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Spooning Good Singing Gum: Meaning, Association,
and Interpretation in Rock Music!

By Traves A, fackson

Since M least the early 1950, seholurs and crites from widely vasying
backgrounds have attempted to come 1o terms with the musics collectively
known 2 “rock,” returning again and agxin o the wsue of meaning.
Predictably, their answers 1o the implied question are as varied as their
intellectual seandpoines. Some scholars, for example, have viewed rock
through the lenses of mass and youth culture, drawing on the work of
Theodor Adomo and a barge body of sociological writing. Others, coming
to rock from cultural studics and Bterary theory, have conceptualized it as
a series of "texss” that comment on and reflect current debates on cubtural
identity, hegemony, resistance, gender and sexualiey (Frith and Goodwin
1990; Hesmondhalgh 1996). Writers for the popular press, meanwhile,
hane tended to focus on isues of authenticty, onginality and rebellson,
particularly in canonizing conkc figures like Elvis Presley, Sid Vicous, or
Rurt Cobaan. In reading a1l this work, some Bans or aficionados ol rock
{inchuding scholars and critics) are likely 1o be dissatishied. To them it
might seem that (other) rock commentaton are cither focusing on oo
narrow a partion of the musical landscape—discussing it in wins thas ren-
der it nearly unrecognizable—or missing the point of the music alio-
gether. Whatever the point, to such fans rock is potentially about more
than youth culture, the (re)peoduction of sdeology, or authenncity and
rebellion. The question, of course, is what “more”™ there might be and,
refavedly, how ome gams access to and talks aboue i

In previous atsempts o discern rock’s mcanings, three approaches hane
rendod w0 dominate: content analysis of rock hrics; siudy of rock’s relason
to varied socal, historical, and cultural congexty; and examinatson of rock’s
tormal and stlistic paramncters. Whale cach approach bas the potential to
Eluminaze different aspects of whar rock miaght mean and how it achicves
ity effects, cach is also manifesthy incomplete. Their indnsdual shore-
comings cannot be addressed merely by producing analyses that combine
them. To do so, in fact, woutld be 1o asswme nakvely that in themseldves those
approaches exhaust all the questions that one might ask about rock.
Getung at what rock means requires asking a different, but related, set of
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8 Cusgent Musicopoey

ones that go o the heart of what it means wo make and

rock.? How do those who record rock music make recordings® What intel
lectizal and aesthetic choaces are typically part of such proceses? What con-
rextual factors influence and constraln those choices? Similarly, when indi-
vidusals listen 10 o otherwise experience rock, bow do they interpeet and
evaluate their experiences? On what criteria are their interpretanions
based? To the degree that there exists consensas on aspects of interpreta-
tion, how is such consensus buile, challenged, modified, or dismantled over
tme? These are not, of course, new questions, but examining them in ligh
of ome another can clear useful paths for approaching musical meaning.

The asgument here will proceed through three stages. The first is a
sclective, crinical survey of previous approaches to the study of rock. It is
organized boosely around the three differemt analtic paradigms discussed
previously and highlighes the strengths and deficiencies of each. The sece
ond stage iheorizes the making and experiencing of rock through & dis-
cussion of recording processes and listeners” individual and collective
expenences of recordings. This section takes as its departure posnt cthio-
musicological writing abowt musical lncamng particularhy Secven Feld's
discassbon of the “interpretive moves™ (1994) thar listencrs make as they
experience masic, The third explores the complexity and variability of
meaning in rock through the example of the Scoutish o the Coctean
Twins, The group, active from 1979 10 1998, produced a series of record-
ings whose qualivies, while not excepaional or singular, draw atention o
the inadequacy of previous anahses,

Before consideration of such issues can begin, hawever, a few key terms
in the discussion need 0 be maore clearly fleshed out, The first is the term
“rock.” Regardless of the criteria scholars and critics have employed in
delining it—nstruments and technologices, structural or formal parame-
ters of musicmaking, the economics of the recording industry, or the sclf
consciously “artistic” orientation of the music’s performens—ncarly all
attempts lesve the smpressson that rock is 2 category with fixed boundaries
(Lakoff 1987), a container for musics that share certain arrributes.!
Indeed, i one considers the vasicty of music Iabeled rock in critical and
popular discourse, it becomes difficult to imagine a bounded grouping
that could accommeodase, at one and the same tme, Bob Dylan's Blonde on
Blonde (1966), Van Morrison's Astral Weeks (1968), Joni Mitchell's The
Hisvimg of Sumwer Laaons (1975), Prince's J999 (1983), and Soundgarden's
Superunknoas (1994) 0

When, however, we undentand genre designations like “rock”™ as rely
ing not on immutable sets of characteristics but on their material, social
and culiural relanonships w other designaions, we might regard the as
resizable umbrella or gencalogical and shifting markens of inclusion and
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exclasion. With that understanding in mind, rather than posit a unifying
rock “essence,” 1 follow Theodore Gracyk in in samang “to identify and
theorize about . . . paradigm cases of rock music™ (1996:xi) that a signifs-
cant number of fans and oritics have come—through whatever means—to
inclade in thelr individual and collectve canons. A paradigmaric defing-
tion has the virtue of not arcumsceribing oo narrowdy the universe of
rock, allowing for vassation in musical sivle and appeoach as well as hivtons-
cal change. Paradigmatic definitions are closely tied 1o “open concepes™
capable of undergoing “alteration in their definition without losing their
wentity a8 now examples come o appear as standard” (Gochr 1992:98) ¢
What is cracial is recognizing that genre designations are emergent, both
shaping and being shaped by what they inchude as well as being informed
by what they accommodate less casily (Braggs and Bauman 1992), 1 is for
that reason that concepts like rock-—or jazz, for thar matter—-can over
time soem 10 cover a widely vaning range of musacal practices withouwt dis-
appearing as useful signifiers. The Morrison and Mischell recordings men-
tioned previously—because they relied on jazederned instrumentation
and harmonies, respectively——might have been difficult wo square with par.
adigmatic notions of rock when they were relased, They are now both
comsidered landmark rock recordings at least partially because they have
idluenced musicians more casily labeled as rockers. Indeed, the
genealogical maps that musicians and fans draw linking performers
and rocordings over time show the genre’s possible definitions 1o be as
mutable as the ways in which connolsseurs and fans construct the past
(Straw 1997; Weinsein 1997),

If anything unites the forms of music rock designates, it is that they, like
the five examples above, exist and have their most enduring impact &
recordings. In fact, discussions of rock, even when they use words like
“song” or “performance,” are almost always about specific rendings which
may or may not be the result of separace acts of songwriung and perform.
ing (Geacyk 1996:vmi-xi).7 Moreonver, some rescarchens bave convincingly
shown that even the most dedicated singersongwriters or live performers
(like Bob Dylan and Beuce Springsteen) are so intensely selfconscious
abowt the recording process that rather than write sangs before recording,
they record and xsemble sometimes unrelated fragmens which only later
become “songs” that even they, like mmsicians in cover bands, must learn
from recordings in order o perform Nve (Gracyk 1996117, 47-50; Zak
2001),

For its part, “meaning” is a term that is perhaps even more resistant to
definition or clear explication. Most simply, meaning is something that
humans individually and collectively create as they navigate the shifting
terrain in which sounds, symbols and concepis are embedded. In other
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words, meanings emerge from processes of interpretation, from the often
unconscious ways in which we relate individual terms or edements o kager
patterns and structures (Kessels 1986-87:201). Rathey than being inherent
n particular genres, objects or activities, meanings are actively constracsed
fram the ways in which we relate those genres, objects or activities 10 oth-
crs. As such, particular items do not so much determine the kinds of
meanings that can be atached o them as their qualities constrain the
kindds of meanings we might construct, Consequently, while one i to some
degree free o avach whatever meanings he or she wishes 10 particular
items, those meanings seem appropeiate only (o the degree that they are
shared or thought o be compelling by others. I might argue sunidently
that the hrics of the Beatles” “Taxman™ (1966) depict a failed romantic
relaonship, but few other people who know the recording would find
that interpretation tenable.

Analyzing Rock

In this sense, knowing about singer/songwriter/guitarist Chrissie
Hynde's life and political Jeanings as well as carly 1980s American social
and cconomic conditions alfects the number of compelling interpreta-
thons one might make of a lynical excerpt from the recording "My City Was
Goue™ (The Pretenders 1983):

I went back 1o Ohio

And my pretty countrysde

Had been paved down the maddle
By a government that had no pride

The larms of Ohio

Had been replaced by shopping malls
And Muzak lilled the air

From Seneca to Cuvahoga Falls,

Through content analysis, one might interpret the Iyrics as relating & nasr.
rative of Joss and destruction brought on by deindustrialization and subur-
banizatkon in the Reagan era® In this account, the meaning of this lyrical
excerpt proceeds from intcrpreting inguage and relsting the connotative
and denotative meanings of words 1o a larger social and historical consext.
Following that line of reasoning, onc might say that the meaning of the
recording lies in the way its words “reflect”™ or are closcly connected to its
contexis.®

For textualh-manded analywes, such an interpretation of My City Was
Gone™ might be the firstresont strategy for making sense of the recording,
What justifies tha styasegy s perbaps the greater relatve accesability of
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words for individuals who are neither musicians nor scholars of music,
Useful, if provesonal, analyses might result from employing that strategy.
One can “read” the fourth and fifth verses of Bob Dvian's recording “With
God on Our Side”™ (1964}, for example, i his questioning ol the relations
between God and country during the Cold War and link them—perhaps
100 facilely—to the emergence of 4 pervasive antiwar mood among youth
andd some folk and rock musicians in the carly 1060x;

The Sccond World War

Came 1o an end

We forgave the Germans

And then we were friends

Though they murdered six mallion
In the ovens they fried

The Germans now too hane

God on thelr side

I've learmed 10 hate the Russians
All through my whole life

Il another war comes

18 them we must fight

To hate and 10 fear them

To rum amd 1o hide

And accept it all bravely

With Gl on sy sidle | |,

A shightly expanded vicw might move away from reflection theories 1o
allow that lyrcs” narracives show how thelr protagonists have navigated or
might naagate their Bves or that such pasratives create empathy and iden-
tfication (or resist them) through confessonal, personally expressive writ-
ing. Thus, the opening verse of Joni Mitchell's “Help Mc® (1974) might
offer the listener a glimpse into the exhilaration that can be part of falling
in love as well as the unceraimey that might sccompany i

Heldp me, [ think P'm falling
In Jove again

When | get that crazy feeling,

1 know 'm in trouble again

I'm in wouble

"Cause your're a rambler and a gambler
And a sweet alkin ladies’ man

And you love your lovin'

But not like you love your freedom.
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Such readings, however, potentially do rock a disservice, 18 an analyst
reduces rock o its lyrical capacity wo reflect social ideals or engender
empathetic identification, s/he can do so anly on the asumption that
rock can effectively be read as a verbal text To read it thus ignores the
way listenens generzlly experience these excerpis: &8 sounds cmanating
from recordings rather than as printed poetry.'* Indeed, those analyses
that sertle for the “easy terms of hrical analysis® (Frith 1981:14), proms-
pent in popualar press rock discourse as well as in 1980 and 19905 schol-
arly articles concersed with the negative effects of heavy metal and
gangva rap, give us only part of the picture,

Moreover, an analyst focusing exclusively on lyrics ignores evidence
that has been mounting since the 1960y that rock fans rarely comprebend
of devole concentrated mrention 1o the lyrics of the wnes that they like
most. ' Using words as the pramary frame of reference can also produce a
dszoned vision when we confront the pumerous recordings whose leguistic/
poctic meaning is obscure enough 1o render them “meaninglos.” The
parrative qualities and/or coberence of the opening verse of Crowded
House's “Don’t Dream It's Over™ (1986) are at best episodic:

There is freedom within; there i freedom without

Try to catch the deluge in a paper cup

There's 2 bawde ahead; many bastles are los

Bat you'll never see the end of the road while you're traveling with me

More dramatically, David Bowse's use of William Burroughs's “cut-up”
technique is a deliberate attempe to make songs like “Heroes™ (1977) defy
cosventional readings, Rather than strive for nasrative coberence, Bowie
aims instead to “purposely fracture everything. . . . [On Hewes], T wanted a
phrase 1o give a particular feeling. But never a song as a whole—I1 never
had an overall iea of the feching. Fach individual line T wanted to have a
different atmosphere, so | would construct it in a Burroughs tashion®
{quoted in Thomson and Guiman 19558:x0di), 7

Such examples might convinee some 10 seek more refined ways of ana-
byzing hyrics, methods that huve conwincngly confronted the obscurity of
somne twenticth-contiery literature. Bat such a scarch may be an olstinate
attenspt 1o avokd a by now foregone conclusione that the meaning of the
song does not lie exclusively or entirely in its lyries

One possible way out of this impasse is to present an analyis that con-
siders not just words, but bow they are sung. Since it seems selfevidenm
that vock listeners identily with the ke of sngers and can ientify with
them cven when they don't know hrics being sung (Frith 1987:144), we
might be on firmer ground here. When Michael Jackson almoss cryingly
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sangs “Damned indecision and cursed pride/ T kept my kove for her locked
deep inside™ i “She's Our of My Life™ (1979), Englishapeaking listeners
might feel that they know what he is “feeling.” even though his enuncla
tion (particularly dropping the sounds of ending syllables) makes it diffi-
cult a1 poanes to know exactly what he & singing. Moreover, to the degree
that musical instruments can imitaste or produce voice-ike sounds, this
notion that we might label “communication by inflection” s extensible w
them, Sometimes, perhaps, undentanding fow something means—in
terms of pitch contour, timing. and tmbre as they relate o regular
speech—is enough. Those lteners embedded in the appropriste cultural
matrices {or those who helieve they are) might feel that they can under
stand emation(s) behind particular sounds even when those sounds aren't
recognizable as words.

Philip Tagg (1982) has ied 10 undentand such processes for instre-
mental music throagh adapting semiotic methods. He suggests the possi-
bilsty of focusang tention on “musemes™: minimal units of masical nvean-
ing. the smallest musical elements or gestures necessary Lo communicate a
CErEEn OO OF Create a cortan impression, Tagg explores, for example,
how certain uses of the voice conventionally connote specifiable stances
toward lyrics and Lager meaning, He suggosts as well that certain transfor-
mations of a piece of music—such as changing it from major to minor
mode—have the potential 10 change our relationship o it, while others—
like changing key—might go unnoticed. Thus, singing softly or whisper
ing imo a microphone—as Masvin Gaye does at the beganning of “Sexual
Healing™ (1982)—can communicate a certain bevel of intimacy. Likewise,
snging 2 particular phrase in a portion of one’s vocal range where the
voice wavers and cracks can be equated with emotional vulnerabslity—e.g.,
Robert Johnson's falseno singing of “My life don’t feel the same” in
“Kindhearted Woman Blues™ (1990, recorded 1936),

Where Tagg faltces is in his atempt 0 pin down correspondences
between certain performative conventions and meanings that might be
inferred from them In other words, s approach, a8 well s that presented
with much greater nuance by David Brackeu (1995), resss on application of
Roman Jakobson's communication model: put simply, recordings hove se-
sages 40 communicate, and the tak of the analyst & 1o find the ades that
allows recefvers of messiges 1o interpeet them. While we mighe accepe that
whispers and falsetios have the comventional meaniags discussed previousdy,
we must also remember thas they might be equased with less “positive” sent-
ments: whispers can connote fear or secretheness, for example, while falses
108 can equally cotrespond o fear or anger. 1t s impossible, thorefore, ©
sy what cermain uses of the voice signify without, at the same time, specify
ing the wide range of variables that give them thesr signilying capacty,
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Those scholars who possess facility with score-based musscal analysis
might believe that their greater ability 1o alk about “the music itsell”™
enables them 1o produce analyses that do not suffer from the shorcoen-
ings of hrichased research. Unfortunately, histonical musicologists and
mussc theorists tend 1o sabotage their arguments on rock with question-
able assumpeions about musicmaking, Middleton (1990:104-7) sdentifies
three major probleams in sach work: (1) it relies on a serminology that val
onzes concert-musicderived analytic approaches and concepts—e.g.,
counterpoint, harmonic complexity, unity, long-range development,
etc~—while neglecting othery; (2) it suffers from a “notational centricity”
that, like terminology, privileges certain aspects of music (pisch, sample
rhythms, hicrarchical organization) while excluding others (timbre and
istrumentation, for example); and (3) it encourages an overriding “score
consciousness” that sees notation as music and analysis as a detached,
scemingly “objective” act of reading. Using those methoxds, musicologists
and music theorists have produced elaborate—and somctimes willfully
olscure—analyses of notaable rhvihimic, melodie, and harmonic devices
used in popular masic {sce, for example, Hawkins 1992; Middieton 1990;
Moore 1995), To a degree, such analyses can be illumsinading. The chang.
ing time signatures in a Beatles recording like “She Said She Said™ (1966),
the microrhythmic variatons in the harmoaically state vamps of James
Brown's “The Payback™ (1973), or the switches from A minor verses to C
major interbudes 10 A minor choruses bn Van Morrison's “The Way Young
Lovers Do™ (1968) are all clements that traditional methods might
describe well. Those clements surely contribuce to the kmpact that those
recordings bave on listeners,

Like their lyrically centered counterparts, though, formalist musical
anahysts who see the text as all that matters run the risk of overemphasiz-
ing issues—like the deep structures discovered via Schenkerian analysis—
at the expense of other, equally important ones. Indeed, much analytical
work implicitly posits the exisence of what George Lipsicz terms the “max-
imally competent listener,” an individual capable of transforming “musscal
creatons into mathematical schema and evaluating them on the basis of
their complexiny and osiginality.” The resulting relatonship between the
maker of music and the listener, he argues, is “abstract, detached, ancd
technical® and rests on the assumption that explication of harmony,
rhythm, and form is safficient o describe that relationship (Lipsite
1990:101), But when assessing such work, the analyst's positionality
becomes central: why are some issues singled our as imporant: Why are
others excladed? How does 8/ e determine that, vy, complexity or origi-
nalizy are highly valued atributes of the system under discussion? Might
there be other values or atteibutes in musbo-making that are moge highly
prived—even 1o the exchusion of complexity and originaliny?
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Much of what & mcaningtal abowt rock—and perhaps all other
musics—dies outside what rhythmic, harmsonic and melodic analysis alone can
el In Bty oven when we acknowledge the dogree 1o which rock musi-
clans are concemed with what aditional music analysls can reveal, we silll
harve 10 rosint the sempation to soe their stasomenis as valickaging those analyti-
ol paradigma. When Lou Reed, for exaumple, announces peosdly at the begin-
ning of “Fernme Fatale™ on Live of Max’s Kowsas Gity (Vehet Underground
1973) that it's his first composition utlizing an augnsented chord, we can-
noa make oo much of the statement, Only after eliminating more logical
possibiliies—chat he's engaging in nernvous betweensong chaer or stalliog
while instruments are retuned-—can we sayv that he related that informaton
10 an andicnce e he thought his “hanmonic sophisticason” was noabie. 1n
any ovent, | suggest that Reed might bristle at an analysis of that recording or
ary other by the Vehvet Underground thar charted his devedopenent bused
solely on his vse of harmooy and melody. ™ Such analysis might leane the
smpression that meaning s acoessible via notated “musical subseance.” Gary
Tomlinson, in a discussion of formaliss musical amadyses, Baments that

Behind [such analyses lurks] the absurd bue hardaoeradicate propo-
sitbon that masic alone, independent of the cubtural matrices that
individuals bulld around i, can seum—that a recording or transcnip
tions of 3 Charlie Parker solo, for example, or the score or perfor-
mance of a Beethoven symphony, can convey something even in the
ypothetical abscnce of the complex negotistions of meaning we
each pursue with them. (1991:247)

The foregoing comments are not meant to suggest that we must give up
on musicology or music theory as ways of analyzing rock or getting ar
meaning. Nor do they open a space to be filled by formalist approaches
supplensented by payehological and philosophical inssghes, for many such
works (e.g. Meyer 1956; Kivy 1990) have the same problems that
Tomlinson has critiqued, One asumption bebind such analytical tech-
niques is that, being “neutral.” they are applicable 1o any musical geare or
snyle (Nattiez 1990), What scema more truc is that analytical schemes are
wellsuited 1o answer only the kinds of questions they were devised 10
answer. If anything, Tomlinson's comments suggest that a different set of
comcepts and wals need 1o be brought to our confrontations with rock,
ones that bave more to do with the wans that musicians make rock and the
ways that they and thetr fass listen 1o and otherwise experience iL

Recording, Listening and Interpretve Moves
The activities that take place in recording studios, that make those
entities we regard as songs become recordings, are often overlooked in
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writing about rock. Becuase they are so central to the constitution of rock,
however, they merst at least & cursory examination here. The following
hypothetical sequence of cvents can serve as a model for the process
wherely a recording Is made for muass distribution. Once 2 band or
recording artist decides or is contracted to make a new recording, the
path 1o the final product s one Glled with a seemingly inlinite number of
choices. They or their record label choose someone o produce the
record, a person who will guide the mausicians through the process of
recording, keep them roughly on schedule and within the budger. The
producer and/or the musicians also choose 4 recording studio (or several
studios) for the project. Likewise, choices have 1o be made regarding who
will engineer the recording, and therefore choose microphones, position
them according o ideas about appropriate sound configurations, and
opcrate the array of equipment available in the stsdio, The musicians
may or may not come into the studio with songs already written. Whether
they do or not, though, the mussicians are in the studio 1o create, record
and manipulase sounds. Once they deem the process of recording 1o be
complete, the resultant tracks have 10 be “mixed down”™ 10 & wo-track
(stereo) premaster by some combination of musicians, producers, eng»
neers, and/or parties external 1o the recording process, That pre-master
is then seot to a mastering engineer, who takes the twotrack mix and cre-
ates 4 final master suitable for duphcaton on 3 mass scale.

The abbreviated description of recording just presented elides the
most open-ended and amorphous portion of the process: the part that
takes place in the studio and peior 1o mixing. It sometimes takes months
1o get the sounds “right™ of o stamble upon the combination of equip-
ment and processes that make a recording sound bike (or much better
tham) what the musicaans, producers, and engineens (hereafier referred
10 collectively s recordiss) might bave heard o thetr heads. For a parnic-
ular track, does one want 1o use an electric guitar or an acowstic one? A six-
or twelvestring guitar? If electnic, should the guitar be a solids, semisolid,
or hollow-body? Manufactured by Fender, Gibson, Martin, Paul Reed
Smith, Gretsch, or Rickentacker? Or will a series of guitars, chasen with
the previous questions in mind, be used in combinaton? Wil they be
plugged directly into the mixing conole or recorded via microphones
placed in front of amplifiers? At what stage, if any, will the guitar signals
be run through eflects units (e.g., chorus, wah-wah, Manger, distostion,
reverb) that will alter thewr timbres? [f the tracks being recorded are o
contain vocals, how are they to be recorded? Using what kind(s) ol micro
phones? Should there be a single voaal line or should the singer’s voice
be doubledaracked, so that he or she sings the same melodic line with him
or hersell? An what stage and how will the singer's voice be processed? Is
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the singer’s volce compressed “going 1o tape” 10 snooth out wide dynamic
variations or does the engineer trust the singer’s knowledge of when 1o
move woward and away from the microphone? Will the recording wse real
drums recorded with microphones, programmed drums, or sampled
dnam and percussion sosncds triggered by a lve drummer’s plaving? If key-
board instruments are 1o be used, which ones will they be: paano, organ,
Mellotron, vintage synthosizers, or statc-of-the-ant versions? ™ After choos-
ing and recording the sounds of mstruments and voloes, recordests have 1o
decide how further to process them. Are the vocals o be “dny™ or
enhanced with reverb? Are the guitar sounds 1o be distinct from one
another or lovered to form a dense sonic mass? Are the cymbal sounds 1o
be bright and swaling, or slighly less besghe and crispe!?

In many cascs, the sounds generated during the recording and mixing
processes result equally from inseresting applications of technology and
froan accidents, Thas, producer Tony Viscomti, discussing his work with
Daid Bowie in the late 19705 and carly 1980s, deails both the delibers
tiom and fortuitous occurrences behind the sounds on albums hke Heoves
(1977) and Scary Mossters (1980). He explains that Bowie's ever-thickening
vocals in suxcossve verses of “Heroes™ are the result of a deliberate and
ingenious placement of microphones in a long corridor and the use of
noise gates: as Bowie sang sucoessive verses at higher dhmamic levels, the
more distant microphones were wiggered, and their andio signals were
added o the mix (B, Jackson 1997).°% Likewise, the eerie synthesizerlike
melody ar the beginning of "Ashes 10 Ashes™ (1980) & the result of a pano
sonind being run through a malfunctioning Eventide Auto-Flanger. The
recordists Mked the accidental elfect so much that they made is pan of the
finad recording (Molenda 1995). Myriad other discussions of the impor-
tance of geting particular sounds can be found in arnicles about the
processes used for recordings by Portishead (Micallef 1997), Public
Enemy (Dery 1990), and Ben Harper (Fasinella 1997), for example.'®

Strikingly, when recocdisis speak about sounds, they typically tend 10
describe thems in the two ways mentzoned thus ar—instraments and
processing—and in another: by referring to other recordings. Indeed.
recordists might not waste time trying to lind adjectves 1o describe sounds
when they conld say more dircctly, *1 want the snare 10 sound the way it
does on one of those funk records, like [ James Brown's] “Funky
Drummer™ or *1 want thar guitar sound in ‘Staineay 10 Heaven,” you
know, the chorasy one in the part where Robert Plant starts singing “ooh,
it makes me wonder." "™ Robin Guthrie, the guitarist in the Coctean Twins
and a record producer of note, described in Maody Maker why cor-
taun records had “changed his life™ (Guthrie 1995). Among the recordings
he singles out lar praise are the Birthday Party’s “The Friend Carcher™
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(%« . it was that big guitar nose | . that was one of the things that
inspired us.”); the Pop Group's “She 1Is Beyond Good and Exil® {("Again, it
was the noise he [Mark Stewart] made,™); and The Roncttes’s “Be My
Baby™ ("1 could have picked any number of Phil Specior rracks—1 don't
suppose | need to explain why, I've been an olsessive collector of Phil
Spector’s stall, 've got loads and Joads on vinyl, lots of rarites. Nice
tunes, hig sounds—veah, it was an odnious influence,”). More than any-
thing clse, Guthrie's comments reveal the degree to which “recording
consciousness™ (Benneat 1980:126-29) is an essential part of the rock
enterprise. Recordists are aliernately challenged, inspired, motivared, and
fascinated by the possibalities of sound generation opened to them by the
tools of the recording studio and thelr use by other recordists (cf. Zak
2001).

While 1 do not want 1o assert that these recordists” ideas about the
importance of sound are espoused equally by all rock musicians, produc-
ers and engineers, using sound as a point of departure enhances the car
lier eritique of hrically and masicologically /theorctically centered analy-
ses. Why does analyzing lynics oatside of their performance beave us cold?
Why is it that seeing hrics and music meticolousdy transcribed can leanve us
wanung: The simple answer is that the primary impact of recordings
comes not so much from words or musical structure, bat from sound, of
which woeds and music are constitnent elements. Even those people who
claim to Bke recordings only for their hrics and who explan that they do
not understand or care about any ol a recording’s other features share
a commitment to and fascination with sound, When presented with an
alternatve—"Why not by collections of lrics or, even better, copy hrics
from friends” CI) inserts?"—mamy acknowledge that the sounds do attract
them. One conld reasanably xsert that sounds get thelr attention and
hold them captive Jong enough for lyrics 1o register,

Sounds, moreover, are not fems that we simply relegate 10 the back-
ground as we apprchend hrics, Perhaps in an age when masic is overy-
where availablewin our homes, in cars, in supermarkess and waking
rooms, as well a3 on portable plnback devices and computers—it s o
casy 10 regard listening as an act of passive consumption. It s, however, a
complex process not uselally explained by a communication theory, or
any other model which regards recordangs or other forms of cultural pro-
ducton as items 10 be deciphered. It is better understood as a culturally
conditioned and mdividually inflected process intimately Ged 0 (some-
times only tacit) ideas of what music &, how it functions, and what is valu
able in it Every listening expensence, whether it imoles an encounter
with something new or something familiar, is a process of comparison, of
association {Higgins 1991:18),
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Steven Feld has suggested that listeners, as they attend 10 a recording
or musical event, come o comprehend it and create s meanings through
a series of Tinterpretive moves” (1994:836-89). Such moves, which he
doescribes s locational, categorical, associational, reflective, and evalua-
tive, can be highly individual and sdiosyncratic, for they draw upon each
individual’s past expericnces, Locatsoral maoves liserally locate 4 musical
event or a recording, placing it in a field of like and unlike events; cate-
gorical moves may more speciBically characterize the event of obgece—
relating it to specific dasses of objects or sets of events. Associational
moves relate the obiject to other kinds of verbal, musical, or visual imagery,
while reflective moves relate the event “to social conditions, political
attitudes . . . or personal experiences that indude similar or dissimilar
sounds, mediated or live™ (87). Evaluative moves are perhaps self-
explanatory: they comprise qualitative judgments of the olyect or evens,
such as good /bad, appropeiate/inappropeiate, or moving/uninteresting,
Feld poses no specific hierarchy or order in which one might make these
moves, andd it is perbaps clear that the boundarics between them, if any,
Are UILE POToUs.

Interpretive moves function, in a sense, as 4 “sevies of social processing
conventhons” that “do not fix a singular meaning; instead they locus some
boundaries of fluid shifts i our attenthonal patterns as we foreground and
background experience and knowledge in relation 1w the ongoing percep-
tion of 2 sound object or event. Meaning then b momentarily changeable
and emergent, in flux as our interpeetive moves are unravelled and orystal-
Beed™ (88). Morcover, Feld wserts that the interpretive process is inher-
ently social:

A range of social and personal backgrounds, some shared, some
complementary, of siratified knowledge and experience, and of st
tades . . . emters o the social constructson of meaningful bstening
through imerpretive moses, extablishing & sense of what the sound
obgect ar event Is and whar one feels, grasps, or knows about i At
the same time, some very specific docisions (about seriouness, noo-
seriousness, intent, performer’s attitude and meaning) can also be
made by drawing on interpretne moves and other kinds of sockal
knowledge. (89)

Taking 2 cue trom Eeving Goffman, he says that “each hearing. like
human social interaction generally has . . . a beography and a histoey, and
these may be more or bess important 1o the particular hearing in question
at a specific tme”™ (89). Thus, a lyrical excerpt, a harmonic progression, a
melodic pattern, a choice of instrumentation, a series of timbral suances,



20 Cummest MusiCoLocy

the use of cenain recording techniques or kinds of signal processing, of
the seing(s) in which one hears a recording-—any of these are capable
of setting in motion the interpretive moves that give rock its meanings,

Lyrscal asociations, in many cases as dependent on melody, context and
positioning as they are on words, are perhaps the caiost links that one can
make between recordings. Such links may range widely across what are
sometimes thought to be impermeable musical boundarses. When, for
example, the mpper Q-Tip asks “What's the matter with you, boy?™ on A
Tribe Called Quest’s “Description of 3 Fool™ (199%0), the words as well
the way he presents them bring to mind Mick Jagger's asking of the sume
question in the Rolling Stomes” “*Miss You™ (1978) and connect hip-hop
musical discoune to rock® Likewise, hrical associations can function in
the seemingly smaller unnense of one musician’s recordings over time.
Fans of Sang’s work with the Police and as a solo artist might hanve observed
how Tond he & of inscrting an carly lync into subsequent recordings.
Anyone familar with “Every Litthe Thing She Does Is Magic™ (The Police
1961} anud the excerpt that begins "Do 1 have 10 tell the story of a thousand
raisry days . . " might recognize its incarnations on kter recordings—{or
example, “O My God® (The Police 1985) and "Seven Days™ (Sting 1995).
On a more subtle level, the background voices in the second verse of
Prissce’s “Space™ (1994) might be read as homage 10 a classic lae 19608

Fach of the first two lines of Prince’s verse begins with the word

“L" Underneath and above them, as it were, are background woices singing
“T" on the first Bne and “Oh, 17 on the socond, Those Bsteners with a Bar
knomledge of Motown recordings might recognize the connection Prince's
recording has 10 °1 Can’t Get Next to You™ (1969) by the Templasons. His
hackground vocals borrow both the hrical content and the kuger musical
gesture froen the hackground vocals of the Templations's recording. ™

Sometimes the associations that listeners make are based on the
parametens casily represented in terminology of European music theosy:
melodic configurations and simple rhythmic patterns, for example.
“Everyday® by the group Lacy Pearl (2000), for example, has recurring
lines—e g, vn the words “I've been waiting all day long/ | feel like you
know what's going on"—whaose rhythmic and melodic patterning s
nearly identcal o recurring lines in Lenny Krandee's “Thinking of You™
(1998)—c .. “Would you live your life the same, or come back and
rearrange?™® Likewise, someonc listening to Shawn Colvin's “Suicide
Alley™ (1996) might conmect the clecuric plano higure near the rack’s
fade-osil— a 5-6-y7-6 melodic pattern—io another electric piano figure
(with a similar melodic gesture) on both Seevie Wonder's “Living for the
Ciny™ (1975) and Joe Zawinud's "Mercy, Mercy, Merey,” as recorded by the
Cannonball Adderley Quintet (1966),
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It is abso possibille that associations can be based on seylistic or mbeal char-
acteraios that are o cany 1o define. A difficulioquantify constellation of
riythmic, harmonic, mstrumeneal, processing and tmbical naances might
lead many rock fans 10 hear a connection between PJ Harvey's “Good
Formune™ (2000) and neasty any work done by Pai Smith—e g, “Gloria™
(1975), Ssmilarly, a fend of mine once remarked, upon hearing Jeff
Buckley's "Dream Beother™ (1994), that a poction of it remanded her of the
Doars, Though she never named the Doors” song she had in mind, her
remark came soddenly back o my consciosmnes several months kiter as |
Bstened 10 “Soul Kitchen®™ (1967). When Jim Morrison sang/chanted the
words, “Well, your fingers weave quick minarets, speak in secret slphabess” |
mstantly understood why the Doors had sprung into my friend’s mind.
Buckley's declumatory delivery isn't a direct imitation of Mosrvison's, but one
could very compellingly describe it as avvking the work of the Doons' singer. ™

An even more sriking example comes from Garbage's epommous
1995 album, When 1 first heard "My Lover's Box." | recognized a comres
spondence 10 another recording. 1t ok days of sporadacally scanning my
CD racks and LF crates 1o find the corresponding recording. In the end,
the connection was one having less to do with harmonic, melodic, or
structural parameters in any conventional sense than with a larger gesture.
Garbage's recording beging with a phased drum loop plaving at low vol-
ume with its lowest and highest frequencies anenuated. A sustained key
board line enters shortly therealter and gradimily increases in volume, giv-
ing way to full-frequency percussion and 2 loud, dense mass of guitar
chords, produced partially by Bavering several guitar tracks on top of one
another in the mix. A very similar gesture—repeated drum loop with
atenuated frequency content giving way to full drams and massed
guitars—opens “Soon” by My Bloody Valentine (1991).

What matters in each of these examples & that, in order o grasp them,
ome need not be a scholar or a rained music analyst. All they require s
that a listener be capable of connecting the sounds of recordings from dif-
ferent historical moments. Hearing what one feels to be a connection
between two or more items—aone currently under consideration and
others not being heard at the same moment—is simply a master of recog
mithon, one that operates on the devel that Middleton describes 2 that of
“primary sagnification” (1990:220) and Pearce would view as iconic
(Turino 1999:226-27). Either way, the kinds of relasonships on this level,
whether predacated on medodics, harmonic gestures, snlstic or tmbeal
references, are metonvmic and indexical (Middleton 1990:224-25).
Mewonymically speaking, recognizing a fragment in recording A tha
socms 1o come From recording B s sufficent 1o bring recording B in s
entirety to mind--in other words, part of "Soon”™ evokes all of “Soon.”
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Indexically speaking, 2 perceived reference 10 "Soon” directs our atten-
tion toward it oven as we continue 10 listen 10 “My Lover's Box.™ Thus,
cven in thase moments when one Is “frecly associating,” Bkening a particu-
lar configuration of sounds to vaguely defined notions of calm or terror,
one s recognizing, on a primary level, a connection o other sound con-
figurations one might describe similarly, and then secondanily (or sulta-
neously) aaching the impresions we have from remembered sounds o
those curvently at hand. The primary level is so named because it is not
dependent upon the secondary level for iis existence, just as signs
described as those of firstness or secondness in Paircan semiotic theary
do pot require the mediation of inguistic symbols 10 be apprehended
(Turino 1999:255). Anaching conpotative meanings, on the other hand.
requires—<ven in the most intsitive or unconscious wins—ihat one make
interpretive moves that say something more about the connections one
has alwins already muade.

There remains one other salient point to be made regarding the inter-
pretive monves that listeners make & they listen: there is no sense in which
one's moves can be described as “right” or “wrong.” Rather than speaking
i absolute termes of COMecines or INCOeciness, it is more appropriate o
speak in terms of degrer, as when we describe some interpretations, based
on whatever criteria, 1o be more compellng than others. Other listeners
may not hear, even upon having them pointed out, the connections we
make. Likewine, they may not arrive at the same undernstandings of what
recordings mean even when they do recognize the connections we have
made. Other individuals, possessing different kinds of knowledge and
drawing from different banks of experience. therefore, might have had
quite dillerent assocutions for the examples presented above, 1t i in thar
sense that the meanings of rock are not fixed or immutable but emerge
instead from processes of communication between individuals and grougs
about the meanings of recordings or any other objects or expeniences, It
matters Jess whether the connections we make were part of the recordises
intentions—though possessing such secondary knowledge may make our
claims more compelling-——than it does whether others agree with us. An
icdiosyneractic imterpeesation is sl in some sense a valid one, but it ke
any ocher, is subject 1o constant renegotiation. =

Listening and  meaning-making are neverfinished  interpretive
processes, comstrained by the recordings that are their objects, While lyri-
cal, contextual, and technical issues all have a part to play in such
processes, none of them wholly determines how those processes will work,
Those different vantage points place limits upon interpretations, offer
keys or guades, that need not be adopeed by the various sockal actors who
engage with rock a recordists or listeners, Ultimately, bowever, the mean-
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ings of rock are constructed by a wide range ol lisseners, interactng with
one another in a wide vancty of contexts. And crucally, thase comtexts are
not only the ones accessible in academsc journaly or even the popular
press. They are, more often, those constructed by listeners who discuss
recordings with one another, make recommendations, attend concerts,
and compare interpretations in a discursive space occupied by other Bis-
tensers, cach of whom brisgs somcthing diflerent 1o the discission.

Case Study: Recording and Listening to the Coctean Twins

In order 10 descnibe the everyday world of rock discoune, | turn in the
remainder of this article 0 a discusshon of how one particular group, the
Cocteau Twins, makes recordings and of the relationship their recording
processes have 1o the ways that Nsteners interpret them. The principal
focus is on writings in which the group members discuss stadso techiniguees
and on the observations fans of the group have posted o the Coctean
Twins mailing Fst and various pages on the World Wide Web ™ Together,
these two bodies of data open a window on rock rarely explosed by aca
demics or crities,

Formed in Grangemouth, Scotland in 1979, the Cocteau Twins have
produced a body of recordings that offer an interesting challenge 10 any-
one who wishes 1o interpret thetr work. The major difficulty their record-
ings prosent, especially those released between 1954 and 1990, s that the
lyrics are not generally reconalable with the words or syntax of English
or any other language. Their playful and willfully obscure tddes, like
“Spooning Good Singing Gum®™ (1988), do littke to clarify Enguistic mean-
ing. Elizabeth Frascr, who writes and sings all lyrics on their recordings,
has advanced a number of different reasons why she prefers 1o eschew
conventional linguistic usage in lyricwrniung and performance.™ Maost
prominently, she cites a lack of confidence in her abilities as a hyricist
and a Bscination with the sounds of words irrespective of meaning
(Sutherfand  1984:25; Morgan and Trimble 1996113515 Phoenix
1996:42). Fraser's approach o writing lyrics has led o some amusing
attempes to decipher them, particolarhy for those who might leel them-
selves unable o confront a recording without knowing the words. The
policies of the subsidiary respossible for releasing their recordings in
Japan, for example, at one point mandated that each recording be
redeased with a lyric sheet. When Fraser refused 10 comply, offering
insead band photos or other items o §ill CD boollets, the label hired
transcribers o tamslate the e One unfortunate result, according to
Fraser, was that there might have been dozens of people who thought
that, on a1 keast onc song, she was snging “Yeah, baby, F'm 2 mud dancer”™
{Thompson 1994:28).
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For their pan, guitanst/dram programmer Robin Guthoe and bassist/
keyboardist Sinson Raymonde have focused on ambiguity of a different
kind: that emerging from their creating densely texiared sonic landscapes
for cach of their recordings. The sounds of guitars, for example, are
routed through a lengthy chain of signal processimg units, Lavered on top
of ome another and spread throughout the stereo spectrum. Somctimes
the amount of signal processing makes it unclear exactly what instrnements
have been used 1o produce cerin sounds. Steph Paynes, inicrviewing
Guthrie about the technigques used on their 1990 albam Heoven o Las
Vigas, olfers a descripuon of Guthrie's stadio (and live) setup and potes
the confusion about sound it might create:

[Guthrie sns,] “1 use a Paul Reod Smath guitar, which goes into—det
me get the order right—a Boss Exciter, a Boss chorus, a Yamaha D1500
delay, a harmonizer, a Boss phoseshifier, 2 Boss hi-band flnger, a reg-
ular Boss fanger, o Boss vibeato, 2 volume pedal, 2 {Jim Dunlop) Cry
Baby wahaah, andd another delin.” Everything rurs throagh a pair of
Rivera combo amps. “Then,” contnues Guthrie, “the whole system
goes through nowse gates, which [ trigger from [a) sequencer. . That
way | can get weird emolo effects and things ke thar . . " You'd
wwear, for example, that the sixteenth-note pubations that dime “Pach
the Balw™ were gencrated by a keyboard. But according to Guthrie,
“the opening oscillating sound is from nose gates—it's just my guitar
geuting chopped up. You gase the guitar like you normally would, bot
instead of keving ot from the guitar sound, you key it lrom the
sequencer usng the hishat or whatever ™ (Pipnes 1991:25-26)

Such sonic sculpting has led 1o flond attempts to describe the group's
sonieud:

Cocrean Twins gush life’s hues—the vermilion of sex, the charcoal
shadcnes of fear, the icy cobalt of werror, asd the exotc tangerine of
sunsets, Their music Giresses caino neon, skims lakes teeming with
red algae, climbs into wee houses, crecps in the asylum. If you're sus
ceptible to this kind of thing, you'll be hypnotized; i not, you'll
shrug this Scottish trio off as New Age new wave. (Mandaa 1990:70)

Picture a calm sea nipplod by gentle waves. Overhiead & balloon
foats, buffered aloft by gusts of wind, then swooping down lazily o
skins the water's surface, As soothing as this scenc would appear o
the oye, 30 100 is the music of the Cocteans Twins to the car. While
Robin Guthrie and Simon Raymonde provide a rhythmic back-
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ground on guitars and synthesizers, singer Elizabeth Fraser leaps
through octaves with vocals that sound like & cross between a lall-
aby, a vodel and a Middle Eastern chanc. (Small 1989:51)

As tempting as it maght be to dismiss these two examples as noa-musics
centered free asocation, it is more fruitful 10 contexnsalize and atem
to undlentand them. They cach point 1o both the difficulty of characteriz-
ing sonsc phenomena in words and the power of what Feld would call
associative interpretive moves for listeners trying to describe their listen
ng expenences. In other words, while the use of imagery and metaphos
may strike us as hyperbole, the use of those devices i a response to the
recordings.™ While those responses 1o sound may be idiosyncratic, they
are responses nonethebess. And in some ways, their imagery highlights
certain aspects of the sound of the Coctean Twins's recordings
Moreaver, they surikingly illustrate the degree to which the ornitics respon-
sible For those sexements are as fascinated with sound as Guahnie's prevs-
ously cited comments illastrate he is.

Indeed. in several descriptions of how he and the rest of the group
approach recording, Guthre has stressed “geuting the sounds™ as being
the liowt and most imporeant order of busines. He and Raymonde gener-
ally begin working with guitar and piano/keyboards, running them
through vanious signal processors 1o find sounds that interest them, From
there, Guthrie explains, they tend to generate a finm “ume base™ on top
of which 1o play, one that comes either from 3 vintage donam machine or a
sampled percussion loop (Beyda 1993:130). The recording process is first
andl focemont one of discovery, Guithrie says,

In the getting-thesouncds siage, . . . | do use a lot of old pedals and
old tpe echoes and really just noise—geting 2l the knobs up 1o 11
Just to see what stuff can do. I've got some bizarre old pedals like
the Maestro guitar and rhivthim box, where you plg in the gustar,
and drum sounds come out. When you start messing around with
things like thae, with frequency anahvzers and pulse modulators, you
can get some goodd sounds, Then when 1 get some stuff on tape, |
can start messing about with some of the more modem technology,
Just things as simple as gating. (quoted in Beyda 1993:151)

Raymonde amplifics Guthric's statement by saving: “You've got 10 have
the sound that suits the song in panicular. Sometimes you don’t know
what that’s going 1o be until you're Beldling about with the parameters
You just know by mucking about with something when you're there”
(I 151). Afver the mwo of them have recorded instrumental tracks, they
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ke turns at the miing console recording Fraser’s main vocals as well as
any overdubbed background or harmony parts, Frascr, like Roymonde
and Guthrie, writes only when there is a recording project
underway. In reflecting on her eschewal of standard Bnguistic patterms,
she notes that she compded a dicionary of sorts, containing found and
newly coined words, and explains the freedom she derived from using
words in that way: “Combaning words in different linguages that | couldn't
understand just meant | could concentrate on the sswnd and not gee
caught up in the meaning . . . But it got to be more fun because | was able
to make up lots of portmanteaus, literally hundreds and hundreds of
words. 1 was really inw i . . . And it just kept on gening bigger and
bigger™ (Morgan and Trimble 1994:115), She continwes by sing that, for
her, words are merely sounds: “They don’t mean amything, though, thar's
the thing. You know all the transcendent souncls, Tt's all sound all the way
through” (115).™

Once all the instrumental and vocal sounds have been recorded, the
most erucial part of the process, mixing, begins. For the final mixes,
Guthric is concerned with layering sounds to create the aural equivalent
of space. Equally important are stereo (left to right) wadeh ("A linle pan
of every Coctesn Twins record s an ambeent project. . ., | Bke to create
space and sumosphere, You can change the atmosphere of a song juse by
the sound, without changing the chords at all—that’s fantastic™) and
sonk¢ depahs (T1F vou listen closedy 1o my reconds, there's always something
going on in the background: a guitar feeding back or a weird delay thing,
You don’t always hear it on the first few Lssens, but as vou listen more you
uncover layers and hyers of stufl™) (both quotations from Rotondi
1996:57). Guehrie describes mixing as a "building proces™ *1 like w0 shot
evenything into its own hittle place—using EQ for secting instruments [in
the frequency spectrum, Jow 10 high |, using panners [to position sounds
in the stereo spectrum]. And then there’s a big smoothing-out process,
aking the lumps out—compressing things that need b, compressing the
whole mix . . .7 (quoted in Beyda 1993:152). And like many other
recordists, Guihric has 1o hear a mix in different eovironments before he
can be satishied with i "1 . . . mix somcthing and then listen o itar
home, in the car, then come back the next day [and] do some fine tun-
ing..." (ibid.:132).

