

string and other percussive sounds generated on the instruments. With a large number of sound 

points, distributed over the entire breadth of the sound spectrum, there appears in the 

acoustical amay a dense 'granulation,' a veritable cloud of sonorous movement, al1 governed by 

the laws of stochastic rnathematics. Xenakis' intent is to dixover a new 'morphologf of sound, 

fascinating both for its abstract aspect (in tenns of probabilistic theory) and for its concrete 

aspect in terms of the auditory sensation of previously unheard sonic materials. 

Messiaen says of Xenakis' music that "the surprising thing is that the preliminary 

calculaiions are completely forgotten at audition. There is cerebral quality, no intellectual 

frenzy. The result in sound is a delicately poetic c a h  or violently brutal agitation, as the case 

may be" (In Claude Rostand, 196% 1 interpret Messiaen to mean that the theoretical (i-e., 

mathematical) underlay of the piece, while not affecting audition directly, somehow exerts an 

influence on a listenefs perception of the music. However, without a conceptual 'Lifeline' to 

perception, Metastasis may only ever just sound like disorganized noise to the average and 

uninstmcted listener. Nevertheless, it is important to note that the aesthetics of the twentieth 

century both permits and encourages a partnership of the participant's conceptual and the 

perceptual powers in the apprehension of art. 

Under the stipulations of L/Jfs 'generative musical grammai' model, Messiaen would 

certainly qualify as a so-called 'expert listener.' To a lay listener, who presumably (on L/ Jfs 

account) would employ the same mental processes for comprehending music as would a 

composer such as Messiaen, 1 contend that a full and enricheci understanding and appreciation 

of Metastasis might be impossible solely within the auditory-cognitive domain. I would argue 

shongly against the APV-based paradigm of CTM, that without some help on a conceptual 



Chapter 9: Contra the Aesthetic Point of view 243 

level, the apprehension of a piece which has the complexity and apparent density of Metastasis 

may only be partly comprehended or even completely mixomprehended. 

In setting the background for a discussion conceming indetemiinacy, Xenakis nimmar- 

izes the standard dichotomies, pure chance and pure determinism, t ha t have existed since 

antiquity. Xenakis contends that in recent times, knowledge has been seen as the explainer of 

the notion of the progressive degrees of chance, without fully explaining the notion of pure 

chance itself. In noting that the concept of causality has been central to Western thought since 

antiquity, Xenakis conceives what he calls the 'principle of causality in music' as a historical 

process (and not an ontological matter, as presumed in CTM). Influenced by Pythagoras and 

Plato, Xenakis states that it was believed that nothing cornes into being without cause. 

According to Xenakis, the notion of causality has been reflected in musical design right up to the 

end of the CPP. The tonal system, with its hierarchy of tonal functioning (Le., tonic, 

subdominant, dominant, etc.) is exemplary of the strictmess of the notion of causality in musical 

design. 

Xenakis pinpoints the historical end of the notion of strict causality in physics (at the 

end of the nineteenth cenhiry) as coinciding with the rise in the development of statistical 

theories in physics. It is perhaps not coincidental that in the early twentieth century, with the 

formation of the Second Viemese School (around 19151, the N e  of strict serial atonality broke 

the grip of functional determinacy held by the tonal system, but replaced it with its own brand 

of detenninism in the form of twelve-tone senal technique. Xenakis speculates that the early 

atonal composers did not have an idea how to deal with atonality in a chance setting. A 

complete solution was not found, but eventuaily a partial solution is found in Messiaen's 

system of 'multiseriality.' 

R e d  that in the early twentieth century, musical composition was split into two general 

camps, with the borders sornewhat blurred between them. First, was the 'proto-tonalityf (i.e., 

atonal) camp beginning with Schoenberg, leading to Messiaen, and culminating in 1950's neo- 

seriality. The other musical camp, including Varese and Xenakis, works with the notion of 'sonic 

entities.' Stockhausen's system of 'general seriality,' was somehow prototypical of seriaihm a s  
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a technique of organization but incorporated the notion of 'sonic entities' into its realization of 

musical fom. 

In 1954, with the work of Xenakis, serialism was eventually replaced by music based on 

the statistical processes of stochastic mathematics. 'Stochastic music' is generally defined as  

"involving randomly detemineci sequences of observations each of which is considered as a 

sample of one element from a probability distribution. Stochastic music relied upon a more 

general theory of causality, of which serialism became a particular case. Stochastic variation 

implies randornness as opposed to a fixed nile or relation in passing from one observation to 

the next in order" (The Random House Dictionary of the English Language). 'Stochastic music' 

follows mathematical progressions (or transformations) from complete order to complete 

disorder in continuous or discontinuous marner. 'Continuous' (or 'discontinuous') transform- 

ation is realized musically in passages of discrete but short glissandi or string pizzicati in 

rnultitudinous fashion. This type of sound structure gives the aura1 impression of contuiuity or 

discontinuity and can be controiied through probability theory. 

Another area in which stochastics is of use in music is in the exploration of total 

asymmetry in rhythrnic variation and the total negation of durational causality between sonic 

points. For instance, the laws of stochastics can be used in calculating the frequency of the 

clicks of a Geiger counter, or the frequency of raindrops falling on a tui roof, or the frequency of 

the chirping of cicadas on a summer night. Stochastic laws also provide a determinisrn of the 

probabili ties of the essential components of sound. Durations are calculated as the linear 

density of points in a time continuum. Xenakis States that dusters of sounds in a time-space are 

defined in terms of stochastics as a "set of sound-points in the intensity-pitch space realized 

during a given duration" (Xenakis, 1992: p. 77). Speeds of glissandi, in stochastic language, are 

thought of as vectors, as continuously or dixontinuously variable speeds of pitch change. 

T~LIS~  the individual sound in 'stochastic music' loses its importance, with the conse- 

quence that the ensemble of sounds is perceived en bloc, as a whole. The ambition of the 

composer is to dixover a new 'morphology' of sound, fascinating both for its abstract aspect 
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(by means of probabilistic theory) and ib concrete aspect through the sensation of previously 

unheard sonic matenals. 

Although the mathematical underlay is not essential for listening to a work such as 

Metastasis, it does serve to index it histoncallv and culturally, just as Wagner's extended use of 

the diminished seventh chord (in the Prelude tu Tristan and [solde) indexes the piece as a work of 

late nineteenth-century European chromaticism. However, that is no t my central point here. My 

point has to do with the inadequacy of CTM to explain the necessity of an epistemological base 

for apprehending such music. That is, if the cognizing apparatus has the presumed capaàty to 

concentrate only on local data as a starting point in the hiemrchical listening process (as m 

Fiske's design, with its focus on the P, P, Pn hichotomy), the point of such music will be lost 

from the outset. For Xenakis, the detailed sounds of the individual giissandi of the potential60- 

65 string players in a syrnphonic orchestra have the same sonic effect as the visual effect of 

individual droplets that spread out when one tosses a bucket of water-that is, it is the 

wholeness of the spray that is the centrai aesthetic effect, not the individual droplets. One 

rnight even conceptualize the wash of glissandi as a kind of 'musical spray,' a notion which 

adds immeasurable depth to an otherwise purely APV-based experience of the music. 

Since Xenakis is primarily concerneci (as is Varèse) with volumes and densities of sound, 

the conceptual framework for iistening to their music requires a drastic alteration hom listening 

habits which search for melodies, harmonies and rhythms in CPP-ordained orders. However, 

since CTM denies a place in theoretical design for a conceptual framework for Listening (because 

it is outside the parameters of the APV), there is little chance that the idealized listenefs music 

cognizing apparatus, operating under such conditions, will apprehend the intended realities of 

Xenakis' and Varèse's music, resulting in a severe impoverishment of the üstening experience. 

in the next section, I shali explore the notion of 'aleatory,' as one of the defining features 

of twentieth-century music. Again, as with previous sections, 1 shall offer a running commentary 

in order for the reader to understand my argument as it pertains to my critical analysis of CTM. 
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9.3.3 Anti-rationality, indeterminacy and aleatory 

There is a dual link between the super-rational, totaUy organized music of Stockhausen 

and the abandonment of composer control that is emblematic of John Cage's music. First, the 

two compositional movements were histoncally coincidental and second, they were both not at 

the beguuungs of a histoncal development, but rather at the end. in point of fact, Stockhausen 

cornes at the end of a long period of an increasing rational control over musical materials, which 

began in the eighteenth century, or even earlier. Cage's music comes out of the Ives-Cowell line, 

with its preoccupation with non-tempered sounds, percussion, and with Oriental ideas. Eric 

Salzman States that 

eventually Cage abandoned no t only steady-state pitch phenomena but also 
rational control over many aspects of the musical event. He threw dice, used the 
I Chzng, plotted star charts or the imperfections on a piece of paper-not to give 
the performers freedom, but to de-control the conscious manipulation of sound. 
(Salzman, 1988: pp. l59-6OF 

Cage produced tape collages (see esp. 1maginar-y Landscape No. 4, 1951, for twelve 

radios, and random noise assemblages) in whidi, within a fixed time span, any aura1 objects 

(induding other music) corne together in any combination, occurring as random events taken 

from the real world and put into mndom juxtaposition. For live performances, Cage employed 

fixed time segments, and graphic or xhematic notations, which Salzman explains are 

basically programs for activities, they renounce any specific control of actual 
sound results but merely define the Limits of choice and possible field of activity, 
and quite explicitly show the impossibility of prediction.. .The graphic represen- 
tation becomes partly an end in itself, a significant catalyst in an ongoing 
relationship between creator, performer, and listener. (Salzrnan, 1988: p. 160) 

The iast sentence in the quote above is of particular interest to this study. As discussed earlier, 

it is a central presumption of the APV (and consequently of CTM) that the respective relation- 

ships of creator, performer and listener to music are of persons to an aesthetic object. 1 shall 

3. The Latin word, alea, rneaning dice, is the root for the term, 'musical aleatory,' 
describing types of music that employ chance etements, randomness, and indeterminacy 
in the realization of performance. Sometimes the term used is 'aleatoric,' which is 
criticized by those who argue that 'aleatory' is itse!f adjectival, being a derivation of 
the French, aleatoire, meaning 'chancy' or 'risky.' 
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argue in Chapter 10 that in essence, the view taken by music cognition theory is that the relation 

between listener and music is an object-to-object relation. With 'aleatoric music,' this presumed 

relationship loses much of its footing. Salzman goes on to Say that "musical performance 

becomes a kind of existentialist activity in which the notions of 'musical composition,' of 

'performance.' of 'communication,' and of the 'work of art' itself are destroyed or drastically 

altered; in which the listener becomes directly involved in an activity in which the old distinc- 

tions and relationships are meaningless" (Salzman, 1 988: p. 160). In the next few paragraphs, 1 

shall attempt to sort out Salzman's point. In doing so, 1 hope to open a dixussion on what 

effect aleatory has on the notion of musical participation. 

