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The Musical Impulse

How shall we explain the power that men and
women of all times have recognized in music, or ac-
count for the enormous importance they have as-
cribed to itz Why did primitive peoples endow it with
supernatural force and create legends, persisting into
times and places far from primitive, in which musi-
cians of surpassing ability were able to tame wild
beasts, to move Stones, and to soften the hard hearts
of gods, demons, and even human tyrants? Why have
serious and gifted men—in imaginative force and in-
tellectual mastery the equals of any that ever lived—
why have such men at all periods devoted their lives
to music and found in it a surpemely satisfying
medium of expression?

Music, of all the arts, seems to be the most remote
from the ordinary concerns and preoccupations of
people; of all things created by man, its utility, as that
word is generally understood, is least easy to demon-
strate. Yet it is considered among the really impor-
tant manifestations of our western culture, and pos-
sibly the one manifestation in which our western con-
tribution has been unique. Those who have created
its lasting values are honored as among the truly
great. We defend our convictions concerning it with
the utmost intensity; and at least in some parts of the
world we bitterly excoriate those whose convictions
differ, or seem to differ, from our OWIL We regard
music as important, as vitally connected with our-
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THE MUSICAL EXPERIENCE

selves and our fate as human beings. But wh
nature of our vital connection with it
pelled men to create musics
the sources of the musical i
plore here some approache
tion.

Our wa
first:

at is the
What has im-
What, in other words, are
mpulse? I would like to ex-

y will be easier, I think, if we ask ourselves
is music a matter of tones sung or played, or
should we consider it rather from the standpoint of
the listener? A close examination of this question
_leads to some rather surprising conclusions. We find
| that listening to music, as we understan
tively late,
rather artific

d it, is a rela-

a relatively sophisticated, and even a

1al means of access to it, and that even

until fairly recent times composers presumably did not
think of their music primarily as being listened to, but
rather as being played and sung, or at most as being
heard incidentally as a part of an occasion, of which
the center of attention for those who heard it lay else-
where than in the qualities of the music as such.

P In fact, composer, performer, and listener can, with-
out undue exaggeration, be regarded not only as three
types or degrees of relationship to music, but also as

| three successive stages of specialization. In the begin-
ning, no doubt, the three were one. Music was vocal or
instrumental improvisation; and while there were those
who did not perform, and who therefore heard music,
they were not listeners in our modern sense of the
word. They heard the sounds as part of a ritual, a

drama, or an epic narrative, and accepted it in its
purely incidental or symbolic function, subordinate
to the occasion of which it was a part. Music, in and
for itself can hardly be said to have existed, and
whatever individual character it may have had was
essentially irrelevant. ]
Later, however, as certain patterns became fixed or
traditional, the functions of composer and performer
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to be differentiated. The composer ex1stf:d [;1;:
i ganb ause he had introduced into the raw m
c?selyf -e thn& and rhythm patterns that' ‘t.)ecame r.e;;log-
1"1.211’ gl b(a)'md therefore capable of repetition—whic tls
i ther way of saying that composers began o_x'
On'ly 31;) music began to take shape. The composier
e egmerge as a differentiated type exactly at the
bfgranrér:? that a bit of musical material took on a form ;
Itlhat its producer felt impelled to repefzttl.rmer el
The same event produced the perto i i
arate function; the first pgrformcrdwas, s
sense, the first musician who playe or}_;is ? e
that had been played or sung 'be.:fore. il )g;st oy
more pronounced in the individual wther i e
or sang music composed.by someoni omer’S i
self. At both of these points the per o; Al
began to emerge, and whethe.r or not ra
th: fact, his problems and his charactez;1 Rt
and points of view began. to ap[::ealr atr s
These will be discusseq in d:lt:;ll-lyattt}al i tile sl
important only to envisage i
1trir;}t)ion of composer and performer rt;prelsle;?ct:l aﬁl; Ie)zll1 is)z
- Stageli?1 t:hfl gi::kgf)r?leig::r(;nition reached
ication. The hi e :
E:at;i:ncourse of tghe development of rr{umg ;}h(:)l:(lf :I?(Ii:
obscure the fact that in1 the E{;L 2;1;2:5 ;1 zlpcommon
r are not only co . ‘ ;
Esife?grni:e but participants in an essentially single ex
Peilzt:::ot, of course, talking in tférms of rillzilciil ::fy
tory. The developments I have cited are Sk
ise sense historical, and I have nf)t preser i
prel?se;thetically so. It would certamly' be Hfl ;C?:lras
;ilceyaith historical fact, however, t(i ?x:éoo Irtm::1 i
a long, somewhat involved, gradua de{ . g)oucal -
which I have given a con(_lense_d an gyﬂines il
count. And this very qualification unde
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THE MUSICAL EXPERIENCE