With regard 1o the wan that Bsteners might approach thesr recordings,
the members of the group draw a distinction between interpretations
that try 1o pin down the meanings of their work and those that stem from
creative engagement with sound. In other words, they prefer and fully
expect listeners 1o make whatever they can of the music—that is, as Joag
as they don’t overload their rexponses to it with the purely associatne
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kind of response quoted previously. One point of contention they have is
with the British music pres’s characterization of thew as “cthereal™ and
otherworkdly largely on the basis of the promotional video for the recoeds
ing “Pearly Dewdrops” Drogs™ (19854), which depicted the band mens-
bers in a large church and standing at the edge of a small waterfall. In
response o such writing, Ravmonde complained, “People see something
like that and make up their minds. . . . All this pre-Raphachite business,
it's all made up, it docsn’t mean anything, Just because we had same
stained-glass windows in it . . . that kind of imagery wasn"t intentional. We
didn't say, 'Look, we want a lot of church windows and angels flying
around it'” (Sutherland 1984:24). Instead, Rivmonde would rather have
listencrs pay auention 1o the sounds on the srondings and make what they
will of them, even if what they make up does not match what is “really”
there: "It's great 1o see people mouthing words that you know are 1otally
alien to what they really are, It's good because people are just fantasizing
and enjoying themselves™ (Sutherland 1984:25, 35). Speaking of tnierpres
tation in a kuger sense, Guthrie has made ssmilar though more forceful
starements:

People tend 10 just want one song to be one message. (s all they can
hanclle., They just want it all in black and white, Why can’t they make
up thetr own weas about what some of the songs are abous—tha’s
what 1 do. Tve got ideas about what some of the songs are about,
They're probably a million males from what they actually are abour,
but a1 least they're mine, y'koow, (quoted in Satherland 199%0:18)

Interestingly, when Fraser returned to singing more inelligibly in the
carly 19905, she confessed that she was apprehensive: “1 thought it might
spoil it for people i they could understand what 1| was singing”™ (Roberes
1993:26),

The thrust of such comments & that the band prefers interpretation
be an opewended proces, one that conters on a listener’s engagement with
the recording. One might say that they are most interested in the primary
level of signification and the kinds of Interpretive moves il sels in moton,
that they are concermed with the comparisons listences make between
Coctean Twins sounds and others in their anditory memories. In that sense,
lsteners are free 10 make up thesr own words. That same techmique, alter
all, s part of the hricwriting process, I Bisteners lose themselves in the
width and depeh of swirling instrumencal texoares, that is also part of what is
intended by the recordings. Or, I at the sune time, they listen repeatedly o
hear all the sonncds buried in the max—each guetar averdub, each percus-
sion part, cach subdy panned effecr—chey are engaging with the recording



28 Cunsmexy Musioowocy

rather than trying to define it precisely in terms of received categories.
What happens beyond that primary level is of less concern, provided
the interpretations that emerge do not freight the recordings with asso.
ciations that have less 10 do with them than with videos or reviews of
their recordings in the press. In other words, they are most interested
in listeners engaging with their recordings for whatever they think them
o be,

Such a process s more or bess what [ans of the group favor kn their dis
cussions. They attempt to interpret the recordings based primarily on the
sounds and secondarily on information about the group and s creative
provess, While much of what & presented here is culled from Internet-
based discussions, it is important 1o contextualize such discourse. Prioe to
the proliferation of Internet maikng lsts and web sites dedicated 1o spe-
cific musicians and groups, the meaningmaking discourse of rock fans
was largely carricd out in untexted ways: through comvenations at live
performances, in record stores, or in various other sockl settings where
mausic was a viable topic. My own experiences with the Coctean Twins were
a function of hearing recordings on the radio and in dance clubs in the
carly 1980s, seeking o those recordings, and enjoving them with friends
who had similar msical tstes. Our conversations were as much about the
band and how they did what they did as they were about other bands
whose work inbabited for us a similar sonic universe (Dead Can Dance,
Slouxsie and the Banshees, the Cure, the Smiths). Many of the fans who
contribute 1o the emsail list, likewise, were drawn to the band either by the
novelty of the recordings or by thelr similarities o woek by other “dream
pop” or “art” bands like Lush, My Bloody Valentine or Slowdive, ™ Quite
frequently, a new list member tells the story of how s/he heard the band
on a college radio sation of acted on a saggestion from a fricnd and was
thus introduced to music that touched them in striking ways. While “com-
puater-mediated commumication” hus oot supplanted these modes of dis
coune—{or it employs the terms established in those prios settings—it has
given them a new focus and enables larger numbers of fans with varving
levels of listening expersence to share and debate their idexs about
mvusic

Discussions on the Cocteau T'wins mailing lise, whase participants are
primandy from North America, South America, Great Britain, and wes-
crm Europe, have covered a wide range of topics. Musicians and
recordists on the list discuss equipenent and signal processing technigues
in trying o undenstand and recreate the sounds an the recordings. Al
participants forward their reactions 1o and experiences with the work of
the group, pardcularly when there are new redeases (for example Milk &
Kisses and The BBC Sexviona), They discuss publishod interviews with band
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members, televised appearances (e.g., on the Tonight Show adth foy Leno kn
May 1994), the cthnic and racial make-up of group's fans, and other
recordings on which band members have worked (Guihrie as producer
of Felt, Lush, and Medicine: Rmmonde as performer and armanger on
This Monal Coil's Filggree and Shadosy; Fraser as singer on recordings by
fan McCulloch, Massive Attack and Craig Armstrong). Likewise, they
locate, categorize, associate, reflect upon and evaluate the group's sound
by comparing it to that of other groups like those mentioned

Thﬂ debare, as well, thelr favorite recoedings by the group, the \uhlll)
and necessty of hrical interpretation, and the etymaology of identifiable
words and phrases used in hyrics and song tides, e.g., "Sugar Hiccup®
(1983), "Great Spangled Fritillany™ (19550) and “Athol-brose™ (1988),
Finally, from tme 10 time, members write about the ways in which they
wir the Coctean Twisn's recordings 1o set a romantic mood, 1o cope with
difficult times, and to measure the passage of time in their lives. Finally,
cven non-music-related topics are covered on the list, such a the finan-
cial and legal difficulties experienced by one list member and the depres
sson and suscide atempes of another,

The most revealing threads of discussion hine called for list members
10 vote on the songs which for them express the "essence of Twinness,”
the songs that most definitively capture the groap’s sound and approach
1o recording. In the postings that followed one such query, partcipants
acdvanced 3 number of justifications why “Pus™ (1993) is perhaps the best
candidate. The recording (ln §, 2=~146) begins with a programmed bass
drum plaving softly on cach cighth note, the chords G' and C*
being played on alternate, odd-numbered downbears, different reverls
drenched cymbal sounds panncd hard-lelt and hard-right, and heaily
processed guitar sounds best described as “atmospheric® swirling around
and flling the rest of the sonic space. In mying 1o describe the impact of
the opening, one poster wrote,

This s onc of my favorite songs too, as you might have read before,
While we [are] exchanging mental kmages, let me share mine.
When the song starts, | feel like T am taking off into open space but
not on a rocket but on something more beautiful (maybe dia
monds, eh eh) [Blut it's sort of & lift off into beaury and space. |
have never tried this (not yet anvway), bat it s probably & great song
to make Jove 1o,

Another contribuior, ancmpting 1o describe “Sigh’s Smell of Farewell”
(1985a) savy:



2 Corpext Musioonocy

Fiest off, | like the carousel whirls of guitar, and the sense of wexwre
which creates movensent of a spinning mechamical nature, And, of
course, in true CT sivde the song just being a prologue to the unfurl
ing of sound and sensation which so absuptly ends. . . | mean, when
that song finally hits—it s simply amazing~~the endless layers and
trails of vocals, the warping tlange panned throughout the mix . |
it's just incredible to me, and it breaks my heare

What is most chear in descripions Bike those just presented s how clearly
they emerge from listeners trying 1o “force awareness 1o words™ (Feld
1994:93) based on an engagement with sound. Whether discussing spe-
cific recordings of the group’s entire recorded owput, list members are
constantly attempting to relate their impressions of sounds by drawing
upon a wide range of strategics, ones that vesult from the interpeetive
maves they make as they expericnce recordings. Noting how tracks ke
“Pur,” "FrouFrou Foxes in Midsumener Fises™ (1990), and “Seekers Who
Are Lovers™ (1996) all tend 1o mime the same Larger gesture, for example,
listemers nsist on making sound paransount: "Don’t you think tha it s 2
wondlerful thing, that the final track on any CT album is so abwolstely fan-
tasticly anthemic? It Kind of says “Bye bye. Do come back again soon.” Or
am | just having one of my moments?”

Even when the discussion centers on lyrical meaning (or the lack
thereol), comments pasted to the list share the same emphasis. While the
next two comments seem o be divergent, they in fact fit closely with the
kinds of interpeetive moves the band members hope their fans will make
as they listen to their recordings. The first is an argument against lyrical
inerpretation, while the second, posted by a tist membey who sometimes
went to great lengths to decipher the hrics on recordings, is an argument
for the acuviey:

While | am very entermaned by all the interpretatons of CT hyrics,
for me, it's not so mach the words she uses, it's how she uses them
with that beautiful voosce, even words and phirases | recognize seem
wew the way she sags them. It reminds me very much of e.e. cum-
mings, it's all very plavful and free, and even when 1 {sometimes
especially because) don't understand literally what's being said, | am
struck nsore by how | connect with it emotionally (] 1 think ic's won-
derful how much deeper a feeling and understanding 1 sometimes
have for her singing when 1 can barely make out a recognizable word
Lo ey vocabalary,

For those who either really don't care what the hrics they are listen-
ing to are . . . hey, more power to yal After all, “ignorance is bliss,”
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right? 1 totally follow that Liz would like her listeners to get their
own expeniences from a song rather than deapher the lyncs. Ie's soee
of like looking @ art, everyone sees things differently. 've already
been there though! Been there done thar Lz has sald that il you
kiew what was really being sasd then you would be Jess enthralled. |
tend to disagree with her on tha. The more 've found out the mare
excited | gee, [ think it's wonderful 10 realize the things that come
from another mind. Her songs will adways hanve a separate meaning
for me that is all my own,

So that even though some participants find maore 1o love and new avenues
for interpretation upon learning that “Mellonella™ (1985h), for example,
Is a listing of the genus and species names of bunterflies, many others
are equally happy with presenving the “msteny™ of the words and their
origims.

Such disagreements are an esential part of the discourse. When hst
members were polled in March 1999 1o name their five favorite Cocteau
Twirs songs and one Bvorite albeam, forty respondents named over minety-
one songs and listed nearly every album the group produced from 1982 o
1996, The varsance could not hune been mare striking, Lise members who
had a longaerm engagement with the group tended 10 be partial to carlier
work like Treasure (1984), while more recent fans of the group favored
Heavew ar Las Vegas as the most popalar of the cight fulHlength albums the
group relessed while sl active. Contribusons were often surprised by the
favomites of others but typically advanced altermate choices in terms that
sald, "1 see whar you mean, but [ think . . ° or "Hmmne, 171 have 10 listen
to that again.” Even more telling was the companion poll started by
another conunbuor, one thar asked for list members’ keasefavorite tunes,
When one poster placed “Sugar Hiccup™ (19683) at the bottom of the list
and asked others 10 explain s appeal, the following was among the
replies she received:

1 can only tell you whar | *feel” when 1 listen 1 the song. | like i

because of a couple [of] factors. Tt has a large concert hall sound

that I don’t hear in every one of thesr songs. | ke the melodly of the
vocals, At the tiene i came owt (earh 80%), 1 ihoughi it delied everny-

thing clse being written or recorded by other bands, Although not a

very prolific song in terms of lyncs, | like ic Now | say prolific with

hesitation because 1 really doa’t understand for cerain what the
lyrics are about (i anvone else does, please share it with us, "cause |
would love 10 get another perspective). My interpretation of the
lyries or rather whast | feel™ is that Liz may be singing about  feeling
of love, of being so in love, so much mfatsated with a sweetheart to
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the point of getting & sugar hicoup. This is probably a very romantic,
cute and perbaps even sick imterpretation bot 1 like it But | know
the hrics iaply other things pechaps . . . and ol course, some of the
members on this list have offered their fantasy interpretation of the
words (Le. Sugar Haccup on Cheerlos) which 1 find mysell ssnging
from time to time,

A corsensis of sorts emerged from both discusssons, “Favarite™ and “least
favorite”™ were 1o be seen as relative designations rather than absolute
Judgments, Many contributors suggested, as did the following, that the
former category desigrated the twacks they most wanted to hear while the
Iatter referred 10 those they did not feed as strong a desire to hear:

Other ones | tend 10 skip are “Essence™ [1993] and “Otterley”
[1984] (1 seem 10 be i cahoots with the other person who dislikes
the whispery songs . . . however | boe Vicongland [1986b] and 1
can't ever skip over a song on that or put it on random, | aced w
listen to it froen start (o Bnish), T also tend o skip past both “Ups™
and “Eperdu” [boch 1996] but ['ve just noticed that most of these
songs precede ones | particulady enjoy |, . . Summerhead [1993],
Donimo [1984], Treasure Hiding [1996] . . . which & usually why
F'll be compelied 1o pass over some . . U'm impatient 10 get 1o the
other songs.

Such consersus was not pecessary for the discussions on the st 1o con-
tinue. Indeed, it was a temporary moment in the ongoing discussions on
the lae, It would, in fact, be modified a year later, the next time a smilar
topic was broached.

I on the list there is any grasping for a larger meaning, any attempt 1o
mime a more weighty significance from musical engagement. it is perhaps
best summed up by one poster’s comment about masic, aste, and sociabéd
ity an the heels of the discusbon of fvorites:

In the fibm True Stories, Danvid Byrne ads the andience: "Do you like
music? Everybody sans they do. . . " Nice line. Everybody likes music,
but we sometimes do not want to believe it That's becuuse when we
@k someone “Do you like manic?™ the real guestion behind it may
actually be “Do we have something in common®®. Or it might mean
further . . . something ke "Do you leel the same way | do about cor
tain things?™ A litthe as if our feclings will be at risk of never being
valid i we never a get a chance o confinm them with someone else.
Therefore, it's hard for s 1o accept olher people’s taste for mausic a1
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tmes. Music means different things for different people. Indeed,
many just see it as “wordsina-tune,” with words being a lot more
snportant, CT freaks will Bwor other aspects of music,

This comment suggests that (rock) music is not so much 2 thing-in-iself
as it 3s o way for lsteners to engage with one another and to make their
way through the world. To the degree that analyses, whether journalists
or scholars, try to connect music to a wider world, they perhaps miss
what & paramount for rock fans: how their musical experiences place
them in the workd, how their preferences connect them to other listens
ers and allow them to develop a sense of who they are and how they
relase wo others (Frith 1987; Stokes 1994). Asking Byrne's question, even
about a specific recording or a apcﬂﬁc group, is an invitation %o share
one’s reactions, experiences, and interpretations——an invitation o make
rock meaninglul. While the recordings and the sounds in them arc the
focal point of discussion, the interpretive moves that they engender
form the basis of rock’s meanings. Those meanings change depending
on the discussants involved and what they bring o their engagement—
their knowledge of the techniques wed to make them, their interpreta-
tions of what the recordings say to them, the ways in which music fune
oy in their lives,

For rock listemers, in the end, music may indeed be about youth, sub-
cultural resistance, or the parametens usually discussed by musscologists
and music theorists. Its meanings, however, are neither exhausted nor
contained by those ways of secing it. Recordists and others may attempt to
relate rock (and its hrics) 10 wider social and cultural contexts, w deci-
pher it meanings in the terms Bnored by academios and josrmalists, Far
more frequently, however, they are mmcd in a much more fluid and
contingent process. As they engage with recordings, they experience
sounds, relate them to others, make evaluations, generate interprecations
and perbagns enter into 4 discourse about what makes the music they like
work for them. Sounds become the basis for asservons about inclusion
and exclssion, belonging and not belonging, about pleasare and pain,
about beanty and ugliness, and all that lies in berween those extremes.
The problem with previous appeoaches 10 meaning is that they unneces
sanily foreclose the posshilities for meaning in rock, In the world of rock
fans, however, rock is not merely something produced for their decoding
or besurely consemption, Ttis the beginming of 2 process that can result in
temporary consensus o disagreement and s filtered through what they
being to recordings and how recordings lunction i their lves. Meaning
is not something i recordings: it is something that recordings allow
listemers 1o make.
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Notes

L. Albin |. Za&, 11, Mark Clagee, Enk Santen, and Aaron Fox deserve thasks
for helping shape sy Wdess in cosversation over the Rt theee vears. Staton Davis
and Lecsa Beales from the Coctean Twans Discussion List have my undying grath
tade for helping me Socate difficuli-lo-find magazine articles abost the Coctean
Twiea. § thank Cynthis Wong, Jerumha Ramos, and the jousnal's seviewers foe dis
CEMing sUgEestons.

2. Of course, there are many inssances where the selfame group of fans mighe
prosest that ewy analytical standpoint would be suspece, given the numinous
characser of their st peized svaic. One sy regard sach moments x an lindex
of the degree 1o which Romantic dacosrses on an have combaned with a broader
antiinselloctamal climate so smalidare all tlk or writing abost musc not purch
doewcriptve of experience. Alternatively, ore might adopt the view that “mediated,
word-based evalwatons . . . do not provide the feeling or direct expenence”
(Turino 199%:241) of music,

3 The use of the words “make”™ and “experience” is a deliberate attempn to
cwape the limitatioes of sociologecal studies predicaed o the production xnd
cotsumpoon ofaock. As mass cudiure-based approaches, cach sends 10 obsoure the
agency of recordists and music listenen and 10 efface the complexity and vari-
abihiny of the processes so described. For a nuanced discusion of the probilems
with the production/ conssmption dyad, see Laba (1986),

4. Yor varving approachoes o defining rock, see Frich (1981), Grossberg (1990),
and Middlesan (1990).

5. Discogragdocal isformation for these and most other recordiags mentioned
in the body of the article can be found in the discography a the end. Nowe that a
vear indicated in the dsscography corrosponds to the your of the anginal solcee of
the cited recoeding,

6 The hiworscal dunensbon s cnacial. As Goehr observes, paradigmatic ex-
amples can be described thus "not became they are assocated with an unchanging
set of osencial properties, but because . - . they play, for 4 given time, a pasticular
role i the peactice im which they exst”™ (1992.95.96).

7. Music wdeos, while arguably am imporsane part of bow fans experience rock,
are not as essential to miorpretation in the loag term, particularly dsce & promo-
Bomal ols they are more transient than recordiogs and les widely dstributed.
For discussions of the role and interpretation of musk videos, sec Frigh, Goodwan
and Grossbery (1903),

5 Imeresangly, despine the song’s decidedly lefeleaning meditation on such
wvacs, comorvative radho host Rush Limbosugh, meach (0 Hynde's dismay, used “My
City Was Come™ s the theme song lor his radio peograss (Corn and Munger
e,

9. Frath (1969:78-79) traces “reflection theorias”™ 80 content asalyses of song
Iyrics dome s the 19506 He also details & number of the problems with such
analysis,

10. Sce, for example, Desmond (1987) and Greenficld (1987). Beginning in
the late 19605 and spired by the work of songwriters Eke Bob Dvlan, Uterary
scholan, rock emthusiaas and poctically ariented rock musiciass have publahed
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collections of lyries (Golduein 1960, Fichaske 1981 Springuecn 1995) tuat pee-
sent them xs entitics capable of enduring scrutiy detached from thelr recorded
manifestanions. One extreme example of regarding rock hyries as poetry s com-
poner John Corigliana’s setsng of Dylan’s hrics 10 swnic reportedly withosst over
tuning heard thes sung (Kodisn 2000).

11, Sarah MecLachlan, for example, has lamented that "Possession™ (1995) has
been regardod as a loae wong, According so ber, the hrics age an adaptation of
threatening detters she teceived from an “olacwed fan” who daimed that she'd
been betrothed 1o him before birth and that he would “stop s eothing” 1o sake
his marrage to her a reality (Mumdy 1998:42), The Police’s “Every Becath You
Take™ (19383), micnded by Stimg 10 be 2 chilling account of salking sod surveil
lance, has been similaly misread (Connelly 1981:20).

12, Bosic’s adapeation of the wechnigue svolves wrising more or less comen-
tionad prese o hyrics and then deliberaiely reammanging sentences and phiroes in
arder 10 create a collagedibe, nonnavative text In the past, some of his lyrics
were literally cusups that imvalved his rearranging pieces of paper. Moee recently,
be huo used 2 specially written competer program 80 accomgdnh samilar aims.

1510 wach & position were defensbie, it would almost require that we develop
enwirely different modies of anadysis for instrumental rock recordings, which, kack-
ing hyrics, would have nothing so reflloct—excopt pechaps their tides. One woo-
ders, for example, whether Johnoy Mare™s instramental “Mooey Changes
Everything”™ (1986) became somehos were meaningful when Bryan Ferry added
hyricx amed retitlod ot “The Right Seaf™ (1986),

14. Allan Moore's skepticism regarding soch asalysis is isstroctive (1995
185-87). Demonstrating thar rock musiclans thank in longrunge terms like con-
cort mumic composery bus lew 10 do with the substance of rock thas with legits-
srating it for those who see Eusopean comcent munic & the prame measare of muss
cal value,

15 Darid Brackent (1995:157-59) examines 2 samilar case in dscussing Ehvis
Contello’s dischain for technical writing aboot muanic. Brackett goos on to moe, how
ever, that Cossello s quice at home with tee we of 1enminodogy amiliar 10 music
theormts, Brackest's imight rosonatos well with Leslic Gary's discusdon (1091) of
the we of municthecectical tomminology—gurticulirly choed maumes and formal

New York rock musicans.

16, The 1echnological issues invaled with edectromsc kevboards and drum
machines in particular are discusmed by Goodwin (1990) and Théberge (1997).

17, Thomas Parcello’s work (1996) has been extremely importamt for mapgeag
ot the dincavive terraan tat mosicians wse = describisg sound and negotiating
the process of recording. He dewdds, among other things, the impoctance of cer-
taen kinds of adjectives and hosw they “61" the tanbral muasces they describye,

15, A nobe gate is o device that can be configured o effecuvely “mute” a
microphone or (nstrument unid its dynamic level excoeds a certain threshold,
memured in decibeb. In vmpler terms, bowdevel sounds, such a the rauling of
clothing or the "ainmess™ of a room, cam be filtered oot of an awdso signal bedore it
goos to tape. Other procesdang and techeical term are defined by Bastietr and
Bardle (1996).
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19, Discussions of sound are peominenty feavared in Elacironic Musican, £Q,
Mix and a number of other periodicals for recosding professomals and enthus-
wes. Mix, for example, Jus long been publidang teo colums dedicaed 10 explh-
cating such processes: one called "Classic Tracks™ amd 1he other "Recording
Notes™ I cach lswse, writers discuss the processes involved in the making of clas-
sic and new recordings, respectively, hused on inserviews wich the mumicans, pro-
ducers and engineers wolved.

20, In fact, Roland's VGSK, introduced in the mid-1990s, allows guitariss,
wming a spocial pickup, to cmulale a nearly infinite combination of guitar,
amplifier and effects seings. Using their unit, one coudd literally use & pre-
programmed “Sairway 10 Heaven® patch withosn havimg 10 investigace the recond-
ing oqeipesent snd processes used by Jimmy Page.

21, This cousection is less surposing than it might seem. 1 ressember benring
“Miss You® om Nashville's primary chiythm and bloes station, WVOLAM. in the lase
1970 One could rescoably expect that people listening 10 REB stations in osher
earkets might kive had similar expenences.

22 The Tempeations' recording dilfers slighaly in thae their “1/Oh, I pairings
come on the fint and chird lines of verses. Primee’s socording extends the gesture
by using the woeds “You,/ Oh, you™ oa the third and fourth lines of bés verses.

28, Dodh examples sllabacally distribute the woeds over these wale degrees
e e

24, A similar evecative gesture can be sdentiliod when one compares “This I
the Sea” (1980) by the Waterboss with “Swees Thiog™ (1968) by Van Moerison.

5. For erther discusdon of some of those isssex, see T, Jackson (19051517,
235-34), Higgginos (1991), and Crafis, Cavicod, seed Redl (1993),

6. As of canly Febouary 2001, the Coceeay Twins Discussion Lin <COCTEAUS
NS PHAET . COM> & mamtained by Stratrom Davia. Sabucription reguests go o
<LISTSERV@NS PHAET.COM>, The band’s official web wte is <hiep://www.
CoctEaiwin. com. A separase fan site, mainmined by Leesa Beales, can be found
at <haip/ Swww cocteaunwins org>, Crafis, Cavicchi, and Keil (1993) & one work
that does focus spedifically on the views of litemers. Robinson (1997) contaion
essays that do related work for comcert music.

27, 1should make clear that 1 am not chdming that the Coctean Twins are the
valy group whose music presents wth & challenge. They are one comvenicnt
example among a host of others (early REM, recosdings, for example), Where
whimsscal ttles are comcemmed, Semon Rnmaonde revealed, in a private mosage o
a member of the Coctean Twins emall Tee, thar Fraser had a balut of swinchiog
tithen, for mmtance, usng a phrase from the third erack of a recording 1o tide the
second.

W, One might well srgue that the enigeatic and evocative design of Coctean
Trwiens record slecves suggests such interpretations o writers., Noee of the grosp's
rocord sleeves has ever feavared photos of the growp, hric sheets, o any bt the
moat bonic infoemation: track livéingy and nenning teses, coparight motices, song-
writing and peoducson credies, Iratead. ihey contain ambiguous images, wishes ol
color and exture crafted by Vaaghan Oliver's desdgn firm, 23 Envloge. Povmon
(2000) discusses the visual identity Oliver constructed foe their recordings.
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29. She ubvo asers thas wordiess singing saill commumsicates something: "Even
when I'm not wsing woeds, | think people cam understand what bes beneath [what
1 aem singang|™ (Paphides 1995).

30, The somic character of work by such basds is dacwsed by Felder (1995
115-42).

31 For discussion of varked lsues relased 1o compuner-mediated communica
tion and the estabdishment of “virteal commumnition” via web sives, muailisg lists and
Usenet grougs, see fomes (1995) and Baym (1995),
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The Composer as Pole Seeker: Reading Vaughan
Williams's Sinfonia antartica

Iy Michael Beckerman

s a commanplace of history that we do not encounter events from the
past, bat rather descriptions of these events. To be more contemporary, and
perbags more accurate, we encounter “spéns” on the events. Whide a kind of
precise objectivity based on carcful duplication of experiments may be
;niwdbyduc'hml'm«:.mh&oﬁuu toxkay o ot believe thar such
things as “the past™ or “culture” will yicld 10 such treatment. Indeed, the
mare we sock 10 “pin down™ an cvent, 1o angue for 2 document’s “authente”
prvileging, the move any Kind of ofgective truth may recede, to be replaced
by vet another false frone, [t is, of coune, not necosarily the Gaoes which ase
in doubt in a particular case, bat how they are assembled, crganized and
presented. The reality of the past, # i appeans 1o us a2 all, docs so through
what some have called the “convergence of evidence,” and always requires a
leap of Eaath on the past of aoy investigatos or beholder,

If this is rue of history in general, it must also be true for the wntten
history of polar exploration, something which, surprsangly, has captured
the imagination of the reading public. Twenty years ago it was difficule o
find the chasic works of the genre outside of an antiquasian bookshop: woday
bookshops are overflowing with paperback reprints. Thanks to Roland
Huntford and others, amboritative biographies are available for such pio-
neers as Fridgol Nansen, Emest Shackleton, Robert Scott, Roald Amund-
sen, Robert Peary and Frederick Cook, The title of the chissic misadven-
ture chronicle, Apsley CherryGarrard's recently reprinted The Worst
Jowrney in the Wordd, hints at the appeal of this collective hoard of volumes,
and a host of others on catastrophic jourmeys. Sitting in our warm honses,
computers bazrng, these harrowing tales are ke ghost stories around the
fireplace, reminding us of our own comforts and teaching us lessons of
beroism and beavery.

Same staries, however, tell better than others, and there has aheas been
a tension between the desire to write history and the storytelling urge,
where the requirements of crafting a good yarm do battde with the desire 10
“get it right”™ We shall argue here that the same is true when we attiempt to
undersand mausic and musscal meaning. As we ke this joumey, our guide
will be a work “set,” as it were, in the cold deserts of Antarctica, a picce that
has had something of a mixed reception from audiences and critics—a

possabily ambivalent smphoay about an ambiguous hero,

Connmi Mussirodogy, sar 00 | Sguweg 0000,
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Ralph Vaughan Wilkams's Sinfonia antertaca had its premlere in 1958,
but its opening strains (ex. 1) were first heard by the public in the 1948
film Scolr of the Antarctic, scored by the composer.’ 1t is this passage, which
does double duty as the tthe music from the film and the first bars of the
symphony, that will be retumed o throughout this sisdy. The theme con-
sists of 2 series of four consecutive ascending whole rones capped by an
oscillating semitone. This & harmonized first by a third relation, Eb
minor-G, and subsequently by an Ak minor chord (spelled Ab-B-Er)
which leads to an extended variant of the opening that asxcends from G
through Bh. The opening pattern is repeated a fifth higher, bue this time
the semitone oscillation is repeated wice in diminution. Initally, the
theme is camied by the rombones, trumpets and oboes. Over the next
forty messures the entire orchestra artsoulates a senies of variangs, culmi-
natng in fanfares at measure 48, after which the section comes o a conr
spicuously clear condusion (ex, 2),

This opening theme permeates the work. It reappears in a new guise in
the middle of the Inermezzo {ex. 3), in a foreshontened form taken from
mm. 7-8 of example |, and returns in full in the final movement. Because
of the number of repetitions and their placement, the importance of the
main theme in the work s unquestionable, and thereflore we may argue
that our response to il and our evalzation of the symphony itsell are int-
mately connected.

So then what are we to make of this musical idea and it unfolding? In both
the film and the symphony, we encounter it through a virmual barrage of
extrumusical suggestions that raise more questions than they resohe, What, i
anything, does the opening pasage have 10 do with Scote and his Antarctic
achventure, and what might it mcan in it symphosic context? To answoer this
we st go on one of the woest jourmeys of the world, vovaging through the
rowring fortics, fifties, and sixties 10 the coldest, haghest, and driest continent,
Anmsctica, and oaveling back in time four score and nine years.

For the most part, there is no disputing the facts. On Wednesday,
January 17, 1912, after a journey of more than two months and bundreds
of miles, Robert Falcon Scott and has group of five Englishmen reached
the South Pole. It should have been their finest moment, but it was a
living mightmare: paw prints in the snow, flagys, and & tent quickly made o
clear that Roald Amundsen and his band of Norwegians had been there a
month earlier.” Scoit’s jowrnal makes the mood dear: “The Pole. Yes, b
under very different circumstances from those expecied. We have had a
horrible day—" (Scou 191%:424) 0

Despondent and undemmourished, Scott and his men made a desperate
dash north, but were beld up by 2 combination of scurvy, exhaustion and
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Example 1: Siyfmia antartion, feut movement (“Prelude”™), san. 10,

Anbonts b &= W),

. |
e -
-
e | ) :
P any P —
08 A - — -
.
CLARRET ———
-e = -
—
BN CLANDTY
-
——
raus
s | - =
L — — -
CUNTRA P e -~
— s e -
Aante st o = W |
cmsinr L) =1
o e
) -
T .-
L —— S
L
e Y 3
Py — — -
ey
L — —_— -
Anhentn " =
TPAM ~ 3
.
ke . E
5
3! . — B
Py .
Anhanr - -
AL
’ -
o~
» » o~
-
YA
» L4 -
VEAONOAS
L —
—aa




Micatarr Broxessax 45

Exanple 21 Siafimis anturiicn, it mosement (Pretude™), § mon. before [B] (mom, $5.55).
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bad weather. Two men, Edgar Evans and Lawrence Oates died along the
way, while the remaining three were stopped about edeven miles shoet of 4
large cache of supplies they had named OneTon Depos. Sitting in their
tent, lxshed by blizzards, H. R Bowers, Edward Wilson and Scon died onc
by one. Scott’s final diaries and letters, beautifully writien, show that be
faced deah with courage. Their chilling conclusion, penned when all
food and fuel had been exhausted, still has a visceral effect today: “we
shall seick it out to the end but we are geing weaker of course and the
endd cannot be far. Tt seems a pity but 1 do not think 1 can write more—
R. Scoar.™ And after a few minutes, hours, or even days: “Last entry For
Gods sake look after our peaple [nc]” (ibid :410) ¢

This tagic event comprises simultaneously one of the most awful and
exhilarating pages in the annals of exploration. Mamy expeditions o the
Arctic and Antarctic had met with difficulties and even disaster, most
potably the Franklin party, the remains of which were discovered as
recently as 1984, But the combination of Scout’s tantalizing doseness o
both his depot and home base, and his poise under the pressure of certain
death render this tale particulardy poigrmant®

In a document titled "Message to the Pablic,” Scoet made it clear thas
he was not responsible for the tragic outcome af the expedition: “The
causes of the disaster are not due o Buley organisation, bat 1o mesdostune
in all risks which had to be undertaken”™ (Scott 1915:416). Finally, there
was 2 stroag appeal 1o nasonal spinic “We are weak, writing is ddfioulr, bue
for my own sake 1 do not regret this journey, which has shown that
Englshmen can endure hardships, help one another, and meet death
with as great a fortitade as cver in the past™ (id oA17).

With lines like this, it is easy to see why Scott became one of the great
English heroes, Passages from his expedition diarics became roquired
reading, usvally prefaced by comments such as the following by Sir
Clements B Markbam, the head of the Royal Geographic Socicty:

From all aspects Seott was among the most remarkable men of our
time, and the vast number of readers of his journal will be deeply
impeessed with the beaury of his character, The chief wrass which
shane forth through his life were conspicuous in the hour of
death. There are few events in history 10 be compared, for
grandeur and pathos, with the last closing scene in that silent
wilderness of snow, The great leader, with the bodies of his dearest
friends bessde him, wrote and wrote until the pencl dropped from
his dying grasp. There was no thought of himsell, only the eamest
desire to give comfort and consolation 10 others in their sorrow,
(Scot 1913w)



Micaars Brokrmsax 49

By the mid-1980s the Scotr legend was known by almost everyone in
England. Throughout the country, schoolboys keawrned the story in hushed
wnes. The offical record of the jowrney, Soolr'’s Last Expeditson, had been
through more than a dozen editions, and books by the sunvivors joined a
huge mumber of volumes on the subgect, both popular and specialized,
In order 1o comprehend the English response to Scott’s jouwrney and
tragic death we might think of the 19659 moon landing & an appropeiase
parallel. Coasidening that even the near miss of the Apollo 15 mission was
enough to mspire a spanetingling film, we can imagine the response if
Neil Armstrong had somehow died on the moon after the Russians had
gotten there finss, and had left hoars of gripping radio messages 1o his
loved ones as be slowly ran out of oxygen. Indeed, such a thing did actu-
ally happen recently in a place as inhospitable 2 Antarctica: the now
famous debacle on the slopes of Everest whach has inspired several books
and films

It seems fitting that the flm Seolr of the Andarcric was made on the heels
of the Allied victory i 1947, as a funber monument 1o Beitish herosan, T
was directed by Charles Frend and produced by Maichael Blacon, and firse
showed at the Odeon Theater on December 30, 'S Ernest Inving, masi-
cal director of Ealing Films, was respoasible for gening Vaughan Willkams
10 do the score.” All the evidence shows that the composer was taken with
the subject almost immediately and was said o have composed most of the
sore before he even saw the script. If this is true, the "meaning” of the
opening music s thus doscly tied o his own concepaion of Scott, rather
than amy interpretation by the director of the flm, This is something 1o
which we shall retarn bebow. At any rate, most Vaughan Willkams scholars
seem o agree that writing the music for the flm, and subsequently the
symphony, was highly significant for the compaser, and gave additional
range and depth to his later works, Michael Rennedy writes, “It has
already been described bow this next subject fired V:uglnn Wilkiams's
imaginaton, The music must hanve been aking shape in his mined: it only
needed the right subject 1o bring it into focus, and the heroic struggle
of Scott and his men against fearful odds provided the stimulus”
(196:4:36041)

That Vaughan Williams became preoccupied with the Scoir story Is not
the least bat surprising. First and foremont it is a Babulous varn, with all the
ingredients of an action adventare Glm, a spores event and a Greek
tragedy, The members of the polar party—the gallant Scoet, the powerful
PO Evans, the stalwart Captain Oares, the Christlike Dr. Wilson and the
indoeizable linle "Birdie” Bowers—are distinctive personaliies, and each
time we read Scott's disary we cannot help hoping that they will somehow
sunive. Another reason was no doubt the atraction of Antarctica iself. As
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David Campbell writes n his Dscinating book, The Crpstal Desert,
“Antarctica has haunted the imagination of Western cultores™ (1992:149),
For centuries, the contnent was almost the equivalent of a UFO,
described occasionally by seafarers, but never documented. It was not
really seen untid 1819, and ot seill fully explosed a century buer,

There is something else that must have attracted the composer:
Antarctica is an oddly perfect setng for the particular drama of astional
aspiration. It is an empty stage on which practically all is frozen and peis
tine white, 2 place of extraoedinary beauty, but alvo one of amazing decep-
tion. The scemingly smooth snow may have the texture of sand a1 certain
temperalures, prosure rdges coeate great hamps, seirugs, which must be
traversed; immense ice flls and chasms appear without waming o swallow
up sledges; and giant, agged mountaing must be scaled. 1t is simuleanc-
ously pre-Lapsarian Garden and frozen Hades. There is no film preserved
from the expedition, only stll photographs. These are eenily plackd and
cannot convey two of the hazards which eventually destroved the party: the
harrible picrcing cold and the unbelievable wind that never stopped,

The great explorer Emest Shackelton, whom Scott reviled, once
remarked thas the point of 1he pole was that it wis pointlas * To make it more
abseract, compared 10 someching like Mr Everest, the South Pole i hardly
oven a place, just an arbstrary insensection of points of Joogude. The explos-
ens at the tum of the century dad pot seck it to gain any wealth or wade
opportunitics (although i sas gradially discovered thas the flosa, Gusa, and
minerals of the region were astonishingly vabuabile ). Despite much disoussion
of science, both Scott and Amundsen raced for the ke of raw achicvement
and adventure; the anly real aim of both expeditions was wo achieve the Pole
for their respective countries, and the Bume that caane with i,

Because of the abien terrain of Antarctica and the romantic aura of pole
secking, there are multiple parallels between Scott’s expedition and
nineteenth-century artistic aspiration. Antarctica was a barren landscape
onto which a persan or group could progect a range of qualites, against
which they could test themselves or the presumed virtues of their nation,
Itwas a kind of "othver™: part neuwral proving ground, part exote locale,
and part monster from a science Botion novel,

The race berween Noewegian and English explorers was seen at the tine
2 a competition of nasonal virtues, a Lt gasp of Romantic natsonalsm,
The Norwegians based their approach Lugely on a study of the Eskimos,
with whaom they were fsmiliar. Their clothing, food, and ansport were not
wechnologically sophisticated, but simple, even primitive; they used skis and
dog sleds. They were humble, rather acitum people, and only wanted
things to go without “adventure™—that 1, & smoothly s possible, They
adljusted to their environment and ried not 1o uderestimate i1 These
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were Nomvgian virtues. It i no colncidence that the greatest Noowegian
explorer of the tme, Fridtjof Nansen, was also a significant political figure
as well, for Norway was w0 the heyday of its nanos building excrcise and
polar exploration was the equivalent of warfare, forging victories and cre-
ating mythic, Lrerday Viking heroes. !

The English, on the other hand, tried to bring as many things from
their home environnsent as they could, actually creating a polar newsleter
and transporting many aspects of Victorian culture to the lnd of ice.'*
They even brought the latest in technology, the illfaed motor sledges.
Indeed, it was the Rilure of these marvels of industry that allowed Sco
and his men o rise o herole stature.” Though they tested themselves
unsuccessfully, their solace was that no men could have survived such
tests, that they had pushed human courage and bravery 1o its limit. They
tried their dampodest and Exled. These were Engfish virtues, '

It is this noton of the English spirit that animated Seotr of the Andarcrec.
The Al focuses exclimively om Scott and the crew e asembles arosnd
him, with about two-thirds of the footage detailing the polar jowmney. John
Mills portrays Scolt 2 a mild-mannered man of enommous competence,
modesty and invegrity. The scientist, Edward “Ball™ Wilson, and the rest of
the men are treated as wugh but gentde fighters and graceful Josers.
Liberal sections of Scott’s dianes are quoted in the screenplay.

The success of the Al depends strongly on the soundirack which, moee
than many films of the time, i foregrounded in a particularky conspicuous
way. " We hear the opening tile music—dater used as the opening of the
symphony—twice in its entirery, It sounds finst againet a bright, blucawhite
hackground which after a few seconds yields o the Glm's dade with a shot of
the Scott momament in the backgrosind.'* Several details in the material
iself are exploized by the composer. The slowly ascending augmented (dth
appears 1o create an atmosphere of struggle and achievement (in the list of
musical numbers it is designased “herosan®), while the osaillating semitone
sugpests something darker, perhags cven the crued Antarctsc wind.

Thus we may well have the impression a1 this time that the music some-
how represents both the vastnes and alien grimmes of Antarctica as well as
the courage of the men who are marching through i The monalithic qual-
sty and the spacious unisons seem an atempt 1o depict the scope of the
luubtzprmufmhept evenis will Lle place. 1t is 2 second conusin 1o “vast
space” music in works such as Appalachian Spring. the “New World™ Largo,
and Borodin's Seppes of Contral A “mountain® music of the kind found in
Pavel Nowdk's In the Tatray; amd the type of “outer space™ musac used in
Holst's “Nepaune®™ from The Mlanets and many science fiction movices.

We are given clues abowt the semitone oscillation seventeen minutes
into the film when Scott is testing his mechanical sledges in Norway,
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Nansen (the anly Norwegian character in the fillm) is trying o get Scott o
wse dogs and says, “This Antarctic of yours is a cold and cruel place.”
Against this we hear the semitone in the bass.

Our inatial mstincts about the theme as & whaole are borme ot in one of
the most spectacular moments of the film, the ascent of the Beardmare
Glacier. Here the title music retirns in full as the ultioaste metapbor for
trivmph gained through enormous struggle. as we see the parry’s agoniz.
ing ascent of the ghcier, fightng the sledges which corstantly threaten to
slide down the mountain.

On the retam from the Pole, the theme is fragmented (as in example
3): the first two pitches vanish and the semitones are repeated. This vania
won of the theme & asocated with the noton of “desperate siraggle.” In
the context of Scott and his men, this material also suggests a funeral dirge,
since the final joumey back from the pole must be considered a kind of
death march, Fragments reappear at the death of PO Evans and when
Tirus Oases beuvely goes off to die in the snow. Finally, it accompanies the
graphic representation of the distance 10 One-Ton Depot, never gained by
the remaining members of the expedition, who perished about eleven
miles from it The theme reappeans st the conclimion of the Glm, and dur-
ing the final credies, when the semitones are tansdormed, along with the
thense, into a series of fanfares prociaiming the posthumous triumph of
the expedition, resembling example 2.

The Blm is devoted 1o the prase of heroisn, and, at least in iss owtlines,
the Sinfomia andartica preserves this quality. Instead of visual images, there
are now literary prefaces to cach of its five movements derived from
Shelley’s Prowethews Unbound, Psalm 104, Coleridge’s HHywn Before Sumnise in
the Vale of Chamouni, and Donne’s The Sun Rising Mixed in with these
scloctions s o passage from Scott’s bet journal which stands a5 a epitaph
for the fnal movemsent: "1 do not regret this journey; we ook risks, we
kisew we took them, things have come out against us therefore we have no
Gavee for complaint” (ex. 4).

10t impossible 10 generalize about the effect of 2 smplyooy on its xudi-
ence, but the reviews indicate that the fint listeners 10 Sinfonia Antartics
were richly engaged with its context. The story of Scoa and his men was
well known everywhere in England, and the film had been plaving in the-
ey soveral years carlier, More smmediate information was provided by
program noses and the passage from Shelley.

Despite the tragic crcumstances of his demise, Soott had become a kind
of Napoleonic figure, a larger-thandife hero. While it would be simple
minded w0 expect 1o achieve any ultimate insights merely by invoking
Becthovenian models, neither would such a thing have been anamportant
in this case. The general shape and key of the theme imvoke the “Eroica”
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Example 4: Liserary profaces for the movemens of Sosfonis ancomca.