S a h a n ' s  suggestion for the direct involvement of the iistener with the activity is due, in 

my view, to an alteration that has been created by 'musical aleatory' in terms of the haditional 

relation between performer and music. Salzman notes that "an obvious corollary to the de- 

rationalization of composer control was the increased importance given to the performei's role 

in determinhg the details or the actual shape of a conception in performance" (Salzman, 1988: 

p. 161 1. For the performer, the traditional distinction between creator and re-creator becomes 

altered because, in 'musical aleatory,' the performer's choices in performance become as much a 

part of the 'composition' as are the range of choices set by the composer. 

Salzman notes that "it is important not to confuse this music with improvisation; there 

is no question here of performance tradition or spontaneous invention within some given pattern 

but only controlled-choice situations in which any rational basis for decision has been inten- 

tionally removed or minimized" (Salzman, 1988: p. 161). In terms of CTM, the general 

approach to improvisation is to treat it as a 'variations' version of pre-composed music, 

because the point of view is stipulated to rernain the same: that is, from an APV-based listener 

orientation. 'Musical aleatory,' however, shifts the orientation to an active one in which the 

performer makes choices as to the structure of the composition. An alternative mode1 for music 

cognition has the task of explaining the new orientations to music-making as an active process. 
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This brings us back to the relationship of the listener to the activity. The activity (i-e., the 

performance) is no longer simply a 'realization' (traditionally conceived) of the reified choices of 

a composer (in the form of a 'piece,' a.k.a., aesthetic object), but is a curious blend of the 

performefs persondity and the choices being made in performance. The question then arises as 

to what the listener is actuallv relating to: is it the performer (as a person making choices about 

musical content), the choices themselves, the aleatonc situation (Le.. the musical composition) 

originaily created by the composer, or some mixture of all the above possibilities? 1 tend to lean 

toward the latter possibüity. 

With aleatory, the newlv instantiated relationship of the listener to the activity alters the 

previous traditional distinction-making possibilities between performer, activity and aesthetic 

object. In other words, with aleatory, there is no longer a clear distinction between the performer 

and the music k ing  performed (expressed as an APV-based musical 'object'). That which the 

performer brings to the music is now as much a part of the music as the music she aeates. With 

aleatory, the music ceases to be a reification of a composer's choices. but rather becomes a 

process of dynamics between the perfomer and the set of choices being made. 

With this new situation, the aesthetic object no longer occupies its traditional role m 

relation to the Mener. The traditionally conceived action of participatirtg in music (i.e., listening 

to a performer perform music) now becomes an intersubjective activity which permits many of 

the dynamic possibilities that intersubjective activity permits when two persons interact in 

te- of a specific subject matter. With aleatory, therefore. music cognition is no longer a 

product of mental processes aeated by a cognizing apparatus encountering an aesthetic object, 

but is rather a dynamic in itself, that is, an intersubjective activity of participants who are 

concerned with a subject ma tter that is called 'music.' It then becomes less of a conceni whether 

the subject matter (i.e., music) is conceived as an object or an activity. That is, because with 

aleatory, music is conceived more as a social construction that arises from the intersubjective 

dynamics over a given content that is agreed upon between or among participants. Ultimately, 

the interaction among performers and other performers, among performers and listeners, or even 



Chapter 9: Contra the Aesthefic Point of view 249 

among listeners and other listeners that exists among ali the possible situations in aleatory, may 

be reduable to a situation in which there is no need for so-called 'musical' activitv at alI. 

A good example of the above is in Cage's famous work, 4' 33" (19521, which he 

intended to be apprehendeà as providing a spatial and temporal frame for environmental 

sounds. Salzman describes 4' 33" as "a segment of time isolated and defined in order to trap, 

for a moment, the experience of the haphazard, 'real' world. Or it may be taken as the zero 

point of perception where total randomness and aleatory meet total determinism and unity in 

the literal experience of - .. nothing" - (Saizman, 1988: p. 160). EssentiaUy, one might think of 4' 33" 

as the ultimate paradigm of the notion of 'form,' which Cage defines as "the morphology of a 

continuity" (Cage, 1961: p. 18). Nothing of the matenals (Le., occurrences) which were to be 

contained in 4' 33" determines its stmcture. That is, the smicture of 4' 33" is as unaffected by 

the presence of occurrences as it is by their absence. Cook takes Cage senously on this point, 

which explains his comment that in Cage's aesthetic framework, 

anything a n  be heard as music. Cage is saying, if the listener chooses to hear it 
that way. From this point of view, composing music becomes not so much a 
matter of designing musically interesting sounds as sudi, as of aeating contexts 
in which sounds wiil heard as mwically interesting . . . listeners (of pop music, or 
avant-garde music) it seems, will tacitly accept virtually any sound as being 
potentially musical, provided tha t it appears in an appropriate context. (Cook, 
1990: p. 12) 

For those who rail against the notion that 4' 33" is 'music,' 1 would caution them against 

being too overly influenced by the APV, which rnakes the aesthetic object a necessary compo- 

nent of a definition of 'music.' It is evident that 4' 33" is not a piece of music in the ordinary 

sense, and neither is John Cage a composer or creator in the ordinary sense. As Salzman states, 

Cage questions and makes irrelevant the whole question of order and rationality in performed 

music. However, S a h a n  argues that "it is in the nature of human activity that a precise action 

can never be repeated and that no event can ever recur; it seemed Iogical, particularly to the 

European dialectical mind, that irrationality and randornness should be built in as qualifica- 

tions for the consmiction of a new instrumental and performed music" (Salzman, 1988: p. 161). 

Salzman correctly argues that randomness and irrationality are probably no more or less 
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essential to the human condition than the capacity to impose order and rationality on the 

external world. As indicated earlier, Xenakis shows that when tnie randornness is desired, it is 

best done by a cornputer, such as when statistical random patterns are needed to indicate a 

spray of events over a given field, which are then translated into sonic values. Cage achieves 

randornness by incorporating the events of a manifest-world situation within the restrictions of 

his own temporal morphology. 

On the other hand, in Morton Feldman's music, the traditional prernises conceming the 

relational organization of sounds are reversed. Sounds are not organized in relation to each 

other, but are conceived as isolated events, dissociated from each other, resulting in a novel 

sense of time not previously experienced in Western music. In terms of Cage's approach, 

Salzman states that 

in many Cageian and post-Cageian works, there is a set of activities regulated by 
a set of limitations, often with a an intentional disassociation between the nature 
of the activity and its possible results in sound. hstead of being conceived as  
sound, performances may be based on visual definitions, programç of activity, 
ideas of non-sound or silence. Instead of defining time, the compositions are 
thernselves defined by the random passage of t h e ,  extending to indeterminate or 
theoretically infinite length. Instead of a music of definable identi ty, we have 
conceptions whose essence is la& of identity. (Salzman, 1988: p. 163) 

In the final analysis, Cage will probably not be remembered so much for his work m 

musical indeterminacy, but rather for his philosophical position which occupies the dialectical 

opposite side of that represented by serialism: that is, in tenns of the total intemal order of a 

composition and in ternis of the total deterrninism of style. Salzman argues that it is Cage's 

"conception of art as a human activity and his opening up of the extemal universe as subject 

matter for an art that had become almost entirely interiorized [that] will stand up as his major 

contributions" (Salzman, 1988: p. 163). We might understand Cage to represent the end of the 

penod of musical Modemism. From that point of view, 4' 33" might well be considered to be 

the zero starting-point in the post-Modern era. 
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9.4 Conclusion 

The essential point of this chapter has been to provide strong grounds for plaang the 

APV in a histoncal and cultural context which finds little relevancy in the twentieth-century 

avant-garde. During this penod, the dialectical notions of rationality and irrationality in music 

have been exposed and challenged, but wherever the pendulum has swung in this latter stage of 

the century. it must be taken as a reflection of historical and cultural forces. 

The conceptual framework for the proper apprehension of twentieth-century music does 

not make a good fit with CTM. I have shown this to be principally due an adherence to and 

subsequent nakralizing of the AFV in forrnulating music cognition theory. 1 have shown that the 

percephial base for cognition. expressed as exclusive to the auditory-cognitive domain, is 

insuffiaent for dealing with ideationally conceived art. Even though music may always have a 

sonic component, 1 contend that the perception and subsequent cognition of that component 

must always depend upon a conceptual listening framework for a proper apprehension of 

music. As weU, 1 have been carefd throughout this chapter to avoid speaking of music solely in 

an object sense, and have indicated that music as a process has as much validity. 1 shall have 

more to Say concerning that point in Chapter 10. 



Chapter 10 

Music as Cultural Construction 

10.1 Introduction 

As sta ted throughout this study, the central flaw in CTM is that theoretical models are 

constructed upon postulated structures and processes which Iimited their descriptions to the 

auditory-cognitive domain. My objection to the above is that the unmediated listening act 

presents only a partial picture of how humans corne to participate in music. Conceming this 

point, Binkley states that "art is too culturally dependent to survive in the mere appearance of 

things" (Binklev, 2987: p. 92). To talk about music aesthetically (thatis, in terms of the APV) is 

to talk about music as a set of musical objects and to define music in t e m  of such a conceptual 

framework is to explain it in t e m  of membership in a ciass of aesthetic objects caild 'musical 

works.' Thus, we often find aesthetic discussions centering on the question, 'What is music?" 

ùnmediately M g  to focus on the question, 'What is a work of musicai art?" as though the 

two questions were completely interchangeable. However, the two questions are not really about 

the same thing. Binkley states that "what counts as a work of art must be discovered by 

examining the practice of art. Art, like philosophy, is a cultural phenomenon, and any particular 

work of art must rely heavily upon its artistic and cultural context in communicating its 

meaning" (Binkley, 1987: p. 90). He further states that one "cannot explain the meaning of a 

painting [or a piece of music] without viewing it immersed in an artistic milieu" (Binkley, 1987: 

p. 90). 

Binkley states that trying to idenhfy 'art1 by defining it as a collection of 'works of art' 

is a bit like hying to define philosophy by saying what constitutes a philosophy 
book. A work of art cannot stand alone as a rnember of a set. Set membership is 
not the structure of that hurnan activity called art. To suppose we can examine 
the problern of defining art by trying to explain membership in a class of entities 
is simply a prejudice of aesthetics, which underplays the cultural structure of art 
for the sake of pursuing percephial objects. (Binkley, 1987: p. 90) 

Binkley goes on to Say that a paradigrnatic work of art like the Mona Lisa is "a thor- 

oughly cultural entity whose artistic and aesthetic meanings adhere to the painting by cultural 

252 
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forces. not by the chernical forces which keep the painting intact for a period of tirne" (Binkley, 

1987: p. 9C). This can equallv be said for musical works, which are not simply compilations of 

sounds. Therefore, for reasons similar to those suggested by Binkley, the physical forces in 

sound cannot supply a sufficiency of artistic and aesthetic meanings to create a proper picme 

of what it is to cognize music. 