the point I am making: namely, that the performer,
as distinct from the composer, is the product of al-

ready advanced musical refinement. While the rela.

tionship of the composer to music is a simple, direct, .

and primary one, that of the performer is already

complex and even problematical. To be sure, the .

composer as an individual may be the most complex
of creatures and the performer the simplest—I have
personally known examples of both such types! But
while the act of composition, of production, is a pri-
mary act, that of performance—that Is, re-production
—is already removed by one step. The music passes
through the medium of a second personality, and nec-
essarily undergoes something of what we call inter-
pretation. I am not raising here the much discussed
question of what interpretation is, or what it may or
should be; whether it should be “personal” or object-

" whether it can be or should be historically
accurate, and so forth, I am simply pointing to it as
_an inevitable aspect of the performer’s activity, of
which the other aspect is, of course, projection. The
performer, in other words, not only interprets or re-
conceives the work, but, so to speak, processes it in
terms of a specific occasion: he projects it as part of a
recitation or a concert, as the embodiment of a dra-
matic moment or situation, a part of a ritual, or
finally and perhaps most simply as a piece performed
solely for his own delectation. Whether or not he is
aware of the fact, the nature of his performance is
conditioned by the circumstances under which it takes
place.

It hardly need be pointed out that the relation to
music of the listener is even more complex than that
of the performer. As I have pointed out, the listener,
as we think of him today, came fairly recently on the
" musical scene, Listening to music, as distinct from re-
producing it, is the product of a very late stage in mu-
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it mi i main-
sical sophistication, and it might with reason be

i - ly for
tained that the listener has existed as s}tllch o(;: )Osers
about three hundred and fifty years. The c mp il
of the Middle Ages and the chalsfsance c«i) 1rpocm

i cula g
i i ch services and for se
their music for chur g
i i s accepted as part o
sions, where it was a e
backéround, in much the same mlannerhas rut: peulres
ati church walls or the s
frescoes decorating the chu Tl
i ic buildings. Or else they |
adorning the public : i
i had received musica .
it for amateurs, who : e
ducation, and whose I
a part of general e : P
wiIt)h it was that of the performer responding gren
through active participation in its hproducitclgln.PUbHc
i i th century the mus
well into the nineteen i i
i eople whose primary c
consisted largely of p / Gkt
i i h playing or singing )
with music was throug 3 e
i them concerts
i f their own homes. For .
i ional rituals which they at-
i i asional rituals
in a certain sense occ :
tended as adepts, and they were the bet.ter eqxtx.lglf))::i
i i rticipat-
i f their experience in pa t
as listeners because o il e
equately,
i bly and however inac i
ing, however hum : e e
f musical production. By
the actual process o ol
o n the person who simply
tener,” I do not mea ers i
i i : hen it is performe ¥
music—who is present w ' Rt
i r dislike it, :
i ay either enjoy o but
in a general way, m en el
is i 5 1 participant in it. n |
who is in no sense a rea . : v
ici Tesponse; @
impli 1 participation, a rea
implies rather a rea sl
ing i k of the composer a
real sharing in the wor o
degree of aware
d a greater or less ‘
performer, an ' e
indivi ecific sense of the
of the individual and sp _ ! g |
formed. For the listener, in this sense, @uuc 151 n’(:J
longer an incident or an adjunct but an mde;.)eni(d Zr;l
and self-sufficient medium of1 1 expreilslr(:’gs tl-z(l)sm Pl.em
im is the fullest an
aim is to apprehend to =
possible extent the musical utterance of the compo
eli it to him.
as the performer delivers it i
Andphow, through what means, does he do this? Let
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THE MUSICAL LEXPERIENCE