IRIALDE Andante Macsiono

To watfer wors which hope thinks mfinme,

To foaghw weomgs darker than death or nigha,

To dety poser which sooma ommpotent,

Newher 0o changr, nor falier, not repesc

Thin . atobe

Cood, great and poyews, beautiul sodd e,

Thas is abonse Be, joy, empiee and victorny.
SELLEY. Frosethous Unbonnd

SCHERZO: Moderae
Thete go e shigs
anvd theere bs Do Leviaban
whiorn thou dast made 1o take his postane Sevein
maM I

LANDSCAPE: Lonso
Yo ke falla! Ye thas from the mosntain’s brow
Adown enonmous ravines shope sauin-—
Toaress, methinks, that heard & mighty voke,
And sopped s osce anid their maddest phunge!
Motioelews toorents! Slent catiracn!
UG Hymm Mefore Sunrise, v the Vale of Chamewni

INTERMEZZOY. Andlanie sostendiho
Laowe, ol dlibe, nor seasom binvons, toow i,
Noow hosars, s, maontda, which are the rags of tne
Dot T Suw Riosg

EFLOCUE: Alla muarcia modoraio (ma non sroppa)
[ @0 mot regret thin Joumcy; we 1ok riska, we knew we ook
thems, dilngs have come out agease us, therefore we have
no cawne for complaint

CAFIALY SOOTT'S LASE JOCRSsAL

Symphony and, a8 we have suggesied, the opening gesture of the work has
clements which allow it to be used both as an image of immensity, power,
and wivmph and also as a kind of dirge. It is easy 1o read Scou as the
Promethian hero of the work and Antarctica as the arena in which the
hero strives, fails, and posthumously tnumphs—indeed, Vaughan Williams
referved 1o the work as his *Scott Symphony.*?

With #ts five moverments and landscape painting, the Sinfonia andertics
also shows shmilarttbes o Beethoven's nature work, the “Pastoral®
Symphony. Vaughan Williams was chearly captivased by the musical possi-
bilitics for painting the Antarcoic. A range of musical gestures in the third
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monvemsent, tiled “Landscape,” forcelully portray the “otherness™ of this
world and are set off against the main theme. This scene painung begins
divectly after the main theme in the fint movement, There is an offstage
voice and eventually an offstage choir, both wordless (ex. 5).

The wordless offstage chair, which first began 10 appear rogularly in
operas at the end of the nineteenth century, usually suggests something
discmbodicd—the alicn, inchaate voice from another reality, This is Iater
coupled with a wind machine which, as much as apything in the sym.
phoy, makes it difficult 1o listen 0 the piece as an abstraction oxisting
apart from an Antuctc scenano. Coosidering the amalgamanon of the
heroic and the Bandscape, it woald not be inappeopeaate to argue that the
symphony is constituted as a heroic Antarctic and-pastoral '

Though the work has generally been Rairhy popualar, it bes noc pleased
everybody. In his articdle in the New Grove Ihictionary, based on his larger
yolume on Vaughan Williams, Hugh Otaway suggests that the Sinfonis
antartiva udncknnmauﬁnlofhhlmcrqmp!wm in part because bt is
neither programmatic nos symphonic enough (1980:576), One could ake
issue with clther point Cerainly, there are nunserows details thae suggest
4 bager program for the symphomy based on the notion of Scott's jour-
ney. On the other hand, many successful symphonies—Mahler's Firs,
Chaikowkii's Fourth, and Dvocak™s “New Waorld,™ for example—bave pro-
grams at their core, and it is defBioult 1o reveal in what way these works Lck
sach an elusne quality as “symphonicity.” If Ottineny and others have felt
some ambivalence woward the symphony, perhaps other readings and con-
1eXts iy suggest some possible reasons,

The state of the Scout legend as Vaughan Willlams encountered it
remained maore or less stable until 1979, In that year, polar historian
Roland Huntford published a richly documented, é&8-page book tiled
Scott and Amundsen, later edited and published as The Laxt Place om Eavth,'®
In addidon 10 being 2 wonderful thriller about the e between two very
different men, this book wis a scathing indictment of Scott's abalities anc
leadership. The reader might have been warned by the quote of Basil
Laddell Hart which preceded the work: "It is maore impornant o provide
material for a true verdict than to gloss over disturbing facts so thas indi-
vidual reputations may be preserved.”

Seott’s reputation s hardhy prosenved. Hundford claims that Scott was
an incompetent Naval officer and subsequently a terrible explorer, that he
was a poor leader of men, remote and mired in the stultfying codes of the
British Nany. He argues that virually every aspect of the trip was poorly
planned, and thar Scoer, not having the patience 1o lears how 1o use dogs
or even skis, mado virtue out of a weture called “man hauling,” where in
place of dogs the men themselves dragged weighted sledges up mountains
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and on ice with the texture of sand ™ By ignoring cvidence that frexh
meat (avadlable either from seal or dog) was necessary for diet, almost all
the English contracted the scurvy which probably contributed to their
deaths. Huntford argues thar by inexplicably adding 2 fifth member o
the polar party at the last moment without increasing the food supply,
Scott probably scaled the fate of the group. In a final ghastly irony, it
appears that the party could casily have been found by thase who hacd
remained behind, but Scor's lnstructions about possible rescue were so
contradictory that nothing was done. In short, the death of the Scott party
wis ot a noble tragedy, but rather a pathetc memorial 10 mediocriey.
About Scoat’s Bamous “Message 1o the Public™ Hundford has this 1o say:

This is specal pleading. Scoat bad brought disaster on himself by his
own incompetence, and thrown away the lives of his compasions. He
had suffered retribution for his sins. Bast be was justifying himaelf; find-
g exouses, throwing the blame on his subordinates. It is the testa
ment of a failare, bt because of its erary style, heroic faalure.
(1985509)

Hundord also reveals thar the Scotr dianies were edited by his wife and
Ser Clements Markbam, President of the Roval Geographical Socety,
smsooching out all the rough edges 1o ensure that Scott appeared as a hero;
any evidenoe 10 the contrary was suppressed, For example, the fansous pos-
sage in Scoat’s dary, “Now for the run bome and a desperate scruggle. |
wonder if we can do " oniginally read “and a desperate struggle o gt the
wes dack forst. | wonder of we can do iL™ Even with careful editing, there
are tanes when Scott seema 10y the blame for bis misfortunes on bas sck
and exhausted companions inscad of realizing how poorly be had planned
the retum journey from the Pole, Finally, in what must be considered the
ulumate blow o the Scout Jegend. Hunford argues (contronersially of
coune) that Scott and his men probably could Tune made i 1o their depot:

Scott would hove 1o answer for the men e had Jost.
Shacklcton would bove the Lt Buagh,

That was soencthing Scott could not Face, 1t would be better 1o seck
immolation in the tent. That way he could snaach a kind of viciory
out of defear. Wilson and Bowers were persuadod to lic down with
him and wait for the end, where the instinet of other men in like
predicament was 1o keep goang and il in their tacks For at least
ninc s they Loy in their sheeping bags, while their last food and
fued gave out, and their lite ebbed away. (1985:307)
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Although there were numerous vigoroas rebuteals to Hundord's work
a1 the tme—some accused the author of being an Anglophobe ®—no one
has really been able to refute his basic point (which, incdentally, is part of
the reason lor his hostility 1oward Scoat): Amundsen was in many ways the
rightful hero of the piece, having showed all the virtues which have been
anrsbuted 10 Scoir. Amundsen was a true profesbonal, who chase his party
with great care, built in many filsafe devices, and worked like 3 demon
from dawn to dusk in oeder to make sure every deadl had been worked
out. For all this, the English have tended 10 write him ot of the whale
adfalr, or at least to weat him as an inmerloper o, even worse, as the man
whao, by breaking the spirit of Scott and his men, cassed their death. ™

Huntford implses thas the Scoat legend had much o do with the way
the English wished to see themsehes at s cortain point in hastory, and thus
it Is part of a natonal myth. He writes that Scott's “actions and, above all,
his liserary anle, appealed 10 the spirit of his countrymen, He personified
the glomous failure which by now had become a Brinsh ideal. He was a
suitable hero for a nation in decline™ (1985:524), By mortifying their
fhesh, the English engaged in a Kind of rite of punficanon, based on b
ory, brute strength and selfsacrifice, while the Norwegians, by not suffer-
ing enough, by actually being competent, were accused of missing the poim
of the enterprise,

We may now ask what the effect of such disclosires might hine on our
experience with the Sinfonia antartica? If the Scou legacy is somehow
ambivalent, or worse, a trivmph of puffed-up mediocrity, what do we
make of a musical work which, at beast in terms of {ts inception, treats it as
the essence of heroism? While a sympathetic reading of Scotts diaries may
lay the foundaton for percenving the symphony as heroic and powerful,
perusing Huntford has the opposite effect, And revensing things by using
Huntford's work as a kind of "sound track™ for the symphony does not
entirely have & positive effect on our expericnce. Even though Huntford's
book was written more than thirty years after Simfonde @otartica, much of
the information on which he based his conclusions was available o
Vaughan Williams, and we shall see that the composer’s view was not
entively oncaided, Yer, although quite dilerent in character, profession
and ability, Vaughan Williams and the explorer cortainly shared some gen-
eral ideas about “naton” and the concepe of the English national charac-
tev; ater all, they were contemporarics.™ Cerainly, for Vaughan Williams
to have written a ssmphony about Scott must be scen as something sagnifi-
cant of iself, for he cerainly could have used his Antarctse material as a
basis for a symphonic work without referring 1o the explorer. Yot be went
even further by linking Scout's diaries with passages from Shelley,
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Coleridge, Doone, and Psalm 104 to give his work an explicidy English
character,

Accepiing Hundord's arguments fully, both about Scou and the
Enghish response to him, makes it difficult to listem the ssmphony’s firdt
bars without thinking of them as a bombastic and misplaced bit of
mationial rhetoric, Far from being tragic or heroic, the opening strains of
the Huntford Scott symphony seem overblown and melodramatic, a mon-
ument to loolish pride and trumpedup tagedy—in shoey, kitsch. The
notes haven't changed but we hear them differently, as a kind of sound-
rack of a hackneved newsreel about the glories of the Englad characrer,
It doesn’t seem a coincdence that the words which directly precede the
symphony arc “joy, empire, and victory.” This may be especially hard 10
swallow when we realize that the tendency of the Reitish Empire to organ-
ize isell in somewhat viggid hicrarchies, whether dealing with the Raj in
India or the polar wastes, contributed directly 10 the Gilure of the expedi-
o0 ™ By destroving the initative of his men through a seratified chain of
commanx, Scott scaled his own fate. Musical sounds associaed with this
kind of overconfident incompetence could be analyzed, but it would seem
meaningless since we hive no serious stake in them,

This view of the music of Sootr of the Antaretic was actally expressed 1o
me directly by Huntford in a private communication, He writex: “The
Scott (Hm was of ies times. Vaughan Willams is one of my least favourie
composers, but in oy view his "Antarctic’ music exactly lies; indeed rein-
forces the Scout legend. Exactly how this is achicved, I cannot say. | sus
pect it has something to do with blandness, prediceabilicy, and the surving
10 be virtuows: sycophancy set 10 music, as it were.™™

While the solution w0 all conflicts does not be in admstnng thar both
sides have merit, there is certainly a more sympathetic view of Scott that
also fins the evidence, one which might suggest 2 third way 10 explore and
hear the opening of the symphony, We can admit that much of what
Hundord says about the expedithon and its leader is true, while at the
same time admiring the courage and pluck of those five msen tramping—
some blindly and others with open cyves—to their deaths, and understand
that Vaughan Willlams responded strongly 1o them, even as we do today.
Polar histarian David Thomson articulates this view well: “the story of
Scott’s men must be simply that of ill-advised and not alwins very critical
humans, golng out in the great codd”™ (1977:311). Further, we can imagine
a Scott who hoa figured out the enormity of his mastakes and with cach
step regrets his pride and arrogance more. s last words, “look after our
people,” are in no way sellglorifying, but a frantic, desperate plea for all
the survivars, especially the families of those who perished, Scott & a hero,
but like us, he is massively flawed and complex.
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Oddly enough, it & the welevision filen based on Hundord's work, The
Last Wace om Earth, that encourages such a portrait. Between the covers of
Hundord's book, in black and white, it is possble 1o feel something like
revulsion for Scout. Yet when a director, actor and cnematographer have
10 realize this sory, somcthing happens, and Scotr, despite our reservations
about him, becomes heroic once again. We feel pity for his failure, and
sce his Late as a cruel punishment for (Raws all w00 common among us.

Is there evidence that Vaughan Willliams had any awareness of such an
ambiguous scenarto? Ded he accept the Scott myth completely, or was he
possibly skeptical of it and the parallel myth of Empire? In wondering
about Vaughan Williams's response, we may remember that the conclu-
won of the film and the symphaony are radically different. The former fea-
wres a process analogous 10 Death and Transfiguration, ending with
hymerlike Banfares of vindication, The ssmphony, hawever, concludes with
the dark, enveloping death mask of nawre: the “heroic® march of the
opening viekls to the wordless voice associated with the alien Antarctic ter-
rain at the opening of the film, which the composer referred o as “the
terror and Bscination of the Pole™ in his film scenano (see ex. 5), Is this
not a strange way to end a herode symphony, unless one has, perhaps, real
wed that the hero has feet of clay? There is evidence that from the very
first. Vaughan Williams was ambivalent about various aspects of the
project and Scoet’s expedition. Writing in her blography of the composer,
his wife Ursula reports, *Ralph became more and more upset as he read
about the nefhiciencies of the organization; he despised herolsen thas
risked lives unnecessarily and such things as allowing five to travel on
rations for four filled him with fury™ (1964299). This ambivalence, appas-
ently, was ongoing, #s she also writes, “Ralph still fulminated against the
amateurish organization of the last stages of the expedicion, but he was
pleased with his score™ (ibic :287),

We might consider, then, that both the problem and the redempeion
of the Sinfowis anfartica come from a genuine ambinaslenoe on the pant of
the composer, who knew full well on some level what the Scont
Expediion was all about, and could not but allow his response to be
reflected in his score. In this case, the symphony is not simply to he heard
as a pacan 1o the herossm of man and the massive power of natare, but is
alvo mcant to be associated with the bitternes of human failure, the pes
simasm of dreams dashed, and the futility of foals fighting the wind and
ice. If we can believe in such a thing, the opening of the symphony
becomes ambivalent, ominous and umremittingly tragic, The whaole tone
ascent becomes both more shuggish and more highly charged for us,
while the semitone wavering carmies an immense emotional weight. All
sceminghy triumphant gestures are rendered hollow, since we know, just
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as we do when we sead Scon's journal, how it will a1l wern out. Scoat and
his men are fools, and heroes both. The work is simultancoush natonal-
ist and passsonately anti-natonalis,

Of course, after all this, some will feel that we have missed the whole
point, that trying o play with various extramusical impubses is as rockless
as tackling the Pole in shors and a Tshire. Why not simply go back 10 the
music and forget about the possibly confusing and contradictory program-
matic images? But of course, we know that there s o such thing as “the
music,” in any case, and once we hine been lured into the world of the
program by the compaser, trying to returmn 10 some notson of abstract aes
thetic purity is more difficult than linding & depot in a bliceard. Even of we
could artain such a place, it would rapidly become clear that the very thing
that we wish 1o comprehend has become snintelligible, for we never
approach works in a vacoum, without context. Without some parallel
scenanio, there i smply no meaning,

In fact, the most exciting kinds of anahysis naturally suggest interpretive
strasegies. As a quick example, one of the peculiarities of the opening is
the “misspelled™ Abminor chord. The chord itsell, whale evocative, acts as
a kind of phantom placed between two G magor chouds, the harmonic
semitone relationship mirroring the melodic activity at the end of the
kne. Might we consider that thes strangely spedled chord is an imsmediate
symbal of the fact that, in this work, as in the Scott legend itelf, nothing is
s it appears 1o be?™

I have focused paamarily on the relatiombip between the symphony
and the Scotr expedition because the composer stressed such a thing, b
1 could have caily looked at other featares, For example, some critics
have considered the work in terms of the sublime, secing the tniness of
the charactens against the vast Antarctic landscape as the fundamental
goal of the work.® Cerrainly, the way the formal unfolding of the sym-
phony affects our response 10 the opening material & significant as well.
It hardly matters which aspect of the work we choose 1o penvilege. What is
important is that depending on our attitudes towards such things as
Scott, Antarciica, Amundsen, exploration, natonalism, semilones,
Vaughan Williams, England, our momentary moods, whole tone scales,
and coundess other factors, we may find compelling reasons to hear the
Sinfonia autartica as exhilarating, stully, herole, wragic, ambiguous, or
downright silly. Al of these depend on the mteraction between a muli-
plicity of realworld scenarios and the ficton we somedmes call “the
e inelf.” And by fiction | do not mean w0 imply that the klea of “the
msic el is without value, merely that the retelling of a musical work
as a Schenkeran reduction, a succession of chords, or an intricae formal
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design is no more real than Smagning it in conneczon with ideas, images
and actions,

This i, of course, quite troubling, which is 21 least one reaon why so
much of the work in music criticisan, theory, and scholarship s involved
with sanctioned Masterpseces, 1t is not that they arce “better”™ works, but
rather that a collective assumption of value allows us to ignore the outside
forces that shape our engagement with music. When we encounter 2 work
such as the Sinfonia astartica, whach has not been sanctioned, the thin ice
on which our acsthetic judgensents rest are immodiately evident,

In this stady, | have implied that a work bke Safimis amtartica may change
its dentity depending on our evaluation ol its hero, ity componer, and the
weological worlds surrounding both of them. Since this involves an ongoing
process, it olniously follows that our listening experience, 1o choose an
appropriate metaphor, i only the tip of the iceberg. Indeed, many of our
mest profound engagements with 2 work like this ocour when we recom-
pose and reflect, mimutes, howurs, and s after hearing ies actual soands.
Thus & contemplation of such things as nasonal suriving, Asminos chards,
and the composer’s atsempt to find a bevo where there may not have been
one, s not alien o the process of coming to tenms with this symphony, nor
is it a neglagible part of determaning its significance, This procos may take 2
week, or it could ke several years. Though in the end, it may be teoapang
10 banish all extramsical convideranons for their Sootelike amatearishness
and unscientific meanderings, we may remember thar much of the valwe
ceded 1o muic by our caltare (e, why music departments exist) depends
on the belief that music & soenehow part of reality and communscates things
abowst it, however impeccisely we can articulate them,

For Scout, Amundsen, Vaughan Williams, and so many others, the Poles
were great metaphoss of the unknown, of striving, of death, We might
continue the process by secing in polar exploration certain more general
analogues 10 mntellecnsl and aric actvity, Amundsendike preparstion,
in explocation or research, though not alwans glhamorous, generally brings
better conchusions, while Scottdike eflores usually involve great “advens
tures,” but far bess happy results, Looking at Vaughan Williams as an
example, we alo might suggest that the maost successful artises seem 10
have combined aspects of both expeditions in their approach o matersal,

We might also note a distinction between expeditions to the North and
South Poles. While the South Pole, despite s abstraciness, & actually a
place on a continent which can be visited time and again, the North Pole
1s quite ebusive. There is no kand there, simply ice floes. Two of Scott’s cab-
les still scand i the Antarctic and there is a sclentfic base xt the South
Paole; there are fow momentos in the far Nogth, For this resson, not a
single person disputes the fact thae Scott and Amundsen made it 10 the
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South Pole, while the debate about the North Pole sill rages. Did Peary
really make i? Was Cook's clalen valkd? Even woday, we do not ksow ™

Perbaps these polar situations may serve as metaphors for the scicnces
and the humanives respectvely. The South Paole appears 10 be hike the
hard sciences. Though the ice cap may shift, there is 3 continent below,
Just s many kinds of sciennfie experiments may be duplicated and veri-
fedl by succeeding generations. But this & not so for most of the work in
the humanities. In a wonderful passage from Amundsen’s The Sourh Fole,
the suthor talks about his life as an explorer:

The regrons roumd the Nosth Pole—oh the Devil take it—the North
Pole had arracted me since the days of my childhood and so | found
myself 3t the South Pole, Can amything more perverse be conocived?
([1912] 1976)

S0 too docs this study end s far away as possible from where it began, for
it is the North Pole, with its shifting ice floes, which is more like onr disci
pline. Heve context not only alters comtent, but serves 10 create contens,
There is no sobid ground, nothing keft behind remains at the same place,
and this year's verities, about the Sefomia amtartics or any other work, are
likely 10 be next year’s luaghingstocks, if they are remembered at all.

Notes

1. The tithe of the symphony s curtous in its origin. o was originally called
Sinfonix anlemrtice. Prosamably the name “sinfosia™ was used 10 distinguish the
woek frome his sumbered symphomies, considering s uniquencs in both orign
and approach. When it was pointed out 10 the composes that he was using
Latinase (“sisfonia”™) amd Greck {“antarctica”) woeds together, he changed the soc-
ol woed 10 the Tudianate "svrtica” (Rennedy 1964.322)

2. The circumstances that led Amundsen 10 contend lor the South Pale are
themsedves indicative of the vicositedes of Polar explosation. It had been
Asandsen s intenthon oo be fint at the North Pole, bot while he wis planning his
expedition he receved woed that the North Pole, “the Big Nail.™ had boen auined,
firs by Cook and then by Peary. Although the achievements of both teese expedic
tions were katey dncrodined, Amusdsen felt that there was no prize 10 be had. For
thin reason he survepttionsly planped an avault om the Sosth Pole, not cven
teling bis men wotil they were as Madeina, his bt Eurogean port of call. For moee
on this, see Huntford (1985).

3. s addition o this 1915 publicaton, the journals of Scom. cbniouly unedized,
are also available in wx yvolusses from Unasversity Microfilms LT1Y; thoy were pubs
Ished in 1968, Material aboot the expedition to the South Pole o found in volssc 6.

4. See alw the grisy Gostmie of the handwritien entry beoween poges 402 and 408
of Scott (1913).
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5. For & Doceating account of the Franllia expaldition, compleic with aton-
ishing photograpda of the preserved bodies of the victims, see Beatie and Geiger
(1988), There & quite & subsanual Boerssure on polar subjects. For an excellent
wummary of polar explosation and a good bade bablography see Maxsonc-Graham
(1968). For a good general history of Antarcsic exploration see Fogy and Smith
(1990). For meore meditative and speculiative views, see Pyne (1986}, Parfic (1985),
and Campbell (1992), The following books are useful descriptions of Scotr and his
expedition: Huxley (19771, Thomson (1977), and Pound (1966). For a wonderfid
visual record of the trip see Pomting (1975).

6. Im this case, two experienced mounsain guides, Stephen Fucher and Rob
Hall, died, along with seversl others, in an ilkaoed avoult om Mo, Everost. There
were Video cameran there 10 Blm some parts of the disasier, asvd Rob Hall, who
had heroically saved ot the top of Everest emher than Jeave a dying companion,
was gatched throngh o his wife's selephone i New Zealand, where he was abide 10
sy a poignant Brcowcll before dying of cold and expovare.

7. See Kennedy (1964297-500), Vaughan Williams had worked with Inving on
a provicoss (ilm, Th¢ Loves of foanne Godden.

& Ser also Ottaway’s comment in his aticke in The New Grove: “He soon knew
that what he was writing was 20 codimary filn score and that an Astasctic syn-
phosyy might well come of it In Gact, be was achicving a reconciliation thar would
produce mot one bt three more symphonicos and would affect alinost eventhing
he wrote i the very active 1en yeass remassing to bim™ (1980.575),

9. Fou a richly hivered porrait of Shackleton see Huntford (1986). The swesoion
between Scou and Shackelton can be traced 1o the Discovery Expedition of
1902-04, when Scott had Shackebon “invabded cent”™ because of scurvy. It came to
A head in 1905 when Shackleson, in a beroic diol, came withén minety miles of the
Pole, the Funhes South which had yet been achieved. He retumed 10 London a
hera, When hin wife aaked him how he bad the will to e back he replied: “I
ot you would rather Buve a lhve dosley than 2 dead Boa™ This & a stark con-
traat vo Scotr's Laser cholees.

10, Yet their pofar expedicion was not encrely without inodent. Amusdsen was
so worrsed abosst Scott xnd wo overestimased Scote's preparation that he at fint Ieft
foe the South Pole wch 200 carly. He and his men were forced 1o turn back and
several almost died. Sec Humtford (1985),

Il Nansem's role in the whale race 10 the Pole wan extraordinasy, He coun-
selod Scotl 1o we dogs and wis & troe mentos o Amusdsen, giviag Bum the use of
Nansen's spocial explocasion ship, the Fram, and fighting 10 get seppor for the
expedition. Finally, while Scott wa down i the Antarctic, Nansen uun have had 2
bt allawr with Scott's wite Kathleen (Hhantfoed 1980),

12, Several darios are available which shos well the camaradene of the place.
Perhaps the mast thoughtlul is The Quiet Land: The Astanctic Diarier of Frawh
Dvbenbawm (1992}, The best evidence of the manmer im which the Eaglish broought
iheir donnish humoe and Behavioe to the South can be seen in the facvianile of The
Sowth FPolar Times, published as volumse § of The Daaraes of Capéain Ridest Scott (1965),

13, Sceat brought three maotorized sledges om his ship The Ters Noow, They
were of 4 new doeagn using calerpdiar treads. One sask as it was being tiben oll
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the ship and the other two stopped working shoetly afier the asaull on the Pole.
See Humtfoed (1985324, 593),

14, Something of the extreme nationalivm that was occesonally found oo the
polar journey can be seen inoan entry [rom the diary of Tryggve Gran, the caly
Narweghan on the expedition. Unaware of Arsundsen’s plans to take the South
Pole, Gram had accepted Scost’s imitation 10 join his expediton, The pasage
describes 4 cosnvenation between Gran asd Tius Oatex: “*Oates was 2 closed
book v me untd | sbared camp Be with bam . . . | gained the impeession thas [
did not find grace in bis eves . .. Ow the returm jourmney from ‘One Ton Depot”
Oasen tald me straight ost that what he bad agaisat me was not penoesal; it was
Just than |owas a foreigmer. With all his heart he hated Al foreigners, bocaue all
foreigners bated England * When Gran declared that he would support England
if it were forced imto war, “the next instant he grasped my band, From this
moment the dosed book opened, and Oules aed 1 became the best of [riends™
{Gran 1954),

15, For a liw of the pieces used im the film see Kennedy (1964:385), Alshough
the numbery arc lived, they are not sdentificd, and there is no thematic index 1o
show, for example, that 0o, | and mo. 19 are the same music.

I Tt is tromic that Scoat's “dark” journey ok place entirely i the light, since
the san never st during the persod of bin asalt on the Pole.

17, In adetrer 10 Ernest Brving, Vaughan Williass wiote: *1 cansor get os at oll
with the “Soott” symphony, so it will have o walt i b, §expect” (Rennedy 1964).

18, Other ban composed for the &lm make their way o the ymphoany: the
Tro of the Scherro b bhased on 2 section where Bisdie Bowen encounten some
bouncing peoguins, while the Inmermezzo comes from a theme wsoclated with
Wikson's wife, Oveana, which was not used in the movie,

19, This was boer made isto 4 BBC series by Trevor Griffichs tided “The Law
Place on Fanh,” starvng Martin Shaw as Scott, with a nice cameo by Brian
Dennehy as the disgraced Fredenck Cook. This is 2 manveloss plece of tedevison
theater, and should be seen aloagyide the film Seotr of the Asdarchic. The
s alos pritiliahed in & vobasse entithed fuadgrment Over the Dood (Griflithe 19656), As
the beginning of the volume, Mischa Glenney interviews Grdliths is a fascinating
ploce of pring jousnalivm,

20, One of Huntford's most dasaging indicusents is s successiul atempt 1o
show that the “wwful vaeadher”™ which held up the @ and demoraliced Scott posed no
hacal o Amundsen ut &, and that the Noowogians, using doge and ki, Boguently
oraveded enoomous distances in the kind of weather which siopped Scost i s tracks.
This is contestod by Solomen (2001

21, This, of course, cannot be Blumed on Scott. These comparisons can be
made beoween Sestts Last Expedition (Scoer 1913) and the facsimile edition of the
diaries (Scott 1963). The following pasage appears in volume 6.

22, See Maone-Grahaen (198:504). In Galliths (1986), there Is a good deal of
tlk in the abosementioned interview (woe note 19} abows how the forces arosnd
Scott’s son, S Peser Seott, tried 10 supperom both the book and the sclevision series

I3, Afver he had sttained the Pole, and before Scot’s disaster had boen diacos
ered, Amundsen gave soveral specches in Englind. He wan taken stadk by the
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rudeness and condescension of many of the members of the Roval Geographic
Sockety. This stnement by Lord Carzon was particalarty galling 1o him: *1 almost
wish that in our tnbuie of admiraton we conld include those wanderful, good-
tempered, fascivating dogs, the true fricnds of san, withoul whom Captain
Amundsen would pever have got to the pole™ (Thomson 1977.288.89). In
Amundsen’s recollection Curzon said, =1 propose theee cheers for the dogy', while
he cleanly emphasized bis sativical and derogaory imtention by turning tosarcds me
with 2 deprecatory gosture™ (Hustfoed 19685558).

24 Scont was boan four years befoce Vaughan Wilkams, in 1865 The writing
about Scoet has always drawn on the ssue of national characser. A typécal example
s pronaded by Apuley CherryGasraed (1997) who wrote: “It & the great good Sor-
e of England that Scotn wrote—could feel so deeply and express his feelings
2 he did. Those words which Scot wrote wiven be was dying. forced oot of him by
the droumstances and by his sene of duty, are part of England. OF thia [ am sure;
ihe unselfalines, the sacrifice, the fight againw hopeless odds issmornalizod
by Scow in that last meessage and in those letters which be wrote as he deed, had
their effcct upon the Groat War and will go on banang their effoct for mamy vears
unknown”

25, For more ot the crgasiration of the Beaish Empire, see Divid Casvadine
(N01).

26, Perooal communication, Jamary 6, 1994,

27. Trevor Graffiths has this 10 sy oo the sulgect: “What o it about e Scott
myth, the mythography that surrounds that? Why & that so impocant?® 1've known
thés for many years mow, but F've never quite seen the essential adjacency, a contin-
gency of the one with the other, . . . The myth had to be creatod o justily the war
thal follosed. And #'s becawe we live in tenes that are themselves not very diffen
ent that [wanned o write this prece” (19860000 ).

28, Fam grateful to my colleague Lee Rothfarh for b insghts into this pasage.

29. This paper wio first gives ot U, C Berbeley, and 1 am gratefid 1o the s
dent respondents whose questioss helped wo shape my revisions.

30, The bes evidence we have suggests that nelther of thom made it At any
rate, there is no evidence svaihable @n tersn of careful diasies and sextant readings
1o prose cither case. The maer is itself 2 Buscinasing e of polivcal power sence,
like Scotr, Peary had the backing of the powerfud Natosal Geographic Sockety.
The most importast boaks by both explorers are Fredernck Cook's My Attisment of
the Fode (1911) and Return Frow the Pile (1951), and Robert E Peasy’s The Nooth Pole
19105, The (ollosing s a selecuon of fairly recent books om the sabgect with thelr
general Bodings: Wraght (1970), maybe Cook made it, Peary didn'e; Rawlina
(1973), neither made it 10 the Pole; Eames (1973), Cook yes, Peary no; Rasky
(1977}, protably neither dad; Hunt (1981), neither, but especially not Cook!;
Breton (1958), Cook not, Peary protubly not: Harbert (1989), Cook no, and Peary
0o, but he got cose. Abramson (1991, Cook made (e Peary didn 't

31. Indoed, things in the Antarcic have heated up just as this article goes o
press. Susan Solomon, i sciemtist at Asserica’s Natiooal Oceanic asd Amospheric
Administration who first vislied Antarctica in 1986, has written x vigorous rebasal
to Huneford. Her monograph (Solomon 2001) arygues that the temperatures Scolt
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encountered were sgnaficantly colder than the “normal”™ ones as meamured in
meteorological sations over the piol sevenieen years. Scott’s Bilure, she insists,
was ot due 1o ncompetence, bt 10 the very "bad lock”™ the explores mentions so
frequently in his diaries. Huntford termm her anguments “codewaddiie” And w0 the
debate comtinues, in the New York Time, i the Obanicle of Higher Edacation, and on
numerois webwites throwghoum cvberspace.
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Arnold Schering, “Die Eroica, eine Homer-
Symphonie Beethovens?™: Translated with an
Introduction and Commentary

Translator's Imtroduction by Glenn Staniey

With this essay on the “Ercica™ Symphony, the eminent Gorman mues-
cologist Armold Schering (18377-1941) began the second phase of an ambe.
tious projgect o develop a method for musical hermencwtics and
apply #t 10 the interpretaton of indwidual works. The programmatic inter
pretation of the symphony, which makes Hector, the Trojan warrior of
Homer's liad, the principal hero of the work rather than Napoleon, inaw-
gurated a senies of artickes and books dovoded o the explication of the sym-
bolic content of Beethoven's most important instrumental music.
Beethoven, Schering argued, was stimulated o compose through his
engagement with licerary works, which funcioned as programs that were
presented symbolically in his mausic.! After composing, be supprossed the
programs. Although Schering often labored 10 present arguments about
their plavsibility, he was unable to provide concrete evidence for such peo-
grams and none has since emerged. Hence they muse be consbdered fie-
tons, products of Schering’s own rich musical and liserary imagination
Not surprisingly, as the editor’s note (p. 89, n. 1) at the beginning of
Schering’s oniginal “Eroica™ essay in the Newer Beethoven fahobuck (1934)
makes chear, the Beethoven analyses were controversial 1o say the least,
sometimes provoking ridicale, Bat Schering's interpretations have never
been entirely dismised, indeed in the context of recent interest in recep
ton history and hermeneutics, his work has recenved more attention (some
of it guardedly positive) than in the decades following its flest appearance
and his death i 191, To the bost of my knowbedge this is the fint pub-
lished translation of a Beethoven work analysis by Schering: Edward A
Lippman (1990:185-207) has vanslated one of his essays on the nature of
musical symbolim (soe pp. 72-73, n. 4). 1 hope @t will be of we to readen
interested in critical methodologies and Beethoven reception.

The theoretical basis for Schering’s Beethoven eriticism had been
largely worked out in the first phase of his rescarch, which produced a
series ol studses begun in 1912 on critscal methodologics and the nature
of musical symbaolism (see appendix for a select bibliography) * Schering
developed his ideas about symbolism with respect 1o Johann Sebastian
Bach's texted music, showing how Bach reprosented emotions, ideas,
human actions, natural events, and objects in music.® These different

ot Mowslogs, 1o, 08 (Spomg 2000)
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kinds of textual content gave rise 16 corresponding types of symbaolism in
Bach's music, and the imerpretasion of ssmbaolic content became the basis
for the hermeneutic method,

Schering established a confusingly dense network ol categorties, subcar
egosies, and erarchics in his attempt 10 answer questions about the sym-
bolic process per se and about the forms of musical symbolism. He
established two fundamental classes of symbolism that were linked to spe-
cific music symbols. Symbaols of emotions and psychological stes (Affts
und Stimmungs-pymbolih) are represented by musical symbals of motion and
sound (riythm, melody, dynamics, et ). These are clementary symbols
that can be grasped by the listener intuitively. On a higher
level are two kinds of symbols of ideas (Vorstellungssymbolid): depicuve
symbolism, which is musically transmitied by wordpainting { Tewwalelere)
and concepiual symbols, which involve musical rhetorie, histarical styles,
specific techniques (e.g., fugue), and calturally derived symbols (e.g.. the
Protestant chorale).* Their recognitdon requires varying degrees of
musical knowledge and the abiliny to make abstract asocations between
musical events and thelr referental meanings.

An ardent non-formalise,® Schering was comvinoed that any music clam-
Ing acesthetic significance, whether texted or purely instrumental, must pos
seas a symbolic content that s derved from extra-musical ideas, Musical
ideas alone would not sudfice; they would produce mere Speefmusik, whose
acsthetic quality did not transcend mere play in a Kantian sense of the
term. Moreover, the degree of acsthetic content in a work and aesthenc
pleasure to be derived from it depend on the quality of ssmbolic content
and the degree of its concentration in the work. Armed with his theory,
Schering could proceed 1o the hermencutic analyss of the instrumental

music that possessed these auributes 1o the highest degree, posed the
greatest problems of interpretation, and over the coune of i reception
history provoked the strongest methodological controversies: Beethoven's
imstrumental music. But be needed programs—content sources whose syin-
balic representation stmulated composithon.

Schering selected the texts with 3 knowledge of Beethoven's reading
preferences; they ranged from classical antiquity—I1lomer was one of
Beethoven's Lvorite authors—to lulian Renassance pocts and Shake-
speare, wo the greast contemporary German masters, Gocthe and Schiller ®
As Schering would have i, Beethoven suppressed these texts because he
Wi seEsilive (0 contemporary opposition to program musc and also felt
that music conld and shoukd stand on its own and nevertheless be “cos-
rectly” understood. This was possible because the musical ideav—motives
and themes, harmaonies, forms, in short every apect of a work—were con-
ceved through a mental process Schering called “transubstantiation™ (a
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werm borrowed from the cucharistic transformanon of Christ’s body and
blood ino bread and wine), in which the content in a Bterary text s dis-
tlled into music and thus transmitted through the work., Hence a
hermeneutic discussion of the music requires the “dascoven” of the pro-
grams andd the analysis of thetr symbuolic representation in music. The use
of explicatory programs derived from specific lterary works osiginased in
the midcightcenth century; one of the most noable carly Instunces was
Herinrich Wilhelm von Gerstenberg’s underfay of Hamlet's monologue,
“To be of not 10 be,” 10 2 keyboard faneasy by Co P, K Bach, and the peace
tice flourished in the ninctecnth contury (Momigrny, Wagner ot al)." Bt
this approach dillered essentially from Schering's because the literary
texts were to be underssood metaphorically, as a convenient means of dis-
covering common speritaal content. It was never claimed that the musical
works under descussion arose as a result of the composers’ reading and
muscal reinterpeetation of the literary texis upon which the oritics drew.
Schering found the program for the finst three movements of the
“Froica™ Symphoay in the Mad The main part of his discussion focuses on
the first movement. His decision to begin with the “Eroica™ i not coinci-
dental, As be potes at the beginning of the essay, the Thard Symphony had
always been one of the most discoussed pieces in Beethoven's awere, and the
vich Giedd of previoss interpreaations provided an opportunity for Schering,

an aggressively polemical scholar, 10 expose weaknesses in the arguments
of these writees in order o emphasize the rigor of his own methodology.

(The astounding lack of selfawarencss in this respect s wonderfully
iromic.) His primary tangets in this csay are A, B Marx and Paul Bekker,
whose work he both censures and praises (he relies on Bekker's discussion
of the finale a tased on the Prosctheus legend rather than Napaoleon).
Schering does not, however, acknowledge two carly French interpretations
that were almost certainhy known 10 him and come closer 1o his own read-
ing: a decture given at a Parisian society for the fine ans in the 1830 that
was published in the Newe Zatschoif fir Mk in 1544, and a concert review
by Berlioz for the Gasette musicale de Pt in 1837, Both associate the sym-
phoay not only with Napoleon, but also with the /had most notably the
scherzo, which, it was argued, depicts games in celebration of fallen
heroes*

Perhaps Schering el justified in not disclosing these interpretations,
hecause for him thoy cmbodied the vague impressonistic character he
obgected 10 In ndnetcenthrcentury criticism that reated literary programs
only ax metaphorn® Schering & condrete, quoting chapler and verse, a
practice be contnued in his Bter work: in the first three movements of
the “Eroica,” formal sections, shorter passages, and small dewsils (e.g., the
€2 at the beginning of the fint movement and the “premature™ hom
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entrance i the retransiGon of the development) are direatly related o pas-
sages in the fiad Unfortunately—and this is sympromatic of the later
Beethoven interpretations—he does not apply his symbol theory in any
meanangiul and explicit way. Never in the “Erosca” cway, and only rarely in
his other writings, docs the reader learm about the specific kind of symbal-
lsm that s operative a1 a gnen moment. Only at the beginning of the osay
does he adumbrate some of the theoretical considerations introduced in
previous cxens and brsedly discuss the nature of Beethoven's symbolic La-
guage. It appears that Schering wished to distinguish theoretical from
exegetical cmphoses, as if he felt thar work-dnterpretatson should not be
encumbered with a detailed techmical anahsis involving the varied cates
gocies of symbolivm that be had already establidhed in the theoretcal csansy,

It is & truism, but a worthy one, that an interpretation of a 1ext reveals as
mach abosnt the mind of the cnitic as it does about the anginal author, The
symbol theory and the programs it required are instruments for a method
developed within a synthetic cultural-historical perspective informed by
Diltheysan historiography and hermeneuncs and by theories of the unity of
the arts and mntellecnial life (Zaggeaf). Schering's work both suppors and is
motivated by an implicit valorization of Beethoven as the equal of a Homer,
a Stukespeare, or a Schiller and the elevason of his inserumental masic o
the status of the great canonic masterpaeces of liserature, As for the specific
work anahses, if we accept Schermg om bis own tenms, suspending oar dishe-
Tief in the programs, we discover a sensitive lissener who writes vividly and
highly musically in enthusiastic rexponse 1o music that moves him deeply,
The musical analyses is sound, marked by grean sensisvity 1o detil, although
nol partoulaly deep o systematic, For whas it is worth, the programs coere-
sporxd well to the musical events for the most part, despite one glaning incon-
satenicy: Schering makes Patroclus the victim ol the baetle he Jocates in the
development of the fint movement, and Hector, whase death s not por
wayed in his reading of the symphony, the Ealllen hero whose body is canvied
in the funeral procession of the second movement.

We can admare his interest in the bermeneutic process, which comes o
life with his repeated wse of verbs signifying purposeful endeavor (trachien,
versuchen) ancd the atabnment of a heuritic goal (eakovwsen, nockhommen),
These words emphasize his, his readers’, and other authons” acts of dis-
covering meaning. And we can note—with skepticism or delighe
Schering's own gilt for metaphor and his own “heroic” snle, which, how-
over, produce texts that are often obscure in meaning and therefore very
difficult o wanslate ™ He himsell beconses a coauthor of the "Exoica® bhe
describes, adding (if only dubious) mcaning o Becthoven just as he
chaimed Becthoven did for Homer. Perhaps it is not Hethoven s, but the

“Eroica” is coreainly Schening’s “Homer™ Symphoay.
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Notes

L. Asingle excoption so than rule is foasd in Schesing's peogram foe the Fifih
Symphony (19534, see appendin), whose topic wias the idea of leadership
(Fatrung). This essay was pabdshed in 19534 and conchudes with an implicit bue
unmistakable reference so Hitler's accesion to power and the changes weeping
Germany. This and other evidence, notably the dedication of his most ssportant
book on Beethoven (1986a) 10 "The Young Germany.” and his role in the
izamon of the German masicological society and the romonal of Alred Eimatein
from his position s editor of the Zatwhrifl fie Musksiisenschaft in 1993-24, i
dasesing and has led o highly megative poctrayals of Schering in the 19008 (e.g.
Pamela Powser 1995). Schering was, however, nover a member of the Nazi pasty
s hix scholasship does not reflect, i any meaningfl vay, the metbodologios
and the idelogical and propagandistic agendas identificd with the Thind Reich.
In my view, Schering was an opporvanise, who did what he Sl necessary 10 retain
his academic position and influence and maintain his osm melloctual independ-
ence. In the discusion of the Filth Syssphony, he concludes Bay remurks om lead.
enship with a list of hbseoaical figures who bave embodied this principle. The Tt
begins with Judas Maccabaeus, the Obd-Testamens Hebrew military leader. Hider's
nasse does not agpear in the list or elvewhere im the esay, b the irony intentionals
Wi Schering a skilled practitioner of dowblewlk? 1 plan 10 write an essay oo
Schermg and the Nuri guestion. which will incosporate archival material never
before divcsacd.

2. 1o bis setinal esay, “Lur Grundlegung der muskalichen Hermenewtik™
(1914}, Schering’s discussion of musical hermencutics emphasizes physho.
pevchological comospandences betwoen musacal and organke processes—a teenticth-
contury updite oo Baroque Afktendddre. Here sysnbolinm is viewed 2 a peripheral,
catrpordisary phenomencn, alwent froes all texved vocal msic becamse this smusic
Is direcdy expressive of the thoughes and Sechings contamed in the text, and pres
ont in instrumental music oaly in explicitly programmatic works such as the
“Ervica” Symphony oe the Fawar Symphbony by Lisel Scheving shifted sysabolam 1o
the center of his ldeas oo musical meaning i the 1920s, when be began writeg
the Bach evns andd soveral arniches on more general aspects of musical ssmbolism.

3. Schering was ot the Besl writer oo music 10 auke we of the yymbol con-
cept. 1o W essns om Bach, he praised but also criticoied Albery Schweitzer's pios
neering book on yymbolism in Bach’s sacred choesl and cegan mode ([ 1905)
1908). He abo referved 10 an anicle on the same wpic by Hugo Goldschmidt
(1921). To the best of my knosdedge, Schweitrer amd Goddachanich were the fina
o dincuss the expresive and depictive properties of muie (incdoding Wagserian
lestmotives) o serms of specific npes of muosical ssmbolism. Earfier wes of the
terms had been mare mctaphorical or abatract; the two authon are very concrese
in labeling passages s symbolic and identifysng the kind of webolism they coe-
wroe. However, alshough they explicitly anmounce thele antidormalist position.
their work has no theoretical underpinning; it s concepeually maive. Schering win
the first 0o Atempt A systemase, fgorous lnvestgation of musse symboliss

4. Schering never set forth a geseral theory of musical symbolinm, Two writings
approach a ssuthetic discasion: the 1927 paper given i Halle and the arucle
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based on it {vee appendix) and 2 bater article, “Mmikalische Symbolkunde”
{1936¢), which Bas boen trasslased by Lippmas (1990:185-207). On symbol the-
oey, soe Lippesan (1992359.70). See also Suanley (2002),

5 Scheriog’s muerest in symbolism and his anteformaliss acsthetics were cers
taindy nflececed by the Gorman musicologint Hermann Kretaschamar aod the
phdoscphber Johamnes Volkelt, both of whoms tghs Scheriog at the University of
Leipeig, Rremschmar apparently trodoced the oo "hermencutcs™ o musso.
logxcal discoune and putiishod numerces atiches and books on methodology and
exitical work analyses. See lan Bent (199431-35) and Kretowchmar ([183098] 1994).
As carly as 1576, Volkelr bad argued that the quesison of syrubolisen Ly ar the beart
of the greast aosthetic conmrovensy of the tme, the detate aboast form veras con-
tent, and bad prockimed that the concept of the mmbol, of “content booomsing
form,” “will help lead the acshetics of content 1o victory over formalism.™
Symbolises was the peimary foous of his sitvobame Syston of Aathencs (Volkelt
105-14). In the 190, interest in symbolisen istemaifiod, spurred on by the work of
Ernwt Cassirer in linguistics and philaaophy and Erwin Pasolsky i art hisvory.
Scherugg gave his first public lecoare oo musscal symbolises ar an interdscipdioary
session on symbolism of the 1927 comference of the Sockety for Aosthetios and the
Sciceces of the General Arts st Halle. Camiter gaove the keynote addocw. The lee-
pares weve published in the Kongrofenodl Malle, Zaitsehaft fir Aok wnd allgomaiee
Nonstwassenccha 21 (1927).