The above paragraphs set the stage for my positive thesis on which to formulate a 

reconceptuaked music cognition theory. My intent in Chapter 9 is to reveal the strong need for 

a wider conceptual framework in which to begin to formulate a mode1 of music cognition theory 

which will take into account a range of approaches as to how humans participate in music. My 

intention in this chapter is to focus upon several areas which deserve attention in terms of the 

development of an alternative conceptual framework for music cognition theory, taking into 

account the view that music is primarily a manifestation of culture, and that individuals receive 

and create their musical culture in terms of an interaction of persons. 

10.2 Rationality and intuitive experience 

As stated throughout this study, CTM takes an unacceptably narrow view of musical 

experience, namely that which emanates from the intuitions arising from auditory-cognitive 

expenence. Nicholas Cook (1990) argues that the experience of music actually has two sides: 

first, one which is experiential, relating to musical, intuitive judgments; and second, one which 

provides or seeks rational explanation for musical events, at M e s  relating to verbal anà/or 

logical factors. In his book, Music, Imugi?iationf and Culture. Cook looks for some of the 

discrepanues between the way music is explained and the way it is experienced. He argues that 

it is not that musicians are at fault in the way they describe music, but that descriptions of 

music by musicians necessarily have to be done within a musical culhme, "which is to say that 

they are operating within a framework of suppositions or (if you like) prejudices that consti- 

tutes a culture" (Cook. 1990: p. 3). He contends that the activities of theorizing, aiticism, 
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describing, etc., are somehow integral parts of the musical production process, and by 

extension, also integral parts of the experience of music. 

1 wish to draw a cornparison between Cook's phrase, "framework of suppositions that 

constitutes a culture" and a term used throughout this study, the "manifest view of music-in- 

the-world." Both notions constitute an expression of how music is experienced in terms of its 

day-to-day existence, as a thing or activity that humans encounter in the îived' (Le., manifest) 

world. Cook sets forth the proposition that "a musical culture is, in essence. a repertoire of 

means for imagining music; it is the specific pattern of divergences between the experience of 

music on the one hand, and the images by means of which it is represented on the other, that 

gives a musical culture its identity" (Cook, 1990: p. 4). In other words, the manifest view of 

music is the way music is experienced, in terms of the activities of imagining, representing, 

interpreting, etc., by an individual or group of individuals in a given culture. Cook contends that 

a musical culture makes interpretations within a "specific cultural and aesthetic stance; and any 

aesthetic interpreta tion takes certain beliefs or interests for granted, simply by virtue of being an 

aesthetic interpreta tion" (Cook, 1990: p. 4). 

The above point is interesting for this study, because Cook embraces the dual notions of 

'culture' and 'aesthetic stance' as having composite roles in musical expenence, and that 

aesthetic experience has embedded in it certain beliefs and interests which arise from culture. 

As such, aesthetic experience is interpreted ili t ems  of the culture from which it arises. In the 

more specific terms of this study, 1 take the above to imply that the cognition of music is 

achieved within the framework of the culture from which it arises. In short, I conclude that the 

aesthetic experience (broadly conceived) of individuals supervenes on the culture (which 

comprises the beliefs and interests of a particular group, manifestly conceived) in which they 

Live. 

Recall that Baumgarten's Aesthetica (1 750) argues for the cognitive status of sensory 

perception, not as a means to the acquisition of knowledge, but as a type of knowledge in of 

itself. so that aesthetic perception in al1 its multiplicity and variety, is seen as being complete 
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and indivisible. On this view, Baumgarten marks perception out as being 'aesthetic.' Cook notes 

that "in this way the idea that to perceive something aesthetically is to perceive it as an 

integrated whole is axiomatic to the entire enterprise of aesthetics" (Cook, 1990: p. 5). Also 

recxlll DaMhausf comment that "the notion of the whole is one of the few to survive intact the 

transformation of esthetics from a theory of perception to rnetaphysics and on to psychology" 

(Dahlhaus,l982: p. 6 ) .  These two quotes outline precisely the aesthetic argument, that aesthetic 

experience arises solelv from perceptual experience and remains intact as an indivisible entity. 

Co0 k puts the aest hetic argument (narrowly conceived) in an interesthg perspective. He sta tes 

that "the structural wholeness of musical works should be seen as a metaphorical construction, 

rather than as directly corresponding to anything that is real in a perceptual sense; but I take for 

granted an even more fundamental assumption of the aesthetics of music, namely that the 

significance of music lies in what we perceive as we listen to it" (Cook, 1990: p. 5, my itaiics). 

If the structural wholeness of musical works is better understood as 'metaphoncal 

construction,' 1 contend that it is because dexriptions of musical expenence can only be so. I 

argue that that is due to the difficulty of offenng a description of musical experience just m 

tenns of the experience itself. Therefore, and for the same reasons, it also stands that descrip- 

tions of the cognitive structures which may arise from musical perception must also be 

described metaphorically. 1 contend that this is so because such descriptions have to be made in 

terms of the manifest image of music, not in t e m  of hypothesized cognitive stmctures, because 

nobody can accura tely describe sornething that is inherently and definitively cognitively 

inaccessible. In other words, such descriptions depend on and take their terminology from the 

everyday (i.e., manifest) experience of music in the context of the culture of the person doing the 

describing. Thus, the question arises whether the descriptions of music cognition provided by 

CTM are not simply products of a particular cultural view. I would argue in the affirmative 

because 1 contend that persons must by force desaibe their world through their own cultural 

filters. 
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Recall my earlier statement that Western culture generally regards music as  a sonic 

phenomenon. As a counter-example, 1 mentioned Afncan kalimba (thumb piano) music, in 

which music is viewed in lunaesthetic ternis-that is, by the patterns of fingering rather than the 

resultant sounds. I also mentioned Chinese qin (zither) music in which a complex appreciation 

(in knowledgeable players and connoisseurs alike) arises from the separation of the hand 

motions from the sonic aspects of the performance. Cook says that we in Western culture tend 

to rationalize the sounds of music and how they are experienced. He contends that as a culture, 

however, we are not prone to rationalizing their "physiological, psychological, affective, moral, 

or social consequences in the same way," and that we, as members of a culture "are not in the 

habit of thinking reflectivelv about them" (Cook, 1990: p. 51.1 As a consequence, especially in 

t e m  of the experience of such music as kalirnba or qin, we as members of Western culture 

(which focusses so heavily on the auditorv expenence of music) are potentially locked in a state 

of misrepresentation concerning the experience of music from other cultures if those cultures do 

not in fact maintain similar standards of judgrnent as Our own. To forestall potential misrepre- 

sentalion, non-APV baseci factors m u t  be perrnitted to contribute in the comprehension of such 

music. 

However, Alan Durant, in his 1984 book, Conditions of Music, maintains that a Western 

listener, in terms of his/her expenence of music having an unfamiliar social function, typically 

has a uniquely 'Western" (Le., APV-based) experience of it, no matter how much study is made 

of the social function of the music. He claims that even if a listener were knowledgeable 

conceming cultural factors surrounding a particular musical idiom, "what is gained is in no way 

the restoration of an original, fundamentally social expenence of ntual or assembly. On the 

contrary, what is produced is an importantly new (in this case 'original') phenomenon of 

representa tion, in the projection-hequently for pnvate, domestic consumption-o f scale, 

ambience of ceremony, or mass performance" (Aian Durant, 1984: p. 5). In other words, some 

2 .  I shall have more to say about this point shortly. 
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brand new type of expenence arises, which involves a new d-mmic between the listenefs own 

culture and his newly acquired epistemological basis for listening. 

Another way of stating the above might be that Westerners' expenence of music from 

Western and from other cultures supervenes on Westem beliefs about music itself. Thus, Cook 

argues that "to approach music aesthetically-to interpret it in terms of a specific interest in 

sound and its perceptual expenence-is not, then, to tranxend Western cultural values, but 

rather to express them" (Cook, 1990: p. n. However, regarding any type of musical experience 

from that of hearing avant-garde music in a concert hall to hearing Mozart in a supermarket, 

Cook contends that for Western listeners "it is the circumstances of iistening rather than the 

sounds themselves that are decisive in determining the Listener's response" (Cook, 1990: p. 13). 

That bnngs us back to Garfield's claim that cognition supervenes not on the scientifically 

described mind /braint but rather on a large and irregular environment in which the individual 

lives. Therefore, the difficult but necessary task for future music cognition theory will be to 

provide a convincing explanation of the experience of music in t e m  of the context of that large 

and irreguiar environment. From the APV, the matter is simplified by elirninating the contextual, 

historical or culhiral factors from explana tions and /or descriptions of the experience, because 

the context is presumed not to affect the experience-in fact, it impedes it. By extension, 

explanations and/or descriptions of the expenence of music made in terms of the processes 

and products of cognition (also formulated in terms of the APV) do a similar job by eiiminating 

so-called 'nonmusical' factors from consideration. However, 1 contend that there is ample 

reason to refute such reductive approaches. To that end, 1 shall begm by devoting the next few 

paragraphs to the issues connected with defining the notion, 'perception.' Cook and Roger 

Sauton rnake strong implications that there is more to the story of perception than desaibing it 

in terms of straight stimulus response. 
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10.3 Defining perception 

I contend (contra. to cognitivist theonsts such as Serafine or Fiske) that there is a 

cognitive component to perception. 1 also argue that the very act of perception requires a prior 

development of a conceptual framework appropriate to 'making sense' of the world. Cook 

states that 

philosophers sometimes reserve the term "perception" for a direct, sensory 
response to a stimulus, refemng to any higher-levei, interpretive response as a 
"cognitive" one. But this distinction has been undermineci by the realization that 
almost al1 perceptual responses are to some degree interpretive (i.e. involve 
perceptual construction )...What becomes important, then, is to distinguish 
between the different kinds of perception involved in music and the extent to 
whidi they can be affected by critical interpretation or reflection. (Cook, 1990: p. 
19, his parenthesedz 

Scruton (1979) develops a theory of perception which carves a distinction between what 

Cook calls "literal perception on the one hand, which aims at the fachlal identity of objects. 

and imaginative perception on the O ther, which involves voluntary interpretation" (Cook, 1 990: 

p. 19). h t o n  sheds some light on the notion of 'active perception,' or 'imaginative perception' 

when he states that 'imaginative perception' is a "kind of synthesis between sensory perception 

and rational interpretation" (In Cook, 1990: p. 20). Thus, the act of perception is understood by 

%ton to involve experienang the object of perception directly, but also involves the interpre- 

tation of the object of perception in ternis of something other than the thing itself, such as a 

geometrical f om,  or a moral, historical or spiritual statement. Scruton says that 

to be active, a perception must exhibit that kind of conscious participation that 
is involved in the perception of an aspect: it must involve an engagement of 
attention, an interest in surface, a transference of concepts from sphere to sphere 
(as in metaphor); in the limiting case it rnay itself be a voluntary act. Al1 those 
features of "activity" are exhibited in the perception of musical movement. The 
voluntary character of this perception provides one of the foundations for 
structural criticisrn of music. It is because I can ask someone to hear a movement 

2. In fairness, Fiske and others sometimes do refer to "cognition" as interpretive or 
reflective in nature. As 1 have pointed out earlier, there is no clear statement from the 
theories examined in this study describing the details of 'post-cognitive' (i.e., 
interpretive or reflective) musical thoughts. 1 would prefer to refer to the above as 
'post-cogni tive' to distinguish i t from lower-level cognitive processes (i.e., of the 
initial processing of stimulus data into, for instance, representations at the P, P', Pn 
level). Al1 such processing, pattern formulation and reflection is probably 'cognitive,' 
but then we would still be left with finding a better terrn for 'pst-cognitive.' 