us think for a moment of a similar
experience, which is however not
in structure. The reader of a poem does not generally
receive the poem through the medium of an inter-
preter, nor does he, generally, actually “perform,” i,
read aloud, the poem himself, Yet the rhymes and the

meters, as well as the sense of the words, are as vivid

to him as they would be if the poem were actually
read to or by him. What he does in fact is to “per-
form” it in imagination, imaginatively to re-create
_and re-experience it. The “listener” to music does
Y fundamentally the same thing. In “following” a per-
formance, he recreates it and makes it his own. He
really listens precisely to the degree that he does this,

and really hears to precisely the extent that he does it
|successfully.

instance of artistic
quite so complex

I have discussed this question in some detail here
not in order either to beljttle the listener or to minj.
mize the validity or the intensity of his relationship to
music. What I do wish to point out is that if we are to
get at the sources of the musical impulse, we must
start with the impulse to make music; it is not a ques-
tion of why music appeals to us, but why men and
women in every generation have been impelled to cre-
ate it. I have tried to show as clearly as possible that
composer, performer, and listener each fulfill one of
three separate functions in a total creative process,
which was originally undifferentiated and which still
is essentially indivisible. It Is true that there are lis-
teners—as, alas, there are composers and performers!
—of every degree of talent and achievement. But the

essential is that music is an activity: it is something
done, an experience lived through, with varying in-
tensity, by composer, performer, and listener aljke,

~ An understanding of these matters will help us to
seek and perhaps to understand the basic facts regard-
ing the musical impulse. We will know better, for in-
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¢ ) B
stance, than to seek them in the science of a(cioumcs
. - . ~,
even primarily with reference toI soundsﬁhcgct.xea.[ .
3 is a little clearer. !

Let me make this a , sy
musical theory has been formulated by atteénpuufical
codify laws governing musical sound_ aF .r:d -
rhythm, and from these to deduce musx;ad prld fll)lon;
Sometimes these principles are even Ed.f: uc; g

3 [ hysical nature of sound, @
what we know of the phy aritd
are gi hat seems to me an es )

a result are given w e e L
cious validity. I say “essentially specious beie )

while the physical facts are clear enough, tl:e;"fls?dons
Y o g ]

5, 1 lete or unconvincing
ways gaps, incomp : S
lefty between the realm of physics z‘l‘nd ,t’he reai e
sical experience, even if we leave “art” out o e
Many ingenious and even brilliant attempts,flt t1ls d'fﬁ,
i se gy e difb-
havelbecn made to bridge these ngS. One o t sk
culties of trying to do so, however, 1ls apparttzn ,e e
i TLON!
i i hysical fact of the ove
way in which the p S
arious harmonic the |
has been used by var ' Al
i 1 even diametrically

ort very different and _ ! e
E)ory ideas. Because the first six partial tones ol;;rlxco i
correspond exactly with the tones cgmpokslm%atter i

i i calling the
i heorists are fond of he
Al ise, Heinrich Schen-
: & that premise,
“chord of nature.” On . Wt
: illiant and at times p
ker, for example, a bri s
i 5 1 the theory of tonality
writer, has reconstructed ¥ Sl
sically’ an elaboration of that chord or 1tsh ar;ll:iccon-

counterpart, the minor triad. He 1t'>ases what c

siders the immutable laws of music .on tllesexcmdes

tions, even though in doing so he virtually e Foi
the r;lusic written before Bach, after .Brahlx)r'lts, z;‘nlrther-

i ' ly Germanic orbit. Fu :

side of a rather narrow . i

more, what is perhaps even more probl;nzzti(t)xrc.:al‘,ﬂthin

’ isr volutionary fa 5

forced to disregard the e e 5

even those limits, and to regard the muat:lcaégilhng; %n

of Bach and Mozart and Beethoven an : ‘ith eveh

exactly the same light; and he remonstrates w

9



THE MUSICAL EXPERIENCE

those composers whenever he catches them punching
holes in the system he has thus established. Or again,
Paul Hindemith, also a brilliant and certainly a more
creative writer, has carefully examined the overtone
series and made very interesting deductions regarding
it, but he gives it an even more outspoken status than
has Schenker, as a kind of musical court of last appeal,
with the triad as final arbiter, on the basis not of mu-
sical experience, but of physical science. Other writers,
however, noting that the overtone series extends well
beyond the first six partials, have found in this fact
justification for harmonic daring of a much more far-
reaching type, and have in some cases sought to dis-
cover new harmonic principles based on the systematic
use of these upper partials.