6. Boethonen ovnod copios of the fhad and the Oy in German tramlagon.
He mentioncd Homer severid times in correspondence, athough never duning the
componition of the Erowa and mever In comnection with the ssimphosy, and enscrod
several prusagos from both epics im bin diacion. Soe Maymard Solomon (1968254).

7. On Gerstenberg, see Helm (1972). Om other instances of programmatic
explcation with a specafic 1ext of an lvented program see Bonds (1991:106-71)
and Bent (19915868, on Wagner, 12740, on Momigny),

& The reception histary of the symphony, iscluding the relationship of
Schering's esay 1o carlier nerpretations, has been discussed in dewall by Scou
Burnbam (1992:4-24) and Thomas Sipe (1908:54.75) . Sipe alwo dacases the
carly French authoey (50-61).

9. See Schering (19574 1936a:13.121).

10, Becavse | rogard this cssay as a literary toxs as much 2 an anahvtical one, |
bave attempted as close 10 a literal trassdation . wie posible, Rarely, and only
when no reasonable aliermative presented itself, did [ osodernize Schering'’s lan
guage, o samplify his synaax, becaise | wanted 1o preserve his elaborate snle
[which was for its own time modem) and womctimes weaghty rhetoric. The mean-
g of more than several passages was obtscure and certan terms were wed o
very colloquial Eaion, notably tomles, which appears sweveral times bt nevs once
with respect 10 absolute silesce!



The Eroica: Beethoven's Homer Symphony?!

By Arnedd Schering
Translated by Glenn Stanley

Beethoven's Eroica has always held special interest for ontes. It arigh
nated i conjuncion with some notable circumstances, and its contents
cannot be casily revealed in a single, clear interpretation free of contradic-
ot Each |eritic] tried 10 consider the meaning of Beethoven's concept
of heraism and-—from Marx until Nef—came up with beautiful and poetic
ideas. They mentioned Honaparte, but otherwise did not comsider him
further, which corresponds to the fact thas the work is only extermnally con-
nocted with his name. Even if Beethoven (according o Ries)? was
attracted to the baillant First Coosul and inspired by him 10 conceive a
work in herose stiyle, i is dillicult o believe seriously that the great soldier,
whose most famous deeds came after 1505, was the spinal godfather
[ Pate] for i conception.

With which aspect of his person, about whom the reports and rumors
had no doult produced a sill very skeschy image, could Beethoven have
begun, i not ssimply with the idea of the extraordinary nature of the entire
phenomenon? Why did he give the funeral march already 10 the secomd
mavement of the symphony? Who were the moumners of the deceased?
Why did he dedicase the entire work expressly 1o “the memon” of a hero
[sce note 2], indeed to one whom Beethoven no longer thought of as
adive?

That Beethoven again associated the symphony with Bonaparte after its
completion can casily be explained by his wish to bosor him funther as an
expression of thanks for the inital stimulus [to composition ] * There is no
connection—this has long been known—between the music isell and the
futare French Emperor. Not even o his character, which on the basis of
the musical interpretations | Dentungen), must have been an unusaal mix-
wre of strength and irresolution.® The famous destruction of the
Bonaparte title page meant licthe more than the cancellation of the origi
nal dedication 10 the great man. Moreovey, Beethoven beographers should
allow the English General Abercrombic [sic]® to rest in peace and treat all
further anecdoses about the conception of the [individual] movements as
that which they are: rumons that do not reveal anything decisive about that
which first sparked the flame [of inspiration] in the breast of the com.
pomser, even i, for whatever reason, they ssued from Heethoven himsell.

Interpretens of the work’s meaning have usually focused on an imper-
sonal, ideal character and viewed Beethoven's music as the expresson of

Cumens Musaiodagy, wor 00 (Sgurug D000
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thoughts and feclings that accompany the mental image of an equally
abwtract heroic life, Because cortain groups of affects in the work are noth-
ing other than clearly understandable, a certain common line of interpre-
tathon was attainod. Today things bave reached & point that no one sees or
expects any problems. Nonetheless, although the symphony stands fast as
an clement of the culwrakidea “Bocthoven™ in our cultural hertage,
although it speaks a clear, concise, and comprehensible language 10 any-
one who listens with undenstanding, although a kind of interpretative
canon has been developed by the important conductors, the question sl
remains whether all the mysteries have alveady been solved, For perfor-
mance practice in all probabdlity, but for the scholar, not yet. | have long
been comvinced that Beethoven—just like Sebastian Bach—possessed a
“musical binguage” [ Tomsprache], in which the clarity of ideas and affects is
comcealed behind a musscal ssmbaolism, the key to which we hine not yet
rediscovered. This key appears to have been lost already duning
Becthoven's lifetime, probably through the advent of the new romantic
mentality. In his lite years he complained to Schindler about the prevask
ing poverty of imagination. “The time,” he said, “in which | composed
my sonatas, was more poctic than now, lor which reason such sugges:
tions {abowt content] were superfluous. Back then everyone could sense
in the Adagio of the Thard Sonat i D [op. 10, no. 3] the repeesentation
of a melancholy state of the soul, with all the diverse nuances of light
and shadow in the image of melancholy in s different phases. A tde
providing the key for this was not necessary, And evenyone found in the
wo Sonatas of op. 14 the struggle between two principles or the represen.
tation of a dialogue betwoen two persons, because it was so olniows in
cach case.™

These suggestive remarks have been taken 1o heart by all critics, and
none of the explications of Beethoven's works hus Lailed w0 apply whole
heartedly the affects in their attempt to pursue the meaning of the music,
But 1t appears that Beethoven's “clariny® goes much further and pertaing
to things that cannot be correctly described only in terms of feelings. Just
as we cannot scientfically appeoach Bach i we uy 1o understand him only
in terms of the emotzons, it will not work with Beethoven, The study of
Bach’s musical symbolism teaches us that his affects—the expression
ol emotions—were never based on a vague, hazy, nonobgective paychol
ogy. but rather were always tied (o specific ideas, images, and impressions
of the imaginacon. Later on, this remarkable ink between the sense per-
ceplions and feeling loosened, but never was completely bost. Beethoven
must have stll possessed it 10 a high degree. On the whaole, | believe that
much more of the Baroque intellectsal heritage remained valid for him
than we have hitherto believed. In all hikelibood the affects will remain the
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first and fundamental basis for the interpretation of his music, beGuse
they are related 1o the ssmple, clemental sensory Bcts about which there &
litthe to argue. But this interpretation will only bead 10 hasic compechen-
sion [ Verstdmduis] not w ue knowledge [Edbenntuis], because knowledge
activates the intellectual spirit, and spiritual content can only be attained
through comparative, discursive, inquining thought. If we want 1o make
progress, our humanistic Beethoven scholarship in the future must do
more 1o discover Beethoven's musical language and [es symnbalism, which
differs consaderably from that of Bach, We may do so in the hope that we
can sull unraved some mysteries.

Whoever in this context thinks about program music in the customary
sense, orrs as much for Beethoven as tor Bach and will find the following
discussion mcomprehensible, Perhaps we even need a new music acsthet-
bes that avobds the falbures of the Romantics and develops new concepes.
Bat this & not the place 1o pursue this further. Only this may perhaps be
said, that there i nothing in the intellectual, emotional, and objective
physical world that cannot assume musscal form in a composer’s imagina-
ton. On the strength of a mysterious process, which can be called mus-
cal transubstantiation [the cucharistic transformation of bread and wine
to the llesh and blood of Christ], images of the fantasy and the mind
become music. That which is conceived or perceived transforms itself
into tone according 1o stll undiscovered Laws about the interdependence
of mind and soul. It discards everything that cannot be musically trans.
ferved and retains only that which can be communscated through sound
andl the rules governing it, and in as concentrated form as can be imag:
ined, that is, a1 the core of s essence. If we knew how an artist like
Becthoven, for example, undertook this kind of transubstantiation, then
we could discover such essences everywhere, The ald controversy that
ook place years ago, whether the “Einfall™ [a purcly musical thought] or
the “poetic idea™ was decisive for Beethoven, can be resobied in a
Salosnomnic manner: neither will suffice without the other, Transubston-
tlation means nothing other than the ransformation of every kind
of impression into 4 tonal event, Every “EmnBall” is itel & transubstantia-
tion, whether a conscious process or one arising from the apparent
HICONSCIOAITIESS.

Let us, however, return to the Eroca. The sicuation in the first moves
ment has been recognized by all writers on the movement. They all agree
about ome point: that in the development Beethoven leads his hero into a
bactle from which he emerges the victor. The intensification of technique
towards an extreme realisn penmats no doube sbout the imentions. But
they are less sure about the sections that frame this. Instead of asking how
Beethoven linked the sparit of this realistic battle with the preceding and
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following [music], they base thelr interpretation on the conception of a
quite general, supposedly heroic portrait of character. Like Haydn, who
acknowledged that he depiceed “moral charactens™ in his symphosies, they
believe that this explanation, which is conainly important, &s enough. The
master wanied o depict, they say, every essential apect of this porsait of
the hero: courage, determination, energy, reflection, depressson, cte,, andd
simultancously 1o create a great symhesls of these characterisuics and
Mlects, This s Largely correct; these interpretations are, M fire ghance, in
part convinong. But when we look closer, we get the impressbon that a
very confused paychological approach is operative here, an approach that
lacks all logic. Tt indiscriminately throws together every possible impulse
of emotion and docs not shy from placing dametrically opposed catsmtro-
phes of the soul within spans of a few measures. The first fifteen measures
alome supposedly establish the dual characters of strengeh and melan-
choly, the Batter already with an undertone of tragedy. The hero appearns
10 constantly change his form and colos, ke a kaleidoscope of the soul,
like & ball tossed back and forth by opposing internal foroes. The peculiar-
ity of the formal stracture, the strange dispositson of themes, the excep-
tonal matrumentation—abouwt which only immatersal or selfevident
claims have been made—these remain unexplained. | have nowhere
found a chear explication of the spiritaal contents of the maovement, On
the basis of the indefinite, vacillating analysis of the affects, one could well
imagine a dufferent but equally logical course of mumical action.

Did Becthoven really conceive of the movement only as a vague charac
ter portrait and pevertheless rsked placing the latener ansidst the evenis
of a real batthe in the development? The richness of the ideas and the
originality of the structure foree us 10 assume that other, More IMportan
matters phaved a rode.

After a long imellecrual journey, for which the remarkable measures
3-15 formed the poant of departure, 1 have become convinced that
Beethoven 1ook his image of the hero not from his own thme, bat rather
from clasical antiquity—to be precise, from Homer's Mhiad, It appears o
have been the character of Hector, more than any other, which radiaed
an extrzordinary herolsm for Beethoven, the enthusiastic reader and
admirer of Homer since his timme in Boan. But this figure was not simply an
abstraction, an ideal lmage without profile or contour, that he imagined.
He extracted cerain scenes from the poem, transubstantiated them into
music, and with them designed the first three movements of the
symphony. The numerous passages of 2 melancholy and resigned qualisy
were the dues that Jed me o this They seemed irrecondalable with the
image of the man of deeds that is portrayed in the development. |
believed thar many of them must be related o 2 feminine characrer. The
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analysis confinmed this, hence it may be stared that Beethoven did nom
only inchude the hero (Heaor) but abso his wife (Andromache) in bis nar-
rative field of visbon.

Book 6 of the Jlad contains the famous episode of Hector's Bsrewell to
Andromache and to his young son Astyanax. If 1 am not completely mis
taken, it was this which sparked Beethoven's Bantasy. The fint part of the
first moverment pertains to it To it Beethoven related in the development
the batde scenes (the death of Parrochus) thar are depicted in Book 16,
about which more will be said. In Book 25 we read of the war games and
competitons in honor of the Gallen Patroclus, which we rediscover in the
scherzo of the symphoay, And in Book 24 the funcral service for Hector,
shain by Achilles, provided the sublime model for the funeral march,

The assocation of Homer and Becthoven & not surprising. Nog & the
process which in Beethoven's mind ransformed classical ideas imso music,
As we know, such deas extend as far as the sketches for the Tenth
Symphony and may rest, hidden from us, within some other works as
weil ? Becthoven was a spiriiual child of German kdealism; classacal antig-
uity was a second homeland for him. As 5t bore fruit in Schiller, who trans
Lased large pans of the Amad as it broughe forth Goethe's [phigenie, so
may it have inspired the soul of Beethoven to the highest degree. | will
skip over what can be read in the blographies about his interest in antig-
vity and his own comments about that, and only mention that the Frows
finale, in [its] asociaton with the Prometheas music, s directly linked o
Greck mythology. '

It has mever been doubted that, with the Emica, Beethoven wanted o
wrile a program ssmphoay. The work will lose nothing and retain it value
for us when more details about the program emerge. It does not appear
superfluous 0 emphasize this, bocause a onedimensional acsthetic loves
1o devalue program music as a concept and reduce it 1o music of a secomd
order. We can best protect ourselves from such misanderstanding by con-
sidering that Beethoven didd not just meekly retrace Homer, although
he did conform to the poem in its general outlines, but rather frecly
transformed into music the Enpressons he received, and, where it became
necossary, made further independent additions to the pocm,

When, therefore, in the following, we spin out the thread with which
Becthenen wove the wonderful web of his work, the sobeicty of cach anxd
every statement must be kept in mind. They may account oanly for the
basie relationships between event and process, between action and expers-
ence, without distorting [anything] through the sightost oversealousnos.
Morcover, the stepbyatep demonstration of the chain of small elements
that directly inapired the creative spirit must always remain metioulous.
Hence, only the constanthy vivid exposure of cach single turn [of cvents ]
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and, in response to cach one anew, its placement in the broader context
garantee corredt undenstanding. As we have heard, Beethoven did not
rechkon with Philstines, but rather with [listeners possessing] a talent for
fantasy. The hisorical events themssehes were not the primary coasidera-
ton for Beethoven; mstead it was the internal events thar they triggered.
But how could these have been represented without emphasizing the
external ones that could be the basis for the imaginason? What we have
aheays wlmitted for the battle scene in the development, namely that it is
one of the clearest and most graphic depictions of fighting in the entire
musical literature, we cannot deny abouat many other parts of the work,
which conceal less acoustically evident buat similar cases. Everything rests
om an inner logic that develops the program, and on the question whether
both the music and the program are fully accounted for. Only if there is
w0 other aliermative will it be legitinase 1o roject this interpretation usd
begin ancw.

Marx undersiood the it two chords in the seose of 2 “Hark, hark?*
That they mean more, namely that the hero energetically arises, will
become clear in the following discussion, but it is also revealed i the
original version[s] of these measures, which according to Nottebohm
(Een Shizzenbock ans dew Jabre 1803) contabn two sketches [ex. 1].'7

Beethoven Ister weakened this abrupt beginning, which comes in the
middle of already unfolding events. But he retalned the characier of a
whement gesture (Up! Up!), The image in his fantasy that determines the
beginning can be thought of in the following way. Hector frees himsed
from his wile's embracing arms in order to join the fighting. Neither
roughly nor boldly, but rather protecuvely, he tells her ol his decision: the
hero's theme appears in the most tender form in the lusacs, The mone 1
G2 [mu 7] can only signify a surpeise, a kind of reflex facial reaction o that
which s revealed in measures 715, because just now the loving wile
raised her hands in supplication: do not go! [This ] an affective gesture
possible only in music, a distilaton of Homer's depscton of the scene
(Book 6, 405-412):

««« bt Andromache came cose 1o his side weeping, and claped
his hand and spake 1o him, saying: ‘Ah, my hushand, this prowess
of thine will be thy doom, seither hast thou any pity lor thine
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infant child nor for hapless me that soon shall be thy widow; for
soon will the Achacans all set upon thee and slay thee, But for me
it were better 1o go down 1o the grave if 1 lose thee, for nevermore
shall any comlore be mine, when thou bt met thy fate, bt only
woes 14

Animated by the greatest anxiety, this compelling phrase intensifies; it
cannot possibly be anributed 10 the hero, filled with determinaton, who
bl just made his decsion. We are already in the maddle of the action.
Soothingly, he answers his wife, and the statement of the theme by the
violing and woodwinds (mm, 15-22) has a loving and 1ender character,
He promises ber that his unbroken courage and strong hand will win
the batrle:

Then spake to her great Hector of the fashing helm: “Woman, | 100
take thought of all this, but wondrousdy have 1 shame of the Trojans,
and the Trojans’ wives, with trailing robes, if like a coward 1 skulk
apart from the batde. Not doth mine own heart suffer o, seeing 1
have learnt (0 be valiant always and to fight amid the foremost
Trojans, striving to win my Guher's great glory and méine own.” (Book
6, H40-46)

This warlike outburst, rising proadly, occurs in mm, 25-45. But
Andromache pleads again (in the second theme, mm. 45-55); this dme
her entreatics are admixed with tenderness, Or is it Astyanax, whom she
holds before the father?

Smiling, the father regarded the child, as did the tender mother,
and focthwith glomoss Hector ook the helm from this head and kaid
it albgleaming upon the ground. But he kissed his dear son, and
foosdled huim in his anesc (Book 6, 471-74)

Manfully the hero inserrupts the tender agitatson of his wife (mm. 535-56);
he speaks softly and comfortingly o her and reminds her again of [his]
duty and [his] love of battle, not withowt cleverly dimanishing its gravity o
the fearful woman by emphasizing its sport. Her answer is a new, expressly
painful reaction (mm, 83-86, woodwinds), With optimism and infinitely
loving devotion Hector would calm her (mm. 87-91, strings), bur this,
however, calls forth an intensely beavy sighing from his wife (mm. 9392,
woodwinds again). For a moment both sink into dark thoughs of renunce
ation. Bur be is sseadfast in his decision. He vears himself from her loving
embirace and storms away, = the completely broken and quivering woman
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reluctantly lets him go (mm. 99(0), The rhythms of the tendemess- or
Astyanax-motve from mm, AME become malitant (mm, 113-16), and in 2
splendid upsurge (mm. 119-31), he shows his beloved how his sword will
Fulfill its terrable mission;

Dear wife, in no wise, 1 pran thee, grieve overmuch at heart; no man
beyond my faze shall send me forth 1o Hades . . . Go thou 1o the
house and busy thysell with thine own tasks, the loom and the
disaff, and bid thy handmaids ply their work: bur war shall be for
men, (Book 6, 486-87, 490-93)

After a pledge [by Heawor] in the sense of “Take comfory, | wall return
somchow and sometime”™ (mumn, 153211,) they wave 10 each other a Tast time,
be exultant and she despairing:

So spake glorious Hector and ok up his belim with horse-huair cresy;
and his dear wife went forthwith 1o ber house, oft turning back, and
shedding big sears. (Book 6, 494-96)

Here the fint part of the movement resignedly concludes, plunging
into the depths. It comprises exclusively the episode of “Farewcll of the
Hero from his Wife,”™ It partrays both characters in (he throes of the emo-
vons and contains neither an actaal battde scene nor a suggeston of the
tragedy that will befall the hero, Beethoven beld very strictly (o the pocm,
The music that presents melancholy and softness signifies the feminine
clement, the wife of the hera,

Beethoven wrote a repeat sign. However, it could only bave been a cone
cesion o symphonic comvention of the time and not sertouly intended,
as proven by the airly mechanical transition to the repeat [of the exposi-
toa). It strikes one xs unorganic and loreign, for which resson i s olten
ignored by contemporary conducton,'*

Although the interpretation 10 this point could be closely hinked 10
Homer, now it must diverge, because Beethoven united all the battle
scenes depicred in the poem ntwe one concentrated portrale. This was
obnvioisly [necessary . In a masterful manipulation of symphoaic form, be
frecly added the following to the poem, The development'® begins con-
templatively. A heavy air of oppression weighs on the spirias [of Heawor
and Andromache ] in the quiet and harmonically static [l gespornens]
mcasures 15601, A short barst of encrgy in the cescends (mm. 168-69), and
we accompany the hero to the bauleficld. Te knows what he will defend
there: wile and child, hence the wender motives of the second theme
sound above the encrgetically running eighthmote figures in the violins
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and woodwinds (mm. 172, 176(). With the move to C minor and the sud-
den piamicime, the situation becomes serious, The enemy is seen and—
after twice being pursued (mm. 182-89)cngaged (m. 190), The preve
ous battle motives (mm. 65F), which had been more than harmiess
suggestions, now become real: the opponents test one another in close
combag, back and forth (exchanges in the violing). Because they are
cqually strong, they charge at cach other again (mm. 2246), the hero
sccompanicd by the battle cries of the second theme. They become en-
tangled. This same theme provides the riythm for the dueling in the
fugato, from which Beethaven develops slahing ligures that rain down be
blows above the winding eighth-note counterpoint (m. 240), They come
ever {aster and more brutally, and, when evervthing breaks apan ino
ghastly, sereaming dissonances, the owtcone of the battle appearns chear

So the twain joined in strife for Cebeiones like two Bous, that on the
peaks of 2 mountain fight for a dain hind, both of them hungering,
both high of beart; even so for Cobriones the two masters of the war-
cry, even Patroclus, son of Menoetius, and glodlous Hector, were fain
to cleave the other™s flesh with pitides bronee, (Book 16, 755-60)

Then the unexpected happens: in the maddle of the banle the hero
releases his staggering victin (mm, 2840), Why? The answer is ox
by the theme appearing for the lirst time at this poim [ex 2):

Kxassple 2

g—-—‘q—-!—:‘pt# ,”’@E

The “regretfidness”™ of this phirse hus never been masundentood, But
only now, and in this context, does it become justified. The hero recodls
from the deathblow that be must deal the brave opponent. Shall this
Mourishing sdolescent really perish? [This i) certaindy not a Geeek idea,
but rather a Christian humanistic one, yet worthy of Beethoven's world
view, and at this place [in the movemsnent] highly poetic.

Incidentally, the interruption of the battle has a procedent in Homer.
Before Hecror kills him, Patroclus, who with has fellow Greeks s murder-
ing crazedly, receives 2 mighty blow on the shoulders and back from
Phocbus Apollo. His eyes fill with teaas, his helmet rolls onto the sand and
he must leave the banleground:
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But Patroclus, overcome by the stroke of the god and by the spear,
drew back into the throng of his comrades, mosding fate. (Book 16,
815-16)

The short cresoends in measure 305 puts an end to the hero’s sympathy.
The threamening Coamajor and Cminor intensifications i measures 34-16
and thereafter sound like a last warning that the enemy surrender. And
now the hero is overcome with cmotson for a second tme, when he sees
the mortally wounded Patroclus retwm, But because he [Patrodius] stub-
bomly persisas, [Heawoe ] goes all out. The violent explosions in the basses
and the stretto on the herosmotive in the winds proclim an accumulation
of the utmost erergy.

What follows is clear. The encmy sinks to the ground under fearful
blows. He repeatedly tries 1o stand, but in vain, His serength ebbs, all that
remains i a teerible moanang and death rautle,

But Hector, when he beheld greasouled Patrochss drawing back
smitten with the sharp bronze, came nigh him through the ranks,
and smote him with a thrust of his spear in the nethermont belly, and
drove the bronze clean through; and he fell with a thud, and sorely
grieved the host of the Achacans, (Book 16, 817-21)

Deeply moved and exhausted, the hero strains 1o hear, but only awakes
from his stupor when a distant horn quicth calls his name. A split second
struggle in his hean between the powers ol life and death. Can we not
undorstand that Beethoven boldly dared the utmost in arder 1o dowcribe
the most extraordinasy emotions?

Now, in mewsure $02, the reprise beging, The entise first past of the
moversent (ustid m. 145) is repeated with important changes. At measure
557 a second development section, about which more will be said, s
introduced with the familiar violent harmonic shifts from Es o Db and
C Bat fiss the question, how, sfter the preceding, is the reprise 1o be
undersiood?

If Beethaven had been able o use Liset's model, the course of the
movement woukd have boen different, Sonata form required a repetition
of the begmning, meaning-—f we want to interpret the whole movement
programmatically—the retarm 1o an carlier stage of events. We don't know
whether Beethoven thought about this. But the appearance of the reprise
can be interpreted [programmatically] even in view of its external formal
requircments. It occurs not [only &) a matter of necessity, o we view it as
the depiction of a recollection or a dream of the wife who remained at
home. She experiences for the second time the farewell scene while the
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hevo is away—an interpretation that 1 believe can be supported with a fow
explanatory points. Because precisely here, in the st pant of the first
movement, Beethoven departs in a stnking way from structural conven-
ton, This ha often boen noticed, bat pever explained, The continuanon
of our program provides the key.

With the end of the baule and the beginning of the reprise Beethonen
clearly changes the scene. We are back at the beginning again: the degrar-
ture for bautle. The first motive of sorrow and pleading in mm. 7-15
reappoars (mm, 406-12), but in dafferent colors: no longer is it despair-
ing and sutfering: it now moves confidendy and strongly from E» major to
F major, The homm call of ber beloved reaches the inner ear of the wile.
Was he victorious, as the instrument’s proud repetivions of the high C
imphy? Was he defeated? As she ponderns, the harmony abeupely slips o Db
major on a sudden pagno. Was he defeated? repeats the anxious soul. The
progression becomes harmonically seatic and softens [ Die Basgrung avurd
tondoser . . ) and retums 10 the dominant of the beginning. No, it cannot
be! This is announced by the mighny upsurge of measres 12834 and the
entrance of the now truly “glorious™ Hectortheme,

And now, as stated above, the entire farewell replays iiself in a hean
that sweetly remembers happicr times during days of soerow (Dante)—just
a in the exposition, except that the boghter dominant harmony is now
prominent. The drcam, or recollection, basts until the maoment of the
actual farewell, which had been reached shortly before the repeat sign [in
the expasition]. What Becthoven now does appesrs 10 confirm almost
absodutedy this attempt to interpret the movement. The Eb major in meas-
ure 555 begins nothing other than the equivalent of the opening (ol the
movement]: the scene of the reunion of the hustand and wife, T has been
prepared ever sa sensitively, as only a poet can.

Andromache awakens, Bsening alertly, The heromotive sounds safth in
the woodwinds, while the unison ES of the strings Is proloaged over four
measares and Bdes o o pp. Didd shie hear it comrectly? Once moge, now in
D» major and more strongly. Is it really him? The theme a third time, now
in C major and In full serengrh! Thar cannot be an dlusdon, that is realicy:
he is coming! But unrestrained joy is premature, Only happy certainty,
intermal relief from all worry can be expressed: mildly and without excite-
ment the hero-themse wells up in the second violing, again and again, o i o
cannot stop, as if this C major would begin a new life in the woman's soul *#

Above this shivers the concealed nervousness of expectation: those
minuse, shy figures that no ontic has tried o justily unul now. And joining
the expectation s the regret, introduced as a sudden change of mood
through the descending eighths (men. 5S16E), that the battle had clainved
avictim (the woodwind iheme from the batide episode, mm. 585E). Bt
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the secret joy trivmnphs (mm, 5991, as the victors stricdes can already be
heard aa distance (mm. G07(L) No explanation is required for that which
follows. [t is the moment in which the wife, full of palsating intense expec
acion, s twmultoously reunited with her returming husband, who in meas-
ure 650 appears before us in all his greatness and-—-not without carcsses
(mm. 677 )wenjoys the fruies of his triumpls.

Beethoven himself created this scene of reunion, which reminds us of
Oberon and Tristan. Just eleven years Later Carl Maria followed him,
although he did not live up 10 the greatness of his model. The contents
of the Kentestataok in ¥ Minor is related 1o similar thought processes,
Ity program, as recorded by Weber's friend Benedike [sie] after Weber's
own description and published in Max von Weber's biography of his
father, & given here for comparison:

The Bady of the castle sits on the balcony. She looks mourndully into
the distance. The knight has been in the Holy Land for vears. Will
she see him again? Many bloody batdes have been waged. Not a
word from him, who means eventhing to ber, In vain her prayers o
God, in vain her yeaming for the great man. Finally a harrible vision
takes hold of her, He Bes on the field of hatde—abandoned by his
own men=—bleeding from a wound to the heart. Ach, if she could be
there and 2 lexst die with him! Exhausted she collapses and fints,
Hark! What sounds there in the distance?! What is gheaming there in
the forese under the sunlight? What comes claser and closer? The
magnificent knights and pages, all with the sign of the cross, and
wirving flags and the jubilant crowd, and there, there be is! Andd now
she throws herself into his arms. What a surge of love, what infinire,
indescribable happiness! Rapturowsdy the rolling waves and rosiling
branches proclaim the tiumph of true bove ™

Whether [in] the chivalry of antiquity or of the Middle Ages, the
expeniences of tragic conflices of the heart always remaln the same; the
visions of Becthoven and Weber differ only in the power of the artistic
depiction and design. Weber hated all “tone portraits with uthes,” as he
once wrote (o Rochlicg, because he feared that e would be “masunder-
stood and conssdered a charbatan™ like Abbé Vogler. Hence be did not
include the program in the print of the Konzertstick. Becthoven con-
cealed the actual program [of the Eroica] for the same reason, and
because it was more difficult than lacer in the Padorale 1o make clear 10
the listencr the difference between the “expresion of foeling™ (Ausdruck
der Ewpfindungd and “painting” { Malere). He left it open; one secks and
finds the hero and interprets his fae as best one can,
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Whether one agrees or disagrees with the interpretation developed
heve, one cannot dismass the fact that it goes further than a ssmple, unspe-
aific peychology of alfects aned that it offers a plan for the internal opposi-
tans in the themes and for the peculiar structure of the entire movement
that Beethoven could well have followed. Suipped of all novelistic form
and comsidered only as a meaningful human experience, it was as worthy
of his creatve genius as the poctic models for the Laomore Overtures, and
the Overtures to Egwont and Coniodan, more worthy in any case than
Wallington s Victory, And sow, for the first time, it can be understood why
Beethoven, compelled by the program he had freely chosen, immeasur-
ably expanded the form of the first movement, so that all tes to the first
two symphonics were broken, After finishing the reprise, he needed space
and time lor the preparation and realization of the reunion scene, for
which the second part was given not only its oft-discussed expansion but
alsvo a second inner clisax. It comes at the conclusion and, alter the pre-
ceding [music), almost possesses the meaning of a4 tumaltuous coda to an
overtare, similar 1o the Lamore and Egmont Overtures. There can be no
doubit that in this case Beethoven put traditional sonata form to the use of
the logic of the ieal program,

Let us move on 1o the second movement! IF another link 10 Homer were
ot readsly available, it would appear risky o make one. Bur "Hecror's
Interment” once belonged, together with “The Farewell from Andromache,”
o the most impressive scemes in this classboal epic and was adways a livorice
for drawing and painting, The Maos funder shows how deeply Beethoven
was toved by the depéction of the evenss in Book 24. It did not become a
chssicistic Greek funcral service, but one alive with all the compassion that
Homer was 2ble 10 render from the soul of one bom later. '™

Come ve, men andd women of Troy, and behold Heows, if ever while
yet he lived ye had joy of his coming back from batthe; since great joy
was he to the city and 10 all the folk, So spake she [Cassandra] noe
was any man keft there within the Gty, peither any woman, for upon
all had come grief that might not be borne; and hard by the gates
they met Prism, as he bare hamse the dead, First Hector's dear wife
and queenly mother flung themselves upon the lightrunning wag-
gon, and clasping his head the while, wailed and tore their hair; and
the folk thronged about and wept. (Book 24, 708-11)

Doesn ™t this read a an exact program for Beethoven's funeral music?
And does noa, in the Maggporr, the three-part woodwind cantilma seem to
symbolize (ot “represent”) the three women: Hecuba (the mother of
Hector), Andromache (the wife), Helen (the sisteran-faw) 21 “the gate,”
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their voices raised in weeping, when they see the approaching funeral pro-
cesston. One only has 1o vead the verses in which the poet conveyed the
Bments of the three women (Book 24, 724(0). What the poet was forced
80 present successiveldy, the musscian could ransform into a single simulta
neous depiction of deeply moving, graphic beauty: *On this wise held they
funeral for horsetaming Hector® [Hook 24, 805).

A feminine clement is also prominent in this movement, which—
utterly in the sense of the cighteenth century—emphasizes feeling. The
middle section in C major 3 devoted to this, while the dark, hard C-minor
kanent is reserved for the men™ This oo completely corresponds 1o
Homer's conception. But it cosld only be explained, if Beethoven had
permitted something of his [own] time 0 influence his image of the
scene from antsquaty. Bn the impenial Vienoa of his time the splendor of a
funcral still drew on strong, old Baroque traditon. Pechaps it remained
customary for solemn fanfares 1o drown out the laments of mouwrers
when they lost controd, as they do here [in the movement) twice so sarik-
ingly. Beethoven dearly conceived the Cmajor section as part of the
action in the scene, that is at [Hector's] bier, bocause the cortege begins
o move again only alter the deeply painful unison descent of the melodic
Ene that precedes the returm of € minor ® Melancholy memorses, sighs,
outcries, silent footsteps and plous blessings accompany him unol they
Eacde away, suffocated by toans

Until now, the Scherzo of the symphony could be associmed with the
two previous movements only with a kind of desperate exertion. About the
hom calls of the Tno, Kretachmar asked in puzdement: “The hero at the
huntz™ How can that be believed, when he was just buried? Bekker, who
did not very well know what 1o do with the movemsent, would like to see it
played before the Funeral March, because he thought thar the Lutter was
move closcly related to the finale.® Marx s of the opinion that Beethoven
was depicting the merry life in the camp: *Is this campduns Has peace
come and ix the anmy leaving for the beloved homeland? The horms call
lightly and boddly, like nimble riders high on thedr horses and the soldiers
watch contentedly and call back 10 them. ™ One sees the interpretatine
dilemma which arises from the impossibality of combining the merriment
of the Scherzo with the Funeral March.

Once again Homer snes the day, As we know, when Patroclus fell ar
the hand of Hector, the Greeks staged splendid competitions in his
honos. In Book 24 (25711, they are portrayed in colosful detail, vivid evi-
dence of the Greek athletic spirit. Should Beethoven have celebrated his
kleal Homeric hero in some other way, perhaps with sunken head and
funeral decorations? He remained faithful o the poet and would have
rejected a transposition of his movements with a reproachful reference o
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this penultimate book of the fliad. In Homer, the horsemen and the
chariot drivers firss appear, then the boxers and the wrestlers, the run-
nery, the shotputters and archers, finally the spearthrowers,

In the Scherzo, Beethoven retained noching but everything of this. Marx
came closest 1o the meaning, with the image of the exuberant Gunp life, but
did not provide the objective reason foe it Now the mystery has been solved,
becnse Beethoven was able 10 disregard that in Homer thoswe games ook
place not in honor of Hector, but rather of Facroclus. He named no names
and [thus] preserved the freedom of his artistic inclinations.

If one hears the music now—how it ascends from unclear, almost ele
mental sonorities and ruahies by in becathless haste; how nimble Gigures
pop up here and there; how the swarming ridens and chanioteers come
ever choser and roar past in loudest firty, the one or the other tunbling
over headfinst; how winds and strings in the most andacious tempo toss
the smallest maotives back and lorth like balls; how the runniog and chas
ing begin again and again; how finally, in the Trio, new scams appear,
huamers, jugglers, and others; and how it all is predicated on viruosity and
surprise—one will grasp that Beethoven's depiction of Homer's images
bears the imprint of a second, additional artstic genlus. This youthful
commotion could not hane been portrayed more ecomomically, plotcally,
or impetwously: [itis] a “syntheoc show™ of artistic fantasy without equal

Not much remains 1o be said sbout the finale, The csence has been
explamed by Faul Bekker's comvinang demonstration of both the [musical ]
thematsc and the conceptual asocations with the “Prometheus” music. ™
The fliad concluded with the burial of Hector, Beethoven himself had o
complete the final movement and he again sewed on 2 concept of humasnity
quite in keeping with the nobility of his [own] comvictions: the representa-
thon of the continuing inmgact of great men through all dme and place. The
myth of Prometheus made clear 8o him how greatess of the spirit and the
soul can crease dynamec life, joy, and insperatson from the least ferule sodl.
Into the vigxd, cold, raw theme of the beginming, his creative spisit mstilled
ever more life—at first [primitve] organic [bass theme), then [higher-
order] animalistic [contapuntal vardons) finally—art the entrance of the
soug-melody [the melodic theme |[—human and soullul, which is taken
through every conceivable form over the course of the variation cyde. With
an apotheosis of splendor and power the work conchades.

And this idca also originases in Hellenism, It is completely ted to the
concept of thar “fine and strong free human being,” as Richard Wagner
epitomized the Greeks, And, a the epitome of all humanity, it wis
Beethoven's vision while he wrose the Eroica. It has not been conjured up
psychologseally; it ks not a universal, cosmopolitan [ seltbingeriach] song, but
rather s based on the dear conception of a very specific ethos, precacly
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the one in keeping with his own convictions that be tound in Homer's
heroic song. If this work finst came into the world as the Bonapane
Symphony, and was Lter edevated by Hans von Bidow into a Bismarck

Symphony,® today it may be more correctly designated as Beethoven's
Homer Symphony.

Notes

1. This article, which was completed (n December 1953, wies the st i which |
asempard a new mterpretasion of Bocthoven's music, It was submitted o the ede
1o of the Bethovenpahriuck in fanuary 1934, External cirowsatances delaved the
publication of the yearbook for sach a long tme tha the article was preceded by
two ather simifar publicadions: “Zur Sandeutung der 4. und 5 Symphonse
Becthovera™ in the February 1934 imue of the Zatohn® fiir Musksssumschg® and
the book Rethoven in nower Destwng 1, Leipag, C. F. Kahnt (the five Shukospeare
String Quantets app. 74, 95, 127, 130, 131; the cight SakespearePlano Sonatas
opp. 27 11 and 2], 28, 31 1 and 2], 54, 57, 11; the Schiller-Sonata op. 106), 1 wish
1 mention these Biler esays 20 the readen, beanne they deciaively develop the
probdems that are only caatiously approacied in this asticle on the Erica.

Fdnor's Note: It has nasturally come 10 the astention of the editors [of the News
Borthoven fabrbuch) that the mterpeetations in the Beethoven articlos mentioned
above by Schering have met with strong oppositeon. Perhagps the present stady will
have a smilar reception: bt in the News Beethoven filbuok everyone shoudd have
the chance to speal who & saientifically begitimase and whose integrity cannot be
doubied.

2. Transtasor's Note: Schening reters 10 Frane Wegeler and Ferdinand Ries
(T1538) 1972:77-78), Riew's account is onc of the carliost that asociaes dhe wine
phony with Napoloon. (escly contemporanecous with it are F.J. Fetia's groundien
ladess (18535-44) that Becthoven had firs planeed 1o end the symphony with a G
major movesment that sltimately became the fimale of the Fifth Symphosy and,
after hearing of Napoleon's coronation m Esaperor, composed the Funeral March
and a new finale, See Sipe (199686061 ).

3. Tramslasor's Note: Schenuog alludes o Paul Bekker's thess thas the funeral
march would be mose effective 3 the thisd movement. See Bekker ([1911)
1927:161).

4. Summanzed in Thaver-Riemann [, 1910, pp. 41801

Translatos's note: Soe Thayer (1975345-51), Schenng alludes here 1o the com-
plex hisrory of Beethoven's changiog plans abous dedicating e symplomy 10
Napoleon and inchuding his mame in the tithe, Some of the maun sages in this
process include: ihe plan to dedicate # to him (letter o Ferdimand Ries of
October 18035): the Inscription of "Bonaparse” on (e title page of the smnograph
manuscrips; the destruction of this page by Becthoven in May 1801 when he
lewrmed than Napoleos had had Baoclf crommed Emperor in Rome by the Pope;
the crossing-out of the words “Inteulata Bonagare™ on a manuscript copy, upon
which was later enserod “Goschricben auf Bonaparte™; and an August 1804 Jetser
10 Beeithopt und Hirel, with whoess Becthoven wasted 1o publish the swsghony



90 Copmexy Musioolocy

(“The actuad tite of the sysaphony is Bosuparse™). The syssphony was in lsct pobs
lshed by the Kanst- und Industrie-Compeoire b Vieona in 1806 as “Sisfona
Frowa . . composta per feseggiare il sovvenire & un grand Vomo™ (composcd
in messory of a greamt man), It was dodicated 1o Primce Lobkowitx, one of
Beethoven's most smportast patvoss. See Carl Dahlbhaus (1991:19-26) and Sipe
(1948 30-55).

5. Trasalator’s Note: The measing o unclear. Scheriag wiites “Deutusgen”™
(interpretations) and the questson remains whether the plural noun sefens only 1o
Beethoven’s characterization of Napoleon {although Schering contends that
Napoleon is not the hero of the nmphosy) or o music by other composen.

6. Tramdutoe’s Note: General Ralph Abercromby (1754-18501) was Rilled in
Alesandrta, Egype im 1801 during & vicsorsous baetle against Napoleoose troops.
Here Schering rebukes Bebkor ([1911] 1927:160) who had advanced the bypothe-
sis that Beethoven composod the funcral smarch of the symphony in bonore of
Abercromby. A Britsh connecton 10 the funeral march (Lord Nelson wis sl
proposed as the homoree) was alwo suggested by Joseph Beroline, one of
Becthoven's doctons. Soe Sollosson (198%85), who refers to ol Carrmy o xn exrly
source for this story.

7. Tramfaror's Note: The German text in this cleatlom departs in several
insagnificant detads from that in the first two editioss of Schindlor™s Wiography
(Misster, 1540 and 1845, respectively). This is probably a result of Schering's
husty trasscnption. Schindler introduced changes knto the text of the third eds
tion (Mimsser, 1860}, which is the basis for subscqueent editions after his death
and the teenticth<entary Englah anslitbon (Schindier 1966:406-7). Scheriag
did wot specily the edition he used. but it must have been either the firs or the
second

The comersation is a Gabrication. Schindler powesed 2 sumber of Beethovwen's
setchbooks, apparenty baving illegally confiscated ar least some of them afier
Beethoven's death. and he drastically altered their comtents. This forged entry was
included in Georg Schiinemana’s edison (194143, 3:541), On the forgreries soe
Diaginar xnd Gritta Herre (1979, especiadly 12 and 40). O page 60 are the entries:
“Frinmern Sic Sich, wie sch Thoen vor emnigen Jahrem die Sonaten Op. 14 vorr
spielon durfic? . . jotat alles Kar® (Do you nemember that voa allowed me 1o play
the op 14 sonatas for you a few years ago . . . pow (0 s ol dear) and "2 Priscipe
auch im Mitehatz der Pathetique® (also two princigles in the middlo movement of
the Pathétgue). In addition to creating the sdea of the “two principles.” which
become an important idea for Beethoven snyle crimicism, Schindler. direaly above
this pessage, alwo told the story that led o the nickname “Tempest” for the Pano
Scauta op. 31, no. 2is D manor.

8. Transhor's Note: Schenmg alludes 1o 4 controversy that broke out (n 1920
when Hans Plitncr, in bis polomical osay Div nase Auhetik dor muskalinchen lmpotens
(1926), amacked Bebkey, who in his Bograplny argued that a “poctic sdea”™ wins always
the point of deparowre (or Becthoven 30 begin a new work, Plicoer asgued for the
inherently swaic idea—the Emfal—that stimulatod componition, Schering abvo men-
tioned s controversy in his docussion of the hiswoey of Beethaowen reception in the
introdhction 10 Bethervs and di Ixchtung (19536a52-54),
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9. Treanslatar's Note: Schening refers here to 2 memorandusn Beethoven
wrote in speing 1515 on the back of a skewchleal conuining work on the second
movement of the “Hammerklasier™ Sonata (Bonn, Becthoven Haus, Samamdung H.
C. Bodmer, BaK §): “Adagio cantique, Plous somg in 2 symphony in anciest
wodes=Lord God we praise Thoeallieluin—cither alose or as introducton to a
fugee. The whole 2od sinfomie might be characierized in this manoer in which
case the vocal pars woukd enter in the ket movement o alecady in the Adagio.
The violing, etc., of the archestea 10 be incremed teafold s the Last movement, in
which case the vocal parts would eoer gradually —an the text of the Adagio Greek
myth, Centigur Exclenatigus—im the Allegro, feast of Bachus [ae]™ (Thayer
1973:588). Notebohm published the original in Zuweste Sotbonrnianio=N 11 ([1537)
TN 163), and this was in 2 likelihood Schering's source.

On Beothoven's plass for the comganition of two wmphonios in the veary fol-
lowing 1518 and the controvessies about ies status, see Sieghard Beandenbusy
(1084), Barry Cooper (1987), and Robert S Wimer (197377, 1991),

10. Trasalasor's Note: The hallet The Crraturex of Prosethens, op. 45, first per-
formed in 1801, contains the two themes that Beethoven wed in ihe Piano
Varacons in E», op, 35 (which Beethoven referred o as the “Promethens”
Variatioon) and in the Beuale of the Froca. The ballct has been inscrperted as an
allegory in homor of Napoleon; see Constantin Flores (1978.75.81) and Lewis
Lockwood (19921 $54-56), who cantiously endorses Flogos's views.

11, Tramslasor™s Nese: Adolph Bershuard Mars (1875, L245-886; see tiramlation
b 19971 55.85), Marx's hero is Napodeon himsell, the acton of the symphony
ks place om a tartdefickd.

12, Trasalasor™s Note: Schering refon o sketches in Landiberg 6; see Gustay
Nottebodon (1979:51-52), which contabes the two sketches Schermg cites. There
are sketches for the wmphony that precede Landsherg 6 They are found in the
Wiclhooky sketchbook of 1802-0F; sec the edition by Natan Fiesan (1962.44461).
The skesches foe the apenssg measures i Wielhonky do not contaln asything like
the sketches in Landsberg 6 or i the finkhed work, See Lockwood (19921 5450,
expecially his trunscription on 155).

13, Tramslaroe's Noses § use the 1957 vanslation of Homer's fiiod by A T,
Murray. Schenmg does not indicate the source of the Gevman citations.

14, Trasalaoos™s Nese: In Muzrray™s sramdation, the fint Boe reads: “Adoesd then
Raighed bis dear father and qoeenly mother™ (297). 1 have resised dhis vo conform
o the German venion in Schering,

15. See Nottebolim, op. €it, on Beethoven's incousistency aboult the repeat.

Tramdator’'s Nowe: Notsebobum (197970-71) does not snemtion this peoblem
exphaitly, although one of b tramcriptions inchades repeat signs and he docs
discuss the desalled work on and revisons of the closing group.