Chupter IO: Music as Cultural Constructio~r 259 

as beguuung in a certain place, as phrased in a certain way, and so on, that the 
activity of giving reasons in support of such analysis makes sense. Much of music 
criticism consists of the deliberate constniction of an intentional object from the 
infinitely ambiguous instructions implicit in a sequence of sounds. (Sauton, 1983: 
pp. 108-109) 

To amplify the above point, i refer to Schenker's comment that we engage in "theorizing" 

or conceptualking when we perceive. in Frre Compositio~i, Schenker quotes Goethe's Theory of 

Calours when he suggests that "we never benefit from merely looking af an object. Looking 

becomes considering, considering becomes reflecting, reflecting becomes connecting. Thus, one 

can Say that with everv intentional glance ai the world we theorize" (Schenker, 1979: p. 77). 

However, we should be remindeci of Schenkefs philosophical comection with Hanslick who m 

turrt daims (adhering to the APV) that the proper way to listen to music is to apprecïate ody 

its formal properties. On that count, Schenker says that "the uncorrupted instincts of which 

(the dilettante) is so proud have no value for art itseli as long as they remain untrained, 

unrefined, and unable to move on the same level as the artistic instincts of the masters, who 

alone have true artistic instincts in the first place" (Schenker, 1987: i, p. xix).3 

Thus, the real problem among aestheticians, critics and psychologists is in their 

confiicting views conceming the role of knowledge about musical smicture, and what f o m  a 

description of this howledge would take, and whether such knowledge is ontologically shictly 

'musical' (narrowly conceived). It should be noted, however, that Adorno, Dahlhaus and 

Schenker al1 agree that musical technical knowledge is a prerequisite to a full 'aesthetic' (Le., 

perception-based) understanding of a composition. Cook examines this question through an 

exploration of the process which takes place from the initial perception of the musical (Le., 

sonic) signal to the imaginative perception of it, as howledge and rationality are brought into 

3. As an aside, it is interesting that Schenker seems to deem artistic proclivities as a 
natural characteristic exclusive to artists. In any event, it should be noted that in the 
above quote, Schenker was not really describing how we listen to music naturally, in 
terms of his often rnisinterpreted role of the musical equivaient of a psycholinguist 
(psychomusicologist?), but rather was prescribing how we should listen to it, in his role 
as a music critic. The end result is that even Schenker (an avowed forrnalist) must take 
into account the conceptualization processes thaï accompany al1 perception. Recall that 
CTM deerns such action as  'nonmusicai.' 
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the pibure. In some way, then, the consensus is that there is an epistemological (i.e., rational, 

conceptual) component in the perceptuai aspect of musical experience. In the next section, 1 

explore one possible route to a clarification of the epistemological component in musical 

experience: that of metap hor. 

10.4 Metaphor and the experience of music as f o m  

Gestalt psychology indicates that the sensation of a tone is a psychological consmict 

and is subject to such principles as the Iaw of 'closure.' According to Creel, Boomsliter and 

Powers (19701, the experience of a single tone is not in itself an object of thought. They daim 

that rather 

what we experience is a f o m  which we impose. Its raw material is memory of the 
past portion of the stimulus and expectation of its future. The auditory input 
itself is, at anv given instant, a single stimulus which, standing alone, has no 
pattern of me&hg. investigation of larger sound patterns in language and music 
has led to evidence that the sensation of tone itself is itself an imposed fom.  
(Creel, Boomsliter and Powers, 1970: p. 534). 

By the above statement, it would seem that the experience of musical tones is not Literal, but 

rather imaginative, and must be imagined metaphorically in terms of something like a line, a 

moving shape, or a space. In other words, we impose fonn on what we hear, and by doing so, 

employ concepts which rnay not be desaibed as strictly 'musical,' in the formalistic sense, but 

certainly metaphoncal. 

Scruton also contends that we explain and define series of disaete musical signals to 

ounelves as metaphorical notions. He states that 

it seems then that in our most basic apprehension of music there Lies a complex 
system of metaphor, which is the h u e  description of no material fact. And the 
metaphor cannot be eliminated from the description of music, because it is 
integral to the intentional object of musical experience. Take this metaphor away 
and you take away the expenence of music. ( k u t o n ,  1983: p. 106) 

Cook points out that psychologists often view 'imaginative perception' as coextensive 

with 'perceptual construction.' Ho wever, he states that "this devalues the notion of imaginative 

perception, because it eLiminates what Sauton hirnself sees as its defining properties, namely 
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that it is voluntary and that it is amenable to rational argumenr (Cook, 1990: p. 25). While it 

may be agreed that certain aspects of the perceptual act are involuntary, such as the way we 

configure the musical stimuius into groupings, 1 contend that rational judgements about musical 

stnibures on higher leveis such as formal analysis can in fact be voluntary, incorporating such 

acts as so-called 'imaginative perception,' resulting in the production of metaphorical descnp- 

tions of the musical stimulus. 

Dahlhaus adds to the above that the notion of 'spatiality' (or the metaphorical 

experience of spatiality 1 in the experience of music seems also to be necessarïiy tied to the idea 

of musical form. He states that 

nothing would be farther from the truth than to see in the tendency to spatial- 
ization a distortion of music's nature. fnsofar as music is fonn, it attains its real 
existence, paradoxically expressed, in the very moment when it is past. Sti l l  held 
firm in the memorv, it emerges into a condition that it never entered during its 
immediate presen6e; and at a distance it constitutes itself as a surveyable plastic 
form. Spatialization and form, emergence and objectivity, are interdependent: 
one is the support or precondition of the other. (Dahlhaus, 1982: p. 12) 

Thu ,  the very notion of form itself is not verv welI described in purelv 'musical' terms, 

whatever those terms rnight be. Perhaps this is so because music is so utterly abstract, at least 

at the perceptual level, that metaphorical means are utterly necessary for descriptions and 

interpretations of it. The question then arises whether the link between so-called 'musical' and 

'nonmusical' (Le., metaphorical) descriptions is potentially a linguistic one. 1 explore that 

possibilitv in section 10.6. Meanwhile, m the next section, 1 shall explore the notion of the 'work- 

concept' and its viability for theory-making within the conceptual framework of CTM. 

10.5 Musical theory and musical practice 

A theory of music inevitably involves questions of history, since music often involves 

prxtices in the past. It also involves questions of value, because composers have historically 

done their work based on what choices they valued over others. For answers as to why they 

made the choices they did make inevitably points to questions of economics, sociai and cultural 
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factors, and intellechal histonr. This in turn leads to the need for an understanding 

values and beiiefs they held in respect to those factors. 

The theoretical study of music can be interpreted in one way as being the study 
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of the 

of the 

history and its participants. As J. Peter Burkholder states. musical theories and the analyses 

that arise from them 

are also ultirnately arguments about history, no t merely perception, musical 
stmcture. or music cnticism. For they assert, expiicitly or implicitly, that 
composers in the past worked within particular constraints (of human percep- 
tion, musical idiom, notions of order and structure, systems of value, and so on) 
and made certain choices for certain reasons. Whether these choices represent 
conscious intentions, unconscious inspirations. or simply the composer's 
asnimptions and habits, they are past actions in past context., part of a chain 
of causes and effects that is the stuff of history. (Burkholder, 1993: p. 12P 

To this end, Burkholder investigates how composers' methods, from Corelli's time to the end of 

the nineteenth century, were effected by the times in which they received their traùiing and 

practiced their craft. For composers of the CPP, it was essential to receive training (separately) 

in counterpoint and harmony. Schenker's approach to the analysis of this music works welI for 

nineteenth-century European music because it recognizes the interplay between the h m o n i c  

and the contrapuntal, specifically because his theory aligns with the traditions in whidi CPP 

composers were trained. As Burkholder states, "Schenker's analyses show how habits of 

thought and procedure inculcated through practice in thoroughbass and counterpoint stiil 

determine the structure of free composition. Ln short, Schenker's theory works weii because it is 

historically weli founded. It is a model of how composers during a certain era thought in music, 

based in large part on the pedagogical approaches which taught them how to think in music" 

(Burkholder, 1993: p. 17). 

This argument contradicts L/ J's proposa1 that the Schenkenan model makes a good 

basis for theory-making which seeks to identify cognitive universals. L/ J daim that the cognitive 

processes and stmctures that exist and/or are fonnulated in the apprehension of tonal music 

are achieved without the benefits and effects of specific training in harmony and counterpoint. 

4. 1 shall argue shortly that this also holds true for cognitivist theory of music. 
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natural. However, Burkholder maintains that even if Schenker's method works well for and 

understanding of tonal repertoire, its better use may be to give us "a mode1 of how composers 

during a certain era thought about music, based on the methods in which they were trained, then 

its applicability may be quite limited historically" (Burkholder, 1993: p. 18). 

In practice, Schenker's method works poorly for music composed after Brahms, because 

the underlying structure presupposed by Schenker does not exist in the atonal music of 

Schoenberg, Webern or Ives, etc. As Burkholder states, the Sdienkerian rnethod of analysis "is 

not a natural or inhinsic way of approaching music, any more than is any other way, and there 
-. ----* - ---. - - - - -  - - -- . - -. . . .- ---. -- - - - .a-*- - 

is no reason to assume that it wiil work or can be adapted for other repertoires" (Burkholder, 

1993: p. 20). For instance, history has taught us that the I-V-1 chord progression, which serves 

as the paradigm harmonic structure for al1 CPP music, turns out to be a convention which came 

to be increasingly avoided by early twentieth-century composers who were looking for a way to 

create new masterpieces qua1 to the great works of the past. 