Such speculations have been in many cases the prod-
uct of brilliant minds, of indisputable musical author-
ity, and I do not wish in any way to minimize this
fact. Yet it would be €asy to point out that each au-
thor, in a manner quite consistent with his musical
stature, found in the overtone series a tool he could
adapt to his individual and peculiar purpose. Above
all it seems to me clear that physics and music are dif-
ferent spheres, and that, though they certainly touch
at moments, the connection between them 15 an occa-
sional and circumstantial, not an essential, one. For
the musician at any level of sophistication, it is his ex-
perience, his relationship with sound, not the physical
properties of sound as such, which constitute his ma-
terials. Experience, and only experience, has always
been his point of departure, and while it has often led
him to results which find apparent confirmation in
the non-human world, this is by no means always the

case. Even when it is the case, it can be regarded as no
more than an interesting coincidence until a clear

connection with musical experience can be demon.
strated.

IO
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What I wish to stress is the fact that ;gl_cg:_ T;::-Ee:s
ted by human beings, we must regard the sour ;
o terials, first of all as human facts. For it 1
= mg'glljn and ;ound as such but their nature as hu-
pes. rf:)ncts which concerns us. And if we look at t;xertn
nlmsIZel we perceive that they are actually humz?l faz ;
: oth Ymost intimate kind. We see that these basic a
i)ith: raw materials, the primitive sources, lof m}?:;cc =
are facts of musical experience and not the phj
faCIt,se?f;: ‘il:(;lka:? :Illlyyttllllrrxxll first, since it is perha{psl:ge
primary fact. It is quite cusﬁo:x;lii;wijcrl) ;g;e(::if) nes:eco ng
r rthythm to the many rhy : i
?t)amlyy received from experlenc.e—-—the ng;l ilsutr;lzse .
well as the human, the subconsmous.as. vs : d‘ sty
which we are aware, and the SOp.hlSt;Cd (13{ e e
lex as well as the naive and simple. s
Ende not only to the act of breatbmg ‘Im szcessiox;
bl;t to the alternation of day and night, ft 1:}31 é)rt i
of the equinoxes, and the E:v;;r:lizt ac; ; .w man).-’an-
eating of the heart, to , an : d
g:fleli‘ instfnce of rhythmic recurrence;1 'u;l I;:?;isv Izll:r :
man, even the mechanical rh)'tl}ms A\ ~-1Cq ' iilustra.
imp(;se themselves on our conscxousnessl. M‘lfcrelevance;
tions certainly have their place an}cll th::ixc i
it furildtlmen('ialnjs d’;‘ﬁ): rzgned by impres-
i is nourished an ' : A
:?:rtlsyof every kind, and I believe we maf,I :t;l;?ms;qtrotlrlrz:;
it remains impervious actually to"no'ne. n.iss i
also, however, that such general-uatlons T bt
’ al point. For our rhythmic sense 1s bas b
Irrrii?;;y (E)n something far more potent than mere
Serlvtazlczrr;s to me clear indeed that the basic rhfyth:n);c
fact is not the fact simply o'fralten?altxor'l, ]?lL!l(t: c;a ;ﬁl}iar
cific type of alternation with wluc.1. *wece 18 sépamte
from the first movement of our existen
ol




THE MUSICAL EXPERIENGCE

beings. We celebrate that event by drawing a breath,
which is required of us if existence is to be realized.
The drawing of the breath is an act of cumulation, of
tension which is then released by the alternative act of
exhalation.