16, For the reader’s onentasion, measure 156 is the firmt meaure after the
double tar (Ar i the fast violin).

17, One can note that the episode explained here as a dresssvision s romoved
from its contest and stands by sl through characterivic barmomic shifts at the

and the end: the fire tane from F major 10 De magos and B magoe (mm.
412-38), the second time from Ev major to Db ssajor and C magoe (mm. 555-65),
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18 Tramdator's Note; Juliss Beoodict (1804-83) studaed with Weber from
18211824 He was Wedet's first studest and was treated as a member of bis
family, Later, be bad positions in Vsensa and in Naples, and setthed in London in
1335, Benedict’s biography of Weber (15831) has been commonly acceptod by
Weber sclodars as the original source for the program of the Kensotatick (cony
posed 1821, See Nicholas Temperley (2001} Schering cies Max yon Weber
([1864-66] 1912, 2:311),

19, Tramdamor's Note: Schering wivies (174): "Elae anthiserende griechische
Totenfeior ist she nicht geworden, aber clove in der alles Jebe, wes Homer sus dor Sede
des Nachpdborrmen ox Matgefilld beraunchiogem bonnte” The bt clause {given in italics)
is the most obscure paosage i this dilicsdt texe The muain groblem is the referens
tial meaning of “Nachgeborenen,” which can mean fmilial progeny, descendenis
in a moce general seoe of later generation, o posthumous susvivor. Several inter-
pretations are plasible, but none s definite; each also depesds on the meaning
of the prepasition “aum.” The provioss sentence suggess that the reference is 30
Becthoven himaclf; the new sentence contimues the thought that Beothoven is
moved by Homer's sext. This would, bowever, reguine that “aus” be traeslased as
", which is congrived, The reference could abo be o Homer himaclt, implying
that Homer, who wins belicved 1o huve Been boen alter the tume of the Mad, was
able o write 3o movingly because of the compasson he felr. which he rendered
from his osen soul,

200 Trandator's Note: Thin argument scems counterintuitive. AMfier i gentle
beginning, the Casajor section (mmm, ML) assumes as overall strengeh and fea
tures musical gestures that, somwithatanding the presence of feminine heromm
the mmpic of the dowical period (e.g., Leonoee in Fiddia), undoutaedly bolomy pei-
mardly o muscal mages of maleness. Moteover, the asocianon of the major
mode with femssine sentiments doos noc square with eightrenthcensary thinking
on this saiter. See Geeschen Wheelock (1995).

21, Teansdmor's Note: Schering Implicidy critiques Bekker ([1911) 1927:161),
who angues that the movement depicts “the emotions of a spectator”™ viewing a
funeral procesion from a distance.

22, Transhasor's Note: The reference is wo Hermann Krewschmar (1919
199-207),

25 Tradanor's Noge: See Bekker ([1911) 1927:163).

24 Trandwior's Note; Marx (1875, 12275 1997:175). Marx mclodes a soadcal
example shering the threr hotm arpegyising an Ebmagoe triad.

25 Let us noce thae Max Beuch, in his ormorio Aciles [op, 30 (1883 ], also
depicted the games during the basial rites for Patroclus with an isstrumental
movement

26 Bathovwnm (1911) [sc), 1922, p. 223 [1927:165-65). On the thematk con-
nections alone see Thayer Ricmann, op. die, pp. 42211

Translator's mose: This s mot mcluded in the Yoches edision of Thayer (1975).

27, Trandator's Note: Schering refen so resarks by vom Bokiw afler & perfoe-
mamce of e symphony an March 1892 (which he dodicated vo lsmarck) om the
occadon of his final concert with the Berbin Philharmonic Orchestra in Berkin,
The concest, dedication, and remarks weve repeated shorly thercalter in
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Haesbeng. At the concerts, von Bilow imcluded in the program sotes his own 1ot
o a “Bsmarck-] lymae® that was underfaid o the melodic theme of the tinale. For
a brief peviod of time thercafter, the Fmics was referred 10 as the “Blsmarck-
Symphonie” in some newspapens. But reactioss o von Bilow's homage to
Bismarch were mixed: i Berbim ot crcated & sinor scandal. His cemarks were puls
lished in the firwt edition of his letters and essivs edited by Marnie von Bédow
(18961908, 8371-T8). Commmunication from HansJoachim Hinrchsen, Zurich,
See also Sipe (199564).

Appendix: Amold Schering’s Writings on Musical Symbolism
J- 5. Bach's Vocal Mude

1925

Bach und das Symbol. 1. Studic: Bubesosdere dic Ssmbolik seines

Kanons. Bach falebuch 22: 4063

1928 Bach wnd das Symbol. 2. Scodie: Das “Fighrliche™ vod “Mer
phorische.” Back fokrback 25: 110-37,

1957a Bach und das Ssmbol 5. Sisdie: Pyyehologiche Grandlogueg des
Symbolbegrifls aus Christian Wollls “Psychodogia emplorica.” Sack-
Jakeduch 34 RS-05,

1950 U Kansaten | 5 Backs. Leipeig: Roehler and Amelasg,

Beethoven's inntnamental music

1954a Die Ervica, cine HomerSymphonie Beelboven® Newar Bothoven-
folkrdach B 10ALTT,

19%4b Seethozwn in newer Dewtung. Lelpaig: C F, Kahne,

1984¢ Zur Simndestung der 4 und 5. Symphonic von Beethoven. Zntwknft
Sir Masihawisensoha® 16 6553,

1us6a Bertbonen und die Dachtung. Berlin: Junker und Ddanhaspt.

15l Zu Beethovens Sonata pathétique. Ardre fur Munkforchung 1:
136-67.

0538 Zu Becthovens Violinsonaten, Pars 11, Zesrsohng for Musih 105
104145 (Dic Sonata amoll, op, 23); 105 130818 (Dic Sonase F-
dur, op. 24); 104: 376-81 (Dic Sosate Ddur, op. 30 no. 3); 105
12130 {Die Sonare Esdur. op. 12 no. $).

1957 Die Symbaolik des Pankatos bei Boethoven. Archuy filr Masikforschung
227384

s Zur Erhenninis Boethovens. Newe Batrdge twr Deurang seiner Werke
Wikreburg: Triliesch,

1955 Uber cinige Grundsymbole der Tomsprache Beethovens. Post:
humonas in Huwar, Heldmmum, Tragh Sa Sethooen, 6570, Sormbourg/
Kehl: Librasie Heite.

Theoretical and Hissorical Studies

1 Zur Geundlegung der mustkalischen Hermeneunk. Zedachnfy far
Asthotsh wnd allgrmine Kuntisenschaft 9: 168-75.

e Das Symbol i der Musik. In Kongrafbeniche, Malle, 1927, Zeitsohnift far

Axthetik und aliprmane Kunitstemuhafl 21: 37988
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1936 Mindkalische Symbollusnde. fabrbach deor Maukbidlathek Pots 42
11.25

198%¢ Duas Entstehen der instramentalen Symbolwelt, johrbuch dor Munk-
Sibothek Frters 4% 15-29.

19374 Reitih des romastischen Musibbegiiffs. fobrduch der Musibbabiiothek
Frors 44 28

11 Dar Symbol an dor Munk, Lospaag: Kochler and Amelang,

Referenies

Bekkor, Pauk [1911] 127, Beethooen, Trapalated and adapted by M. M, Bozman.
Loodos: | M. Dent & Sons Lid. [Berlin: Schuser & Loeffler]

Benedicr, Julius, 1851, Weler, London: 8. Low, Marston, Searfe, & Risingion.

Bent, Jam, ed. 1999, Masic Anadyuis in the Ninedornth Comrary. Vol, 2, Howeneunic
Appmsacke, Cambodge: Cambiidge Univenity Prew.

Bonds, Mark Evan. 1991, Werdlens Riaonc Musical Form and 1he Meaphor of the
Ovanvon, Coombridige: Harvard Univensity Pross.

Brandenburg, Sieghard, 19684, Die Skirren rur Neunten Symphonic. In Zu
Berthoven 20 Anfidter und Dokumenie, edited by Harry Goldschmide, 88129,
Berbm: Verlag Neue Musik,

Rddons, Hans vom, 1806-1908, B wnd Schrifien, edited by Mane von Bélow, 8
vols. Leipeig Breithop! & Hinel.

Barnham, Scott. 1992, The Programmasic Reception of Beeshoven's Erowa
Symghony, Betbosen Forum |; 4-24,

Cooper, Baryy. 1957, Newly Mdentificd Shetches for Beethoven's Tenth Syinponry.
Musie and Lotters Ofc 915

Dabithaus, Carl, 1991, Ludsg vav Sevbomen: Approacher fo Ais Masie, Translated by
Mary Whittall. Osford: Clarendon Pros.

Feus, Francolsfoseph. 153514, Sogropdie universalle des musioiens of hidograpli
pwivale de ba munigur. Brassels: Leroux,

Fisman, Natan, ed 1962, Knygo akizor Beetborens g 1802-J803 pody. 3 volu
Moscom: Gos. muykal moe dao.

Ploros, Comsmangin, 1978, Beethonwns Lovecs wnd Prawethoso Musk. Wilhemahaven:
Heinrickahofen.

Goldschmids, Hugo. 1921, Tousymbolik, Zeitwebnf® fir Ashetit wnd allgemeine
Kunstwirwmuchafl 15 1-42,

Helm, Eugene. 1972, The “Hamiet Fantay™ and the Liserasy Elessent in C P E
Bach's Music, Musics! (hartendy 58: 277-06,

Herre, Dagaar and Grits, 1979, Anton Schindlen lingicrse Fintragungen in den
Konversatiomahefien. In Zu Bethoven. Awfsine wnd Anactationen, edited by
Harry Golidachemach, 1-89, Berlin: Vorlag Neue Musk,

Hoeser, 1997, The Mod. Translated by A T. Murry. Vol, 1. Loeb Cliowical Litwary.
London: Hesneman,

Reetaschmar, Hermann, [1896] 1994, Amon Brocknes: Symphony No. 4 In Muse
Analysis in the Ninoternth Century, edited by lan Bent Vol. 2, Hermenruni

Apgesacher, 106-17. Cambeidge: Cambeidge University Press.



Gress Sraxtey 95

——— 1919, Fikrer durch dem Kowzmtiael Vol. 1, ph. |, Sinfenie wnd Swite. Leipeig:
Beeithopd & Harsel.

Lippmam, Edward. 1990, Musie Aesthetics: A Mistorivad Resder. Vol S, T8 Tientienth
Contury. New York: Pendragon Pree

e, 12, A Hedowy of Western Musaoal Aothaticn. Lincoln: University of Nelwoka
Press

Lockwood, Lewis, 1902, Bathoen: Soudiex o the Crastne Proce. Cambiridge:
Harvard University Press.

Marx, Adolf Bormhard, 1875, Ludasg van Barhowen: Laben and Schafis. 5d od, 2
ol Berlon: O, Janke,

e 1997, Musical Forw in the Age of Borthoven: Selrcted Writings on Theowy and
Mevhsd Translamed and edised by Scott Burnbam. Cambndge: Cambridge
Usiversity Prow.

Noticbohms, Gusawy. [1587) 1970, Zeare Bethoveniania. New Yoek: Johnsoo
Reprint. [Leipaig Peters)

—, 1979, Twa Bocthooen Shetchbocks: A Dvicription with Musical Extracts.
Tralaed by Jossuhan Kz Loadon: Gallancr

Plicmer, Hans. 1926, Die neve Ashent der muslkalischen Impocens, bn Cesswmobie
Schnfien, edited by Bernhard Adamy, vol. 2, 99-281. Augsburg: B, Fibver,

Potter, Pamela. 1996, Most German of the Arts: Macoicodegy and Saciety froe the Wiimar
Napadiic do the End of Htlers Reaoh. New Haven: Yale University Pross.

Schimdler, Anton, 1966, Bathsven a3 | Knew Him: A w, by Axtom Folix
Schindler. Edived by Donald W. MacArdle, and tanslated by Constance S
Jolley. Landon: Faber and Faber,

Schimemans, Geoeg, od. 194145 Ladug vew Setbooens Kassemationbafle. 3 vols.
Berlin: Howe.

Schiweltzer, Alberr [1905) 1908 [ S B, Lelpaig: Breltkopt and Vel [Paris:
Fachbacher)

Sepe, Thomas, 1998, Bathoen Enca Symphony. Cambeidge: Cassduidge Usiversity
Press,

Sotomon, Maymard. 1953, Bethouen Loay Candeidge: Hanard University Pres,

e, 18, Bowthoven. New York: Schiinmer Books

Sunley, Glenn. N02, Schering's Bach. Bach fokrbsuch {fortheoming),

Temperley, Nicholax, 2001, Benedict, Sir Juliss In T8 New Grose Dvctisnary of
M and Muncians, odited by Sanles Sadic, vol 5, 240-42, 24 ed. New York:
Grove.

Mhayer, Alexander Whedlock, 1975 Life of Bathoven. Revised and edited by Ellioe
Forbes. Princeton: Princeton Universay Press,

Volkele, johanmes. 190514, Sytem dor Asthetab. S vols. Munich: Beck.

Weber, Max Maria von. [1860-466] 1912, Car! Marra sen Weler: ain Lobensbald 2d od.
3 vols, Besline G, Geote, [Lapaig: . Reil)

Wegeler, Frans and Ferdinand Riea. [ 1855] 1972 Biagrophische Nodizrn iber Luduny
wan Beethoven. Repriot. Hiddeshelne G, Oens, [Coblena: K Badeker)

Wheedock, Geoschen, 1998 Schparse Grodel and the Engendernd Minoe Mode n
Mozant's Operas. In Masicolagy and Dxfference; Gender and Sexwality in Music



96 Cowmexrt Musioorocy
Schalambup, edited by Ruth Solbe, 201-24, Berkeley: Unimeraty of Califosnia
Prea

Winter, Robert S 197%/77. Noch Finmal: Wo sind Beethovens Skizzen eur
Zehnten Syssphonic ! Bethooen fohrbuck % 531-52

i, 1991, Of Realizations, Completions, Resiotations, and Recosserac tions:
From Mach's The Am of the Fagwe 1o Beethoven's Tenth Symphony, fearwal of the
oyl Munioological Avwocistion 116 96-137.



Far Out: Intentionality and Image Schema in the
Reception of Early Works by Ornette Coleman

By fanna K. Sastaw

In this csay | would like 10 examine two factons comtribuating to the
categorization of music—authorial intentons and image schemas—and
their perceptual consequences, in kght of recent davclopments in cogni-
tve science. Psychologist Raymond Gibbs (1999) has argued that many
aspects of our undentanding of Baguage and artworks rest on a funda-
mental, often unconscious, tendency 1o seek the identity and communica
tive purpose of the creator, The writings of George Lakofl, Mark Joluson,
and others' have suggessed that human undentanding works in a funda
mentally metaphorical manner,? apphing modes of undernstanding body
movement 1o more abstrace domains of thought, Combining these two
approaches, this paper proposes that ous understanding of musecal cre-
atons as bedonging inside or outside of an established cognitne category,
i combination with our anribution of the composer’s intent, colors our
perception of the music to such a great extent that two people listening to
the same compasition might hear entirely ddferent musical objects.

This idea poses a serious challenge o music analyses. We like o think
thar most musicians will agree on the basic *faces™ of o musical work. This
belicf may seem 0 be confirmed when we focus princpally on the ckassi-
cal canon, analyzed by a culturallyvalidated system. But | chink this seem:
ing comsensus hides differences in peroeption that emerge more clearly
with less mainstream repertories or alicrnavve anahtic techniques. For
this paper I hive chosen a repertoire disseminated primarly in aural
form, which makes the ssue of what is perceved to be the musical object
even more acute: the carly free jazz of alto saxophonist Ornette Coleman,
A wide varicty of reactions to this music were collected from reviews,
articles, and record liner pnotes from 1958 10 1961 My research indicates
that thase who fedt that this music exceeded chershed boundaries and
who lmpated destroctive inentons o its creator had more dafficuley per.
ceiving its features (or perhags had les motvation 1o pote it characieris-
tics) than those who felt it remained within the bounds of recognizable
musical categonies or broke through constricung limits,

Let e begin with some basic assumptions about intention. Raymond
Gibbs views intentionality as a significant factor in understanding
the meaning of an uterance or artwork. According to Gibbs, social

paychologists
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conlim thar anbuaton of another person’s intentions is necessary
for forming an overall impresson of that person and for susiaaning
soclal Interactions. . . . Studies also suggest that anribucion of disposi-
tional qualitics to another porson on the basis of behavior may be
made spontancousdy, without awareness. (1999:78)

In fact, ascribing intentions 1o others is vital for making sense of human
interactions.

In the social world . . . a Jarge number of complex variables are
grasped easily and immediately, largely because people are per-
ceived as the originators of their behavior in the sense that there
some imenton motnating thelr actons. The aurtbution of intent 10
others is an important source for making the world seem relatively
sable and predictable, (89-90)

People are so used 10 making predictions about the behavior of others
that they routinedy overattribute intention when the circumseance does
not warrant it. For example, we tend to see intent in random cvents,
According 10 Gibbs, the attribution of intention may occur very quickly,
without conscious effort, or over a longer period of time. He asserts that

[a]l understanding, be it linguistic or nonlinguistic, wkes place in
real time ranging from the first milliseconds of processing 1o boog-
tevm reflective analysis. This temporal continuum may roughly be
divided into moments corrasponding to our comprehension, recog-
nitlon, interpretation, and appreciation of lnguistic utterances or
artworks. ()

For our purpase here, it i enough to realize that deciphering auchorial
mtentions can take place in the comprebensson stage, which compriscs
processes that mke from a few hundred milliscconds up 10 a few seconds
a1t most (100}, This suggests that within seconds of hearing a musical
phrase we may well have already attributed an imsention to its creator,
perhaps unconsclously. Just as it s advantgeous in understanding
convenation—for example, (o atrbute 10 4 speaker the intention of k-
ing directions—it may be advanmageous in understanding music to attrib-
ute to the performerns the intention of playing jace, the insention of play-
ing “Take the A Train,” or the inention of soloing over the changes.

Now let me tum 1o unage schenas.? Image schemas are crossmodal cog
nitive stractures that shape percepts and comcepts (Lakofl and Johnson
1999:50-44). They are formed from patterns of sensory and motor activity,
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Lakofl and Johnson name these schemas from their simple, basic cle-
ments. A list of them includes “container,” “source-path-goal,” “part-
whole,” “center-peniphery,” “link,” “cycle,” "iteration,” “contact,” “adja-
cency,” “forced motion® (e.g., pushing, pulling, propelling), “suppor,”
“balance,” “straightcurved,” “nearfar,” and vertical or horirontal orenta-
ton (ibil.:35). Some of these image schemas derive from the nature of the
human body ssell (eg., “front-back™); others result from recurring body
mavements or interaction of the body and external entities (e.g., “source
path-geal,” “forced motion”), Imageschematic concepes are reflocted in
many kinds of linguistic expressions. For example, when we say, “the
batterfly is i the garden,” we are insposing a container around a parnicu-
lar segment of land, air, and other features of the workd, and we perceive
the butterdly 1o be inuade that space. When we say, “this piece is in D
manor,” we are mapping our understanding of containers onto the realm
of music. I this case the “plece” of music (or the “music® leself), con-
ceived of as an object, is undentood as being inside a container holding
the arvangements of tones that we assoclate with D minor,

It is important o recognice bow fundamental image schemas are to
human thought It might seem that image schemas are cholces imposed at
the level of Binguage,* or at the level of conscions reflection, But they are
even more fundamental than that. Recent cognitive sclence rescarch has
pait into question the old distinction between peroeption and cognition, 2
holdover from faculty psychology, in which separate faculties were posited
for the activitios of sersation and reason. Tn Bxce, work in neural modeling
suggests that “the conceptual system makes use of important parts of the
sensorimotor sywem” (Lakoff and Johason 1999:39), Models cited by
Lakoff and Johnsom indicate that

ropographical maps of the visual field should be instrumental in the
computation of image schemas that hane topographical propertics
(eg., the comainer schema); second, that onentationscnsitive cell
assembliges should be able 10 compute the orientatsonal aspects of
spatial concepts that rely on body onentation (e g.. above); third, that
centersurrountd receptive Gelds should be cruczal 10 chancrenzing
concepts like condact; and fnally that the “AOlling-in" architecture . .,
should play a central role in characterizing the noton of contain-
went. (ibid.:40)

What we should take from this work is that there may well be no distine-
tion between the neural structures that shape perception and those that
shape cognition. 1t has even been suggested thae “the same neural mecha-
nism that can control boddly movements can perform logical inferences
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about the structure of actions in geoeral” (0id42). In other words, image
schematic conoepts may indeed be formed by the same neural maps that
carry oul perception and body movement. According 10 this view, amage
schemas take part in every level of “perception” and “cognition.”

The image schema of primary importance 10 this paper o “container,”
with the elements of an insikde, a boundary, and an outside. This schema
might also be called "inout.” These simple elements can be instantiated in
a myriad of different ways as they are applied to physical and concepeual
worlds. For example, the container schema s applied whenever we group
entitics together in a category,®

The music of Omene Coleman in the lae 1950s created intense reac-
tioss that may hane resulted in part from metaphoric mapping of the con-
winer schema onto the domain of musical practice. In this case, on the
inside of the container are the harmonic progressions, forms, and metric
pracuices of jazz up 10 that point, as well as the normative procedure of
basing solos on the harmony and form of the theme. Some critices called
Coleman’s music simply “far out.™ Others reflected the lack of dear
topography “outside™ the normative container by calling the masic
“chaotic” or having “no form.™

The perception of chaos in a work often rewults in Bsteners mapping
their response 10 the music onto the state of the composer’s psyche. When
trumpeter Rudy Bealf states that Coleman’s musie “sonnds like utter confu-
sion and madness . . . digointed and mixed up and crany™ (Feather 1960a:
37), he seems 10 be indirectly speculating about Coleman's mentad stabilicy
as well, Critic John Tyman is mare direct in his review of Coleman’s 1960
album, Free oz, when he asks, “Where does the newrosis end and the psy-
chosis begin? The answer must lic somewhere within this maclstrom”™
(1962:28). Just as the music falls ouside the usual categories, the com-
poscr’s menial state & perecived as outside of the porm: e's got 1o be ot
of his mind.

Roy Eldedge explicitly indicates where one goes outside of 1he nosmative
container, referring to improvisations by Coleman's quartet: “They start
with a nice leadolf figure, but then they go off into outer space™ (Hentoff
1961:228) * Another masician clains, “those themes are o fresh and beaun-
ful. Then they start to blow and it's Cape Canaveral!™ (Williaans 1963:24) 0

Another containerschematic undersanding of free jazz &s displayed in
a review of Coleman's 1960 album Tha i Our Muoe by Don DeMichael,
editor of Doaen Beat magazine, ™

His & pot musical freedom; disdain for principles and boundasics is
synonymous not with froedom but with apaschy . . [Coleman) has
been made a symbol of musical freedom when be is the antithess of
that freedom, (DeMichael 1961:25)
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DeMichael is placing Coleman outsde the bounds of what be considers
acceptable musical practice. This statement, at the head of the review, sets
the 1one for his subsequent treatment of Coleman’s music. Early creators
of free jazz were often portrayed as having bypassed normal boundaries,
and they thus accrved the aributes of “outsiders.” For example, outsiders
may be strange, foreign in the sense of outside the bounds of one's own
territory and bebunvios, Ousiders sometimes attack other tetritonics, with
the intention of destroying them. Thus free jazx creators may be labeled as
destructive or dangerous. Sometimes these dangerous clements are
thought of as coming from treasonous insiders who are destroying jazz
from within, Thus Coleman s characterized xs an “anmarchist™ or
“nibilise. "M

The dear ascription of dovructive intent in DeMichacl’s review brings
me back 1o Raymond Gibbs. According to Gibbs,

We attrnibute more conscious intent to another when our goals or
Plans or intentions are clearly in conflict with another person’s; . . .
We [also] attribuse more conscious intent to people if they deviate
from a social comvention they should ksow. {19949:590)

These conclusions imply that if we have, for some reason., undersiood oth-
ery as being against our position, or if we assume that they know they are
flouting convention, then we will strongly belicve that they are acting con-
sciously, with intent ™ | would suggest that our natiral dispasition 1o cate
gorize some human products—Ffor example, new musical works—as “owt-
side,” and 10 view people who are outside of our belief system as huving
somne insention that conflicts with ours, leads us 10 experience such prod-
et as conschous, intentional personal acacks

To Dom DeMichael, the musical contamner scems to hold cherished tra-
divonal principles and values, and Omette Coleman doesn’t just pass over
the bourdary, he completcly obliterates it If one destrovs this metaphori-
cal domain’s borders, then, DeMichael implies, the inhabitants are no
longer “contained” by any organizing power, A state of anarchy and chaos
results, Once categorized as a dangerous owsider, Coleman is considered
by DeMichael 1o be a sersous threar. Ax the end of the review, the natare
of the threat is made explicit; § DeMachadl doesn’t metaphorically strike
back at Coleman, then Coleman will destroy all that he holds dear:

If Coleman's work s 1o be the standard of excellence, then the work
of Lester Young, Louis Armstrong. Chastie Parker, Duke Ellington,
and all the other jazanen who have been accepted as important
artists must be thrown on the tash heap, (DeMichael 1961:25)
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Why does Don DeMichael have such a dramatic response to this
record? [t might be helptul to trace the point at which Ormette Coleman’s
music cronsed over the boundary ol acceptability for this eritic, Luckily, we
can locate that point in time somewhere between December 1959 and
May 1961, because DeMichacl gave a geserally positive review 10
Coleman’s 1959 album, Toworrew is the Question, in the December 24, 1959
ssue of Dvaw Beal The recording received a respectable three stars (the
highest rating being five stars). Here are DeMichael's comments on
Coleman's musical sdeas and playing:

To say this is & strange album is an undenstatement. Astonishing
comes closer to the mark, for the LP is an exposition of Coleman's
conception, and if iCs anything, this conception is astonishing,
Coleman is almost certain to crcate a furor and start the biggest con
troversy since Thelanious Monk.

Most of his pliving on this LP is very good, bat some of it & outs
rageous. His wild, incoberent solos on Temarros, Teen, and Mind are
marked by extremely bad intonation and sloppy execution. On the
other hand, his work on Lomaine, Compasion, arnd Gagein ' is seantling
in its emotional impact. Again, # must be emphasized that a greater
percent of his playing is #® & & % % bat when he descends o play-
ing hitanynote-bat-hitit-fast, the rating Gllsw «

All in all, this record demands anention and must be listened o
many times before it can be digested oven partly, Ormette Coleman
may be the next great influcnce, but only time will tell. 1n the mean-
tme, be should be heard so that a fair evaluation can be made,
(DeMichael 1959:39-40)

The extreme difference in reaction to solos DeMichael perceives as
cither “wild™ and “incoherent”™ or of “stanhing . . . emotonal impact” o
stsking here, DeMichacl apparently felt that these solos were cither
terrible or terrific, cither outsde the boundary of accepaable practice or
within . The reasons for this sharp delineation seem unclear wda.'* In
any cave, DeMichael conclisded at the time tha, in total, this recording
deserved the many lstenings that be claimed were required 10 undersand
n. Clearly he changed his mind after This o Owr Music was released.

As we see even in DeMichael’s 1959 review, Ometse Coleman’s musac
seemed “strange” 1o some reviewers from 1958 o 1961, Several factors are
involved in this reaction. First of all, Coleman litevally was 2 stranger 1o
many listenery, Several critics mention the fact that Coleman did not
come up through the jazz “ranks™ in the way that Dizzy Gillespie, tor
example, had. 1 think listeners, inchuding many Bamous jxzz plavers, dud
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not know how to interpret his musical intentions. Gibbs claims that
readers leel more confident in their interpretations of what a speaker
meant when that person is a friend than when be or she is a stranger. In
other words,

common ground (in this case “community membership®) constrains
both the interpretation of speaker’™s messages and the speed with
which people comprehend those messages. (Gibbs 1999:130)

This may peovide an explanation for the many carly descriptions of
Coleman's playing as “out of tune.” Audiences had no common ground 1o
help them determine whether his pisch manipulations were made inten-
tionally or not. if Coleman was not able to play within the accepted nooms
of saxophone tone, then, as some responses indicated, he was not capable
of presenting any coberent intention. In other words, because these
listeners categorized Coleman™s tone as simply out of tune, they were not
able to form an impression of his having purposefully altered his sound '

Returning 0o Don DeMichael's Later review, which focuses on Cole-
man's solos from This 1s Owr Music, we find the following asessment:

Coleman’s . . . idcas come in snatches, with yawning depressions
between these snatches filled with meaningless notes, none having
much relation 1o the main idea—if there is one—nor, for that mat-
ter, to cach other. . - . His solo {on "Blucs Connatation” |, his “hest™
of the album, tends 1o wander, though it seems 1o hane a direction,
albeir an obscured one. (DeMichael 1961:25)

DeMichael seems 1o leel that Coleman s demonstrating a disregard for
the “proper” relationship between themes and solos, a view expressed by
other commentators of the time,”™ This view of “Blues Connotation,”
today one of Coleman’s most well- known compositions, ks in stark contrast
10 thae of cntic T, E, Martin in 1964, who states that in this tune

Coleman improvises casily giving B0 sense of Lack of control at any
teme (. . . his solo develops from theme [sic) with absolute logic of
method) . . . This & not uncontrolled passion but & ratonal state-
ment in a form of which Coleman can now demonsirate a consistent
mastery. Its consistency perhaps s a feature worthy of anention by
those who feel that the new wave cannot produce solos analogons in
its way to those of [Johnny] Hodges, (1964:14)'7

Since we have here two sinikingly opposed accounts of “Blues
Connotason,” it is instructive 1o examine the solo 10 see what about it was
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so disturbing to one Bstener who placed it outsde of jazz tradition, yet
seeimed 30 “rasonal” w another who placed ot in the sume category a the
work of alto saxophonist Johnny Hodges, perhaps best known as a fea-
nsred soboist with Duke Ellingron’s oschestra [rom the lave 19205 1o the
1960s. Two excerpts drawn from a tanscription of “Blues Connotation”
will serve to Hlustrate Coleman’s mode of lmprovising.'™* My aim here is
not to prove that cither DeMichael or Martin was “night™ or “wrong”™ abomt
the recording, but 10 focus on cenain aspecs of this solo and Coleman's
style that may have prompted the responses by Bsteners in the casly 1960s,

Looking at mcasures 1-12 of the theme (0:00-0:10, ex. 1), one will
notice that m. | is a pickup, and m. 12 has only two beats in it so this
blues form is really ten and one-hall bars. 1 will discuss Coleman’s devia-
thons from standard forms below. In example |, | have marked wo
motives and some varsants that will be useful in discussang example 2
motive a, an eighth-note upperacighbor figure, and motive b, an ascend-
ing minor third with an upbeat-downbeat metrical relationship, Motives b’
and b* are major third and perfect fourth variants of b. Several other
motivic elements of the theme are contained in the solo, bat for my pur-
pose these two are sudficsent. After a repetition of the theme (the bass line
changes but the mclody remaing cwentially the same), the solo starts a
021 with some bluestinged phrases that stay around the tonal center of
Ba. However, Charbie Haden's bass line immoediately starts menving by half
sieps as the solo beging, perhaps leaving room for Coleman to move away
from B5, During the approximascly three-minute-dong solo, Haden often
moves chromatically, which allows Coleman 1o shift tonal centers above
him.

Just bedore the passage trunscnbed in example 2, Coleman st wo emphia-
siee the tone BE, while still retxining the Bb tomal center, Example 2
(1:26-2:00) contnues within B> at fiest, but in m. 102 we see that the
BA recurs within a sharpside phrase implying E magor and then D misjor,
Haden moves cheomatically below (mam. 102-5). Although Coleman returns
o his B waal center by m, 112, apparently for many hisscnens of the early
19605 thas kind of deviation was fairly unusual (see below), In m. 118,
Coleman uses inotive o, now with a quaneregghthelghth rythm, o begn a
scries of soquential repetitions, Fing, he shortens the figure 1o two cighths
in m. 120, then augments its rthythm in mm. 122-24. In m. 127, Coleman
plios motive b, shifted o the downbear, bt returms it 1o its original upbeat-
downbeat phacerment in m. 128 The abel b + a7 indicates a combination of
the upbeamdownbeat leap of motve b with the descending neighbor figure
froem motive 2 The staement of b' + 2% i m. 128 beging a chromatic move
upwards away from B before being tansposed at various mtervals. By m. 131
Haden s followed Cobertun to the shurp side. By m. 1357 we are tuck in Be
again, and Eugely remain there until the end of the solo a 197
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The wemporary shifts of 1onal orientation lustrated in example 2 were
apparently enough to give pause o even T, E, Martin, the reviewer who
places Coleman within the bounds of jazz. In order 1o discuss this aspect
of “Blues Connotation,” Martin feels as though he must first define some
terms, including “pantonality,” “where all onalities are possible.”

Coleman's work i generally pantonal . ., but given this, the method
can be made to approach [tonality or atonality] by simulating the
even flow of tonal mussc . . . or the vertiginous discontinuities of
aronality. The second choice is made here, but in expanded form so
that a key contre is retained long enough to be established & point
of reference then destroved by the shifting of the melodic shape 10 a
dissonant key. The offect s something like that felt om a train rush-
g through the numerous switches ol a large radlway juncron. It is
not oradity that is shunned per se but tosal resolution . . . Coleman
reserves the right to change tonality . . . at poines which are deter-
mined solely by his conception of form, which is of course how

Exmnplde 11 “Bues Commotation” (s 1-12).
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Example & *Blucs Connoaason” (mm. 97-154).
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Example 2 (conl.)
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barmonic development must bave been introduced in the first place.
(Marin 1964:14)

Regarding the melodic material of this tune, Coleman says in the liner
notes o This i Ovr Maase, “the misor thirds do not dormsenate hut act 2 2 bk
for the melodhy. And as you get mare accustomed 1o mry masic, you will realize
that this is happening throughout all of #." Gunther Schisler discusses similar
procedures in his liner notes 10 Colemnan's 1961 albam, Ovwerte’.

Linle motves are attacked from every concebvable angle, nied
sequentially in mumerous ways until they yviekd & motivic spengboard
for a new and contrasting idea, which will in tum be developed simi-
larly, only 10 yield to yet another link in the chain of musical
thought, and so on until the entire statement has been made,

T. E. Manin dubs this peactice "motive evolution,” and describes it as

the modification, transmutation, replication and polymerisaion of
the melodic germ cell which may be defined in say three notes; the
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notes themselves are unamportant, so in Lt are the strct intervals

they imply, thus harmosy coases to exist as a primary concept . . . but
the shape of this cell now becomes the essence, (Litweiler 1904:72)

We can see from the tonal digresséons in exaunple 2 why Don DeMichaet
iy have felt thar this sodo “wanders,” and what caused T, E. Martin o speak
of “verdginous discontmuities™ (alihoogh from todiy’s perspective it msight
be difficult 1o expericnce the shocking effect these authors describe). In
addition, from the we of motives a and b, we can undesstand why Martin,
Schuller, and others @ik of “mative cvolution” in Coleman's plaving.

Let us recunn now 10 the sharply contrasting reviews of This i Owr Music
by DeMichael and Martin, The second song oo the albam is the ballad,
“Beauty is a Rare Thing.” First, DeMichacl:

Although it begins promisingly, Beauty (& a Rare Thing] descends
into an orgy of squawks from Coleman, squeals from [trumpeter
Don] Cherry, and aboveahe-bridge plinks from [bassist Charlic]
Haden, The resulting chaos is an insult 1o the hstener's intelligence.
It sounds like some horrible joke, and the question bere is not
whether this s jarz, but whether it is music. (1961:25)

DeMichaetl denies the work not only inclusion in the body of jazz, but
also inclusion as a plece of music, as evidenced by the combination of
animal sounds and noises that he attributes 10 the players.®™ This reac-
ton ilusirates a leature of many containerschematic conceplions; a
real-world abject cannot be both imsidle and outside & container simulta-
neously. When this experience Is applied 10 domains sich as music, we
get the absence of gray arcas—it's cither music or it's not; it’s either in
tune or it's out
With respect o the sime song, Martin, on the other hand, claims that

This “darge”™ . . . s arguably the greatest track 0 be discussed [from
the album) . . . one of the most important achievements is the towl
form which allows the “theme” to crstallive, dissodve and recrystallise
within the fabnic of mdividual statemenss. (1964:14)

These opposed views, depicting Coleman s outsider v insider, perist
#s the authors deal with the third song on the album, “Kaleidoscope.™
First, DeMichael:

Coleman’s playing on Kaeladoscope strikes me as incoherent. It seems
as if there i a given amount of space 1o Gl with potes, but it makes
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no diffevence 1o the plaver what notes are hurded into 1. His solo
consists mostly of flurries of notes that have no relavon 10 one
another or to the time that he's supposedly playing in. It is not pan-
rhyibimac, it is antiswing ' (1961:25)

Now Marun:

As usual Coleman solos first and here he picks up the magor motive
10 develop a strongly “thematic™ solo retaining and exploring the
vocalis legato of the theme. . .. We again find another of Coleman's
ambiguous “quotations” as the patterns part at one stage on what
scemns to be 2 strongly stressed fragment of Thars a Small Heted. . . .
The fusing substances are the basic melodic shapes and their pan-
tonal echoes, (1964:15)

Yeu again, we notsce that Martin consistently seems 1o obscrve more
detail in Coleman’s work than does DeMichael, 1 would suggest that
because DeMichael has categorized this music as "not jazz.” even "not
music,” he is not going to look for the things one normally analyzes in
Jaze the relatiosshisp of the solo to the theme, the quotation of previous
tunes, some kind of musical direction or motion, In other words, the lack
of anahtscal deail may well follow from his chssifbcation of the music and
his attribution of negative intentions.

How did Ormette Coleman view his own work at the time? Much in the
same vein as classical composers, the composers and performers of free
jarz often wended 10 soe their own work as extending rather than bursting
the bounds of prevailing stvles. Coleman put it this winy:

A new phase in jazz does not make previous styles obsolete, but
insead imcorporates qualities that hine preceded it. While the term
“bop™ had its eclipse, is musical elements are very much in evidence
m todn’s “modern” or “progressine” jaze. (emphasis added,
Coleman 1960a)

Samilarly, be felt that “Bird would have undersood us. He would have
approved our aspiring to something beyond what we inherited”
(Coleman 195%9¢). The Modern Jaze Quartet’s pianist John Lewis used
equivalent terms: “l feel he's an extension of Charlie Parker, bat | mean
read extension. He doesn’t copy Parker’s licks or style”™ (hner notes 1o
Coleman 195%a), In these two statements Coleman is viewed as within
the bounds of radidon, but expanding the comainer 10 encompass new
comtents,
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On the other band, when Coleman described his scarch for new
means of expression, he stated: “The members of my group and 1 are
now attempting a break-through to a new, freer conception of jaxz, one
that departs from all that & "standard” and cliché in ‘'modern’ jaze.”
For example, the song “Change of the Century” “expresses our feeling
that we have o make breaks with a lot of jaze's recent past, just a the
boppers did with swing and wraditional jazz® (liner notes o Coleman
1959¢ ). Thus Coleman is able 1o soe himself 2 being within a historical
tradition while at the same time seck o break out of standard clichés
1o achieve freedom. In other words, when the metaphorical container
holds previous norms that Coleman views as the basis for his own inno-
vations, like those of bebop, he places himself within the container,
identifying with Charlie Parker and others who have come belore him.
When his focus & the stifling constrictions of certain procedures or
entities that prevent his individual expression, then he must see him-
sell s breaking free,

Proponents of free jasz alked frequenty about freedom of expression,
cquating the breaking out of boundarics with the removal of restraining
force.® For example, Art Farmer recognized that "this seyle of plaving i
very extreme but it does show that there is more freedom to be taken
advaniage of than s as a rule” (Feather 19600).7 One reviewer sexted
that “freed of the “restrictions’ of bar lines, conventional harmonic
sequences, et al, [the performers] are thus enabled o follow, indmddually
and collectively, their own musical stans™ (Welding 1962a). Elsewhere, the
same reviewer again explicitly mentioned the removal of bonds,
resulting in expressive freedom:

o [Coleman’s] Frre fazz the soloist is free o explore any area of his
improvisation that his musical acsthetic takes him 1o; he is not
bound by harmonic, 1onal, or rhythmic framework 1o which he
must adbere rigidly. (Welding 1962h)

Such persistent metaphorical progections of the container schema in
statements from the kate ffties and carly sixties, referring to confining
forces thar must be surpassed, attest 10 a need for new means of
expression. Several authons pasit “the chord” as the restraining force
that must be overcome. George Russell, composer and jazz theorist,
speaks of "liberation of the medodic idea from the chord prason”™ and
claims that John Coltrane is “bursting at the scams to demolish the
chord barmer™ (Russell and Williams 1960:9). Marun Williams, in his
liner notes 1o Coleman’s The Shope of fozz fo Come (19590), claborates
on this view:
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11 your past a comventional chord under sy note, vou limit the nums-
ber of chodces | have for nyy next note; if you do not, ey melody may
move freely ina far greater choice of divections. [Ometie] can work
through and beyond the furthest intervals of the chords. | . . As seve
eral dovelopments in jazz in the kst fow vears have shown, no one
really needs o sue all those chords that nearly everyooe uses, and
as some events have shown, if someone does state them or if a soloist
implics them, he may end up with barassed running up and down
scabes at those “advanced” intervals like a rat in a harmonic maze.
Someone had w beeak through the walls that those harmaonses have
built and restore melody—bat, again, we realize this only after an
Ornette Coleman has begun o do i,

Chords were not the only perceived restraint to free expresshon,
Willsams uses ssmilar containerschematic terms with respect to Coleman's

approach o lorm:

[H]e breaks through the usual thirty-two, sixteen, and twelve bar
forms both in his compositions and in his lmprovising, all spring
from an inner masical necessity, not from an outer academic
contrivance.

In the liner notes to the album Toworrow 35 the Question, Shelly Manne,
Codeman's doumimer, focuses an the metric froedom that Coleman helped
him achieve:

I've ahvays been bugged by hinving to stay within cermain boundanies.
Here is a guy that came along that was able to free me—from my
having played with him—of all those things | wanted to throw off.
Meter sructure, for example, Somctimes Omette ignores it, He
makes you listen so hard to what he's doing in order 10 Anow where
be is i the tune and what be's trying to express, 1t's just a complete
freedom from every way you might have been forced o play before.

Neither the intentions of the areator nor our imageschematic mode of
understanding may be oa our minds as we sit down 10 listen 1o or write
about music, bal, in fact, they color our emotional responses 10 music,
they affect the very way in which we define what it is we are hearing, they
adlect the chosce of analytical tools that we use, and they shape the kinds
of results that we obtain, As Ravmond Gibbs concludes, people pay atien-
ton to information that scems most relevant 1 them (1992:119). Omete
Coleman seems to hunve recognized thes fact when he said about his music:
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“If you listen with preconceived deas, you might mes a lot that's in ir”
(Coleman 1960b:38),

I have suggested here that intentional and imageschematic under-
standing of musical works may be immediate and unconscious. So what
are we to do with this information? First of all, we must recognize that
we do not have conscious access to many of our own cognitive
processes. There are undoubtedly many more sructuring processes like
intentionality and image schema that operate without our awarencss,
We must then realize the results of this lack of access, which include the
feeling of certainty that our perceptions are objectively real; it feels hike
there just is a butterfly in the garden or that a plece of music is in D
minor (or that Ornette Coleman’s music is/is not jazz). However, these
convictions need 1o be questioned. 1 do not mean 10 questson that the
butterfly or the music exist in the world, but rather | mean that the
structuring of that world is largely determined by the make-up of owr
minds and their being situated i our bodies. This 1s a conclusion that
should infoem any conscious consideration of musscal works. When we
asscss the amalyses of others, we can use our knowledge of these
processes 1o understand views that are different from our own. And
in our own reception and analyses, this knowledge might enable us
o move outside of our old categories/ containers and hear music in a
new way,

Nostes

1. Alshough Lakolf and Jobhmsom (1999) s the most recemt publication from
these authoes, also smportant are Johoaoa (19687), Lakedf (1987), and Tumer
(19%96).

2 These ahors” delininon of metaphor diflers from the standard sense of the
serm. In this e “metaphor”™ meams the cognitive process of mapping under-
standing from one domain of thought 10 another, sach as body motion o o,
or militaay conflict 1o personal relationah ps.

51 huve dealt with image schemas in the conceptusalization of manic in two
proviously publisheed artches. See Saslaow (1996, 1997.05),

4. Alshough Lakoff and Johmsan do not make it clear exactly what kind of cog-
e siructares image sceimun are, they do refer to “mage schematic coacepts.”
This phrase implies that image schemas may be concepts or they may exlst pelor 1o
concepts. Neurobiologie Gerald Edelman has convidered the biclogical mecha-
nim ol concepts. See Edelman (1989, 1992) and Edclman and Tonons (2000),
Edclman cites Lakofl's work as consistent with his theory of the teological mecha
mouns of thought (Edclman 1992246-52). Edelman and Tosoni underscore the
fact that “concepts are not propositons e a anguage (the comenon usage of this
term); rather, they are constructs the brain develops by mapping ity own rosponses
peior 10 language™ (2000:215-16).
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5 According to Antonio Damasso (19690}, the wibiquity of the containes schomsa
»upporied by the dgnificance given 10 soide /ouside distinctioes in living crea-
turex. Dhsscsio seates, “1Life is carvied out inside & Boussdury that defines a body. Life
wnd the We wrge exint inside a boundary, the selectively permealbile wall then separies
the interoal ermaronment from the exsernal covironmene. . . If there & no Boundawy,
there is no body, and if there is 5o body, there & no ceganism. Life needs o Bounday,
1 believe that minds and conscxmsnes, when they evenbuadly appessed in evolution,
were fiess and foremost abosn Wife and the Life urge within a bossdary” (137).

6 Fxven today, jazz masicians and aficiomados doscribe jasz that is considered
10 deviate [rom set chord progresions and Sormes s “outide” or “our”

7. See. foe examnple, Hoefer (1960).

X The quosation contivees, “They disregard the chords and they pha odd
numbers of bars. | can’t follow them”™ [emphasis added|. This statement shows
inference bused upos a contiserachematic conception. I the musicians have
oo Into “outer space” then one can’s “follow” them.