Burkholder's argument calls into question the viability of any theory which supports a 

naturalistic approach to music. If 1 am reading Burkholder correctly, the thoughts of composers 

of each musical era are somewhat prejudiced by the conventions of their times. That king so, 

then it follows that listeners of each era also practice the art of listening in terms of the 

conventions of their respective place in history. In other words, the act of listening to music may 

in fact be grounded in the conventions of the listenefs histoncal and social context. Then, 

following Burkholder's argument, there is reason to argue that even though there may not be a 

universal description of the music cognizing apparahis, it does not predude the possibility of 

developing an explanation of music cognition which takes into account historical and social 

effects. 

Lydia Goehr's investigation of the ontological question of describing the musical 'work- 

concept' has direct beanng on this point. As indicated throughout this shdy, the preeminent 

philosophical approach to musical ontology during the eighteenth and nineteenth centuries was 

through formal analysis (à In Hanslick, et al). We know that the formal analytical approach to 
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musical ontology dexribes the existence of musical works in terms of universah or types. As 

indicated in rny aitical anal y sis of the vanous cognitivist models, the analytical methodology 

makes a good fit with internalist models because it seeks to exclude so-called 'extra-musical' 

considerations in its reductions. Coehr questions the analytical approach because it is so loaded 

with what she calls "metaphysical baggage" (Goehr, 1992: p. 19). She notes that questions such 

as identifymg and individuating musical works, conditionals for work-existence, the identity of 

a musical work over time, differentiating works from one another, etc. continue to plague the 

analytical approach (See Goehr, 1992: p. 19). Goehr observes correctly that the limit of 

commitment in the reductionist approach to answering these questions is govemed by its own 

Occamist and reductionist tendencies. The response often heard from proponents of the 

(formalist) analytical methodology is whether a commitment to answering such questions is 

even necessary. Such a comrnitment is indeed necessary, especially if it is to be accepteci that 

music is first and foremost a social construction, imbued with heavy historical overtones. 

Goehfs account is partly an exploration of the historical reasons for the predominance 

of formal analysis as a way of doing m u s i d  ontology and more importantly is an account of 

the necessity for viewing the notion of musical works itself in terms of history. She calls her 

account 'historical,' but admits that it may well have been calied "genealogy, cultural meta- 

physics or anthropology, or historicallv based ontology" (Goehr, 1992: p. 7). In her 1992 book, 

The Imaginary Museum of Musical Works, Goehr makes the daim that "the workioncept began to 

regulate music practice at the end of the eighteenth century'' (Goehr, 1992: p. 1 1 1). It is the 

implications of the regulation of the 'work-concept' that become the focus of this section of this 

s tud y. 

In moving towards a viable description of the musical worktoncept, Goehr distinguishes 

between the choice one has of adopting either a 'pre-critical' or an 'ideologicai' view. In pre- 

critical terms, Goehr states that the musical work-concept involves the familiar (i.e., rnainstream 

classical) way of dexribing works as "public and permanent artefacts, created by composers, 

and constihited by structures usually of sounds, dynamics, rhythms, and timbres, [etc.]" 
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(Goehr, 1992: p. 111). It is important to note that thb description of the musical work-concept 

is generally adopted by C'T'M. Recall that L/J  draw upon this definition of the work-concept for 

their model of the archetypical musical 'masterpiece.' 

Goehr notes that the pre-critical mode of desa-iption is at one end of a spectrurn whidi 

purports to be neutrai, general and devoid of content. It is the mode which best suits the APV, 

and by extension, the most favourable for the cognitivist model of music. The description of the 

musical work-concept Goehr prefers is at the other end of the spectrurn, being specific, 

contentful and ideological. However, and most pertinent to our interests here, Goehr claims that 

the so-called 'pre-critical' dexription itself has specific and ideological overtones, having, as  

she States, "its roots in a peculiarly romantic conception of composition, performance, notation, 

and reception, a conception that was formed alongside the emergence of music as an auton- 

omous fine art" (Goehr, 1992: p. 113). She daims that 

given certain changes in the Iate eighteenth century, persons who thought, spoke 
about, or produced music were able for the fVst tirne to comprehend and treat 
the activity of producing music as one involving the composition and perform- 
ance of works. The work-concept at this point found its regulative d e .  (Goehr, 
1992: p. 113)  

The idea of the work-concept did not remain static, but rather it came to be assumeci in general 

parlance that composers produced works (before and after the late eighteenth century), even if 

they thernselves did not conceive of their music specifically in t e m  of 'works,' per se. For 

instance, Bach may in fact have produced musical 'works,' but it is cmcial to undentand that 

he did not conceive of his music in ternis of a regulative work-concept. 

The question is, however, whether the work-concept (as a regulative concept) ever really 

did regulate actual practice. Goehr observes that, pnor to 1800, musicians did not produce 

music in t e m  of the work-concept. She says that "if musicians used the term 'work' (or a 

synonym) at all, their uses did not reflect a regulative interest in the production of works.. . to be 

sure, they functioned with concepts of opera, cantata, sonata, and symphony, but that does not 

mean they were producing works" (Goehr, 1992: pp. 114-1 15). It was only into the nineteenth 

century that such foms  as listed above began to be composed in terms of the workioncept, 
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when it began to take on regulative powers. That is why, Goehr daims, that we can say today 

(with meaning) that Bach composed works, even though he did not think of hirnself as doing so. 

We Say he did produce 'works' because of the emeqence of the regulative usage of the work- 

concept in the early nineteenth century, and of its evenhial acceptance in g e n d  parlance as a 

pre-aitical mode of describing music. 

Coehr states that her particular critical description of the musical work-concept involves 

descnbing it "with its hiIl aesthetic. sociological, and ontological clothing" (Goehr, 1992: p. 

1191, without exhibiting a need to locate a completely neutral and wide-ranging deh t ion .  Her 
-- -- * -  - .  -.-- - --- ---&- - - -- . ---. --a - 

stated task then is to describe the work-concept specificaiiy "in t e m  characteristic of Iate 

eighteenth century thought" as it emerged as a regulative concept (Goehr, 1992: p. 119). It is 

interesmg that the rise of the workconcept coincides historically with the emergence of the 

APV. With the emergence of the romantic notion of 'fine art' around 1800 (which is embodied in 

the APV), theorists were then able to substantiate the idea of a musical 'product,' serving both 

to motivate and provide a goal for musical theory and practice. To this end, Goehr states that 

"al1 references to occasion, activity, function, or effect were subordinated to references to the 

product-the musical work itself" (Goehr, 1992: p. 152). At this time, the work-concept and its 

subsequent restrictive subjection to formal analytical treahnent became aligned. 

Also at about this time, the dichotomy between so-called 'absolute' and ' programmatic' 

music began to find its way into compositional practice and theoretical parlance. U music was 

to attain (and maintain) status as one of the 'fine arts,' it became important for composers to 

desaibe their music in the t e m  of a forma1 work-concept and speQficalIy in t e m  of so-called 

'absolute' music. In actual practice, however, the case was not always clear. On one hand, with 

the ascendancy of formalistic aesthetic theory around 1800, composers were at once made free 

of the exigenaes of worldly concems, and also made free of the paternalistic existence that had 

permitted them employment. In other words, the composer lost his wealthy patronage and 

became a self-employed artist. Composers could now write for 'art's sake' and not in response 

to the demands of their employers. 
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With this social emancipation, however, came social responsibüity, which in tum 

infected the distinction between so-called 'absolute' and 'programme' music, and thence the Line 

between what was deemed 'musical' and/or 'extra-musical.' Beethoven's Pastoral Symphony is 

a case in point. The composer's textual notes at the beginning of the symphony indicate that 

there was a certain arnbiguity whether he intended the work to refer to actual events in his life 

or to certain sentiments invoked by those events. Goehr indicates that composers did not 

actually intend that a distinction between absolute and programme music was to be made in 

terms of the musical/extramusical dichotomy. She states that "the concepts of absolute and 

programme music did not emerge so much because composers wanted to classify their work as 

one or the other, but more because they wanted their music to be purely musical and religiously 

or spiritually meaningful at the same time" (Goehr, 1992: p. 213). Thus, when submitted to the 

test of actual practice, composers believed themselves free to think of their music as absolute, 

despite the presence of a programme, and therefore, as Goehr points out, "announcing a work 

as programmatic did not, however, render its musical meaning impure" (Goehr, 1992: p. 213). 

In relating this section of the chapter to the general aims of the whole shidy, it is evident 

that the work-concept came to be accepted as a regulative concept from the point of view of the 

theorist, but not necessady from the point of view of the practicing artist: that is, the composer. 

1 further suggest that the work-concept, specified as it was in terms of the formalism 

instantiated in the APV, was not necessarily a commonly adopted belief by listeners either. 

That is especially so, since the pre-critical notion of the work-concept was not necessariiy 

expressed in terms of the musical/ extramusical distinction, especiall y since the programma tic 

aspects of musical works were seen to add so much to the experience. 

How does this point impinge upon CTM? As indicated throughout this study, CTM 

depends upon the musical/extramusical distinction in order to develop models which restnct 

the experience of music to the auditory/cognitive domain. However, as Goehr has shown, the 

work-concept, is ideologically and historically founded. The distinction between 'absolute' and 

'programme' music, explained in this rnanner, reveais itseif to be less viable in practice than m 
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theory. This then throws into question its viabiüty in fonning a conceptual framework for theory- 

r n a h g  in terms of music cognition, unless, of course, said framework were to be broadened to 

encompass the realities of musical practice. 

10.6 Problems with the language/music paraIlel 

Schenker explains the surface articulation of musical stmcture in terms of a specific 

hierarchy. This thought has led psychologists such as Lehrdahl and Jackendoff (1983) and 

Sloboda (1985) to draw . certain - parallels - .- between theory of music and Chomsky's notion of 

transformational linguistics. However, 1 shall identify three important differences between 

theory of music and the notion of transformational linguistics which contribute to problems in 

drawing such parallels and which in tum impinge negatively upon such hypothesizing. 