Is it, then, in any way far-fetched to say that our
first effective experience of rhythm, and the one that
remains most deeply and constantly with us, is charac-
terized not only by alternation as such, but by the al-
ternation of cumulative tension with its release in a
complementary movement? This is, actually, the pri-
mary fact of musical rhythm too. We recognize it in
the technical terms “up-beat” and “down-beat,” arsis
and thesis; and we apply it, consciously as well as in-
stinctively, to our conception of larger musical struc-
ture, as well as to the more familiar matters of detail
to which these terms are generally applied.

What, for instance, is a so-called “musical phrase” if
not the portion of music that must be performed, so to
speak, without letting go, or, figuratively, in a single
breath? The phrase is a constant movement toward a
goal—the cadence; and the rhythmic nature of the
latter is admirably characterized in the term itself, de-
rived from the Italian verb cadere, to fall: that is, the
“falling” or down-beat, the movement of release.

I am tempted to call this the most important musi-
cal fact, and am sure I have done so on occasion.
More than any other fact, it seems to me, it bears on
the nature of what I shall call “musical movement”’;
on it depends the appropriateness to their context of
harmonies, of melodic intervals, and details of rhyth-
mic elaboration. From it are derived the principles
on which satisfactory musical articulation is based;
and many an otherwise excellent performance s
ruined through inadequate attention to what it im-
plies. How often, unfortunately, in the performance

I2

1. THE MUSICAL IMPULSE

of music, do we hear so much emphasis put on the

first part of the phrase that its conclusipr; is left S;u:;
gling in the air! The phr:'ise does not, if hlm:.iy }:S L
that way, sit: the effect ls.one of breat essne.t i
cause the tension is not quite released, or to pu1 .
little differently, the goal of the ph'rase 15 rllot c e:lalr Zl
felt. It is not a question of what is generally calle

accent, but rather of solidity and firmness. 5 v
For instance, I have sometimes been distressed to

hear the following passages from Beethoven’s Quar-
tets played thus:

Voo A e :-
e
pt) 0p.18,No.2
instead of thus:

4
e
%:ﬂ:_:‘_:’u.qt:!;:‘.‘:‘:d

and
!

i i ingly d the opening
Or, still more distressingly, I ha_ve hz‘ear
of the Scherzo of Beethoven's Fifth Symphony played

thus:
&
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Pocord,
S ) B (J?ki 1
EEESE == e e S S
e &40l
At e i H ; : =
€l 8w Basy 7 i L bt
@)
Instead of, correctly, thus:
Do rif,
= ST S A b
BESE S - e
rov—
W sty O R L
PR T S e =) o
&)
(b)

In the first case (a) the “poco rit.” for which Bee-
thoven asks in the last two measures makes no sense
whatever, and the effect is one of complete indecisive-
ness—the sense of the ritenuto cannot be communi-
cated because it comes after the accent, and it there-
fore, as it were, trails off into space. In case (b) the rite-
nuto falls into place: it prolongs the tension before
Fhe final accent, and since it falls perfectly into place

1ts execution presents no problems whatever. !

.I am not implying that our rhythmic sense is de-
rived from the act of breathing alone, or even from
the a.lternation between tension and release which
contributes such a tremendous part of our physiologi-
cal and therefore of our psychological existence. Actu-
ally our sense of rhythm is a fundamental organic fact
the product of many forces within us working togetheli
toward a common end. Nor have I forgottert: that the
term. “rhythm” is often used in an inclusive sense, em-
bracing not only the facts I have described, but what
we define more strictly as tempo and meter as well.

14
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Once more I should like to emphasize that it is
through our perception of these elements, our aware-
ness of them, that they have meaning for us, and that
we gain this perception through the experiences of
our pyscho-physical organism. Here it is not a ques-
tion of the alternation of tension and relaxation but
of our experience of time itself. We gain our experi-
ence, our sensation of time, through movement, and
it is movement, primarily, which gives it content for
us. It is unnecessary to seek scientific proof of this.
We need only a clear analysis of ordinary experience,
and it is the latter, in any case, which is relevant to
the nature of music. We judge tempo first of all by
the relation of basic metrical pulsations to the speed
with which we accomplish the ordinary actions of our
existence, such as walking and speaking; but, in a
more extended sense, we judge it by the amount of
effort required to reproduce or respond to it. Heavy
accents call forth more energy because we subcon-
sciously assume more energy in producing them; they
suggest, and therefore actually call forth in our imag-
ination, greater effort, of which the physiology can
be demonstrated many times and in many contexts.
Similarly, music rich in detail or elaboration, whether
melodic, rhythmic, harmonic, or polyphonic, requires
greater effort on the part of the hearer than when the
changes are less constant or the detail less elaborate.
Consequently music of the former type performed at
a fast tempo will seem energetic and strained, while
music of simple texture may move along, however
rapidly, with the utmost ease and grace.