9 Cape Canaveral, Plogida i the site of 2 US, Space Center,

100 DeMichuael's views on Coliemman's woek were chosen becase they are somewbut
represenative of odher negaive sentiments expressed at the time, because they were
presemned in such chear containerschematic worma, and also bocause they were i wach
striking contrast 80 the reception of the sune miwic by T, E. Martin (sec bedow).

11, See abo Andre Peevin on Coleman’s "Focus on Sanity™"wming your back
on any tradiskon s anarchy” (Feather 19616)—and John Tynan on Coleman’s Frw
Sz “'Collective impeovisation?’ Nonsense. The osly semblasce of collectiviey lien
in the et that these cight nihilists were collected in one studio al one time and
with ome common cause; to destroy the s thar gave them binh® (Tynan
1962:25), Rody Blosh applics the oane torms 10 weing music (Blesh 158:200).

12, Corroboeation for thin vicw comes from am account of deviance costempo-
rancous with Coleman’s carly work by Howard Becker. Becker sates "People uss
ally ehink of deviant acts as motivated. They believe that the pernon, even Sor the
first time (and perhaps cxpecially for the fint Gme), does so purposely”™ (1963:25).
Becker's book includes a dncussson of swing band musicians as deviants.

15, A blological basis for the rejection of radically new percepeual stimull,
specifically artworks, bs posited in Peria (1991),

14, 1 bud initally thoagh that the presesce of pisch bending, (ot passages,
and/or deviation from the Form o hanmonses of the theme might have caused the
rejection of the three solos singlod out by DeMichael, Mowever, chose comparinon
shicrwy that cach of these features occurs in the tuses he Siked 2o well. [t is possibile
that the more nasal 1one or shighth more besitant gualisy of “Tomorrow”™ snd
“Tean™ pliyed some part in his negative resposae. | played these tuses for tvo
other juee sasiclans, incloding a savophonist, and scither could discer any sharp
differences i practice beswoen the two sets of solos.

15 Some Bovorable reviews, however, compared Coleman’s sound 10 hussan
vocalization. For example, Whitney Ballictt stresses the importance of “Coleman's
tone, which is replese with attempts to repeoduce the moge wayward sounds of the
human yosce™ (1959:151). Colessun himsel stned a1 the tme, "There are some
intervals ., that carry that Avsan quality o you play them in the right patch. You
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reach im0 the hussan sousds of 2 woice o your horn # you're acosally bearing
and trying 10 expeess the warmih of a human voice™ (Henvedl 1961:241).

16, Trumpetcr Art Farmer sald about “Endiess” from Tememon i the Question
“1like Ometse’s appeoach to writing, | wish | conld see more of a link between the
writing asd the soloa. Is like a building without amy foundution, and scescthing’s
%04 10 keep It up i the air, You cam't just fly arownd forever, even an asom-
powered sabasarine bas 10 go back 1o home base sometime. B you had an alrplamne
that could fly arcand the wotld 3,000 Gases, it would still bave o Bnd somctime,
You've g0t 10 kaow whese home s . . . you've got 10 ackmomledge that somenbere”
(Feather 1960b), Quincy Jones wsed terms similar 10 those of DeMichael with
respect to Colorman's “Ramblin'™: “now it's just wandering, and becanwe of the back
of a certmin Ruis Sor foem, you knos, it b & rostles feeling—which, of counse,
they might be Jooking for. . . | think a Satle bt moee in terms of form, construc
tion” (Feather 196]a),

17. Owe might think that the tueeyear difference in the dases lies bebind the
diflerences between these reviews. However, another ssessment by Michael Jumnes,
ating from 1961, uses somch the sume terms s Martin does bater: “For all his virns
anity ins shthmic and melodic fiedds, [Coleman] displays real continuéy of line. In
Blues Connotatson his solo evolves with atosidang logic, cach phirase growing
almost imexorably our of the anc before, whilst the gencral medodic shape bears
continul affisin 10 the tune” (James 1961:21),

15 Measures 1-133 (000-158) are my own tranwcription, lased on the
rereleased vershon oa the CD compilation Berary & a Raw Thing (Coleman 1993). All
timings peovided come from this compilation, which & a collection of all of
Coleman™s Atlantic Records releases. The CD also contains an alternase take of
“Bloes Connomation,” reconded a the same session, but previownhs ecleased only in
1975 (i Japam) s “1S. Unbess One Hlas® (AR the tihes om s album were
of a sentence; “Music A/ Beings Goodnes/To Us/ARPS. Unlos One Has/
Some Other/Motive For Bs Use™). The sobon in this vension asc, in Gact, Bdcly similar
n characier and mothse work 10 the ones in the orgisal. For the somation of the
head, | abo consulted the verdon in The New Sisal ook (Scher and Rauer 1088271
woukd Bhe o acknowlodge the aid of Joshua Q. Paxton in ramcribing measures
IS Since T have edited his version, T ude full resposaibility for any ervoes in tha
Mot

19. With respect to rhythes, one may note that a8 various poists is the solo
Coleman secms to floa above the bear. or moves ahead oc behind u (eg., at
. 118 of example 2 a1 1:44), aed that the ramcripaion only appeoximately cap-
sures where his notes fall. The full impect of wme quakiny and pisch shides or bends
vaan also daftioalt 10 capture i the tanscripsion, Alchough falee fingerings and
pitch bends (the latter in mm. 107, 112, 116, ete.) are indicated, their cffect
dows mon really come across on paper. Dosmward: or upsard pointing arrows in
example 2 indicate that the pitch o dighdy loseer or higher than the written note,

20, Owe need oaly look through Slonimsky (1965) Sor similar chetoric descrils
g new muske by classdeal composens,

21 In other reviews in Dosn Best from 1960, the mont often mentioned feature
of a recording deemed good by DeMichael Is "swing.” Yor example. DeMichael
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praises a recording by Dooald Byed o "2 sicaming, ssanging, stterly satisfving por-
formamee™ (1960x34) and one by Pee Wee Erwin as a "sace album for Susclay
wwinging”™ (19600:36). This might explain DeMichael's violemt reaction 1o
“Raleldoscope” and also to “Beauty is a Rare Thing.” the latter of which displays
the boldest tonal and temporal expenimenss on the albwm, including a lack of any
regulasly asticsdatod meter by drammmcr Fd Blackwell,

22, Yor a geoenl discasion of various kinds of [oece lmage schemas see
Jobaoson (1957) and Lakoff and Johnsom (1999). For the role of force schemas in
the conception of music, aoe Savlaw (1906, 1997-98).

25 The recoeding 1o which Farmer responded was “Endies” from Coleman’s
Tomarrow i the Question (195%0),

Koferrmcn
Ballictn, Whitsey. 1908, Jarz Comcerts: Historic. The New Yorker (December 5):

150-52.

Becker, Howard S, 1965 Owduders: Siudios in the Socialogy of Mevasnce. New York:
The Free Prew.

Blesh, Rudi. 1958 Shineg Trumpets: A History of fase New York: Rnopd.

Coleman, Ometie, 19604, Ridgallen’s Voice of Rroadway. The Attanne fosmmal
(Sepeember 2): np.

e, 19600, Triple Play. Metronewe (September ) 3830,

Damasio, Antonio. 1993 The Feeling of Waat lappens: Bady and Lwation in the
Making of Consamumar. Now York: Harcourt Brave & Co

DeMichael, Don. 1959, Review of Tomormes 1 the Quntion by Ovmette Colessan.
Dhwnon Beat (December 24): 3940,

1960 Review of Myed s Hawd by Dogald Bavd. Desen Sest (March 17):
53,

e, 19600, Resiew of Dvam by the Rroensade by Poe Wee Erwin, Doon Seat
(March 17): 54

e, FO61, Reviewe of Thix i Our Muse by Ornetie Colemman, Dews Best (May
11): 25

Edelman, Gerald. 1989, The Romemborad Mresent: A Bislogieal Theory of Consoiousmess.
Now York: Basic Books.

—, V092, Bright Air, Brilbant Foe: On the Matler of the Mind. New Yook: Basic
Books

Edelman, Gerald and Giulio Tomonl, 2000, A Usserne of Consaeussens: How Matter
Becomser Pmagination. New York: Basic Books.,

Feaches, Leonard. 1960a. The Blinddold Test: Rudy Beafl. Dvses Boat (Janwsary 21):
§7-8=

e, 19600, The Blmdfold Test: Ast Farmier. Doon Bear (March 17): 11,

e, 19600 The Blindfold Tost: Quincy Jomes, Part 2. Doam feat (March 2); 43,

1961, The Blindfold Tess Andre Provin, Part 2 Down Bed (Nowember
9): 37,

Gibba, Raymond. 1999, [niembons in the Experience of Meaneng. Cambaidge:
Cambridge Uninersity Press.




116 Curmmext MusicoLocy

Hentoff, Nat. 1961, Th fexz Laf. New York: Dial Pros

Hoofer, George. 1960, Caught in the Act: The Ornette Colemsan Quarntet at the
Five Spot. Dowrn Beat (January 7): 41,

James, Michael, 1961, Record Review: Ornette Coleman. Je Mawthly (November):
21,

Johnson, Mack. 1987, The Body i the Mind: The Baddly Baiis of Monatng, Imagination,
wed Reason. Chicago: University of Chicago Press.

Lakoff, George, 1987, Women, Fire, snd Dangrrows Thimgs: What Catagorna Reveal
Adowt the Mind. Chicago: Usiversity of Chicago Prew.

LakofE, Geoege and Mark Johason. 1999, Pilasephy in the Bek: The Embodiod Mind
and Ies Challonge to Westernw Thospht. Neew York: Basic Books,

Litweilor, John, 1994, Ovnettr Colemax, A Hormeladse Life. New Yook: Da Capo Presa

Mastin, T. E. 1964, The Plhotie Muse: Theee Ovnette Coleman 1P Parnt Twoo je
Monchly (Juse): 14417,

Pexin, Constance. 1994, The Reception of New, Unusaal, asd Diffeult Art, In The
Artist Outsider: Crestioaty and the Boundaries of Cultare, edited by Michaed D. Hall
and Eugene W. Mewcalf Jr., wiih Roger Cardipal, 17297, Washingon:
Semhsomian Fresmiton Press,

Russell, Goorge and Martin Williasa, 1960, Ornette Coleman and Tooality, fax=
Revirws (Jusee): 7-10.

Sudaw, Janna K. 1996, Forces, Containers, and Paths: The Role of Body Dertved
Tmage Schemas in the Conceprualiation of Music, fowrnal of Musse Theory 40:
20744

e, 199708, Le Forcex: Conceptual Stractuees in Schenker’s Free
and Schoenberg’s T Muncal fdoo. Theory and Practice 22-2% 17-34,

Slomimeky, Nicolas, 1965, Lovicon of Mascal Juwetowe: Ontical Asesity on Componer
Since Barthovens Time. 24, ed. Scande: Universaty of Washingion Pres

Sher, Chvack and Bob Baver, eds, 1985 The New Rool Book. Vesaluma, Calif: Sher
Music Company.

Turner, Mazk, 1996, The Liserary Mind. New York: Oxford Univensity Presa.

Tynan, John, 1962 Review of Free facz by Ornetie Coleman. Down Dot {January
15): 2%

Welding. Pete. 19623, Review of Frw Form by Jor Harriott. Doem Beat (Janssury 4):
26

s, 19620, Review of Free fozz by Ormetee Coleman, Do Seat (Jaowaary 18): 28,

Wilkams, Martin, 1965 A New Kand of Jaer Improvisisgg: Oroetie Colesman. fass
(NovembersDecember): 2420,

Wihon, Peter N, 1999, Ot Coleman: His Life and Muisc. Berkeley: Berkeley Hills
Boaka.

Descography

Byrd, Dosald. 1959, Byed in Hand. Blue Note 4019,

Coleman, O, 19502, Tomamow i the Quastion, Comtosnpaorary 3560,

. 195590, The Shape of Juzx to Come. Atlamitic SD1317.

s, 1955, Change of the Contury. Atlamtic SDISZT, Liner notes as wid 10 Gary
Rramer.



Janna K Sastaw 117

e, 1060, Thin i Orer M. Athantic SD1 353,
e 196, Ovmeie! Adlansic SDISTS

e 1993, Busadty is & Rove Thing. Rhimo,/Adlanic Jazz Gallery R2 71410,
Erwisn, Pee Wee. 1960, Doaw by the Riverside. United Artises UAL 3071
Marriont, Joe. 1960, Froe Form. Jaztand 49,



Marsyas Agonistes

By Maria Rike Maniate

Introduction

It s generally acknowledged that sousibe (music and poctry) played an
integral role in ancient Greek culture and that it continued to do so,
albest 1o & beser and dilferemt degree, in Hellenistic and Graeco-Roman
times. When performing religious rites, soldiering in wars, laboring in
sown andd country, entertainming at partics, introclucing sporting events, or
accompanying theatrical productions, Hellenes considered the services of
mousikod (musicaans) 0 be indispensable 10 the success of an enterprise,
Although athletic competitions held the spodight in the games so cher
nhed by the Greeks, music contests (for instrunsents alone as well as poeti-
cal recitations with instrumental accompaniment) were featured in the
Mhian Games at Delphi and the Panathenaie Games at Athens, though
not in the prestgious Olympic Games at Ohmpia. So deeply emnbedded
wias moscske that philosophers, mussc theorists, and dilettantes discussed ity
abstract structure, its good and bad practice, its famous practitioners
(mythical or actsal), iss influence on human society, and its role in cosmic
organization. Only in this comext could dreamers of wopias envision the
strict regulation of musscal genres, types, and instruments. Only in this
context could there exist such a rich and manifold repenory of myths
about mesaskes: For example, Amphion, Arion, Linus, Marsyas, Ohmpas,
Orpheus, Terpander, Thamyris, and Timotheus,

Among the most often treated in ancient writings s the Phrygian satyr
Marsyas, whose contest with Apollo is the theme of hundreds of written
accounts and visual representations—oortainly more numerous than any
other single figure, with the possihle exception of Orpheus. Of all the mythi
cad subjocts in masic, that of Maryas Agemater (Marswas Contersder) bua been
an inexhaustible source of pathos and borror, of moralistic and mysterious
significance. The anclent visual sources for this myth form a large body of
works that requires separate and meticulous examanation.’ Suffice it here o
menton that in the Renaissunce and laser, the story of Marsyas was painted
by Raphacl, Titkan, Losvain, and Ribera, La dinine commadio by Dante con-
tins three lines destined to becomne famous, the poet’s invacation of Apollo:
“Fencurare/ plerce sy beeast and breath lmo/ inspire me, a8 you did when
you drew Manya's limbs ot of their sheath/skin®™ (Paraduo 1:19-21).2 In
this century, the myth of Marsyas has been mentoned as a licerary emblem

Covvrnt Musindogy w50 | Sgu g 2008
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by such eminent writers as George Stemer (1996:406-7) and Nosthrop Frye
(1920:146). It has abso fumished the besis for a number of modem pocms
andd plays, s sspired ballets set so music by Luig Dallapiocoka and Manos
Hadjpdakis, among others, as well as a comic opera by Einojubhani Rausavaara
ancl an elecronic composition by Janet Eveline Beat.

As well as being a myth abowt music, the contest between Marsyas on
the aulos (a single /double reed wind instrument) and Apollo on the
hithara (a plucked string instrument), culminacing in the defear and pun-
whmemt of Marvas, belongs 1o the category of the agonistic mnth. This
rype of myth, by definiton, features the clash of sharply oppasing charac-
ters and forces, In interpreting the metalanguage of such myths, one must
consider not only the denotatve level, but also the connotative level of the
story. The Ratter, of conrse, does not map exacth onto the former; it s,
however, shaped by it and in s shapes the meaning(s) of the myth
(Brillamte 1990:120-21). All myths are polysemic, and the story of Marsyas
is no exception, for its concrete motis create an internal shein of muluiple
implications and, hence, interpretations,

In addizion o inernal meanings that have 1w do with masical values
andd issues, the myth of Marsyas presents a narvative and a cast of charac-
ters with extensive implcations that go beyond the storyline, and these
shed light on deep, significant non-musical issues that preoccupied
ancsent Greek society. The mvih of Marsvas does more than relate the
events of 4 musical contest. It encapsulates the core conundrum expressed
n ancemt Greek myths: the perilous relationship between mortals and
divinities, between heroism and bybris (hubris), glory and ignominy,
honor and shame, lame and infamy, These sswes trameend the bound-
aries of the musical aspects of the story and make it one of the fundamens
tal myths of ancient culare. Like many other myvihs and the ancient
Greek tragedies based on them, the story of Marsyas, when put into socio
cultisral consext, retains the capacity o spelibind and even disturdy it aoads-
ence. Its manifold retellings, literary and philosophical allusions, and
visual repeesentations should indicate 10 us that this snyth wielded a simi-
lar power over the ancients as well

The following routine epitome summarizes the myth of Marsyas:

In Geeekh imythology, Marsyas was a Phrygian satyr. When Athena
abandoned the double flute because plnving it distorted her face,
Marsyas ook it up and became famous for his beawifid music. He
challenged Apollo 80 4 msscal contes, on the terms that the winner
could do what he wished with the Joser. At first both played equally
well, but Apollo then challenged Marsyas to play his instrument
upsile down; this could be done on Apollo’™s instrament, the lyre,
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but ot on the flute, so the Muses, who were judges, awarded the
contest to Apollo, He hanged Manyas from a pinetree and Mayved
him. Marsyas's blood, or the tears of his fricnds, is said 10 have
formed the river Marsyas. In another versson, the judge was Midas,
who declared Marsyas the winner; Apollo punished Madas by giving
him the cars of an ass. Marsvas was & popular subject of Roman an;
his statue stood in the Forum (Grolier 1995).9

Most accounts present the same basic story, but with varying details and
mterpretasons in it retellings. Although a systemn of motifs can be dis
cerned in the repertory of stories, Greek myths, as has been noted, had no
sundard or onthodox version (Buxton 1994:1%; Dowden 1992:8). Some
accounts present fairly detailed stories. Others are cursory interstitial ref-
erences, some so briel as to be enigmatic,

Starting from the premise that there is no wrong approach 1o decoding
myths, this study peesents the motls of the story in 2 structuralist mode,
msofar as the historical provenance of sources will rarely be taken into
account. ! Structuralism maintins that no single version ol 2 myth should
take precedence over any other, since all accounts are valid and valuable;
every retedling and reveading adds something 0 the myth, What ensucs
on these pages then, as well as what the readers take from it, will become
part of the myth of Marwyas, even as we heed the waming that myth
“resises all dogmatic advances while appearing 10 consort with each pass-
ing cateching” (Eianer 1974:5x),

When interpreting the myth of Marsyas, one must bear in mind that
the agon (competition) wis a pervasive clement of ancient Hellense society
and not just in the formal arena of athletic and artistic games. For
istance, the dialogues of Socrates can be decodod as convenational con-
tests. All competitors soughe glory or fame and in this respect atained the
saatis of hero, Agoniatic heroes became maore heroic. Reflocting socetal
custom and prosocol, agonistic mnths narmated conflices of opposites: the
more stark the contrast, the more dramatic the nnyth and the mare crucial
the agen. Since one of the profound issues explored in ancient myths was
the relasonship between humans and gods, agoses between heroes and
divinsties had specal significance. To choose or to accept 1o fight with 4
god was the ultimate heroic gesture: heroic, but dangerous in that it came
close 10 pbris And the price paid by the loser in these encounters (almos
inevitably the mortal antagonisat) was severe, oven fatal The audience of
agonistic myths, then as now, Joved o gape at 2 hero's attempes 10 exceed
e linsitaoms of maortality and also 1o thrill at has inevitable ruin,

In the agon between Marsyas and Apollo, it was therefore not unex-
pected that the loser should pay a penalty, even with his life. And ver,
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among the more perplexing elements of this story is the nature of
Maryas's punishment; Why was he flayed alive by victorious Apollo?
Martin Vogel, among others, comments that the flaying seems an odd ous-
come for a musical contest (1964:35). Gotthold E. Lessing remarks, “Who
can recall the punishment of Marsyas, in Ovid, without a feeling of
disgustz™ ([1766] 1957:163). Ovid’s account in the Medaamerphoses is cor-
talnly vivid and, what is more, toubling in its absorption with Marsyas's
suffering. But even without these unscemly delights, the ending of the
myth ks an unsettling enigime. To arvive at some soet of undenstanding of
the outcome of Marsyas's encounter with Apolio, one must consider how
the sources (soe appendix F) narrate and evaluaie the events and the role
of the plavers in them: the challenge, stakes, judges, procecdings, verdace,
and finally, the punshment and i aftermath,

The Musical Comtest betwoen Apollo and Maryss

The Challenge

Ihe most blaant and widely accepeed rationale for Marwas's death i
that he dared to challenge the god Apollo, Indeed, most ancient writers
scem 10 agree thae it was Marsyas who inttiated the musical contest in
which Apolio would play his bre or kithara and Marsyas his awlos or euled
A fair number skip over the challenge phase of the story—aking it for
granted, as it were—while some suggest either that there was a rivalry
rather than a formal challenge, or clse that the issue entailed something
maore than mere musicianship,

According 1o Agathias, auletic epriteme (knowledge) was a1 isue,
although in his view the notion that Apollo condescended to compete as
an aulete (eulos player) wies patently ridiculoas® His statement exemplifies
one aspect of the dual and conflicied focus of the Marsyas myth: on the
one hand, the imphiod baencss of aulaibe (aulor playing) that renders this
art unworthy of Apollo and, on the other, the implied intcllectual dignity
ol the contest that renders Marsyas an apponent worthy of Apollo, A simi-
Lar duality can be discerned when Nonnus calls Marsyas’s awlos “proud™
and yet hints at the challenger's wnassuming invitalon o a contest, a
frienndly rivaley, Prscwdo-Apollodorus characterizes the meeting as ons pon
wousibes (a duagreement/rivalry about music), even though he goes on to
describe a contest in musical skill, Other writers also refer 10 & rivaley
(phitoneikia, mis). Such a rivalry could well have resulted in an actual con-
test, as affirmed by Luclan and the anonymous Alexandrian proverb
recorded by Pseudo-Plutarch,

[t 15 possible, however, 1o construe the rvalry in a different way: dnine
punishment could have procecded from Maryas's carcles comparison of
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his own musical il wo that of Apollowa sort of Aybnis that called down the
wrath of the god—or simply from Marsyas's great musical skill—a sort of
kybris that aroused the envy of the god. A similar ambiguity marks the
famous and well-documented contest between Thamyris, the legendary
bard of Thrace, and the Muses (who were the judges in the Marsyas-Apollo
contest). Most of the sources state that Thamyris challenged or otherwise
incited the Muses to citer into & singing competition. A respectable num-
ber, however, suggest that Thamyris was the victim of their resentment,
their ey of the beauty of his person and his singing. The Muses blinded
him, broke his kithars, and destroved his creative gifts”

On the groumds of perceived rnalries in skills sacred 1o Apolio or actual
challenges flung at the god, a number of ancient Greek heroes were slain
by Apollo’s Barahooting arrows, The lat includes the great archer Euntus,
said by some to have been Apollo’s grandson, who received his mighty
bow from his divine grandfather® the glorous frodas (singer 1o the lyre)
Linus, son of Apollo by one of the Muses, for whom a famous Jament,
Lanow (Soog of Linus) or Adines (Lamemt for Linus), was handed down
through many generations; Cinyras, king of Cyprus and beloved priest of
Aphrodite, who dared 1o rival in masic the god Apollo, his lover and mas-
ter. Fatherson, grandfathergrandson, teacher-pupdl, lover-beloved-—all
relationships that could be fraught with exaltation and desecration.

In the case of Marsyas and Apollo, the preponderant evidence tells us
that the satyr challenged the god. In this connection, two soarces reflect
yet another dualiey: a Greek proverb in the Bodleian Codex notes the fool-
whness of this challenge, whereas a Latin inscription o a terracotta flask
notes Massyas's pursuit of glory. But tradition emphasizes Marsyas's
efframtery, a trait that bred smpicty or blaphemy and ended with his cxe-
cution. And this interpretation led 10 a chanacterizaton of Marsyas as a
fool and a madman. The other victims of the Muses and Apollo men-
toned above may have been unhinged in their improper behavior
sowards the dadinioes, but they were not risible. Was Marsyas so despicable
as to merit death by tosture?

The Seakes

In the games of ancient Greece, winners of athletic and artistic compe-
titions were awarded only a leafy crown of honor, This image of the cher-
whing of gloey for ks own sake reinforces the commonplace view of noble
amatcur compettion o ancent tmes, But the trath of the matter is not 2
all what was Laer enwvisioned oa the playing fields of Exon and their nostal:
g hentage (the wealizng of the modern Olympics). Ancient cities and
patrons gave substantial material prizes to the winners and their familics,
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And at funeral games all contestants reccived rewards for partcpating,
the rewards graduated to march their placement in the competition. That
cheating, whenever discovered, was penalized beads one 1o suspect that
notions of fair play were by no means universal; for every competivor
caught out, at least one maust hunve escaped detecon” Tricks and duplicity
(dodss andd weris) In trials of all sorts were as complex a subject as it was
omnipresent (Deticnne and Vernant 1991), In some versions of the
MarsyasApollo contest, dolss and weres played a conspicuous role.

For comtests that ok place ouside the venue of established formali-
ties, the participants were responsible for setting out the rules, inchuding
the allamportant designation of the wager: the prize of the winner and the
foeteit of the loser. Unfortunasely, the exuant accounts of such contests do
not provide detadls about the stakes, with one notable exception: the con-
test between Thanmyris and the Muses.

Asclepiades describes the wager as made by the Muses: if they won, they
could do as they pleased with Thamyris; i he won, he could ke as many
of them to wife a8 he wished, All other writers give essentially the same
wager, as kid down by the Thammris, excepe that all the Muses would have
sex with him if they kost the comtest, and if they won, he would submit 1o
mutilation in their hands.'* Nicephorus says that Thamyris claimed he
would be satishod with victory (glory), and for i sake was prepared o
take any unspecified risk. In the latter contest, Thamyris exhibited self-
conlidence, oven arrogance, inasmuch s his challenge presumed the possi-
bility of his winning. But no challenger entered a contest hoping 1o lose.

The same must have been true for Marvas, Only Pse
tells us thae ar the outset the contestants agreed that the winner could do
whatever he wished with the loscr. When writing about a painting of the
flaying scenme, Philostratus of Lemnos explains that Marsyas himsell
offered 1o be flaved alive should be lose, this exhibiting extreme arro-
gance and selconfidence. None of the other sources describe what each
protagoaist proposed a8 his prize, a Bctor that would have established the
gravity of a contest in which the moral contestant could forfeit his life, If
a vengeful Apollo soaght his rival’s death, what & Manyas hope 10 gain?
One must assume i was glory, the ultimate peice of all ancient agonistar. A
few sources verify this xsumption, albeit in an indirect manner. Any
sources that mention the wager itsell do so to prepare the readens for the
grucsome way in which Marsyas & put 10 death by Apollo. Thus the nature
of the wager acts as x warning 1o all, inchuding the illated and, in the view
of many writers, foolbardy mortal who dared enter such a contest against a
god. Even Marsyas's search for glory is often, but noc abways, depscred as
dangerous, vain, blaphemous or unwise—again 1o justify the terrible
penalty pasd by the seeker in this case.
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The Juxdges

Exactly who selected the judge or judges is never made explicit. And
the identity or mumber of adjudicatons as well as stenerns varies from ver-
shons 1o versson. The presence of an assembly of witnesses is often pre-
samed, to Judge by the accounts of responses to the events as they
undolded. The implicatons of the actions and reactions of jury and audi-
ence cannot be properly assessed without considering the identity and
charactey of the judges.

The Muses were popular candidates as judges. Apuleius, Lucian,
Pausanuas, Pseudod ibanius, and the scholia on Plaro declare or infer that
they voted for Apollo. Only Hyganus claims that they were chosen by both
comteseanes. Apuleius adds Minerva (Athena) w0 the group of nine. As will
become clear, Athena has an intriguing connection with the sulor and
Marsyas, The nine Muses, daughiers of Mnemosyae and Zeus, were bom
in Pieria in Thrace. The connection of cach with a specific art varies from
writer 1o writer, although moewsske in the ancient sense of poetry and
melody was dominant in the group as & whole,'! Indeed, the Muses fol-
lowed Apolio Musagetes (Apollo Leader of the Muses) —singing, dancing,
and playing musical instruments for the enjoyment of the gods.'* However
the Muses came 10 be chosen s judges, it seems not o have dcourred 10
Marsyas that, given their connection, and indeed subservience 10 Apollo,
these divine Lidies could hardly be relied on 1o give an unbiased verdicn. It
did ocour o the satinst Lucian, who wrote a dialogue between Hera and
Leto arguing the virtues of thewr respective oflspriag. When Leto boasts of
her son's delightful hithanistike (bithareplayving) at Olympian dinner par-
tics, Hera retors *O Leto, what a luagh! Truly admisable is Apodlo whom
Marsyas would have flayed after prevailing over him in musical competi-
tson, had the Muses chosen to judge Laely,”

Besides the Muses, other judges are named in ancient records. The
Nysacans were inhabatants of Me. Nysa in the Near Fast or Inda where
Marsyas, accompanying Cybele (the Asiatic Great Mother of the gods) on
ber wandertngs, encountered Apolio. Mt Nysa was the sear of a group of
mymphs, dod by Nysa, to whom Zeus had entrussed the upbringing of has
infant son Diomysus. The fetus, rescued from the womb of the dying
Semele, had been sewn by Zeus into his thigh until the baly came 10
term.'* Dionysus kept Nysa as his headquarters during his conquest of
India and the Eastern Mediterranean. It was perhaps not fortaitous that
the contest should have occurred on Dioersian territory, therebyy sigaaling
the intricate relatonship of Apollo and his half-brother. Diomysus, whaose
cultivated clfeminacy, patronage ol wine, female entourage of Macnads,
and ritual practices of orgiastic ecstasy, introduced a specific gender-
sexual 1enston heretofore absent in the pantheon.
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Another set of two judges are Tmolus, the eponymous daemon of the
mountain in Lyvdia ncar the river Pactolus and the Mygdonian (ie,
Phrygian) king Midas, son of Tmolus. Hyginus states that the consest adju-
dicated by this puir imvolved esther Marsyas and Apollo or Pan and Apollo,
This uncertainey may have arisen because the infamons judgment of
Midas in the Eater contest was often transferred to the former by Latin
writers. The pairing of Midas and Tmolus & joint judges appears only in
the Apollo-Pan contest, Suffice it to say that Tmolus gave the palm o
Apollo and Midas to Pan, Pan plaved the synnx, 1oday commonly calbed
papipes or shepherd’s pipe. This simple, flute-like instrament was made
of a set of reeds of unequal length (see appendix A).

Where Midas is named the sole judge of either contest, be declared
Apollo’s opponent the victor (Pan or Marsyas). That Apollo rewarded
Midas with a pair of ass’s ears for his egregious judgment may be taken as
a sign that the god won the contest against either rival, The forfeit
required from Pan is not recorded: perhaps there was none, aside from
the ignominy of losing to his divine undle, even though Pan ssued the
challenge. Madas's cars, on the other hand, became symbaols of just pun.
shment for those who pretended expertise i misical discernment.'! No
commentator, ancient or modern, has suggested that Apolio’s punish.
ment of Midas was anyihing less than appropriate or that it was motivated
by less than honest sentiments. However, in view of Apollo’s considerable
irvieation with challenges 1o his musical skill, it does not seem amiss 10 wg-
gest that his punishment of Midas was somewhat meanspirited. Although
the question of maortals and dinvinities with animal attributes s more
abstruse than mere sanctimontous admonitons and satiric gibes, "You
have the ears of Midaa™ was 3 wellbknown ancient epigram,

The Proceedings

According to Diodonss, the contestants agreed o take tums. Apollo
performed first on the bthara, and Marsyas then amazed the listeners with
the strange musac of his guloi. At this point, the judges ranked Maryyas
above Apollo. In the second round, Apollo sang a song in harmony 10 his
kathara, and thas outclased the snstrumental musec performed by Marsyas,
Enraged, Marsyas argued that this judgment was unjust as well as illegal:
the contest was one of mstrumental skill (tachne, and not of volee (phone);
mareover, 5t wis unfais 0 compare two skills with one. Apollo offered a
deft rebuttal. He had not taken unfair advantage. All he had done was use
his hands and mouth a did Marsyas in plaving the aulor; both should
cither be allowed o use both skalls, or else be confined to manual dexser-
ity. When the judges sided with Apollo, a third round was called 1o decide
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the satch, since the score was tied at that polnt. This tme Marsyas lost 10
Apollo. Plutarch summarizes this story by saving that Marsyas was pun-
shed by Apollo for daring 10 compete with auletic melody alone (pulon)
against the superior combination of song and kithara

Another uadition, reparted by Pseudo-Apollodonus, anests that Apollo
won by tuming his kithars around, or back to front (&m kithara strepsan),
and inviting Marvyas 10 do lkewsse,'* Hyginus recounts that because
Marsyas was victorious in the first round, Apollo turned his instrument
upside down (citharam versabaf) and played the same music, a feat that
Marsyas could not match. Vatican Mythographer [ echoes Hyginus, but
varics the tale by suggesting that Apollo was unable 10 beat Marsyas after
many attempts unsil, that is, he hit on the idea of imverting his instrument
anc singing at the same time,

Whatever crafty maneuvers Apollo used w0 win, it cannot be denied on
this evidence that the god resorted to some Kind of ik (dolm), Such
wrickery would have disqualified Apollo in any formal competition.!” In
the mythical context, such trickery may explain in part the penalty he
imposed on his rval. Marsyas turmed out to be a formidable opponent,
one who was hard 1o beat, Except for the hapless Midas, the judges—oven
those who initally favored Marsyas—finally decided in favor of Apollo. No
writer suggests that they proaounced a sentence, Evidently, Apollo alone
wis responsible for the punishment.

The Punishment

The wadition of depicting Marsyas bound 10 or hung up from a tee—
cither alone or before a trivmphant Apollo, with or without assistants and
the Instrument of tormure—is kugely lmised 10 the visiad ans (Weis 1992).
Four late antique sources describe such statues, ranging from the marble
Marsyas Religanes (Marsyas Bound) in the Temple of Concord in Rome, a
statue featuring his strained mscles and dejected Bce, 10 terracotte st
wettes of Marsyas tied 0 a wree. The most striking feature of sources that
allude to such arnworks is the rony deployed, biang or mocking, to hint at
the impending torment of the bound Manwas. These two kinds of irony
reflect a divided opindon about Marsyas and his ultimate fate: dignified
and heroic in the face of unwarranted agony, or shameful and pathetic in
the face of deserved tormare.,

Death by Whippang

A total of four sources recount that the bound Marsyas wis whipped 10
death, In his cpigram, Archios describes the unfortanate sityr saspended
from a leafy pine like & bung animal, left w0 endure the scourging of the
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winds, This image, of course, is connocted o the legends susrrounding the
suspended skin of Marsyas. It does not preclude his ensuing death by flaving.
Vatican Mythographers Tand 11 state that Marsyas was hung up or tied
w0 a tree, sripped naked, and flogged to death by Apollo with a rod that
the god himselfl cut. Martial's epigram to a schoolmaster, on the other
hand, refers 1o the splayed leather (loris) of the Scythian’s rough whip that
flogged Marsyas of Celaenae. Aside from a hint of sadism, scholastic and
other, these lines introdisce s to a third person imphcated in the punish-
ment of Marsyas—a Scythian slave, whom modern scholars sometimes call
fovwrius or flogger. Although Soythian bondsmen acting & a police force
of sores were known in ancient Athens,** this servant of Apollo, evidenly
charged with the whipping or skinning of Marsyas, was an invention of
Hellenistic sculpture and became a fixture in the Roman visual arts.

Desih by Flaying

The rraditional grouping of figures soulpted for the scene of Marsyas's
punishment is described by two writers. Philostratus of Lemnos porurays
the victi standing near the pine tree from which be will be saspended
he looks at the barbaran (Aedares) who sharpens the edge of his knife. In
a Greek inscription on o marble slab in Apamea Ghotus mention is made
of a group of four bronze figures that decorated the thermal baths buaile
there by Lucius Julius Agrippa. The group included Apollo, Marsyas, a
Scythian, and Olympus (see appendix B). Olympus—pupil, lover, and fol
lower of Manwvas—wims wally depicted mosirming for the fate of his men-
we or pleading for mercy from Apollo. Apamea Cibotus, a Syrian city in
Phrygia, was founded on the ruins of Celaenae in the late-thisd or carly-
second century BC by the Seleucid successor of Alexander the Great.
Celaenac, the birthplace of Manyas, is one of the locations given for the
contest, for there the river Marsyas rose from an underground source. An
alternate Jocation s the gorge of Aulocrenae, some ten miles away from
Celaenac/ Apamea.

Mast sources state that once he bad won the contest, Apollo punished
Marsyas by [aying him alive, in eflect, torouring bun 1o deach. Only Hyginus
mtrodiaces a Scythian a the executioner 0 whom Apollo serrendered the
defeated rival, and his narvative reflects the popularity of imperial Roman
depictions of the flaytng scene. The horror of this punsshment s left usually
to the imagination of the andicnce, except for the Matamorpbeses of Ovid
and some scattered comments on the excessive, cruel, even insane
(mandsde) punishment wreaked by Apollo, & in Agathios, Diodorss,
Plutarch, and the Alexandrian proverb recorded by Pseudo-Plutarch.
Diodous antributes the severity of the penalty 10 Apollo’s anger 2t the guar-
rel Bumnched by Mansyvas over the fimmess of the competition,
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Prolemy declares that Marsyas was flayed during the festval of Apaollo
when the pelis of all animalvictims were offered 10 the god. Maryas thus
becomes something of a ritual sacrifice—dignified, as it were, provided
one overlooks a detail: animalkvictions were stunned and probably Killed at
the st of sacrificial rites. Nopetheless, animal sacrfice was a bloody buss-
ness, ome that many scholars consider an ancient sublimation of blood-dust
(Burkert 1982:52.04; 1985:33-34; Kirk 1990:227). This cultural context
suggests that the torment of Marsyas, coremonial or pot, must honve had 2
mysterious and unnerving significance for the ancient Greeks. Perhaps
this interpretation in part explains the Racination of the myth. Blood-
leuing in rinal acrifice, performed by a priest or anointed leader, was
done with a specal sacrificial knife, the wachaira.” The eponymous river
Marsyas was so named, according o Agatharehides, becawse it contained 2
stone called Machsara that Jooked hke a sword; and anyone initiated in the
mysteries of the goddess (perhaps Cybele) who touched it was deiven mad.
Since Maryyas was connected with Cybele, the horror associated with this
specitic sacrificial knife could render those even remotely connected with
the victim or the goddess insane.

Latkn writers verify that Marsyas’s skin (cutis) was stripped off his body,
Several, most notably Ovid, dwell on the cruclty of his slow death: like a
bear, be was left hanging with entrails exposed, his viscera bared, has boxdy
one wound: as he screamed in agony—sinews bared, veins throbbing.
entrails palpiating—his blood flowed everywhere down his body. Two
writers are content to encapsulate these gory details by painting out that
Marsyas died in creel torment by tortere, The Fatin @ fovforidus calls 1o
mind that Apollo, according 10 Suectonius, was known in one district of
Rome as Apeditne Tortere (Apollo Tormentor). ™ Belore leaving this sodil, it
should be noted that this sort of cruel treatment of defeated foes was one
xeociated by Hellenes and Romans alike with eastern (that is, foreign and
barbaric) potentates.®

Marsyas's Skin

Avkas dedarthai (To be skinned for a pouch/winesking was a well-known
phrase in ancient Hellas, occasionally linked to the fate of Marsyas. It
cropped up in both comse and sensous contexts. According to mythical -
dstion, Manwyas's skin apparently hung & a memento or votive offcring in
the place of his execution. This location is variously given as a river near
Celacnae, a rover in the marketplace of Celaenae, Midas's Spring, a cave
near Celacnae which concealed the sources of the Marsyas and Macander
rivers. Clandian and Sttus declare that it brought hosor o Celacnae,
though whether this bomsor was positive or negative remains unclear,
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Ome reason that might account for the fame or notoriety of this sus-
pended skin is that it made music. Noanus’s account of thas singular char
acterintic tells ws thae Apollo fshioncd a wind-bag (empnoos adkos) which
he left foaung from a high wee. When the wind filled , Marsyas's skin
swelled up into the shape of his body, and from the sounds it then made 2
listener could imagine that Marsyas, unable still o keep silent, produced
hix musc once again, This phenomenon was corroborated ty Lucan who
found it ironic that after Apollo was through with him, the only whisting
sound Marsyas could make emanated from his skin dangling in the wind.
Aclian adds a learned 1ouch 10 this element of the myth: i one played a
Phrygian harmonia on the amles, Marsyas's skin moved; if one phyed
music appropeiace o Apallo, the skin, as i deaf, kept sl

The ashos fshioned from the skin of Marsyas is the subject of diverse
interpretations by music hissorans, Vogel suggests that the central monif
of the Marsyas mvth was the invention of the wind-sack, and hence the dis-
conery of the bagpipe and s potencial for parcanasic (1964:45-49, 55-56;
1966:88-01). Ingomar Weiler (1974:52-53) and Hannelore Thiemer
(1979:59-60) disagree, pointing out that sacks of animal skin were
recorded before the first extant sources of the myth, and that the double-
awlos iselfl was capable of producing part-music, The dating of animal-
pouches, however, does not necessarily invahidate the etiology of the
Marsyas story, for myths do not have 1o antedate or coincide with the phe-
nomena they seck 1o explain. Moreover, the partmusic of the double-
andor does not controvert the significance of the hagpipe.

There are other problems in Vogel's thesis that require further investi-
gation: for example, the enmology of manstie, the relathonahip of aiceules
(Latin) and ashaulos (perhaps Greek), other ancent Greek words meaning
bagpipe, and so on. Vogel's thesis has much 10 recommend it [t does nos,
however, explain why Apollo had to flay Marsyas alive in order to make
from his shin a sack, whatever s primory or sliimate purpose. Even il one
accepts the etological meaning of the outcome of this myth—the musical
shin of Marsyas and its connection 1o the bagpepe—this meaniog would not
be weakened by a story that ended with the thying of the dead Marsyas.

Marsvas and Water
That there exssed a river Manyyss, near or in Celacnae, flowing into the
famous river Macander was a geographical datum known by many, Some
sources smply connect the eponymous river to the person of Marsyas,
otherx 1o the horrible death he suffered at that place, Sall others offer
specific reasons, adding detadl 1o the myth, to explain how the river came

10 be or why it ok on its name. The sources are almost evenly split
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between those that connect the river’s name or (s very creation to the
blood shed by Marsyas and those that attribute the name of the river
clther 10 the skinpouch which hung there or fell into the sver, or else 1
the actual body of Marsyas which was flung into the river, or ended up
there because he went mad and drowned himsedf,

Aristides Quintilianus puts forth an idiosyncratic interpretation of the
skinsack hung over the eponymous river, an interpretation that shows
traces of Swoic and Neoplatonic philosophies. For him, Marsyas represented
the shadowy, beeathy 2r between water (an eanhly element) and cther (a
celestial clement), whereas Apollo embadied the pure ethereal essence.
Pausanias records thas Massvas's awld fell into the river Marwas and were
swept down the Macander and Asopus until they washed ashore in Sicyon. A
shepherd found them and wok them 10 the Temple of Permzasion (Patho)
in Corinth, a temple associated with the purification of Apollo after the
killing of the dragon a Delphi. Three Latin weitens ascribe the creation of
the river to the tears shed by the many friends who moumed over Marsyas's
cruel fate—a metamonphosis more madlin than macabre,

Behavior at the Contest

Aside from oblique hints of blasphemous or mad audacity on the pan
of Marsyas, there exist more obvious and explict indications of his mis
placed and rdiculous seli-confidence in confronting the god Apalio,
Among writers who count Marsvas as a human being, some characterize
ham as a rastic herdsman or shepherd, and othens 2 2 phaloophen, or bover
of wisdom. But the prevailing image is one of an uncouth and presump.
taous <hallenger, a8 depicted in a lyric fragment by Simonides “He bound
the fringes of his temples with shining gold, and bound his boisterous
mouth with backward-bound thoags (e, the phorbaa) ™

The most exaggerated example is the descripton of Apubeius: a bar-
barous Phrygian with a Glithy beard, shaggy face (one of the signs of a
satyr), andd hairy body, Not content to limit his impudence to the music
contest, Manyu introduced his performance by praising his own
appearance in contrast to that of Apollo—with his long curly hair,
smooth skin, beautiful face and hody, luxurious raiment, and golden
lyre encrusted with jewels™ In a different context, Marsyas's depiction
of Apollo could have been taken as justified criticism of an aristocratic
and conceited dandy. In this contexrt, however, Athena and the Muses
at first hid their mirth, but could not contain their laughter at
Marsvas's words, They judged in favor of Apollo, and Jeft the wretched
loser, mangled entrails open to the air, skinned and hung up like a
two-footed bear,



Maxia Rixka Masiares 131

Apuleius goes on to say that Apollo was ashamed of so degrading a vic-
tory. Apollo’s repentance is narrated by Diodorus: so distressed was the
god that he tore the sirings of his kithera, shaucring the harmony he had
invented, and for a time he would have nothing to do with mussc. Nonnas
credits Apollo’s pity with the transformation of Marsyas into the cpony-
mous river. This explanation, of course, s a commonplace moal found in
counthos myths of metamorphosis, The first two reactions aurihuted o
Apolio==shame and regret—are more personal in tone; however, they
reflect more the unecase of the authors, than the distress of Apollo.

As was mentioned earlier, the wears shed by Marsyas’s moumers (who
witnessed his grisly fate) bocame the viver Marsyas. Among them were fel-
low satyrs, symphs, sylvan deities, fauns, rural folk, shepherds, his father
Hyvagnis, and Olympes, Hyginus inclicates that Apollo gave the body of
Marsyas for barlal to his pupsl Olympuos. Although this author may have
bosrowed the notion of Olympas’s presence from Ovad, the active role
assigned o him was in all hkelihood influenced by the many imperial
Roman depictions of Ohmpus begging Apollo for mercy on bebalf of his
mentor and lover. So saddened was the pine wree from which the flayed
Marsyas was hung, according to Nicander, that it wept and spread in
passsonane lament throughout the valleys. Who was Marsyas that his admis.
tedhy brutal end should elicit such reactions?