First, 1 contend that the status of Schenker's notion of 'level of background' and 

Chomsky's notion of 'deep stnicture' are sirnply not similar enough to warrant the drawing of a 

parailel between theory of music and transformational Iinguistics. On the linguistics side, for 

instance, if a sentence were not grammatically complete, a reader or listener might know 

something is wrong, because the meaning might not be clear. Thus, Cook says that "the deep 

structure of a sentence has a psychological reality for the recipient as weli as for the producer of 

a speech act" (Cook 1990: p. 72). However, in drawing a similar parallel for music, the same 

psychological reality for the listener of musical smicture does not persist, because, as Cook 

sta tes, "people do not in general perceive musical structure as king fully CO-ordinated" (Cook 

1990: p. 72). Rosner and Meyer (1986) explain my objection more M y .  They state that 

we must point out a fundamental difference between the tree stnichues used in 
linguistics and those presented by music theorists like Lehrdahl and Jackendoff. 
The top node of a grammatical tree is an immediately observed d a m :  a 
sentence or an utterance. It represents some incident, occuning over tirne, which 
can be entered completely and rapidly into memory. The associated tree 
decomposes that uppermost node into parts at several lower levelç of a strict 
hierarchy. The lowest nodes in music-theoretic tree structures, however, represent 
a datum: an actual stretch of music. Quite often, only fragments of it are held 
faithfully in memory. The lower nodes in the tree are not decompositions of 
higher ones. Instead, higher nodes are seleclions from among lower ones. We 
therefore cannot believe that the increasingly higher nodes, which represent ever 
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more rarefied selections, form the core of musical perception. (Rosner and Meyer 
1986: p. 37) 

Second, there is a probiem (in drawing parallels between music and language) conceming 

the relationship between the notions, 'reception' and 'production.' In tenns of Chomskfs use of 

the term. 'competence,' meaning 'receptive capacity' and 'performance,' 1 interpret him to mean 

that people generally listen and comprehend language on comparable levels attained when 

speaking or writing it. Cook savs that the difference in terms of music is that people can at once 

be skilful listeners but very poor producers, so differences in competence in an individual are 

much greater in the case of music than language. 

Performance must be understood as more than just a mastering of a senes of motor 

sequences. As Cook states, it involves episternological considerations such as "knowing how to 

organize them into a coherent motor sequence" (Cook 1990: p. 75). 1 contend that on the 

epistemological level there is a level of competency required for performance which involves 

and/or requires knowledge of, on any number of levels, the srnichiral organization of the music. 

Sloboda actually adds this point to his argument conceming the epistemological aspects of 

competence. He states that "the performance plans that most people formulate must be 

couched, at least in part, in abstract tonal and rhythmic form rather than in terms of specific 

motor sequences or even sequences of items reiated by relative pitch and duration" (Sloboda, 

1982: p. 494). Cook reaffirms the above point that planning fingering, for example, is one of the 

productional strategies in which a performer uses what he descnbes as "productionally 

adequate cognitive representations of musical structure, or-to use a philosophical rather than a 

psychological tenn-it is one of the means by which they imagine the music that they play" 

(Cook 1990: p. 86). 

Third, there is a problem in drawing a paralled relationship between (on one hand) 

language and thought, and (on the other) Western musical notation and music cognition. 

Western musical notation divides the musical flow into discrete intervallic values of pitch and 

rhythm. This means that to think of music in terms of Western notation amounts to taking a 
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very specific interpretational stance, based on the assumption that the single note is the 

paradigrnatic unit of music. On this point, Nettl says that "the melograph, in questionhg the 

basic assump tion of the note as a unit of music, points to us something of which, because of the 

constraints of Western notation, we are usually not aware ..At almost seerns that 

ethnomusicologists are the victim of an analogue of the Whorfian hypothesis, according to 

which thought is regulated by the structure of language; musical hearing on the part of West- 

erners may be profoundly affected by the characteristics of Westem notation" (Nettl, 1983: pp. 

78-79). In response to those who woulci argue that people who cannot read music are not 

affected by the exigenaes of Western notation, 1 would respond that the production values for 

Western music themselves are in an important way bas& on its notation. Thus, the point is not 

whether or not musical 'hearing' (i-e., cognition) is directly affected by notation, but rather that 

Westem musical culture itseif is based on such values as discrete pitch and rhythmic values, 

which, it could be argued, are in thernselves manifestations of the requirements of Western 

notation. This might or might not be a 'chicken and egg' story, because it may be equaliy viable 

to argue that the approach Westemers often take to questions of musical structure (which tends 

to make a requirement for discrete pitch and time values) could itseif have led to the develop- 

ment of Western notation as we know it. Finding causes for such thinking is not so mudi the 

issue, however, as heeding the inescapable fact that there is a strong interrelation between 

Western notational values and the Westerner's penchant for thinking in discrete pitch and time 

values. 

It rnight be said that a language user, iiterate or illiterate, is affected by the structures of 

the hnguage in use. So in music, it rnight equally be said that thoughts about music and the 

modes of hearing music are subject to the structural paradigms of the particular musical culture 

in question. These paradigms present stumbling blocks to the understanding of the music of 

other cultures if the structural units differ in the musical culture of an outsider. 1 suggest that 

this thought may provide the underpinnings of an argument against the proposed universality of 

cognitive processes in music, because, on the above account, it is afways going to be very 
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difficult to distinguish cultural from nahxal causes. In regards to this point, Pandora Hopkins, 

in an article titled "Aural thinking," (1982: pp. 143-63) reveals the results of an experiment on 

the influence of cultural background on musical perception. She concludes that musical 

perception is in fact tiltered through the culture of the Lisiener. She argues that if a listener were 

imbued in the cultural values of Westem music. the argument for discreteness of pitch and 

rhythrnic values as cognitively causal may not be extractable from its existence as a cultural 

force in Western notation. 

10.7 Musical hearing: an active or passive process? 

For the purposes of discussion in this section, 1 shall rely from time to time on Cook's 

distinction between what he calls 'passive' and 'active' processes in musical hearing. Cook 

equates passive processes with unconscious activity and denotes thern as 'musical' processes, 

whereas active processes are equated as conxious activity and are called 'musicological' 

processes. Cook develops this distinction from E. H. Gombrich's (1969) theory of aesthetic 

perception. Combrich contends tha t "a11 perceiving relates to expectations and therefore to 

comparisons" (Gombrich, 1969: p. 301 ). This can be achieved through vanous sources: first. 

through passive processes. which constitute the unconscious organization of the percephial 

fie1d;j second, through active processes. which are based on knowledge, conventions and behefs 

which emerge from a s p d c  culture. acquired by an individual through enculturation or through 

specific training. 

My interest concems how active processes contribute to the indexing of a work in a given 

culture for a given Listener who brings certain beliefs to the ktening experience. For instance, in 

order to understand and appreciate the chance music of John Cage, it might be said that factors 

such as knowledge of the concepts (i-e., the cultural indexing) which gave N e  to aleatoric music, 

and the specific means Cage employed to a m v e  at indetenninacy (e-g., the 1 c h i q  as one of 

5. This notion is sometimes referred to in Gestait psychology. as welI as in t e m  of 
Iser's notion of 'au tocorrelation.' 
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several means of randomization) in his compositions, would all be contibuting (and potentially 

pivotal) factors leading to a successful understanding of his music. 

Cook illuminates Iser's point (in terms of music) that a listener must bring something to a 

listening experience which constitutes, in my terms, a cultural stance. Iser states that 

reading a literary work is not a passive process in which the rneaning contained 
within the text is conveved to its readers, but an active process in which meaning 
is constituted because the readers "adopt a position in refafion to the text" (Iser, 
1978: p. 169); [Cook adds] and the particuiar meaning that the text takes on for 
them will depend upon the particular expectations that each individual reader 
brings to his encounter with the text. (Cook, 1990: p. 143) 

Meyer (1 956, 1967) refers to a 'competent' listener who brings certain expectations to 

the listening experience. That person is said to be acquainted with the stylistic n o m  of the 

culhire and iistens to music in those terms. Thus, as Meyer condudes, "music is directeci, not to 

the senses, but through the senses and to the rnind" (Meyer, 1967: p. 271). Note that there is a 

definite externalist slant ta Meyer's point, implying that music is ( c a t r n  (-TM) ontologically 

pnor to the mind's receiving of it. 

Cook notes that classical Indian music is appreciated in large part by sophisticated 

audiences who keep the 'tala,' (a close following of the rhythmic patterns of the music) for the 

purposes of better apprecia ting the player's improvisations, which move ahead and behind the 

beat through the phrase structure of the raga, amving exactly on the beat at the end. The 

audience, having an active and knowledgeable participation in the musical performance, 

expenences such music more fully as a resdt of their C O M O ~ ~ S ~ U T S ~ ~ ~ .  Cook notes that Western 

dassical music requires a certain connoisseurship as well. He states that 

many works of the classical tradition seem to have been written for an idealized 
listener-a iistener who is able to keep track of the forma1 and tonal unfolding of 
the music, and so appreciate, for instance, the non-structural quality of the E flat 
"false reprise" in the first movement of Beethoven's S ~ n g  Quartet Op. 18, No. 2, 
and the way in which the beginning of the real recapitulation is inadequately 
prepared, resulting in the explosion of dissonance that takes place a few bars 
later. (Cook, 1990: pp. 145-46) 

However, this Ievel of connoisseurship is not attained by most listeners, except through 

specialized training. Meyer (as well as Subotnik, 1981 : p. 86)' argues that style knowtedge is 
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iikely more generally acquired through a process of enculturation. However, contrary to the 

tenets of CTM, I contend that musical enculturation is achieved by more than just an accumula- 

tion of listening experiences, but rather bv an accumulation of the knowledge of a culture by 

means of al1 possible sources, including listening as one of many possible avenues. 

Dahlhaus (1983: pp. 13-14) makes an interesting point in t e m  of the so-called 

'enculturation' process. He claims that knowledge is not as important for musical perception 

today as it was in the eighteenth century, because we tend "to hear works as individuals rather 

than as exemplars of a type, and this is one of the definhg pnnciples of the aesthetic atti- 

tude ... whereas genres were at one time musical facts, they are now merely musicologicai facts, 

that is, facts about music" (In Cook, 1990: p. 147). Alan Durant argues in favour of 'point of 

v ied  listening as opposed to listening in terms of the APV. He states that "to perceive music 

aesthetically is precisely to perceive it as being detached from a particular social context: m 

other words, one dances to 'The Blue Danube' as a waltz, but listens to it as a musical 

composition" (In Cook, 1990: p. 147). 

Cook's main thesis is that perceiving music aesthetically is not a universal trait of 

humans but is rather a "product of Western society since the Industrial Revolution" (Cook, 

1990: p. 150). Cook quotes Kenneth Gourlay (1 984: p. 32) who writes that "it is a specifically 

Western trait to conceive of music 'as particular configurations of sound that one either Listens 

to or produces oneself,' and our whole approach to the music of other cultures is moulded by 

the ethnocentric presupposition" (Cook, 1990: p. 151). Cook is not, as 1 understand it, making a 

negative value judgernent on the Western tendency toward 'aesthetic' listening and perception 

(narrowly conceiveci), but is merely stating the state of affairs as he sees it. In other words, due 

to the listening conventions of the culture, this is simply the way Westerners customanly 

approach music. His point is that 'musical' (Le., aesthetic, formalistic) listening and 'musicolog- 

ical' (i.e., mediated, extra-musical, theory-formulation) listening are two different things and it 

is generally assumed that Westerners approach music in terms of the former. 
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Based on the situation outlined above, the notion of musical perception seems more 

complex than at first glance. I disagree with Scniton (and Cook) on one point, in terms of theh 

contention tha t the contemporary Western concept of music is "characterized by no specific 

desire to 'find out', no special preoccupation with facts, since while these may be a necessary 

pre-condition for its exercise, their knowledge is no part of its aim" (Scmton 1979: p. 87, in 

Cook, 1990: p. 152). That rnay have been the nistorn for listeners of the music of the CPP, but 

that is not what the avant-garde composers of the first half of the twentieth cenhiry would have 

us believe. If modem Western listeners were to approach the music of Varèse, Xenakis, 

Stockhausen or even Cage for the purposes of simple and direct aesthetic gratification, it would 

more iikely result in either a misunderstanding or an outright rejection of the music (which it 

often does). 