Nietzsche, always a profound writer on music
though not himself a musician, laments in his
Jenseits von Gut und Bose (“Beyond Good and
Evil”) the passing of what he calls the ‘“good old
time” of Mozart and Haydn, when, to paraphrase his
words, a true Presto movement was possible in music.

I5
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He cites Mendelssohn as the last composer who could
write a real Presto. To be sure, he did not know
Verdi’s “Falstaff’; and needless to say, he was speak-
ing of the music of genuine composers and not of im-
itators of past styles. Everything, he said, had become
ponderous, heavy in spirit, and weighted down with
preoccupation; a vital ease had disappeared from the
life and hence the culture of Europe. Leaving aside
his psychological judgment, which does not concern
us at this point, and translating his statements into
analytic terms, is he not drawing true conclusions
from the indisputable fact that the music of the nine-
teenth century was, actually, far richer in texture and
in coloring than that which had preceded it, and that
this fact in itself precluded the type of movement
which Haydn embodied so often in his Finales, or
Mozart in such a work as the Overture to “The Mar-
riage of Figaro,” in which detail is reduced to a mini-
mum of elaboration, and contrasts are of the sub-
tlest kind?

These few observations lay no claim to exhaustive-
ness. The subject of rhythm is a vast one, and indeed
an adequate definition of rhythm comes close to de-
fining music itself. It is a subject, too, that lends it-
self all too easily to oversimplification, a clear case of
this being the abstraction of the rhythmic element in
music from that of musical sound.

Now, if we consider musical sound from the stand-
point of the impulse to produce it, we find that in a
very real sense and to a very real degree this impulse,
too, is rooted in our earliest, most constantly present
and most intimate experiences. From almost the first
moments of our existence the impulse to produce vo-
cal sound is a familiar one, almost as familiar as the
impulse to breathe, though not so indispensable. The
sound, to be sure, is at first presumably a by-product.
But is it not clear that much of our melodic feeling
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derives from this source; that is, frpm a vocgl 1mpuls<;
which first of all is connecte.d with the‘ v1ta1hact 0
breathing and is subject to its nuancess lnft e St;(;t
ond place melodic feeling undergoes vast re 1n1er;1nedi_
during the growth of even the most unmgslca{ i
viduals. From the vocal impulse we acquire, for 11
stance, our sensitive respomnse to'dl'ffere.nces in p1ftc‘1.
I mean here powers not of discrimination, b\{t o 1ei
sponse, the kind of response that is instinctive arrl;
that precedes discrimination and possibly even pi
cedes consciousness. In simple terms, when we liaxs{e
our voices we increase the int'ensuy of our voca e(i
fort, a rise in pitch implies an 1ncrea§e in tension, .an [
therefore an intensity of ene.rgy, or, in other terms, o
expressiveness in one direction. When we IOWCI: our
voices we make a different kind of effort, :tn(! gdzurg.an
intensity of a different and more complex kin .1 1rir:1
ilarly, an increase in volume dcnotes?, not on yth
terms of the physical effort of producnon,.but in : s
sympathetic effort of response, also an‘ m_crea.s;e i
tension and hence of intensity. I have'spol\en ? ir
tensity of expression, which of course is synonymous
or commensurable with the degree of contrast in-
volved. If we like, we may spe.culavie on the combina-
tions possible between two directions of .movelmer;t
of pitch, and two directions of plovement in vf;) utmoé
We may try to formulate, for instance, thei effec 2
high or rising notes sung or played very soft y,‘cirrhot ;
descending passage sung or played crescendo.‘ a ;
believe will be indisputable is the fact that.wx.tl'l only
slight qualifications we carry over these prlrmtlw.;tla1 ;:.e
sponses from music produced v.ocally to o;;r ke
complex response to that heard instrumentally, ut -
pendently of the particular character o.f.the mslr‘xrx
ment involved. Though subject to deﬁn_mon, qualifi-
cation, and refinement, it is a very basic .n}};llsmal re:
sponse of which 1 am speaking, and possibly more
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1. THE MUSICAL IMPULSE