Marsyas the Musician

Ge

Several sources make Marsyas the son of a rivergod: Ocagrus or
Macander. According to an anommous Alexandrian proverh, Macander
had two musical sons, Marsyas and Babys. Babws played on a single reed
(kalawm) whoreas Marsyas invented the plaving of two reeds. Tn spite of the
apparent Hmicvtions of his musical instrument, Babys also competed
against Apollo. Six Greek writers document the story of Marsyas™s beather,
His clam o fame Is an epommous adage that was applied 1o those who
performed badly because they were ignorant, naive, and untalented,
Hining won the comest, Apollo prepared o inflict on Babys the puned-
ment of his brother Marsvas, Athera, who mast have been the judge, inter
vened 1o say that Babys was the beast gifted aulete she had ever heard, and
Apollo set his free. 1o this myth, the comsical aspect of the competition is
matchod by the upshot: one & left with an image of Apollo laughing with
Athena at the ineptitude of poor Babys. The unfortunate Marsyas, whose
anstry threatened Apolloaian musical authority, was ot so lucky. And
considering the dreadful end of Maryvas's story, there is a jarming inconsis-
tewscy with the comical elemsents introduced into it by some writers
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By far the greatest number of writers declare that Manyas was the son
of Hyagnis the Phrygian. Hyagnis, called “pretny™ by one writer, s vaniousdy
credited with being the fiest 10 perform the Phrvgan and other nowad o
the anlos in honor of Cybele, Dionysus, and Pan, as well as the finst o pro-
duce sweet barmony by separating his hands and lingering cach pape of
the double awlos. He s also sadd o have invented the Phrygian,
Mixophrygian, Mixolydian, and Distonse Aarmomias, the trichord, the wax-
bound syrnx, and the auwloes. He was taught by Marandynus, and in tum
taughit his som Marvas, who then taught Olympus (see appendix B),

Achicvements

Just s Mickas stood 28 2 symbol of riches or foolishness, Marywas's mame
comnoted eloguence, cither beneficial and commupt. Noteworthy among the
numerons acknowledgements of Marwas's cloquence is Socrates’ praise for
the awhoritative auletic mowal of Marsyas and his pupil Olvmpus, celestial
muic that moved the souls of thase ready for divine possession.

Marsyas was so intelligent that be could imitate the manyreoded syminx on
the aube, and thus surpassed his Gither Hyagna as an aulete, according o
Diodoras and Dioscorides. His mastery of the awle was recorded by masry
wrilers, even those who bad the mvention of the aulin 24 the foet of Athena.
Ansophanes’ scholiast calls Marsyas anistos or preeminent in aulstibe. Only
Pseudo-Palsepharus claims that the wondroas musse produced by Manyas
wits duse o the divine properties of Athena's invention and not 1o the dexter-
ity of the audete. Thus his dire Bute canse about in part becasse, i his b,
he gnored the supremacy of the goddess. Of course, Marsyas was also ored-
ited with inventing the awie (soc appendix C). B not the ol themsehes,
then the invention of the phordess wis associated with Marsyas. Pausanias
claims that he (anxd not Hyagnis) invented the asuletic Song of the Mother
(i.e., Oybele). Malakas, Pseudo-Suidas, and Teetzes consider him a philoso
pheer. And Pansanias sedls us that the Pheygars of his native ony, Celaerae,
honored him as the savior of the Gy, for he belped them repel an attack by
the Galatans by sounding his awdl and flooding the river Marsyas,

The sources that consider Marsyas a sany or silen far outweigh those
that count him among the humans, When treating these theriomorphs,
modern scholars believe that it s useless 1o atempt 10 distinguish between
satyr anel silen, for their characteristios not only change bt are inter-
changeable (Carpenter 1991:15; Ganue 1995:156; Lisaurrague 1990:54).
Thus, although 1 distinguish the words in connection with the sources,
here the general category of satyr serves to designate these hybod crea-
tures. The aged inchriate and bon vivant satyr, Silenus, is a particudar per-
sanage in the Dionysian retinue,
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Graced with horses” hooves, tails and cars, the bodies of satyrs sported
the uhyphallic condition (phallic display), cheardy visible since they were
usually portrayed in the nude. Very rarely did they have goatlike
appendages similar to those of the demigod Pan. Although their body
apes (aside from equine appendages) were not unusual, their faces foa.
tured wild halr and coarse features, including the snub nose. Saryrs
belonged 10 the thigsos (eostatic following) of Dionysus, along with
Maenads and other revelers. They played instruments (principally but
not exclusively the sulas, a phallic symbol), carried wineskins, drank
wine (for which they had a passion), played games, and engaged in acs
of debaschery (for which they also had a passion) with persons of cither
sex, with animals, and with autcerotic abandon. But the most excessive
scenes of sexual licentiosnnes take place independently from Dionysian
processions; and it is not insignificant thar such scenes were usually
painted on wine vessels associated with sympasia. From one point of
view, satyrs exemplified the extremes of male sexualbity. They occupied
and wrespassed the frontiers of normative behavior by exploiting free-
dom from constraint almost to the point of perversion. Thus from
another point of view, they, like gorgons and centaurs, were the Other
(Galame 1992:70; Dowden 1992:165-66; Lisarrague 1990:234-35;
Stewant 1997:184). And like so many Others they were but one aspect of
the Self.

Before one dimisses satyrs out of distaste or opprobeium, it is well 10
recall the fate of Pentheus of Thebes, After all, ithyphallicism was a
divine sign of Dionysus, as noted by Aretacus. So was wine and merey-
making, not to mention ecstasy and ravishiment of body and spirit alike.
It is also well to remember that in ancient Hellas, cach playwright
war expected o include a sayr-play to be presented after his three
tragic entries in festive agones for the theater. Though hardly a ifling
matter, the sanr-play was a naughty piece of humor rather than an
idyllic pastoral,

What charsctenstion peculiar to sanrs, aside from featares of his out-
ward appearance, did Marsyas exhibit? Not many. Was he always a sanr?
Several scholars conjecture that originally Marsyas was a human being,
one who was transformed into a satyr at some point. Andrew Barker
(1984210, n. 32) and Max Wegner (1960:1696) ateribte the metamor.
phosis 1o the Hellenic imagination, to interpretations of the myth that
came together in classical times. Frangoise Frontisi-Ducroux, on the
other hand, makes it part of Marsyas's life story, though without
aucmpting W place the event in tme or place—admittedly an impossible
tak given the lack of evidence (1994:242, 244). Her notion that
Marsyas's imvention of the phorbere, ostensibly 1o hide the deformity of
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has lace, indicated his recollection of his former human condition s not
compedling.

Marsyas and Athena

Among the putaive inventors of the double awbs, the goddess Athena
is by far the most sugust in the social and divine hicrarchy s well as the
most ubsquitous in the sources (see appendix D). The link between
Athena and Marsvas occurred when be collected the musical instrament
which the goddess had discarded.

A number of Latin sources indicate that after she had imvented the
andst, Athena proceeded o entertain the Olympian gods during a ban-
quet. The gods, Juno (Hera) and Venus (Aphrodite) in particular, burst
out laughing and ndiculed her inflased cheeks. Athena venified the rea
sore for their mockery by looking a1 herself in & water source. Fulgentiv
and Hhyginus also mention the goddesses’ mirth at Athena's gray eyes;
their catty behavsor smacks of a kalliteion (beauty contest), But Athena's
gaze—~ussially described as glascopis*™ an cpithet vaniously translated as
gray, ombsh, or fashing—signifies more than the nbelaions of exhibic
ing female pulchritade: 3t signals the harrowing and unwavering stare of a
warrior goddess, superb, stunning, and fearsome. Like the stare of the
gorgon Medusa, it mbolizes alterity, the Other, one might say (Detienne
and Vernant 1991:185; Stewart 1997:184).

A muxch Lager number of Greek and Latin sources omit the banquet
scene, stating simply that Athena played the auds near some sort of water
s she could see her reflection, Shocked by the distortion of her Bace, she
threw them away. Melanippides and Ovid provide the goddess with woeds
that dramatize her horror at the ughiness of her visage, whereas Fulgentias
merely implies that Athena chided herselll But Arisudes Quintilianus,
Aristotle, and Telestes reject the notion that Athena, goddess of war and
wisdom, could hive been concermed with the issue of beauty, they insis
rather that she must have realized that asdetibe did not enhance inell
gence and knowledge. These authors comvensently overlooked the Banoas
beauty contest between Athena, Aphrodite, and Hera judged by Paris of
Trov. That Athena cursed the aulor s suggested only by Hyginus who,
influenced by Geacco-Roanan literature and visuad ant of his time, Mrove (o
find a justification by these horrific depictions of Marsvas's face. The curse
of Athena may be discounted x 2 marginal detail,

From maost accounts one may assame that Maryas cane apon the awler
after Athena bad left the scene. Three writers imply that Marsyas nos only
took them surreptitiously, but alvo claimed the invention as his own,
Plutarch and Tretzes, on the other hand, describe an encounter between
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goddess and satyr. In this scenano, Marsyas came upon the goddess plan
ing the suld and rebuled her. Her appearance was so unbecoming, said
he, that it would behoove her 1o ke up her weapons and abandon
the aulos, thus putting her cheeks to rights, Athena ignored Marsyas's
comments, but followed his advice after she saw herselfl reflected n the
water, Tretzes goes on to say that at this point she gave the axlid 10
Marsyas. Plutasch omats this step, but attributes the subsequent mvention
of the pherbaa 10 Marvwas, who used it to hide the deformation of his face,

Two sources, one Greek and one Laun, menton Myron's famous
statwegroup on the Athenian Acropolis (¢, 440 BC), and give it two differ.
ent readings. According o Pliny, it showed two Bgures: Minerva and the
satyr Marsyas marveling at the tibia, whereas according o Pausanias it
revealed Athena about o strike the silen Massyas for picking up the dis
carded auloi. These readings may reflect the variations in the lerary treat
ment of the myth, although it should be noted thar the meaning of the
Greek passage is open to question. =

Aftermath; Decoding the Myth

Why did Apollo inflict such a savage mode of death on the loser of a
mausical contest? Was Apollo unjust and cruel in inflicting such a dire pun-
shment in Marsyas? Did Apollo react 10 Marsyas’s complaings of unfair
tactics in the conest itsell Was Apollo’s victory a dose call? Did Apollo
wins by trickery and, a8 a consequence, loathe himsell & much as the rival
that brought him to this pass? Was Marsyas's kpbns so heinous that he
deserved 1o die in agony?

In a single reference to this myth in his book, Apolls the Kmife Wirlder,
Marcel Detienne savs thas Apollo flayed Marsyas voluptoossly with a sharp
knife (wachaira) like the one he dedicated to his Delphic priests
(E95:11).% There exist very few ancient sources that suggest a rivualistie
clement to Marsvas's death, although this aspect cannot be entirely dis-
counted. Readers of ancsent Greek Bterature are familiar with the phe.
nomenon of human sacrifice—usually that of young virgine. They were
slaughiered like consecrated animals, throas cut for purposes of ritual
blood-detting. They were not tortured to death, Even if, as one Greek
writer says, Marsyas's skin was 10 be dedicated o Apallo on his feast day, it
could have been removed alter he was dead. However, Detienne’s chodce
of the adverb “voluptuously™ convews vividly the kwe-hate relationship
between victim and torurer. Something other than riwsal shiughter or
mortal combat is secreted beneath the surface of this rivaley.

On the denotative level of action-motifs in the narrative, the contest
between Apollo and Marswas, between god and daemonsany, has been
frequently read as the archetypical opposition of string 1o wind
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mstruments (Neumann 1962:21; Thiemer 1979:40); vocal 1o instrumental
muic (Fétia 1969-76, 5:13; Fromtisi-Ducroux 1994:250); the familiar to the
exotic (Clay 1989:10; Segal 1998:97; Thiemer 1979:40); the traditional 1o
the new (Fromtisi-Duocrosx 19940248, Haxs 1985:59); the aristocratic 1o the
plebeian (Frontisi-Ducroux 1994:249; Neumann 1962:21; Winternicz
[19549] 1979:208); and the civilized 10 the uncouth (Laporte 1969:57;
Segal 1998:97; Wiora 1961:63). Any or all of these antipodes are substanti-
ated by the story, and the observation that the clements represented by
Marsyas eventually became an accepeed part of Hellenic music practice
docs pot negate their agency in the enth, However, if one were to read
the main denotatson of the myth as the story of an arrogant and conceired
competitor against an unssailable desty, then these oppositions lose their
model status and dwindle to narravve stratagems. Indeed, the musical
comtent of the myth becomes irrelevant, & meve scalfold on which 1o hang
a tade.

Vogel repects all of the above antipodes, yet insists on the musical sigmaf-
sance of the myth. His pair of opposites consists of monophonic and
polyphonsc imtruments; thus Manyvas's fate at the hands of Apollo
becomes a myth about the introduction of the bagpipe into Hellas, Such a
reading has its merits. But like all etiological interpretatsons, it delves only
superficially imo the connotative level of the nmyth. [t passes over some
crucial motifs of the story and, most important, Bals 1o addres the stnking
feature of Marsyas’s fate: the grisly manner of his death. To recapétalate,
Apolio did not need 0 flay Marsyvas alive in order 10 make a bag of his
skin, whether the bag was to become a musical instnument, an agonistic
trophy, or a votnve offering,

A closer Jook at the oppositions cuthned above reveals that the i oo
sets (string andd wisd nstruments, vocal and instramsental mesic) can be
subsumed under the st teo (the familiar /traditional and the exotic/new,
the arsstocratic fewilized and the plebeian /uncouth), and that the latter
side imperceptibly into the connotative level of the myth, inasmuch as they
derive from value judgmenss cither enunclated in the ancient sources or
read into them by succemive interprelens,. The euler came from Phrygia,
Essentially a solo instrument, it was used nonetheless 1o accompany singing,
particular ehoral recimtions. The hre origirased in Arcadia, the heanland
of Peloponnesus, The kthera, on the other hand, probably came from the
Near Easta provenance overfooked by boch ancent and modern mythog-
raphers who wish to stress the Kinds of antipodes under discussson here. In
any event, even if the aules were identified by Hellenes as Asane, exotic, and
foreign, this snding in isell was not sudlicient reason for the instrunsent o
be shunned (see appendix C), Phngia, 10 be sure, was not part of Helkas,
Bat then, neither was Thrace. It &s worth notng that after his castern



Maria Raxa Maxiares 157

wanderings Dionysus, the Olympian Other, entered Hellas through Thrace
w introdduce his bizarre and savage rituals (Detienne 1979:68; Parry
19921200, Thamyris and Osphbeus sojourmed in Thce, and the gracious
Muses, followers of Apedle Musagetes, hailed from this region as well. Indeed,
e h of sossbe was not orginally Hellenic,

Modern scholars who refer 1o a foreign element as a salient atribute of
the muse of Manyas characterize it further as (semip-barbarisen, wildness,
untamed and poamordial natare, unreason, orgiasm, ecstasy, mysticism,
amel Sor Deonysian religion. Asd of course these scholars state o infer the
opposite qualities of the music of Apollo, drawing their pairings from the
auributes they comstrue from the anclent sources, One of the problems
with the structural analysis of myth is its potential for rigidity and abstrac-
ton (Burkent 1952, Burridge 1969, Geal 1996, LéviSuauss 1958, Plager
1970; Runciman 1960). Maiters arc seldom so tidy in the myths them-
selves, As in all agonstic myths, ihe ungled web evident in ancient sources
wis woven from strands of ingrained assamptions, assumptions that
twisted reality and betrayed deeprooted insecusities in Hellenic arinudes.
All the samwe, taken singly or collectively, these modern readings of the
pryth of Marsyas and Apollo provide illuminating insights inwo many of s
connotative contents, How well do they answer the main question posed
in this essay?

The perennial opponition of Apollonian and Dionysian prisciples is
often cited as one of the archetypes behind the myth of the musical con-
test between Apollo and Marsvas, Stemming in parnt from Fricdrich
Nietzsche's influential work The Birth of Tragedy from the Spint of Musi, the
notion that Marwas embodied the maoral and physical charactensiics of
the satyrs in Dionysus’s retinue as well as the frensed and disruptive music
ypical of Dionysian revelry and delirium bhas retzined some currency
among # number of historians of the arts and ideas (Anderson 1966:9;
Fronusi-Ducroux 1994247, Keuls 1974:148; Lippenan 1964:45-46; Vermant
1985:13; Wind 1968:172). Grafted onto this basic concept is the assess-
ment of the faying of Marsyas & a torm of punfcaton or tanscendence,
an ascent from the sogey warm darkness of earth 1o the hard cold light of
the beavens. Marsyas's fate thus comes to symbolize the punishmens.
redemption of one who dared 10 threaten the cosmic harmony main-
tned by Apollo’s hve or kithars and by the cternal measures of the soag
and dance of the Muses. Such allegoresis goes back to Gracco-Roman
Neoplatonsan that floussshed from the fisst 1o the fourth centuries AD.

Oddly enough, none of the scholars who espouse this interpretation
discuss Nietesche's more concrete point that those who use Dionysian wis
dom, an unnatsral abomination, o plunge the world into an abyss of
destraction must sulfer the dissolunion of the nature of their own person
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(Nietsche [1872] 1967:67-68).7 The implications of Nieteche's concept
are manifold: Apaollo, with his cthereal kithars, represents the pure and
disembodied; Marsyas, with his phallic aulos, the impure and carmal;
Apollo, the upholder and sovior of normsality, nghtness, and clarity, s the
agent of chastsement of the foolhardy and dangerous; Marsyvas, the fol-
bower and proponent of aboormality, impropriety, and anarchy, s the per-
petrator of a heinous bybris. Thus, Marsyas is doomed 1o lose his skin (the
casng or sheath of corporcality) and then 0 be dissolved into water, the
most liguescent and shapeless element of the canth.

A number of scholars deny the opposition of Apollanian and Dionysan
principles, or at beast qualify it as an overly simplified interpretation of the
relationship between the two deities (Dowden 199299, Williams 1993210
Wyss 1996:27). The main thrust of their objections is cither that the oppo
sition & the Exbrication of analyws and hestorsans of myth or, basring this,
that the starkness attributed to the opposition is overvalued. Thicmer
points out that the cult of Cybele also featured extreme waorship, and like
the cult of Dionysus dealt with mystical death and resurrection
(1979:76). Whereas |. Michael Walton calls Dionysus the "darker twin® of
Apolio (1998:xxxi}, Detienne equates the two: both gods experienced the
pollution of dementa and both were responsible for murders (196580202).
True, Diomysus did not Kill with his own hands; rather, he drove unfort-
nate mortals 10 insanity so that they shed the blood of friends and yela-
tives, Apallo did both. And yet Apollo amd Dionysas offered healing and
purnification 10 practcioners of thelr cults. They are separate gods, yvet they
are linked.

To the misgivings of these scholars one should add the obsenvaton that
much of the suppased opposition between the Apollonian and the
Dionysan in sources of the Marsyas mnth rests on the association of the
aules with cultic frensy and sexual ribaldry. Neather of these associstions is
put forward in the myth in clear and indispatable terms. In the myths con-
nected with Dionysus saryrs play an insignificant role, as they do in anclem
Greek myths in general, unlike centanrs and other bybewds, They do figure
prominently in the visual arts, both with and without Dioniysus, and in the
latter case they appear in scenes of bibalous and erotic immoderation.
Even though Manwas is more like Chiron, the wise contaur (who taght
the young Achilles on the hyre, among other skills), Marsyas is tainted by
association. Funthermsore, the auln figures prominently in scenes of post-
prandial pastimes at symposia—most often played by naked awlatndes
(female auletes), whose state of undress signals that they performed
things other than muske. Given that Dionysus was connected with the
emjovment of wine, the loosening of inhibitions, and the antics of aules-
plaving satyrs, one may asume that the subsext implied by satyes and aulo
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was not bost on ancient audiences of the myth of Marsyas's agoe against
Apollo, even though Dionysus never appears in written accounts and sel
dom m visuad depictions. The Iatter come down 1o us mainly in the form
of Graeco-Roman funerary monumenss where Dionysus is cast in the role
of psychopomp {conductor of souls 8o the realm of the dead), This role
was sometimes assigned 1o Apollo us well. Once again, two apparently dis
connected gods are connected.

True, the Dioaysian cult was followed mainly by groups which Hellenes
consiclerod mferior in civic status: wormen, peasanes, shwes, metios (foreign-
bom citizens with limited rights), and strangers. These were the marginak
ized, as were the inhabitants of certain geographical arcas adjacent or
near Hellas: for example, Thraclans, Lemnians, Lesbians, Trojans,
Ithacans, Boeotians, and Fubocans. These groups tectered on the verge of
barbartem and, depending on political crcumsances, they often skadded
out of that category 10 join the outright barbarians; for example, Persians,
Scythians, Teutons, Indians, and others further afield. Though always
latent in Hellenic and especially aristocratic Athenian thinking, anti-
barbarian sentment became rampant xenophobix alter the Persian Wars
of 490 and 480 BC (Gouldner 1965:118; Hall 1989:21, 126; Racck 1981:1;
Seewart 1997:26). These persons constituted Others and, in the main,
Others who could be disparaged and dismissed as inconsequential,

One notable exception was the category of women, a category that
imspired misogynism tinged with awe and fear, It is almost as if women as
Onhers were placed oo the same level 28 hybeids and monstrous creatures:
Fascinating and terrifving, In the main, hybrds encapsulated the tension
between culture and nature, as seen in the myvths abowt centaurs and
cyclops (Kirk 1970:153-54, 160-61). Nature was mysterioas and seemed o
the Hellenes 1o govern men and their culture with sometines benign amd
sometimes malevolent powers. Hhvbrids thus occupied a middle ground
beiween heroes and gods, belonging to neither, and yet possessed of
superhuman, even magical qualitics as daemons of nature, Marsyas, the
hybrid saryr/silen, was a river dacmon whose daring challenge and
entrancing auletibe threatened the authority and barmonic hegemony of
Apollonian Aithansnibe and Aitharedia (singing o the Aithara).

Mamy heroes challenged Apollo and died for i Bat none in so ternble
a fashion, and never was their heroic stature undermined as a result.
Their challenges were a form of kdrs against the god and against the
proper boundlaries of selfvonlidence ® There operated a narrow legal
definison of Abns as lmproper behavior by one cltizen against another,
betunior in which perpetratons shamed victims by violaing what the kaw
saw as their nghts. In this context, Aybns was a deliberate acton designed
1o insult, demsean, or dishonor another for the sake of the pleasure of the
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agent (Allen 2000:131-32; Cairns 1996:11; Dover 1978:34-35; Fisher
1992:1), In shame cultures like that of ancient Greece this kisd of Aybris
was highly censured and punishable by law. And the gods were not
immunc 10 (his sort of fplvis, committed by other divinities or even by
mortals. The gods jealousdy guarded their righes, and with good reason.
Apollo, it scems, was especially walnerable in this respect (Calasso
1994:54). When stressing the arrogance and presumption of Marsyas’s
challenge, ancient and modern writens in effect place his transgression
[crime?) wichin this casegory of Aybwis. And in a sense Marsyas’s act can
almost, but not quite, be subsumed by the legalistic definition, The mis-
ng factor is that of personal pleasure. Marsyas did not seek pleasure, bur
ghory: the great good purssod by all ancient Greek heroes.

The pursult of glory brings to bear another ancient Greek view of Aybns,
a definition that grew ot of the excosine side of heroic encrgy, All 1o
casily heroes could be blinded by the delusions of ambition, forgetting
decency and puffing themaclves up, & it were (Fiber 1992:2-5; Grant
1995:.59.60). Such Iydris is the result of unrestrained exuberance (Cairns
199622, 52). And yet exuberance and energy are integral characteristios
of the bero. By thelr very nature, even when not indulged, they imvoked
nemeris (retribution) and phibenss (cmvy). And the gods were the most
envious of all. Hereln lay the tragedy of hevoes. Whether or not their
demise imvolved an overt action, their downfall and suffering validated
their heroic status. If one jettisons the prejudices against satyrs in par
ticular and the bold in general—prejudices whach are evident in many
of the anclent sources—and M one considens instead the glorious contest
in which excrucating death was saffered for the sake of music, Marnas
then becomes a hero. Bemer, Marsyas was i bero, and his agoay confirmed
his heroism,

The suranagems deployed by Apollo 1o secure victory over Marsyas hove
been described earbier. Had the outcome of the contest not been so hoari-
fving, the god's ricks would have amounted w nothing more than a musi
cal mountebank’s shemanigans—undignified, perhags, but harnlos. Sull,
one might be tempeed to conclude, like Lucian, that Marsyas was
swindled. Anclent Greek myvths acchamed the Tears of countless *trickster-
heroes,” especially in agonistic situations (Weiler 1974:258-59), Bt
Apollo was a god, and the fact that he had o resort 10 such tactics to pre
vaal against an opponent who wis at best sems<ivine suggests two things:
cither Apollo stooped to deceit for no good reason, or ebe the opponent
was stronger than he anticipated.

Although the paint is unclear in cthical treatises of the time, it scems
that some distinction was drawn between dodos (trickery) and wetis (cralt
ness), Mets, typical of the goddess Athena and the man ol wists and
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rns—her favorite hero was the podymetss Odysseus—was a positive aspect
of deceit in that it entailed the subtle and skillful resourcefulness needed
o prevail in circumstances that looked o be as uncertain as they were
unpromising {Detienne and Vernant 199134, 14-16, 27). Dolas, ascribed
by ancient Hellenes to wolves and women, was a nogative side of deceit in
that it entailed the frandulent and treacherous cunning needed 10 prevadl
in circumstances that were innocuous and non-threatening (Buxton
1988:64; Dowden 1992:117). In allowing a hervo 10 win against bad odeds,
metis was comamendable, wherea dolm was deplorable in allowing an anti-
hero to win an undeserved victory. What makes ancient myths intriguing is
that thas distineon was amthing but firm and precise,

Apollo’s tricks are disconcerting beciuse they elude strict cmegorizae
ton as cither setis or doles. According 10 one Latin writer, Apolio was
ashamed of his victory. A Hellene would have said thar Apollo did not
achicve kallinskow (2 glorious or ennobling victory), From this perspectine
it s unclear whether the god was ashamed of winning over so base
an apponcnt or of winning by means of 3o base a subterfuge. If the latter,
his sense of shame may have been exacerbated by having to argue his
tactics before the judges. As Deticnne points out, Apollo was ill a1 case
and unsuccessful in juridical proceedings (1998:211) and, though he
won his cae, be may hine resented hanving to perform rhetorically as well
as musically.

Seructural anahsis of the motifs of action and reaction in this myth are
well and good, as far as they go. They do not, however, plumb the hidden
and myserions significance of Maryvas's e, To undenstand it one muast
consider Apollo's crueley, his dark side (see appendix E). A selection of
adjectives from the modern literaure demonstrates the negative ap-
praisals of Apollo: wnnatural and auciste (Calasso 19946:51), narcissistic
(Einer 1974141, 145), arvogant and cold (Detienne 19%8:11), reckless
(Clay 1989:36), detached and sterile (Calasso 1994:54). Marsyas's chal
lenge and his performance in the agon wis a dire threat to Apollo whao,
upon winning, imposed the ultmase penalty 10 be paid in as excruciating
and un-Hellenic a manner as posable, More was at stake than a nbristic
challenge, a badtempered rival, a difficult victory. Marsyas, the Ocher,
revealed aspects of Apollo’s godhead, his Selif,

Condlusion

Tosofar as the satyr Marsyas belonged 10 the thiaws of Dionysus, then
like his divine master, Marsyas represented the Other, the opposite of
Apaollo and his devotees. Bat Marwyas's Otherness & even more profound.
He played the aule, instruments imvented by Athena to imitate the death
throes of Medusa and the monstroas bowling of her sisters (see appendix
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D). The grotesque mask of Medusa, the absolute and extreme Other,
wickded a dreadful magical power and spawned the terror of petrifac-
tion, annihilation of the Self. As Jean-Pierre Vernamt points out, when
Athena produced the gorgon sound on the aulol, the goddess ran the
danger of being transformed into what she imitated, of wearing the
skin, the face, the mask of Meduwsa (1985:29, 56-57). Could it be that
Athena’s rejection of the awloi involved something more than a matter
of female vanity? Did she recognize the lybrid creature she had helped
to slay? Did she see in her reflection the Other, magical and awful?
Marsyas assumed this mask as well a5 the magical music produced by
the gorgonic instruments, a music at once entrancing and dangerous.
Not only did his axlemata (eulos music) represent the opposite of the
well-tuned and wellorganized mousibe of Apollo, it also betraved a mon-
stroas secret to anyone who could, ke the god, discern ie. Their musics
were different and yet the sume, for every momos, genos, and Aarmonio-—
the pedantry of theoretical tgging notwithstanding—had the potential
to deceive, o calm or arouse the spirit, to assuage or infuriate the psy-
che, the ego, the Self. Apollo, more than any other divinity, knew this
with a certainty that went deeper than ratiocination. He could not
countenance the equality, et alone superiority, of awlos music, He
deployed all means at his disposal to win the contest. And haning suc-
ceeded, Apollo not only slew his challenger, but also savagely and sen-
suously removed his mask, his face, his skin. In one sense, the god con-
quered the threat posed by awls music, But in another, Apollo
succumbed 10 its overwhelming power, for he allowed the dark side of
his Sclf to answer ity siren—Ubetter, s gorgonic call—so that he became
the Ocher.

Marsyas transgressed limies and pasd for it This was 2 hero's emvor: o
dare to go beyond the boundanies set for mortalds by the gods. Bat the
words themselves, in setting these lmits and in goading or envving mostals,
invited such challenges. Whatever the circumstances, it is true that only
the hero would find himself in these circumstances and only the hero
would make a hero's mistakes (Esner 1974:191).% As Peter Levi poings
out, “Only losers can be heroes™ (1991:184).

Marsyas was 2 hero, unsung except by lovers of his music, His aulo
music embodied a grave and grand challenge to Apollonian principles,
His wragedy & a castionary tale, not only a warning against presumpuion,
bt alvo & reminder that certain trutha are fraught with peril. All the myths
that tell of musical agones with Apolle Musagetes merit close examination.
And among these myths, the moat intriguing and prodound is that of
Marsviss the aulete, Maryas Agomister,
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Appendix A: The Syrimx

The math atenkesting the design of the syrisx 1o Pan, goat-dooted we of Hermes
and the Arcadian uymph Deyope, comes dosn 1o @ from eelatively Bile sources,
the eartiest of which b Ovid's Maumarphoses. The nymph Syrinx, flecing the lecher.
ous pursest of Pan, arrwved at a poed and fearing capoure and rage, begged the
gods 1o tramform hor into some sort of plant Jde. Owt of piey, they changed her
into a bed of reeds. Out of anger or desperation, Pan cut the roeds and Gahioned
them mio a musical instrument.

Aggressve and tender erotic imagery, thinly veded in Pan's shahing of and play-
ing om the reods, is explicit in Tatiu's conclanion: Pan Kised the pioces of severed
reed us i they wese the nymph’s wounds: he then put the reeds 10 his asssorous
(omtibon ) lipn and breathed into them as he Klssed them, Pan’s gassion found a vouce,
Capella maroduces a more subthe, if Smidiows mone: 2 Pan pressed his bokoved (i,
the spriny) 1o his lips, she dghod foeth o of froes kiwes. Syring wis sedoced.

Pam Is oot the sode contender for investion of the e The ather princigal
candidate is bis father Hermes, who devised the shepherd's pipe after exchanging
Apollo’s solen castle for the chefpdira (oetoise-dyre), which he had sbo invented.
In addition o0 Daphsis, the Sicilian shepherd and son of Hermes, Satyrus or
Shenws bs alo credited wich smventing the panpipes. However Pan came by the
wyrang, he was oclebralod for his Beterwwert music, hausnting and redolent of the
sullerings of love and lust. Pan ussally plaved the nyninx in the evening, alter & day
of husting (assessals and symphs) on the slopes of Arcada, While disporting hime
wlf om Me. Tmobus, Pan entertaimed the nymphs with the trifling melodies of hia
sbepherd's pipe. Baoyed by the praise of his sudicnce, Pan dared 1o dmparage the
music of Apollo. He then lovised the god o a musical contest in which, of course,
he was bessed. Foolnh Pan escaped punshment.

Confusion over proper names of manical imtraments is commen in the
sources, Thus, Euphorion advances the notion that whide Silemus isvenied the
many reeded (polphalomed syriny, Marsyas was responsible for the was-bownd
(herodate) instrumest, Masveas, alter 2l wan comsidered 3 satyr or vilen by many. A
mistaken aoociation of Masvwas with the nping is also evident in the suggestion by
Metrodonas thar Marsyas invented this ssarument and played ot (aulsu)
Celaenae, the venoe of his contest againw Apolio, Somehow the nyrimx is here
eqpeied with the double-andee, for Metrodorus s that before Manas, musscians
played with caly one reed (Rokimos).

Appendix B:

The name of Olympas was often encountered in conjenction with that of
Massyas, wually in passages of praise o condemupation, or in strightfonsard coes
mentarios on the development of the awls and the art of plaving i, Some docs-
ments smmply join the two names without specifying the relaticenhip botween the
musicians, referring to the wo as Phrygians who performed axlwara, or who
imvented the anfss, or the Phaygian and Lydian seecs,
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Somve writers get mmto a mudidle, perhaps by misrcading other sources, and state
that Olympues was the Eaber of Marsias. Owhers designace Olymgan shinply as the
pupil of Marsyas. ‘The notion that Marsyas, the elder weacher, was the lover of hin
young paapd Olvinpes was mot thoc kimg, given the accepted practice of homocroti-
cium betwoen adedt males and young boss s ancient Greeee, and particulaly in
Athens (Calame 19929697, Gouddner 19650364, Sergent 1986:177; Stewan
1997:177). In somme Greek sources, Olympus was called Marsnas's beloved
(esmenon) anvl in & more planful veim his durling (pesdike). Plaso’s epithet, paidibe,
» connected o the pederan comnotations of boy (pas) that may mnge from the
subdle 10 the sibald, o in Arstophanes” comedios, ™

More somber is the obacraation that Manyas loved Olympus even at the
moment of death, and that b pad Body was sarrendered oo busial wo
by Apollo. Alcibiades’ anraction o the chann (chari) of Socraes, Bke the relatioo-
shvip of Olympus 1o Maryyas, was tben by Maximus of Tyrws as an expresion of
noble homoerotic love between 3 younger pupil and an elder mavier. But the
wphnt Alexander of Scleudia could not resiv the moedant, wellaumed phrase:
“Marsyis lusted alter Olympas, and Olympos after swls playiog,”

Olywopen himsel wan 2 begendary figure im the history of Hellesic mmnic. On Me
Olympus, the Muses xang 10 the accompunisscnt of Olyssgpron’s auid, and 1his
graedeur is reflected in the dea thar it was Olympos who stroduced Instramesental
nashc (Arowmsna) wmo Mellas, Instrumencal music, probably for solo awlon/muke, we
often ascribed to Olympos, His sadonsta were Gumnows among Hellenes for dheis
diviese beanty, Shrenodic force, and power 10 inspire ety in the woel. With the aubs
and 5 music are asociated the Lydian Aansonig, the enharmonic gess and, proto-
hiy. the podwoopbalic s on the sbving of the Pythos by Apollo. This wa the nonen
plaved by the victorou auleie Sacadn 2 the Pythian Geemes in Delphi (see appendix
C). The inverson of the vl was also amributed 1o a mwach more exahed personage.
the goddess Athena (see appendix D), Sall. the mythical repatation of Oy was
wach thant the poot and satovman Cercidin of Mogadopolis 103 his fricnds s be Ly
thing that he win Bagyny, for he hoped @ the afterie 10 meet Pythugooas the sge,
Hecameus the historian, Homer the poct. and Obmges the musician.

C: The Aules

In additon 1o Hyagnis, Marsyas, and Athera, there are other putative inventoes
of the auloa. Ancient writen mention Phyguns, Lybtans, and Egyptans in gen
eral; the Lybian Siretes, who was abo the first 10 play the Mavses (Somg of the
Great Mother) om this instrument; 2 well 3 Mariandynus, Ardalus son of
Heplubius, Olympus, Silesin, the mue Euterpe, and Apollo. Froo the assoca
o of Marsandynus with the anlss comes the adjective Marandynian, especially
with rogard 1o the shrill, threnodic anloms which he doevised 1o mosrn for his
yousger rother Bormus, killed in a bunting sccident. The aulss is abo called
Mygdonian, Berecynehian, Dorian, Lydian, Pheygian, and Litvan. The fient of
these adjectives is a poctic coinage meaning Phrygian. The second desggnaies M.
Bereoynthus in Libyva or Phevgia. Dorian, Lydan, and FMhryglan appear as the three
types of snder inod beloce the Buanous sulete Pronomus, sccording to Pausaniso.
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Promomus of Thebes (in Boeotia), the ostsanding aulese of the laefifth o
carly fournth cemmuries B, was brought 10 Athens by Pericles 1o nusor his sephew
Alcibiades on the awls, according o Athenacus. Pronomas was a virioso who
ssmazed everyone by plavieg all binds of harnsosial om the same dosbe-aubo. a feat
hitherto comadered imposible; be alvo knew how to ingratiste himsell with andi-
ences by msearn of 2 seductive sage manner. So famous wis he that his portrait
was identified by name on a contemporary Atec voluse-kraer, where he s shown
plving the euls in 2 satyracene porformed befose DRonysus and Ariadne
(Boardman 1995:fig. 325 Vogel 1966pl. 19, Schindlcr 1988 fig. 80). 9

According o Pausanias, there existed a period of (ntense sivalry between
Pronomus and Sacadas, beewoen Boootiam and Argive soyles of awletibe, Sacadas of
Argos, renosned as the compuacr of the Pythian nomon, was 2 legendary aulese
active i sixth century BC. The Pythian nowes was played by Sacadas in the Sirst
competivon for solo awles at the Pyhian Games in 586 BC. e woo firs prize, and
the god Apalla, long boatile to aubetes since s contest with Maraas, was Sinally
appeiscd by the performance of this aulete. Sacadss also won firse priee in suletics
in the two subsequent Pythian Games.

Regardless of the skill of Alciblades’ weacher (whether 3t was Proncssus or
Antigenidia of Thobes, another famous virtooso asdete), the rebellious prpil broke
e auke into pleces. Alcibiades condemned the surument i ignoble and illibera
in comtrast 30 the fyve which allowed a plner 10 pronounce words, Besides, sald he.
blowing the ewlos rendered ham wondghtly, Alcibiadies bed his fellow studenss in
revolt against exdes lessos, and i x rosult the authorities dropped ssdashe from the
liberad education of the arstocrmk yoush of Athens. The comuments o e anbs
s hre atznibused o Alcibiades betray elements of bater Neoplatonic doctrine and
are for this reason somewhat sapect. Along wilh pasages from late chowical

they have been exorapolated by masy modens scholars imio & model
of  Apollosan-iuomsian  anagonism:  asonality  verus  mysticss  (Wyes
1996:26-27 ). Alhough there is 2 clement of tnach s thas gencradization, = does
ot B gastice 1o the complcated relasombip between the two gods and what they
represented wo anclent Helleses, and i certamly does noe sult Acibrades’ character.
The remark aboat personal agpearance » doser 10 the magk. One st ressember
that Alcibiades wa a privileged yousg man—vain, sell<entered, arrogant—an
ephebe who fausted his refinement, male beauty and glamour, a beloved
{eromsemon) who taunted his lovers (mesa) (Fisher 199297,

While an ephobe, Alcibiades had many male followery; his relationship with
Socrates, i lover of beautilnd boys, was problematic. That he admired the philose
pher is unquesnoned. The most wnking example of thes admirason is the woedy
speech given by he imebriated Alcitiades at 4 banguet in the hoese of Agathon,
memorialized in the Plaso’s Symposium ™ Alcibiades arrived suddenly with his
drunken retinee of reveleny, inscrrupted the proceedings, and appropeiated the
position of svmposiarch. His equwalence of Mamyas and Socrates—ahe silees doll
whose omtward agheess hid & god-like interior, the talker as alluring as Marsyas
snd Olympus, the Apbristes who exploited his power 8o ravinh the soul of the
listener—poimts 1o the hypnotic, even erotic spell wiclded by Socrares’ words
Adcibiades, recipient of so much adaration, was bewildered 1o find himself in the
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posstion of ardent admirer, and more 10 the poiat, an admires of an older man
who remained enagmatic, iromic, and imperviom to his charmm, For the sweacher
had once rebudled Alcitaades’ offer 10 become bis evmenon in exchasge for privale
revelation of wisdom. Like a desperase lover, he bad wied w escape the desire for
Socrates” words, but 1o no avad. [ the end, Akibiades was redusced to making a
mawhih winh that his enchanter might vasah, asd thus sct him free,

Masesan of Tyne inerpeets Alcibiades” eudogy as an exanple of higheminded
homoerotic love (Nusshaam 1986167, 184).% This modd s cerainly present in
much of recurnmg smagery of Alcbsade’ spoechs however, it serves lew to vertal
i2e sasmesex piosion and ssooe 1o insinuate the startding, troubling, and dangerous
intellectual magnetun wielded by Socraes (Davikdson 199845 Elsner 1974217,
22): Halperin 1990:1 16; Nawbaum 1986:185-02; Steiner 19964069 Weiler
1974:37). And the subthe refevence to Marwas and his infeered fate beings yet
another leved of meaning wo this Plaonic loveallair—not so swach the received
symbodam of sullermg and subsequent purification (s in Wind 1968:072-75), b
rather the atypical (for us) waming of the jealousy of the gods and their mmsseri-
ot vengeance. Socraes and Marsyas dared. Both were past 10 dewthi.

Negatve comments on the awlo/awls and on auleies abound. Many of these
have 1o do with the ducarding of this instrument by Athena. A typécally misogynis-
tic commentary by Asistides Quisstilianus moscrts that the aude producod music of
a female characrer with few beoefius, and these—soch as they were—could be
realized only by the oxerclae of knowledge and self<omirol. Athena, though a
female, wan selfcontrolied and warkle. Aristides should have added that she win a
virgin goddess. According 1o Aristides and Tamblichus, Pythegoris disliked the
anles, an lliberal and theaorcal Instrument which m his view encowraged Inso-
lence. Like the woetls attritnsted 10 Alcibiades, this opinion embodios cloments of
Neoplasanic philosophy. Fulgentin declares thar gersoes skilled i muic desgined
the tdise for thelr poverty of musical sounds, 2 view echoed by Vatkcan
Mythogragher 11 who places the awbar at the lowest level in a herarchy of instru-
ments. Several writess comment oo the appearance of auleses, whose bodily ssove-
ments, whether nolustary or comtrived, verged on the libidinous. In shoer,
wulctes resembled swbirrides, the female enterainers st male ssmposia, When
defiming wmiles, Aristothe offers what may hane been 3 well-knosn and quite
ulaering aphorem: an sulete resembled am ape. Another comsparson is made
by Luczn in a sutivical vignette put into the mouth of Fan concerning philoso-
phers who begin their diacusions peaceably enough, bt ol oo soon raise their
volces 1o such a strained plach (erthion) that ther veins distend like those of
aubetes who blow into the narrose aperure of an sule

The anlss of course does not lack positive assessancnts. Called the dever
(rophon) Inatrummcnt of the clever Athema by the Groek playwrighs Telosses, o
pleasang sound n conlirmed 10 Ovid by Athena hendf, the goddes who founded
the Roman gudd of a8 players. At the marmage feat of Cadumws and Hanmonk,
Athena gave 10 the happy couple the gfis of a necklace, a robe, and a poir of ewdor.
The Corybunts comsbened the druss with the high ssect sound of Phrygian e,
and Aphwodite delighted in the deepvoiced awdos. Apalio, it was sad, plaved 1he
auler, havisg learnod this art from Athena. As divine patross of moashe, Apollo was
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credited with the invention of boeh the kithars and auls, ovenshadowing the puts-
tive candidacy of Massyas, Ofvenpus, and Hyagnis. Auls were indispensable for
fumeral rives and Wavon riees ar banquets, they added a religious 100e 1o pacans,
and calmed the troubed mind o ploved in 2 moderme manner wathout virtuoso
display. Indeod, people went frantic when they heard the Phrygian onls only if
they were possessed by the goddeaes Rhea (Cvbele). And conteary 1o the view tat
the human voice was bost accompaniod by Ivre or Bdhans, Pseudo-Aristote suggests
that solo vnging was more enjoyable with auls accompasiment, because, like the
voice, e anla used the becath xnd concealed errors in the soey,

Appendix D: Athena

Matry sources niesse the virgin goddon a the invenice of the avde/awle. Mot of
these are cussory relerences made in the coune of remuarks on other sulgects o sio-
ries. I somme cases the deeprioned anba is conflated with the salpvsx (hattle srumper).
Soene writers we the occaicmal adjective, sich s “defily picrond roeds” 10 insemnzie
a vadue judgement on the shill of Athena. Theophrses aod the scholiant on Floder
maintain et the bost roeds for makieg awks tongues gress in Lake Copals or s b
utary river Coploun in Bocotia, Othen posit that the original aubn/ouke were fah-
joned out of the booe of a decr o faun, o out of boswood rether Ban reeds. One
Groek writer claims that the river<dacmon Alphacus, son of the river Sangarius,
tasght Athesa how o play the aubn. When he ried 80 asault the goddos (perfaps
during a soeic Jowsan ), he was strack by & thasderbolt from Zeus

The most desalled acoount of the Invention of the swies s given by Pindar and
his scholiast, Pythian Ode 12 colebrates the victory of the anlote M of Acragas
(Agrigenso) ar the Pythian Gasses of 4190 BC. The scholiast recoussts i sirrnge acci-
demt than betell the anlese duning the competition. During his pesformance ane of
the tongues (gloctal) Beoke off and stuck to his pakae. Despite this handicap Midis
contisued 1o pliy, and the sound he produced was 30 exotic that he won e com-
pesition, The schollast sates than without the songue the auis were playved Mie a
syane. But it is abo possible that the ghtta comtinued o function invide the adete’s
mouth, though no douls prodiscing & somewhat different timbee than the wsual
one. b became a second intermal wogue. Madas thus had theer tongues: two “nase
ral® and one “arsficial "»

The nvention of e aulss by AMthena occusred alter Perseus (with Athena's
help) shew Medusa, the moral Gorgon whine ternibile Jook tumed anyone who
looked a1 her 1o stone. By obsening Medusa's reflection on his shield, Perseus
was able cut off ber head, transforming the Gorgon's burning cyes, protruding
tongwe, and snaky hair into an apotrogalc embiless and threat against encmics
After Perscus showed the momsirous object to the court of the evil king
Polydecies, petrifying everyone, he gave it 1o Athena o atach 1o the very cenr
ter of her aegin. The sbiving of a fomale monster capabile of rendering men
Imposent, the decapitating ol & fecund female power by a rather insiped hero
alded and abetiod by a visgin nosmasernal goddes, is a treasare trove of sy
bols for pevcboanalytical readings of this myth (Feldman 1965, Ferenca
[1923] 195064, 5:50-00; Freed [1922] 1909:105-6; Segal 1995, Sarer 1968
Zeitlin 1978).
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A serpentine relationship exisied beoween Medisa (She Who Comanands)
and Athene Partbenes {(Athena Viegin). Originally Medana wis & very beastiful
gitl who compared her Jooks 10 those of Athena (another beauty contest?),
According 10 another tradition, Medusa, 2 beawty proud of ber lustross hair,
standoned her many sustons for Poscidon who, i the shape of 4 hoose, sav
ished ber cither in a meadow, or more perilously, in one of AMhena’s temples.
For amy onc of these reasons, then, Athema changed her into a Gorgom,
Pausamizs states that Medusa was beastiful eves as she wan slaio by Peneus,
who then 1ok off her head as a rophy; in this acount Medusa was not a mon-
ster but rather the queen of the people around Lake Tricomia in Libya, And in
the opiniom of madern scholan, these are the rexssoms why Athena ensared the
wuccess of Perseun's quest: Medusa muy have been guilty of Apdrs on several
counts, but Athena may have been purely jealous of her beauty and volup-
teousness. Medua was pregnant by Poscidon at the time of her mutilation,
and from the blood of her severed meck sprasg the wisged hoese Pogasus and
the semidivioe glant warnsor Chrysaor, later called Bellerophon,

The Bavers of measing in this math are deep and murky, and they inform the -
rative of Athena's musecal investion. The goddes Loluonad the awls and on them
played the nomas polycplabes (many-headed somu), masic destined for Apolio’s
Pythéan festhval in honor of his slayieg of another femade manser, Fyeho, Arbms
Parthencs, whose Bloodiess Birth froen the head of Zeus and whose cosmmitment s the
male hegemony of the Oymplans rendercd her warbke yet doclle, was impressed by
Medusa's birth/death gangs and the feral dirge of Medaa's waten, Schino and
Furyale. The goddes ssitaiod the stradent eries of these monsters om the auded, as well
s the hissing of the syriad ssakes than made up their hair. Wiah this ace, she neunnad-
taexd the wail of women when gving bicth and when brening the dead.