Whatever avant-garde composers claim about wanting the& works to be appreciated m 

an unrnediated way (Le., aesthetically, narro wly conceived), 1 believe audiences must employ 

some level of, to use Cook's term, 'musicological' listening in order to begin to corne to @ps with 

it. The fact of the matter is, a t least for avant-garde music, and certainly for much non-Western 

music which Westemers may encounter, successful musical listening seems to require some level 

of so-called 'musicological' listening. Chapter 9 is devoted to proving that point. 

10.8 Putthg the person into music cognition theory 

In his book, Ich und Du (1923), Martin Buber makes a radical distinction between two 

basic attitudes of which humans are capable, which he describes as the '1-You' and the ?-IV 

relation3 The '1-You' notion designates the relation between a subject and another subject, 

which is dexribed as a relation of reciprocity and mutuality. The 'Mt' notion is the relation 

between a subject and an object, which involves some aspect of utilization or control or activity 

by the subject, the object being wholly passive in the relation. In both situations, the 'If diffea in 

6. 1 have chosen (in agreement with Kaufmann) the usage 7-You' to replace the former 
translation, '1-Thou,' which Kaufmann suggests liberates the '1-Thou' usage from 
implications of affectedness and theological connotations. 
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its perspective. In the 7-You,' the '1' appears onlv within the context of the relationship and 

cannot be viewed independently, whereas in the '1-It' situation the '1' is an observer and only 

partly involved. Buber states that 

there is no 1 as such but only the 1 of the basic word 1-You and the 1 of the basic 
word 1-It. When a man says 1, he means one or the other. The 1 he means is 
present when he says 1. And when he says You or It, the 1 of one or the other 
basic word is also present. (Buber, 1970: p. 54) 

Kaufmnn states that Buber's "[ch und Du "stands somewhere between the literary and 

philosophical traditions. Buber's 'It' owes much to matter and appearance, to phenornena and 

representation, nature and means. Buber's 'Yod is the heir of the mind, reality, spirit, and will" 

(Buber, 1970: p. 18). I interpret Buber (in the penultimate quote) to mean that the notion, 'I' is a 

person, and the principal qualification for personhood is that persons resonate with their 

environment (which includes, among other things, other persons). A person's environment, being 

made up  of objects and other persons, is always in an exbtential relation to them. That is how 1 

understand Bubei's statement to mean that for every 'You' or 'It,' there is an T present. 

Buber contends that the '1-You' situation cannot be sustained indefinitely, and every 

You' will from time to tirne become an 'It.' Buber believes that it is normal and healthy to have 

this dialectical situation and it is through this dynamic that objective knowledge is acquired and 

finds expression. According to Buber, every ?-IV relation has the potential of becoming an '1- 

You,' a situation which pennits a person's tnie personality to emerge within the context of the 

world. 

In terms of the APV, persons and music are presumed to be in an ?-IV situation in which 

music is treated as a passive aesthetic object (i.e., a musical work) which is actively appre- 

hended by a subject, the listener. The Mener, according to the APV, ultimately controls the acts 

of apprehension, appreciation through a process of the aesthetic judgment of the f o m l l y  

unified and regionally intense aspects of the aesthetic object. In undertaking the task of 

aesthetic judgment in an APV situation, the '1' is decidedly deemed not to be engaghg in a 

participatory role with the musical aesthetic object. Thus, when it is said that one participates in 
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a musical act in t e m  of the APV, there is no implication of a subject interacting with an 

aesthetic object in anv similar sense that exists in an '1-You' situation. In a standard APV 

setting, the 'It' (the aesthetic object) is passive, the 'I' is active. 

The question anses as to how the '1-It' (subject-aesthetic object) situation applies to 

CTM. 1 think there is a relation, but 1 wish to demonstrate that that relation excludes the notion 

of an '1.' My contention is that CTM presumes an 'It-It' situation between the listener and the 

aesthetic object. The notion of '1' does not enter into the equation because the processes of music 

cognition are deemed to occur between a hypothesized music cognizing mental apparatus 

(conceived as an 'It') and the aesthetic object (conceived as another 'It'). In al1 the theories 

examined in this study, it is only at the reflective level (post-music cognition) that the penon is 

even implied to be entering the pichire. Nevertheless, music cognition is presumed to have 

already ocnirred by this time, so the action of music is presumed to be performed by an 'It,' the 

cognitively inaccessible cognizing apparatus. Also, the notion of an objectified music cognizing 

mental apparatus, operating in terms of formal processes on auditory stimulus data, is 

segregated from its contextual or environmental situation. According to the standard orthodoxy 

of CTM, the listenefs music cognizing apparatus is predisposed to act in this manner by virtue 

of innate mechanisms which in this case, to use Fiske's terminology, by virtue of nahirally 

instantiated 'aesthetic attitudes.' 

In terms of relating a listener to a performer and/or a composer, the APV (manifestly 

espoused and/or scientifically naturalized) stipulates that any such relations are to be 

understood, by de finition, as 'nonmusical.' Therefore, aesthetic judgments must only, by 

definition, relate the aesthetic object to the recipient cognizing mechanism. This in effect, 

precludes the existence of any and al1 intersubjective situations arnong performers, listenen and 

composers to be construed as party to the music cognition act. In short, the hypothesized 

natural instantiation of the APV does not permit, by definition, the existence of a speàfically 

'musical' '1-You' situation. The relations between and/or among performers, listeners and 
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composers may indeed be taken to be intersubjective, but on this account, never 'musical,' and 

therefore not to be considered a matter for music cognition. 

1 contend that to reduce the notion of music cognition to the extent that it results in the 

exclusion of persons defeats the purpose of the effort. It seems to be a fruitless and pointless 

task to endeavour to discover how and why persons participate in music and then to =dude 

them from the explanation. This is precisely what the CTM effort has achieved. The question 

then arises how to get persons badc into the pichue of music cognition. I have a few suggestions. 

The k s t  step in bringing penons badc into the conceptual framework of music cognition 

(and theory about it) is to reinstate the APV as a theoreticni stance from which to examine music 

cognition and Ui doing so, remove the APV from the onfological s t a t u  granted it by CTM. With 

îhis move in place, certain situations can be permitted to be considered when Çoxmulating an 

alternative concept of music cognition which incorporates the notion of 'person.' First, the 7-It' 

relation between musical works and the peaon can be expanded so that the 'Itf includes the 

environment or context in which the music is heard (Le., the manifest image of music). In such a 

sibation, the relation between the aesthetic object and the person is mediated by other objects 

(and activities) which affect the listening context. In doing sol we cease to consider music 

cognition in terms of a direct, unmediateci relation between the listener and the musical object. 

Ln this wav, the formulation of a new concept of music cognition emerges, taking into account 

Garfield's notion of mental processes supervening on a large and irregular environment. 

This brings me to the next important step, that is, to the de-reification of composers and 

th& consequent reinstatement as persons. It is an obvious point to Say that Mozart and Cage 

were once penons (and to some extent, stiu are persons, through theh works). However, it is an 

unfortunate point that on most accounts, Mozart and Cage have b e n  reduced to objects, on a 

par with their works. That is, it is inçidiously objecbfymg (reifying?) to sav 1 heard Mozart at 
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the mal1 or Cage at  the university campus concert halI" because the concepts embedded in 

Mozart and Cage as persons become folded into the notion of thern as objects.7 

The project of the de-reification of composers effects a re-contextualization of thern a s  

persons who create(d) musical works and livetd) musical lives. With this situation in place, a 

listenefs hearing or a performer's playing or singing of a work of Mozart, for example, sets up a 

tnadic dynamic relation which involves the participant, the composer and the music. This 

relation may even extend to encompass the historical and cultural context in which the 

composer lived. Of course, in tenns of playing historical music (Le., music of dead composers) 

there is an added dynamic which persists between the historical and cultural contexts of the 

participant and the composer. Interestingly, if the composer were still alive, the interpersonal 

dynamic between performers and composer might r d t  in k ing  greatly intensified. Lntimately, 

the end result of the de-reification of the composer is that their works become penonalised, and 

something of the composer's personal being is infuseci in the interpretation and apprehension of 

their works. 

In Bubefs terms, the relation between the musical work and the participant (performer 

or listener) then becomes something Like an '1-You' relation, because the musical work then 

becomes an extension of the person (and the life and iimes) who created it. In a certain sense, it 

is the re-contextualization of composers as people (who live or lived in a certain time and 

place) and the personalized connection they have with their musical works that unifies the 

concept, 'musical work.' The act of de-contextualizing the work (in terms of the APV) then 

becomes purposeful and useful if the sole intention is to examine its formally wufymg features 

or the intensities of its regional qualities. The point is that inasmuch as such a move may be 

benefiaal for a utilitarian purpose, such as formal analysis, it should never be meant as a de 

fado replacement for total musical expenence. Such a move should merely be taken as a means 

to the investigation of a particular aspect of musical expenence. 

7. Adorno has much to say about this issue, as well as in terms of the isolation of the 
artist from contemporary sonety and the cornmodification of art 
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in Buber's ternis, one can temporarily adopt an '1-IV relation with a musical work for the 

purposes of study, but the relationship eventualiy swings badc to an '1-You' sihiation when the 

work b recontextualized. As indicated earlier, Buber believes that it is normal and healthy to 

have this dialectical situation and it is through this dynamic that objective knowledge is 

acquired and finds expression. Thus, every '14' relation has the potential of becoming an 7- 

You,' a situation whidi, in t e m  of music, permits a person's true personahty to merge with the 

context of the world of music. 