than any single factor it governs our response to mel-
ody in its largest features. I shall discuss actual dis-
crimination, the refined sense of pitch, later; here I
am referring to the purely instinctive bases of musical
expression, as nearly as I can define them, quite apart
from the coordinative function of the musical ear, It
is true that the line of demarcation is an arbitrary
one. But the discrimination of delicate shades of dif-
ference in pitch, such as all civilized musical systems
demand, only refines these basic responses. It makes
possible, through the fact of notes of fixed and defi-
nite pitch, greater precision in rhythmic and melodic
contour.

Nevertheless, a melodic motif or phrase is in es-
sence and origin a vocal gesture; it is a vocal move-
ment with a clearly defined and therefore clearly ex-
pressed profile. And, one final point, it too is sensitive
to infinitely delicate nuances of tension and relaxa-
tion, as these are embodied in the breathing which
animates the vocal gesture and shapes its contours.
Thus, agitated breathing will be reflected in agitated
melodic and rhythmic movement; or conversely,
sharp, irregular accents, or successive violent contrasts
in pitch will call forth subconscious associations sug-
gesting the kind of agitation which produces violent
or irregular breathing, just as quieter melodic move-
ment will evoke a more serene response.

I am oversimplifying, of course. These are not the
only elements in musical expression, but I am delib-
erately restricting the discussion here to primitive,
direct, and simple responses to music. Even at this
level, may we not say that the basic ingredient of
music is not so much sound as movement, conceived
in the terms I have indicated? I would even £0 a step
farther, and say that music is significant for us as hu-
man beings principally because it embodies movement
of a specifically human type that goes to the roots of
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our being and takes shape in the inner gestu:;s:sw'l;lfg |
embody our deepest and {nost intimate rispo : é e
is of itself not yet art; it is not _yet even ang;e gar.ld B
it is the material of whic¥1 :1}u51ca1 art is made, i
which musical art gives significance. L
If we appreciate these .facts, we can un der; e
more readily why music is the art .of st?unh. i
the five senses, the sense of hearing is the Thi ge_s:_\
inexorably associated with our sense of unﬁ:. The gev
tures which musi_c;remb?dllgs are, after all, Sl
gestures; one may almost define them as 90;11515 ; 5 o
movement in the abstract, movemfent whic hf::; s ives;\’
time but not in space, movem.ent, in fact, w ;(f: / }%is s
time its meaning and its Si(glnlgctgci :kc:irdl:. Lt
-ue, then sound is its predestined v . ]
i}«':elea,lpprehend through the eye 1s' for us s;agc,bmo::r
mental. Even movement seen is bounde Ly
ever can closely follow it off into

1c 3 . n
range of vision; we i
space unless we ourselves move. Sound, at least in our

experience, is never static, but inva.rxal?ly 12231;?:;
nent; it either ceases or chan;ges.. By its very fhre Xt
embodies for us movement in time, and as su
ses no inherent limits. A .

pO'SI?(S) ns?zir‘xl hfp: the experience qf music 1is .essenltslglg
indivisible, whether it is embodied in the 1mguCtion
produce, or in the response, _thrm_xgh re-prbo' :he 1j5:
actual as by the performer or 1mag1nla;ryd ?sd i}n e
tener, of the musical experience embodi€ il
already produced. Secondly,.what we an\- e .
raw, formal materials of music are a.lso e exp e
elements, and these, again, hzilve their basis 1r11 ce'r i)
of the most elementary, intimate, and vita eﬂg .
ence through which we livetzh ai) i;???hiintg}iése i
onsider now the means thr

:r?;tséizlls are coordinated, becom_e cot'xeren}tl, an(}o:({:
rendered significant; through which, in other w ;
they begin to be music.
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