There is another dpamic  relation that persists in music tha t is excluded in terms of the 

APV and CTM: that is, the relation between listeners and perfomers. This can be understood 

as a dialectical (or d-Vnaznic) relation which swings back and forth between the 7-You' and the 7- 

It' situations. The performer's job is to interpret musical works. Ostensibly, the performer 

attempts to recreate what the composer intended in the work We have already seen ho w that 

d,ynamic evolves. In Chapter 9 , I  dixusseci the performei's role in aleatory, whidi is elevated to 

composer status. That is, the d d i o n s  made by a performer in an aleatoric performance greatly 

resemble those made by the composer. In terms of a traditional (i.e., CPP) setting, the performer 

has Iess to do in terms of decision-making. Nevertheless, it  is a comrnon enough occurrence that 

listeners tend to prefer one performance (or one recording) over another to resist Our ignoring of 

the role a performer plays in a listener's cognition of a work.8 

The performer has a world view, and lives in a time and place. In other words, the 

performer's personal and historical and cultural contexts provide filters through which music 

8. As Goodman (1968) states, musical workç are allographic, involving the added 
elernents of performers in performance. Following an APV (work-concept) conceptual 
framework, Goodman's intention, in defining a musical work, is to remove the level of 
indeterminacy that exists in musical performance. Goodman's solution is to take the 
performer out of the ontological pidure by dairning that the true status of a work is in 
the score, since that is the oniy version that is note-perfect and unchanging. AIthough 
the purpose of this study is not to discuss the merits (or dernerits) of Goodman's thesis, 
it nevertheless points to the problems involved in adopting the APV, which restricts 
the status of art to the aesthetic object. For music then, on this view, the score becomes 
the only object worth talking about, and that, in my view, is emblernatic of problems 
concerning the APV: that is, it precludes the integral role performance plays in the 
apprehension of music. 
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must travel before reaching a recipient. In this way, the recipient engages with the performer a s  

weil as the music. There is a dialectical situation which swings back and forth between an ?-If 

relation (with the music) and an '1-You' relation with the performer. It is through this dialogue 

that the recipient's (i.e., the listener's) knowledge of the work evotves. In terms of music 

cognition, the recipient takes in the particular sounds made by a par t idar  performer, in the 

particular setting of the particular performance. The recipient gains knowledge of the work 

itself, but also of the performer and the performuig context. That iç, the recipient receives the 

music through a personal, - .  cultural, . and histoncally contextualized filter. 

To summarize, the complex relation between musical works, performers, composers and 

recipients, with all the personal, cultural, and histoncal contexts in place, is the situation upon 

which the activity of music cognition must supervene. Each cognition of a musical event involves 

a complex relation between and among all the aforementioned factors. The T in the relation is 

ever present, in a dynamic setting which takes into account the sometimes 'It-ness' and the 

sometimes 'You-ness' of music and al1 it entails. However, the central point is that the music 

cognizer is never an 'It,' that is, an object, a music cognizing apparatus. 

In the next section, 1 shall examine how the hypothesized object status of the music 

cognizer in CTM rnakes a good fit with the thesis, 'music education as aesthetic education.' 1 

shall then offer an alternative view whidi brings the notion of "personf' badc into the conceptual 

framework of music education. 

10.9 Technology, music education, and aesthetic education 

There is a situation described in the previous section which forms the essential 

underpinning for the hypothesis, 'musical education equals aesthetic education' (hereafter 

MEAE). The first assumption of MEAE is that the subject (Le., the student) is presumed first 

and foremost to be a listener, even when involved in performative or compositional activity.9 In 

9. 1 have indicated throughout this study that the identical situation persists for 
m. 
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this section, 1 intend to indicate how well the conceptual framework for CTM fits with the 

notion of MEAE. 1 shall begin by fleshing out MEAE as a concept. 

First on the order table is that. according to the MEAE model, music is presumed to be 

an aesthetic object. that is, to be apprehended in the nanow view prexribed by the APV. That 

is, the Listener is presumed to be in a cognitive relation with a musical (aesthetic) object. The 

sole factor of consideration in terms of the epistemological base of the listener is the listenefs 

accumulated listening experience in a given musical idiom. In Buber's terms, the MEAE 

hypothesis p r e s ~ e s  the -ligeqer (Le., the leamer) to be in an '14' relation with the musical 

object- In terms of MEAE, the occurrence of intersubjective relations between leamers (as 

performea, listeners and/or cornpusen) is deemed 'nonmusical,' and is therefore a non-issue. in 

other words, the MEAE mode1 disavows any constmal of an '1-You' situation as a viable 

component for learning music, on the grounds that such situations are ontologicaily 

'nonmusid.' 

The question arises how this view impinges on such matters as music curriculum in 

schools. In fact, the MEAE hvpothesis makes the formulation of curriculum a relatively simple 

matter: that is, music education becomes effectively the study of musical aesthetic objects. This 

permits certain situations to unfold. First. it becomes possible to isolate the subject (i-e., the 

student) for the purposes of creating what Buber might cal1 an 'It-It' situation. That is, the 

educational goal for MEAE (with CTM and its concomitant research project as its principal 

weapons) is to set u p  a situation between a cognizer and an aesthetic object which is 

unmediateci by any soîalied 'nonmusical' factors. Within the stipulations of the MEAE model, 

the act of listening (and perhaps subsequent formal analysid is deemed to be paramount. 

Although performance is not excluded from the model, it is included only with a view to 

providing some means of promoting aesthetic education. The physical and social aspects of 

performance are deemed by MEAE to be secondary to the central goals of the model. 

The question arises how the MEAE is best put into practice in a contemporary educa- 

tional setting in which perhaps budgetary restraints do not permit a fully developed perform- 
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ance program. This is where technology cornes into the picture. There is a proliferation of 

software programs on the market which focus on particular works, such as Beethoven's 

Symphony No. 9 or Berlioz's Symphoriie Faritastique. The student works through such pro- 

on an interactive basis, exploring the work in a 'music appreciation' mode of leaming-lo The job 

of the classroom teacher (who, in effect, has taken on the role of software consultant) is only to 

faditate the operation of the software program. With the machine (and its software) providing 

all the answers for the study of the musical aesthetic object, the haditional concept of teaching, 

as an intersubjective activity, is made obsolete and redundant. - 

However, with such technological advances, there is something eise that is also 

eliminated: that is, the need for the social situation that is provided for in a person oriented 

educational setting. The interesting point is that I raise the idea of the 'need' for a social 

situation in t e m  of a leaniing situation which effectively eliminates it. In an important sense, 

however, the socio/educational setting may be eliminated for certain reasons, such as budgetary 

restraints, but the human need for a social setting may not ever disappear. As a result, the 

hurnan interaction that is so necessary for the acculturation and socialization of the individual 

is jeopardized by the unhampered advancement of technology. That is not to Say that 

technology does not have a place in the classroom, as one tool for education, but the danger is 

immanent that, with the fascination bordering on religious devotion to technology, that the 

purely technological musical 'classroom' will be with us in short order. 

10. 1 have used the term, 'interactive' in the manner advertised by computer 
companies, which implies that a person actually interacts with a cornputer in the 
manner of an '1-You' situation. In rny view, the use of the term 'interactive' (and the 
concept it represents) grants it much more currency than it properly deserves: that is, so- 
called 'interactivity' between a computer and a human is really just an '1-It' situation. 
The only real interaction that takes place is on the part of the human who operates the 
rnachinery. The machine, of course, prograrnmed to respond in ternis of its software, does 
not interact in any way with the human pushing its buttons. It is u p  to the human 
operator to adapt to the requirements of the machine. 



Chapter 10: Music as Cultural Co?zstruction 283 

What will be the long term result of such a situation?il In my view, it opens the door for 

a End of pervasive individualism that endangers the very fabric of society. For the individual, 

life becomes a series of '1-It' situations. The process of the objectification of people in effect 

reaches its final conclusion with the eiirnination of ?-Yod situations. In a typical, or rather, 

traditional music leaming situation in most cultures, there is a teacher and one or more students. 

The teacher is a mentor as weil as a dispenser of knowledge. The teacher is a person who has 

received (as a student), and is in the business of transmittirtg to the next generation, the 

traditions and practices of the musical culture to which students and teacher belong. There is, 

for instance, in Western music, a üneage of Iearning that stretches back to the great masters of 

eighteenth-century Europe. Comparative situations of musical heritage exist in every society m 

the world. In tum, some of the individuals of each generation of students in turn become 

teachers, passing on the traditions of the generation before, through the filter of their own time. 

In that way, the traditions of a (musical) culture evolve. 

Another crucial dimension in a t d y  interactive (Le.. intersubjective) leaming situation in 

music has to do with the interaction of students among other students. When students 

participate in musical ensembles, important social skills, such as CO-operation, patience, 

empathy, humility, responsibility, etc., can be permitted to develop. A person's individualism 

develops in resonance to those around her. Thus, the kind of education which one receives in a 

musical ensemble is manifold. First, a person finds herself in dose contact with other persons 

who are in the pursuit of similar musical goals. Those goals are set and achieved in terms of the 

success of everyone in the group. 

For instance, a group of young instrumentalists may be formed into a string quartet or a 

b r a s  quintet at a music camp. Let us Say that the group (who are hitherto strangers) is asked to 

prepare, with the assistance of a coach, a work by Beethoven for a camp student concert. 

M n g  this time of intense preparation, the students become acquainted with each other and 

11. Keeping in mind that this section concerns the effects of aesthetic education on 
music education, the points 1 raise here can be applied in t e m  of the impIications that 
a technological classroom may have for education in general. 
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the music they prepare. They learn the responsibilities of individual preparation between 

rehearsals and the CO-operative values of successfd group practice. They also leam to rely and 

trust themselves as individuals and each other in the actual performance. They also leam to rely 

upon and respect the experience, knowledge and guidance of their mentor, the music coach. 

They may also develop friendships which extend far beyond the music camp. Through al1 of 

this, the participants do not simply corne into contact with their musical culture: they become 

an integral part of the culture itself. 

Second, there is a complex set of relations that evolves between the music itself and the 

individual students. Through the studv and performance of a particular musical work by 

Beethoven, for instance, the participants gain a level of intimacy with the music and the 

composer that simply cannot be achieved in a passive listening situation. In the act of doing 

music, persons interact in a complex wav with the composer and the music. If the level of 

activity is intense, it is possible that participants can transform the '1-lt' situation between the 

work and the participant into a kind of CYou' situation that brings the work and composer as 

a person into a type of personalized relationship. Just as an actor in Hamkt cannot help but feel 

a doser contact with Shakespeare than the theatre goer, a person involveci in active participa- 

tion with the music of Beethoven cannot help but find a relational level that becomes intensifid 

and potentially dialogical with the composer and his time. 

The life skilis 1 have touched upon in the above paragraphs are only a brief summary of 

what 1 beiieve can be achieved under the broad label, 'music education.' The purpose of my 

comments is not to provide a comprehensive elucidation of the goals and benefits of a person- 

oriented mode1 of music education, but rather to point to the shortcomings and potential 

hazards of a CTM-inspired MEAE model. The connection 1 have made earlier between the 

MEAE model and the individualistic conceptual framework of CTM cannot be 

underemphasized. Finally, to reemphasize my earlier point, an individualistic model of music 

cognition fails to give proper consideration to the intensely socialised ontology of music, as a 

hurnan practice and as a social constmction. 
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