In effect, Athens appropriated Medusa™s gace, ber fearful image, and the ter
rible clames produced by female and serpentine mouths. The boody birh of
twims through Moedusa's dashed throat and the demonic laments emitted
through the throats of her siblings have been comstrained by the artficually
worvens sounds of the skilled musiclan’s (usually male) beeath blown through the
synihetic songues and reeds of twin aulee—all this for the macsline sgos cobe-
beating male dominance, both humin and diviee. Thin interpeetation offers
many insights into the myth, alkhoogh it relles by and large on the assumption of
an archetypal oppomiton betwoen Albena and Medusa, Bat Ble 3o masy seem-
lng antpodes, some of which have been explored in this essay, the relasonship
of Athena and Modwa win a complementary one, frsught with dangers,

This relationship did not end with Medusa'™s death. In Sophociey’ epony
mows tragedy, the agomized Ajax called Athena “the Gorgon-Eyed One® wpon
realiting that the goddes had driven hiss mad. His actons in this siase were
such that he decided 1o commir suscide, And of course Athena wore the tee-
rible acgis into batthe to imtill fear and panic in the encmica of her beloved
hevoes, as well a3 a mote iwenic emblem of protecizon. In some accounts,
Meduass was associated with Lake Trisonka in Libya, Athena was ofien called
“Tritogenia,” though the meaning of this epithet ia today disputed {Knox
1900:625%; Solosson 1994:208; Vernant 1982:25), And some ancient writers
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claimed that as abe played the awilod, AMbena obscrved ber appearance in the
waters of Lake Tritosia

Appendix E: Apollo

Apotio has been asoclased wich the auies, hithara, chfysdyra, and phormicee. In
the viozal e Apollo & deplcsed playing any of the theee sring instramenes, bt
most ofien the dihara The Latin sousces geoerally <l his sotrusscnt “cithura,”
whereas the Greek sources vary between e or sormosedyre and bdhons (n am inds
cnminate way. The tortolse-hre sas imemied by Hermes andd later gven by hian 10
Apollo; Apollo subsequently gave this imstrument 1o Orphess

I his various guises, Apollo gathered differcne epithens. Apalio Musageres,
Kitharade and Jeader of the Muses, delighted the gods with his musc. In this mien
be became the Neoplatonic emblem of harmony in the univene, Apalo
Paeon {Apollo Healer) had a sadutary effect on mankind both individeally asd
comavanally—the Estter whon be seat dosn plagues as punishment and was afice-
vards peopitisted. Apolls Hecatdbelir (Apollo Farshooting Archer) beought down
et I Iheir prisse, and moee msercildly, gave the gift of & swifi and painles death
8o old men. (The same fate for women was the domain of his twin sister Aricms. )
Apollo Loxsar, an we srw, wis the pusvevor of ambiguous peophecies from bin oracle
ut Delphi. Apoliine Tortore, for 2 unesplained remon, was wonshipped in Rome
Apollo Tormenter,

While atill an ephebe, Apolio 0ok posesdon of the oracle at Delphi by slaving
the shedragon who guarded it Upon inflicing the fatal arrowwound, Apalio
sunted the dragom with his intension 10 leave her to ot on the spot. Some writens
call the dragon Pytho or Delpbyme, othern lone ber namsclow. Several sources state
that e dragon's rottieg was the reasca why the place cumne o be called Pyiho and
um-mmummmwwwbumwm
while spending eight “great vean® (one eclostial cycde) in exile. Apollo was not pun-
Bhed for sleyieg the pythancs, But mather for lewieg the carcios 10 rot. This eroel
and thoughtless god not ooly falled 10 pay doe honor 10 the slain, bus also defilled
the location with blood-pallution, Once Apollo had fulfilled the requiremenss set by
Zeus be revarsed as Apello Pythous (Pythises Apollo) and Apelle Pl (Beighe,Pure
Apolia) and 100k over the Pvihian Ovacle a Delphl, He hio been condemned as an
impenitemt wurper by some maodern scholars (Detienne 1995:155),

“Apollo Mackairophorus” (Apollo the MachroroWickder) an epithet of my
coinage, echoes the title of Detenne’s recent book, Apelion & contran d la marm.
In his reflections on thin side of Apollo’s persona, Detienne dncasos Apollo’s -
eral and figurative wse of the knife: 10 slay o murder enemies, both real and
perceived (1998: 11, 180, 186-87); 1o sacrifice animals for his osn risuaby and 10
feed the Delphic macheira with ils owa portion of animaldlesh (176, 179); w
punish transgressoas agaimst has diviniy (63); 10 slaughser andmals and men by
the husdreds, to induce mssortals to kill (180, 186-87); to disars heroes and
render them vulmerable in combar (43, 186); and to conguer and carve ot
tervitaries, 1o st limits for citses, tosms, and wemples, and o mark out roads
(232.35, 256). Some ol Apollo’s victims were the severs sons of Niobe, Orestes,
the Hellenlc army on the plans of Trov. Patroclus, Achilles, Priam, and
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Neopeolemus (murdered (msade Apollo’s sanctuary at Delphi). The plight of
moat, but not all, of these victims o cxamined by Detienne and Enked so his
scrutiny of Apoflo’s charnscrer. And yer, valy a single passing reference is
accorded so Maryyas, whose fate s surely the consplosous instance of Apollo’s
excesive anger and crocl disposition.

What Marsyio revealed 1o Apollo by Ris dpdns, Uy hin herose performance on
the sados, was so spelibinding bn it sorcery and 5o mesacing In fis potency that
the god celebemed the agonistic victory of the Aithars by torturing his rival to
death. As [ suggested earlier, Apollo not only sbew Marsy, but also svagely and
sensuously removed hs mask. his face, his skin. Indeed., tee detalls of the chal
lenge, consest, punishment, and after-effects coudd be taken @ a complex and
profound emblem of the dark sade of Apollo, the god of light, harmony,
and reason.

Appendix F: Sources of Marsyas Agonistes
Aclian of Pracneste, Clandius (AD 170-235) . Historiool Mivellany

Agacharchides of Samon (fl, 170-45 BC). Mrygan Topecs,

Agaihias the Scholastic of Myrina (sivth century AD). Fay Beoks of Hudwy an
Emperor fustinion.

Acschylus (325-456 BC), Agamemnsn, Eumenides, Sowm Againgd Thebes, Prrsians,
Prowethrus Bosnd, Thawynia

Nesander (Cornelns) of Miletus (11 88 BC), Notices of Phrgia.

Alcacw of Messene (11, 600 BC), Fpggram 16,5 { Anthologsa Psdativa). Fragmemts.

Asaximandrides of Rbodes (fourth=thied contury BC). Prodoclous

Anorrymons (thirdesecond cenoury BC) . Aubas-Sengs.

e (first cenpary BC7), Corming 127 (Anthalogas Lating).

e ((Beobulizn) (£1. 532 BC). Fpigram 7,153 (Antholagio Palating,

e (firstesecond cemtury ADF). Epigrams 9504, 9305, 9525 (Anthalypro
Falsting),

(firwt cemtury BC-fint century AD). Egagram on wall-paanting. Casa ded
Epigrasumi, Pompes, V LIS

v (Cymacthuas?) (c. 700 BC), Howmeric Ilymn (0 Apedle, Hawmeric Hymn 1o
Aphrodite,
e (sith=filth cenvury BC). Homerie Hyma to Avtemis, Homeric Hymn Ta the

Mua and Apella

e, ($15A1 Contury BC). Howerse Hymn 5o DNompins.

e (nevenith-sixth comtury BC), Homerse Mywn o MHorwes

s (fifth cenoury BC). Homense Hymes to Pex.

s (peconid contury AD). Inscription on the Apamean marble slab.,

e (thiire] cemtury BC). Inscription on the Parian sarble.

s (it comtury BCE). Dnscription om i termacotia k. Saint Cermainen-
Laye, Musée Nationale des Antiquités, D684,

s (second-ahird contury AD). Miscellany

e (Owcamacritns? ) (Batesixth contury BOC), Ovplir Argosauiieg,

s secomud] century AD). Provead 245 | Codex Bodlnenas) .

Ansipater of Sidon (second cenmiry BC). Epgram 16,220 (Asthalogia Palndinag).
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Antipater of Thessalomica (first century BC-first cemtury AD), Epigrama 0.266,
9517 (Anthalogia Prslating).

Antaphanes of Rhodes (Bfth-fourth centary BCE ). Thawyria

Antcasitu Liberalis (second-thisd century AD). Commenion on Metamonphases

Apollonius of Rhodes (third century BC), Aggonants,

of Madaura, Lucius (c. 125-afecr AD 150), Rorida

Archisn of Mitylene (thisd-second centusy BC). Epigram 6,195, 7696 {Anthalgia
Falating),

Arenacus of Cappadocia (lirst-second centwry ALY, O the Covnns and Signs of Ao
and Chronee Aifmenis.

Arivtides Quisstilianes (1. AD 200). On Musir.

Aristides, Pablies Aelius (AD L17-150), (ranens.

Aristophancs of Athens (457745, 585 BC), Anemddywomen, Sinds, Clouds, Frop,
Kraghes, Lytrata, Pascr, Waign, Wealth, Women ot i Hlome Foast.

Aristophanes of Byzasstium (257180 BC). Dhakts.

Aristotle of Stagira (384-522 D), Art of Rherorsc, Palitin

Aristoxenus (fourth—thind contury BC). Os Mae,

Athenacus of Naocratis (1. AD 200). Basguet of Scholen.

Bacchylides of Ceos (¢, 48550 BC). Pyihion Ohles.

“Bellermans's Anoonymous” (second-fourth centery AD), On Mwsv.

Callimackus (c. 305-¢. 240 BC). Hymn to Apolio, Hysen so Delar. Fragments.

Calliseratus (third century AD). Ou Heenle.

Capella, Minnews Felix Marvanus (5. AD 410-459), T Memage of Mhilslagy and
Mercwry.

Cicero, Marcus Tullics (10643 BC). On Distnaton.

Gandias, Clas@an (e AD 370.c. $01). Agwinst Evteaprus.

Clearchns (townth=third censury BC), A Lie

Clemoent of Alexandsia, Titus Flann (¢ AD 150-c. 215). Muwllonser,

Curtiss [Rufus), Quintus {(first cemtury AD). Hisdory of Alexander the Cortd of
Maradowss.

Comon (fire censury BC), Storer,

Cominea (sxth contury BO? ). Fragments

Diodorus of Sicily (. G0-21 BC). Libvery of Hissery.

DMoscorsdes, Pedianus (frst-second century AD), Epsgram 9350 (Anchedopis
Palsting).

Duris of Samos (¢, 370,/60-<. 281 /80 BC). On Agathoble.

Epicharmus of Sicily (I $10 BC). Arsdanies. M

Erascathencs the Scholatic (sixth century AD). Epagrem 6.78 (Antholanie Palatma).

Euphorion of Chakis (d 220 BC). O Sosg Writers.

Furipsdes {c. 430306 RC), Adontis, Andromacke, Bacchay, Elokins, Helem, los, Ovexties,

Eusebitn, Bishop of Caexaria (¢. AD 250-337). Properstory Studies in the

Fustathius, Bishop of Thessalonkca (I AD 1172-92), Comments on Jawmer's fvod,
Nodex on Iowyssa's Gasde to the Wonld,

Euteciv the Sophist {second centiry BC3). Swmwmary of Nhusder s Antidstes.

Evemeridas of Coidos (St cenmary BC-fios comtury ADY ). Fragmenis.

Evemerus of Mewene (¢, 300 BC). Sacwd Sompture.
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ﬁnnkm Mau'mv». Julias (chird=-fourth century AD), Ow the Errvex of Fagan

l’ulgmh. Fabius Flanciades (AD 465.533). Mythologyes.

Gelbus, Audos (c. AD 125-c. 180), Auie Nights,

Hagiopolites (¢, T00-750 AD), Book on Goaod Trsining in Musdcal Tecknigues.

Hermesianax of Cypren (thied cenvary BC). Fragments

Hevodoous (¢ 484 425 IC). Mistory.

Haoviod (eighth century BC), Caselogur of Women, T Aeogoey, Fragmeents,

Hewchion of Alexandria (66th century AD). Lexicon,

Hipponax of Ephesus {sixth century BO), Frugesents.

Homer (eaghah century BC), MNad, Odysary,

Horace,/Horatius Flaccus, Quintas (65-8 BC). Satoon.

Hygionu, Gades Juliv (first century AD). Myohs, Poetic Astrinswy.

Eamblichus of Chalkis {c. AD 250-326). L@ of Myohagoras.

Bddorus of Spaim (AD H600-E36) . Exymologier o Sowrces,

Joneptus, Flavius/Joseph ben Masthiss (AD 37/8-c. 100). fewiah Astiguitier,

Juvenal, Decimus Junice (AD 55-125). Satic

Lactantius Plackdus (c. AD 290-317), Commentary on the Thebaid of Statiws,
Mythodagica Stories in Uhe Metamonpheses of Ohad

Leonidss of Taras (third century BC). Epigram 6.120 (Anthslogie Palating).

Divy, Thtus (59 BO-AD 17). From ohe Foanding of o Ciny

Loages (wecond-third contusy AD), Daphnis and CAlse,

Locian of Samaata (AD €. 120-c. 180). The Dvad Come 5 Life. Diakogwer of the God,
Indictmeend, Lether 00 Nigrimses, Tragedy of Gont.

Locan. Marcus Annacus (AD 30-65). On The Ciw o

Macrobins, Ambeosdss Theodossn (Il AD $00), Commentary an the Divam of Scapee
Jrome Cioevo's Riopruabdic,

Malalas of Antioch, John (¢ AD $50-¢. 578), Chroninle.

Martial, Marown Vaderius (c. AD 40-104), Fpagram.

Manissvs of Tyrus (second century AD), Dusertations,

Melandpypides of Melos (1], 320 BC). Marsyas.

Metrodorus of Chios (d. 70 BC). Trspan Mestony

Nicander of Colophom (second century BC). Antidotn.

Nomnus of Panopolis (Sfih cenmry AD). Dhanypssan Hesary,

Onid/Oniclinn Naw, Pubiies (43 BC-AD 17/18). Ast of Loew, Fauti, Shis, Metawarponer.

Pamphilas (fine-sccond ceneury AD). Commeniary.

Parid, Jubius (Hest-sccond contury AD?Y), Epatose of Volerius Memmw* Ten Books of
Memorsble Doingy and Saangr.

Paolos Silengiarius (siveh century AD) . Epigram 6.52 { Anthodoghs Palatiea).

FPausmnias of Lydia (d . AD 170), Guade to Hellas

Fherocydes of Athsenm ([ikh cemmury BO). Fragsents.

Iavdostrams of Lemnos/the Yousger (11, AD 300), Prwres,

Padloatrasos the Fldor (b AD 190), Pt

Phidostranas, Flavius (c. AD 1 72-245). Life of Apolloning of Tyane, Lives of the Sephists

Pindar (318453 1MC), Dvges, Pythian Odes. Fragments.
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Flato (4277-347 BC), Crie, 54D, Futhpdomus, Laws, Mo, FPhasdrus, Republic,
Sympatinm.
Plisy the Elder, Gaius (AD 25-79) . Naturad History.
Photarch, Mestrius (¢ AD 30-c. 120), AleaNade, Alovander, Do, Hellewic [history, O
the Controd of Amger, O the Obnalescance of Ovacles, Selan, TobleTalk
Polybits of Megalopeolia (c. 208-c. 124 BC). Historses.
Polluex of Navcrats, Julins (11 AD 175) Bk of Words
Prodioes of Phocaea (second-lirss century BCY, Minyad.
Procopins of Cacewia (¢, AD 500, 562), Histary of the Wan
Propertius, Sextus Aurclius (¢ 30-c. 16 BC). Egpin
PsevdoApollodorus of Athens (second cenuury BC) . The Labrary,
PendoArisatle {fast-socond contury AD), O Problos:.
PreodoClement, Pope Clement | e, AD 91, 101), Homilin
Preodo Ensthenes (second cencury BC? ). Catasteriams,
Psevdotunpides (lith century BOY, RAerus
Peundo-Hesiod (eighth-seventh century BC), Shinld of Ackillo
Pacudoditunius (fourth-fifth century AD). Sterses.
PrendoPalacphaaus (ndath centuny AD). Ow Usbelievabls 7ades.
Paeudo-Plusarch (fina-second cenmary AD), On Mus, On Eponymons Roers exd
Mowntamu, Prooerda [sued By the Abxendriane.
PacudoSuidas (tenth century AD). Suda Leshon.
Aeschvtus (second-third contury AD), Scholia an Pewanc
Aratus vecond=thind comtury AD?). Scholia on Phmenma.
Asistopbanes (second-thind centary AD). Scholia oo Knights.
Pindar {second-third cemtury AD). Scholia om Pythian Odes.
PMasa (second-thind century AD7). Scholia om Moy Bapadlic, Symponivm.
Serviun Honorates, Masius (Luefourth centusy AD). Commenis on Vingal's Aesesd and
Bucalies
Silius ralicus, T, Catlus Asconius (¢, AD 26-101), Pwwic Wars,
Simonades of Coon (. 556480 BC). Posssa. Fragmonts
Solins, Gaius Julius (11 AD 260). Collation of Memarahle Focs
Sodon of Athens (640058 ). Fragments.
Sophacies of Colonss (¢, #96-406 BC), Ajax, Antigone
Sewiin of Cyprus (seventh-sinth contury BO). Song of Oy
Seativs, Pubilies Pagénius (AD £5¢, 96), Siloav, Thebaid.
Ssephanus of Bvantivm (fifth-sixth cemtury AD), Natienal Epstome of Citier and

Buildimgp.

Surabo of Amasta (64,5 BC-AD 21). .

Sactonim Tranquillus, Gaius (. AD 69—, 140}, Dizvne Awguitus,

Tatins of Alexandria, Achilles (tuird-foueth cemtury AD). The Advennures of Lewcppe
and Clophon,

Telestex of Selings (. 900 BC), Ango, Askinpiar.

Theocrit (c. SH0-c. 250 BC). Jdyis.

Theophrnnes (¢, ST0-c. 255 BC) . Mooy of Menée
Tesockes of Athens (fifth-fourth century BC?), anes.
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Troges, Pompeius (finse century BO-farvt contuey AD). Feagments,

Teewes, John (. AD 1110-1180). Epinie, A Pelitical Stanybook iu Verse.

Taewnes, bsac and John (owelith cenpary AD), Scohabis on L phoploon.

Tymnes (second century BC?). Epggram 6,151, (Antholepie Palsting),

Valesie Maximus, Gaius (1. AD 26). Mesoradle Doings and Sapings,

Vavscan Mythogragher [ (vench-eleventh cenmiry AD). Mythical Tela.

Vatcan Mythographer 1 (ebevemth—twelfth censury AD). Myshical Tobes,

Vatican Mythographer 1L/ Alrscive/Alesander of Neckham (AD 1157-1217),
Mythicad Tales.

Virgil/Nergitios Maso, Publius (7919 BC), Eologwes.

Xenophon (c. 430, 355 BC). T Ansbass of Cyruar,

Zewobius the Sophist (second centary AD). Epitome of Prooeds by Didymur end
Tarbeins,

Zenimus of Byransium (AD 425-518), A New Histeny

Noder

1. Alhough some of the nuances in the Marsas moyth mary elude an historians,
their studies huve nonctheles made an important comtribution to our understand-
ieg of the subject. See, for unce, Clairmont (1957), Rawson (1957), Small
(1S2), Wes (1992), and Wyss (1996),

2. These Boves allude to Ond's celebrated descrignion of the death of Apollo’s
victm aned bis Ginal worde “Wiy do you tear mse from sysel? Oh, | repesat! Oh, 3
s Is mon worth this peice!”™ (Maamongdores 6385.56). Dasie alsers Ovid's blune
and bloodthiney ereasment of Marsyas's suffering 10 a quask-Neoplatossc and quasi-
Christian exgaesion of the antistic rowards wos through the sorments of divine

3 The Forwm statie deploved a sblen/ sany with wineskin and rghe hand rased
in wdutation. According o writens of the aperial Roman period, Maraas was an
ey of Father Liber or Lyasom (Bacchus/Diomeen), and ba wase nmbolized
the freedom of the cry m which it stood. Latin sowrces refer to severad Masvyases
active during the mythical prehistosy of ltaly, none of wham s dentified with
Marvas the Phoygian auln player, Silius Ialicos, however, does peocisely this he
Claigres the Merss of Baly got their sume froes Marse, who fled i fear acrom the
wea from Phoygan Crenae (Anbocrenae) when his pipe was defeaced by Apollo’s
quill. Sech musings have to do Jes wath the Manya of Groek mvth and moee with
the Massyas of pogrlar Roman legend.

A. This method makes it inappropriate 1o comssder interpeetations of the
Marsyas neythy that Enk specific writmgs or artivtic artifacts 1o polisical events. ¢ is
trwe that myths were exploited, displaced, and even ivented by poditicians for
their own prarponcs, and that the conjectures made abosst wach uses of the Marwas
myth are thoughiprovoking: on the war between Mhens and Bocota (Gunous Soar
itx aubetes) i 45747 RC, soe Boardman (19%6:19), Schindler (198%:117), and
Thicmser {1979:53); ca the produsction of Melasppides' Manyer around 450 BC,
sec Boardman (199253); on Perscles’ atiesspt 10 censor Athenian comedy asound
450440 BC, weo Schindler (1083:117); om the fortunes of Pergamon and Celaenae
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or Apames Cibovss, see Flebwcher (1972-75), Lippold (1933), Rawson (19879
10), Smith (1991:155), and Wels (1902 108-9),

5 o vl sousces Marvas i shown blowing on cither 2 single owls or a digs-
Lo (double eades). In litcrary sowrces the Luser instrument s designated sousdly by
the simple plural awls (Greek) and svae (Latin). Apollo is ussally sdwomwn (s visual
sources cicher holding or plucking the kithara, the “concent”™ or profossonal ver-
sioes of the hre. The Bukare was moge chiborate in design, Lirger i size, and
sronger s sone, with a wooden sousnd 2o, AN competiton st musical gasses wed
this mstrument. In some contexts, pedantry In terminology may be misplaced:
however, Nitde is gained by the casual (and whaquitous) wee of the Eaglich
“Aute/MNutes™ w0 transhate either andon/auls or Sdes/Dier. To wvodd any ssoagpre
hensions, 1 wse the original Greek and Lavn serms when discussing the anciens
sources,

6. Agathian mausderstood his source, probably a cryplic sole oa an asletic
contest between Apolio and Marsio. All ancient sources cited in the sext can be
found In appendix F.

7. The pealousy or envy (phthonar) of the gods win ackaowlodged by Hellenes as
an everpeocnl danger, even 1o those who bonored asd obeyed thess. The blnd
bard o seer was, of coune, 2 1opos i andent Greek liieratre. I returmn for the
@ift of pocury, song, or prophecy, divinities 100k away one's dght. To be loved by
goddewes and Munes was a mixed blowing, s everyome undensiood. Blinding was
also interpreted as a punishment for the erotcized made gaee or a2 symbol for
another kind of mestibation., emascalation: for instance, Anchises, Ovion, Tiresias,
and Thamyris, smang others.

S Euayven's som Iphicies later gave the bow to Oyssesn s 2 gift. This wis the
cherished bow that remadned In Ichaca while Odysseas was avay from home, the
bome the suitors could not string, the bose that sang their slaughter at the hamds of
Odyweus,

9. Wah respect 10 the Olympic Gasses, a fadr number of cases of miscondact,
especially bribery, are recorded by Pavsanlas. And cheating in funeral games is
recorded in the cpics of Homer and Virgil,

10, Toduy, his sexual advances saght be interpeeted as ollensive, but we must
remember, om the one kand, that polsgamy or cohalatation of one male with
many females was the sl pracsice in Thrace and, an the other, that the “reign
of the plullus™ = ancent Hellas allowed males, especially dvine oe semidivine
males, o abduct, seduce, o rape moral, semidaine and divine females (Carson
1000, Keuls 185, Loraux 1990; Stowart 1097; Winkler 1990),

11 Among the musical lstruments mentionod as belonging 10 one or another
of the Munes are: chalydyrs, kithara, Serdson, phanminx, and sewiler, Sophocles called
the Munes “auln bovieg.™

12 Apoilo was also knomn as Ritharodus (Apollo Singer 10 the Kehan), thus
ugnaling his mastory and patronage (together with the Muses) of sung poetry 10
the accomparsissent of the Mhare The Munes themselves competed in a nussber
of musical consests: for msance, agalmat the nine Emachides or Pierides, the three
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13, Eva Keuls cites Zeus's action as an exceptional example of wombeny in a
predominantly patriaschal sockety, and goes an 1 suggest the cholce of the thigh
reflects amclemt Groek homoerotic sexual practice (19854142} Carl Kevooyi, on
the other hamd, isterpects the sewing of Dicarpsus in Zew's thigh as a substituee foe
selfemasculation, a rile assocuted with Cybele (1996:274-76). Many hissorians of
mythology point out thas the Groek myths tended 1o validase male supremacy; for
oxample, Geamt (1095:138), Greene and Kahm (1965:3), Saier (19687, 11, 151),
and Stewart {199792).

14, Jobann Sebastian Bach composed a comic seoular camtat around 1729, Der
Nt savschen Phovbus wnd Pan, BWV 201, 10 a libeesio by Picander, Madas™s regrita
tion for supidity rests mot only oa the wa’s can be roccived from Apollo, but alo
on the gift of the “golden wuch™ be received from Dionysus. As is the case of
Marsyas, this chamacterization, based Bargely on Latin suthaon, & oo onesided.
Many accosmits show Midas 10 have been a wealthy, powerful, and shrewd naler in
the Near Eaat. As for his cans, the mvth could be an allusion o the tuebon woen by
Persian polentates of, s some ancients believed, v Midas's strain of sanrddood.
The latser, even if ficiomal, makes Midas akin 10 Masrnas,

15, The heatod dispute botween the contmtants over proper procedure
ingared am epigram by Martial writsen 10 Launs, who was aiming vo qualily as an
ateormey. Marsial polnes out that since the courts were soething with lawsults, even
Marsyas condd bave become a biwyer.

16 The Greek strphan, laier Latin isterpectations notwithatanding, & doser 1o
the meaning of turming buckwirds than 10 wrming upssde down,

17, In Luclan’s dalogue between the owo goddessmothens, Leto and Hera, the
Larer Bunches into 2 singieg idicule of Apollo wha, in her opinion, peetended
muastery of archery, hitharoplaving, mwedicine, and peophecy. he even set up oncle
Lacsories that specialized in sweaky (doa) pronouncements, Hera conchades, “As It
waes, the wretch Maroas was undone by sophisery and ungastly destroyed.™ The ambs-
ity of Apalio’s ceacles was legendary and more ofien than not the cause of diosicr
for the spplisst. One of Apolio’s epithets was *Loskas™ (Devious/ Twisted Apolio).

18, Scvthbam archers were brosghe inso Athens by Pisistrasus in the sixth con-
twry BC (Hall 1989:158), Lew policemen and mose bouncens (Davidsono
1998214, these public shoves were the buit of Arstophanic comedy.

14 The barbartan, as described by Philostrans of Lommos, wheo 3 mackars,

20. The Roeman district oy hone been the one neas the Cirous Flassinins, the
sine of corporal punistanent and execwtion of shives and prisoners (Wels 199267,
The cpathet Apeline Tortors, though deserved, azose from 3 misanderstanding of
voe of the Greek naumes of the god recocded by Pasanias: Agedls Daradiotes. This
ke was [roquently translased 2 "Apalio Tormenmtor,” ustll modern scholanhip
showed that it came from the place-name of 3 temple—Deiras is Argos. Dearasy
means ridge. hence, *Apollo of the Ridge.™

21 For imstance, the thecat agaseet Persiam nobles weiered by prince Hormischas,
= well 3s the punnbancat of the satrap Achacus by Antsochun I, the warsior
Nachoragan by Chosroes, the judge Sisamnes by Cambrses, and the diplomar
Bawicus by Fecoriua.
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22, The phordaia was a2 performance ald: it supparted the player's facal
muscles, thus helpang 10 maintain air in the cheeks, and peosiding the reserve of
poser noeded to push air throagh or over the reed(s) and down through the tube
of the imstrument. When wearing this contraption, the aslete reathed in through
e nose and ot through the s,

3. Apollo’s hair was unshom even in adolescence, and only his mother Leto
s allowed 8o somach it

24. The Greek adjective derives [rom gleax, the nociurmal sereechond that 1er-
rified its prey (noo wanobabty with the fixity of its unblinking gaze. The owd, soday
twmed into 3 wmbol of wisdom, was one of the sttributes of Athena

25. Gisela Racheer suggests the verb paiesos cosdd mean “advancing upon”™
(19700 1G2). Brcan s mean 10 “warn”™ of “approach ™ Each ol these varianes carries
with it a differemt set of rosomances. Repused Romam copies of Myron's lost
MinervaManwm are damaged and fragessented; thus it not possitde to scertain the
poses of e o, Wies Athera imesacing, wiarning, or imply dewing near Marw?

20, The wranshation of the French tite &s mine,

27, Nicwache™s remarks refer not to Mamas but 1o the aschesypal hero and
tragie figure Oodipun,

25, Thiemer alludes o ceglastic behavior in general in the riuals associaved
with Cybele, withour specifiing one of the most nosoriosaly excessive formas of wor-
ship by ber male devotoos: selfcastratson.

29. It is not entirely satisfactory 0o explain Apollo’s cruelly as un appropelase
punsshment of Marsyas's Mbeis, as does Wiss { 1956:20),

30, In the comiext of somse wallpaintings i Horculineum and Pompeii, Kaol
Schefold surssines that Marnyis was cast i the heroic mold, slong with Chison,
Thesews and Hercules (196257),

31, The seme sort of titillategg bamor s evident im a descripton by Philouratus
the Elder ol a punting of the yousyg Olympas 2t Celacnae: the sweet youth sleeps,
auke besede him. With Miasvas awiry, a group of saryrs admires Ofymagras as they scas
ter flowers over his sender body. One sanyy withdirams the ngue (glese) from one
of the el pipes and cats it, deeaming that he Lisses Olympas snd tates his Beeath,

32, Pausanias recoeds tha Promomus™s lune was such that the Thebans erecied
a statie im his homor. e is Bkely that Pronomus svensed the rotating collan of the
anda that alloseed individual hodex to be opened o sopped, and thus permanied the
wadicte o ply different Asrmondar o cae invnescnt (West 1992.87). Temgating i it
might be 1o conjecture that the Pronomuos mensoned in Arsophanes’ Assomdly.
women i the weme as the aulete, as in Schindler (JURS:119), Promomus s the
lover of Agyrrhius, an Athenian politichan of the earlyfourth century BC

335, The tragic poet Agathon, known to be a homosexial, was lampooned as
such by Arisophancs in Wemen al the Howe Foaal

34 The solemnity of Alciblades” comparison of (e aged Slenus Socrates to
Marwas is skewered in one cheeky diminutive tossed at the phiboopher by
Strepaiades in Arivophanes” Cleuds: “0 Sokratidion! (O Sokratikins!).”

35, Apparently, the awlos recds were placed in the mouth and enclsed by the
lips of the player, not gripped by the toeth (Anderson 1994:34; Vogel 196689
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Mary Hunter. The Culture of Opera Buffa in Mozart's
Vienna: A Poetics of Entertainment. Princeton
University Press, 1999, xiii, 329 pp.

Reviewed by Diale E. Monsow

In 1997, Mary Hunter and James Welster edited a seres of cssays for
Cambridge University Press entitled Opera buffle in Mozants Vienna, Two
years laver, Hunter bosrowed and emended that title for her own mono-
graph, The Culture of Opera Buffa in Mozart’s Vienna: A Poetics of Enter-
farmment, & work that won the American Musicological Socicty’s Kinkeldey
award in 2000, Through her methodology and subszance, made plain by
the modified title, she secks 1o establish a context for opera buffa in the
cudture of Josephinian Vienna, within which the genre's meaning for con-
temporancous audiences was perocived, She probes the elements, her-
iage, aesthetic ideals, modes of expression, and, most inportantly, the
cultural symbols in the text and music of opera buffa. The rich inter-
weaving of meanings she Hlustrates unveils opera bulls as a sornt of
Clasperiengiel (10 bosrow from Hesse): a ssmbaolic matrix of the aesthetic
complexity and cultural icons of the age,

A stady of this sort would pot have been possible until recently. The
uncovering, cataloging, and description of archival holdings, manuscripts,
libretti, and other documents from the period have been extraordinary in
the last owenry years. Interpretations of those materials, alongride known
resonirces, are increasing in number and diversity.' The Cambridge vol-
ume made this plan in ats inoduction, While Huster and Webster found
two overriding themes among their collection of essays—the desire 1 pro-
vide a context for the study of Mazaut's kate operas on the one hand, and
the exploration of new methodologics, asking new questions, on the
other—most published reviews of that first book in fact focused on s
extraordinary richsess and divensity of methodology and materials. Fach
author sought to find value and meaning, but often in different wans.

Hunter hersell now wses these texiual and musical materials 1o foous on
the cultural meanings of opera buffi in Vicana. In doing this, she does not
seck 1o reveal the importance of individual arias or operas or even com-
posers, though her work is gencroasly lced with expansive muscal and
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textual examples (including entire arias and ensembles). Rather, she
aempes 1o luserace cultaral norms and expectations. On the issoe of char
acterization, for instance, she writes, “1 am bows concerned with the wins par-
tioular chasaciers emerge as plawsible or unigue individuals than with the
ideological signaficance of the Gitegosies into which most charactien more or
less unproblematically GIF (103). It is the way in which the form of an ania,
the pace of an ensemble, the metaphors of o text, or the intent of a joke acts
as a reflection of the Iving audture of the day that interests her. Many anthro-
pologists would probably be sympathetic with her approach; William A,
Haviland writes that culture jsell "must sirike a balance between the self.
intevests of individuals and the needs of socety 2 a whole™ (1999:35). In
addressing the culture of opera buffa, Hunter consistently describes that very
balance: how the characters and what defimes them in their roles (their “self-
mserest™) are porayed within the society of the genre (the particular
Viennese cultural icoos of clas, status and expression in the text and music)
froem which they were esther drawn or which they parody. This juxmpastion
of individuals within their socicty swells 1o a dynamic interplay of soloists,
characters, ensembles, and andience, and gives our reading of opera budla a
rch new meaning. In this way, her book is one of the most important studies
n cighteenth<entury music and culiure yet 10 appear.

Hunter's investigation follows a methodological pattern set by Leonard
Ratner's watershed stuly, Clesie Music: Exgarssion, Forw, and Siple (1980),
which has since borne many children, often with distinctive persomalities,
Wye | Allanbeook's Rbythaic Gatuorr in Masart: “Le noeze di Figaro™ and "Den
Covamni " (1983) was among the first, followed by such recent monographs
as Robert S, Hatten's Musical Masming e Berthoven: Markedness, Cormelation,
and feterpretation (1994). While tellingly diffcrent in approach, such works
seek 10 decipber what they find 1o be the symbolic messages of music,
establish a musical epistemology. Those ssmbols range from clear, contem-
porancons connotations (e g., the wse of a minuet for Figaro’s "Se vuol
ballare.” a dance suitable for the “comtino”) 0 complex constructive inter-
pretions (e.g., the “uagictowunscendent” genre of Harten). Humter's
particular wse of symbols unfolds by distinguishing between whar was
“mere” entertainment and what carried social meaning. though these
fields are, of course, pot mutually exclusive. Her work (ollows from John
Locke™s view that many cultural symbols “hanve their signification from the
arbiorary imposition of men® (1689bk. 3, chap. 9), and that symbols for
every age carry an innate rchnes of possibilitics, & muliiplicity of mean-
ings. By following this path she s able “to portray the ways opera buffa
functioned as evdertainment in latecightcenth<entury Vienna, or, in other
words, 10 suggest ways in which the social and acsthetic woskl of this genee
Interacted with the soctal and aesthetsc world of les convext” (4).
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While commentanies on cighteenth-century opera are generally quick
o acknowledge that the music was written for its singers, wiloced like a
suit of dothes (1o use the common metaphor found even in Mozat's k-
ters), it is sall difficudi 1o discuss this today in much deeall; the state of the
sources and lack of modern studies on singers make this an enormous
challenge. Probably for that reason, Hunter at times acknowledges the
importance of singers® but with few exceptions does not pursue this in
detall. To what degree are the musical charactenistics she describes as
intrinsic o the social and cultural mesages of this musc also 2 reflection
of an individual singer’s predilecuon for a cermin nype of aria or mood,
pich range o melodic character? The notion of the influcnce of singers
is Intrinsacally bound 1o the dea of the performance itself. The hallanate
performer<entric orientation was quite different than the developing
Germanic view of music anising from the compaser’s genius. An explana.
ton of the collision of those two worlds, which surely was unfolding in
Mozart's Vienna (as avested in his betters), would have also been helpful.

Some singers excelled in their acting and dramatic projection, while
others favored hyric singing, and such preferences were minded by com-
posers. A ready example among the most Bamous baffo singers of a slightly
carlicr age was Francesco Baghoni (singing from at keast 1729 unul 1761),
who wis & cruaal influcnce on the dissemination and stvle of comic opera
in ¥ts formative years (Mackenzie 1995%:256-65).0 The sheer pleasure tha
such singers provided & important, as she notes, but those performers
were also fundamental in shaping the very elements of their operas,
and this increaes their importance. The changes made by Mozart in
Don Gesvanmi and Fygare 10 accommodate new singers might be a good
example—how docs the sociological alfect or imagery of those passages
change with the singer, and how far can the altered cubtural nuances be
wraced 10 a singer's personal musical preferences? When Hunter discusses
the vocal range of "Sono una fanciullina® from Giuseppe Sart's Fra 1 dwe
fetagands il berzo gode, noting that it encompassed "2 mere octave,” she asks
the reader in a footnote 1o “Compare the relative independence and
strongly gestural spects of the accompaniment in Petronio’™s aria quoted
above™ (136). Can any such differences be laid at the feet of the singers?

Hunter poines o the *"naturabness’ of interaction [in opera baffa) tha
contrasts with the supposed “sGff artificiality” of opera seria.”™ Though seri-
ous opera was more or less absent in the 17705 and 1780s from the
Viennese stage, 1 wonder i is influence on opera bufls bus been under-
valued, Hunter does draw on seria models for comparisons, such as noting
how the endings of buffa anas, with their repeated cadential patteras, are
analogous o the lengthy coloratura embellishments that conclude seria
arias. It may be that such seria conventions plaved more of a role in
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Viennese opera buffa than their presence in this study may imply.
Cerainly early Neapolitan comic opera, before it found its way north, was
thoroughly grounded in opera seria conventions, and not only in the parte
serie roles. To what extent, after the expansive development of comic
opera in the 17505 and 60s, was that true for the Viennese productions by
Cimaross, Anfossi, and Pasaello, in addition to the “longstanding norms
of comedy and carnival™ (21) that Hunter cites?

As Hunter recounts details of the structure and symbols of opera baffa,
seria models often come 10 mind. When she suggests that the happy end-
ings of opere buffe are important messages of those works, surely opera
seria is lurking in the background. When she points our thar Giovanni
Battinta Camti’s Bbeetio L grotta i Trgfonio appealed 1o Bamiliar Classical
authority to validate its message, we are reminded of the hundreds of seria
libretis that do exactly that, The unfolding of the typical duct as & pattern
of individual solos later poining into a homophonic section is a seria
devace, Likewise, establishing character types for the roles in & libretso by
boldly announcing them at the beginning is an analogy to a sena tradstion
(34).° i opera buffa alfieened the stability of Viennese socicty, as she pro-
poses, it surcly must have been beard against the backdrop of the seria
libretto, whose goal (at least in it Metastasian ideals) had been that each
character would act naturally within his or her own station, and that the
aristocracy would be shown models for appropeiace bebavios.

Among the many valuable contnbutions of Hunter's stucly, the forma.
tion of aria categories is particularly useful, The use of aria types has held
great appeal for writers on opera of the cighteenth century. Hunser's own
chassificatson for buffa s works well, particularly becase it lends nsell
to distinctions of class and social relationships. These categorics are cares
fally deawns and considder details of tomal, melodic, and formal construc-
ton. Though Hunter notes that many modemn classifications of aria types
are inconsistent, oven in their methods of chssification, it is really not so
chear thas cighteenthcentury authors were much better.

Hunter’s numerous insights are often individually helpful in the exsen-
sions the ecader can make from them, She notes, for example, that
expressions of sentiment are most commonly sung by women, and that
“the woman's guarantee of pedigree is her capacity (o express her senti-
ments directly and movingly, Iwhile] the man's is his capacity to be moved
rather than to densonstrate comparable expressive power™ (150.51). The
aristocratic men in Dow Gisoenms might be seen in this light. Though it s
the power of Giovanni's seductive wiles that is his greatest weapon, thaose
expressions of sentiment are certainly amthing but gesuine or heartfelt
Om the other hand, he cannot be “moved”™ by pity or kove—these faults
then help frame the musical, texusal, and cultural backdrop for his
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ulimate demise. Likewise, according w0 this model, Don Ottavio’s often
Baulted weaknes might be a reflection of his exprossions of sentiment
being seen as somehow 100 much for a man.

Hunter's work esmtablishes a pattern for interpreting opera that will
surely be imitated. If her tharoughly systematie approach w unraveling
meaning in opera is followed in simikarly uncompromising, contextual
analysis, there s much of cighteenthcentury opera, of all kinds and loca
tons, that we will yet Jearn, This is a marvelous beginning.

Noter

1. Imporant studics on Vienmese theaer life continee 10 appear, i dessoey
strated by Hhunter's bitlography. Some of these studies make Viennese matenals
widely svailable, sach as that by Dagothea Link (19968), Others poant to new direc-
dn-otu*ﬁnoldmwnd.mhnlnnl\hnlcm(lﬂn the many articles
by Job Platodl (e.g. 1950, 1995, 1997), Danéel Hearez (1990, 1995), and the prevs
ous year's Kinkeldey winner, Jobn A, Rice {1156,

2. For example, in ber comdluding clupters on Cesd fon tatte, Hunier points to
Vincenso Calvesi and Adiana Ferrarese and theis roles in Cosi, noting the st
lariey of thewr music 10 what they had sung in other operas by other composers
(252),

3. Buglioni carriod four mflucntisd comic operm throughout Tead: Latlla’s o
ot cameriera and La commadio in commadio, anvd Rimaldo di Capasa’s Modome Ciena
and La Sbvrtd wacos, His veews were likely sustained by his many singing children,
aoomg them his daggbter lementing (1], mad- 17508 to late 1770x), porbaps the
most Bunous, who sang in both sevious and comic operas. Antonio Baglivas, who
may bave been Framoesco's son, was the flest Don Ownso and Tho for Mozt

L In the first fow Ence of Mctataio™s L Ohwpisde, for example, wo know
exactly hos the work will wafold, and what roles the key characien will play, when
Aminia scolds Licida, "Deh modern uma volta / questo o violento Sspirine
Inooeranse” (Al Tomper, lor once, yoss violent, intolerant spirit),
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Peter Wade. Music, Race, and Nation: Musica Tropical
in Colombia. University of Chicago Press, 2000. xi,
323 pp.

Bevieuwnd by fanet I, Sturman

Muasde, Race, and Nation: Miisica Trogecal in Colombia i an especially wel-
come addition to the distinguished Chicago Scudies in Ethnomusicology
senses edined by Phalip Bohbman and Bruno Neul. First, it boosts the rela-
tively small body of published scholarship in English on Colombian
music,! and second, it promotes new theoretical directions for rescarch by
focuming on commercially popalar msic and the constructive role it plays
in Colombian social politics.

Wade departs from the venerable practice in Latin American music
stndies of seeking to sdentify musical and textual evidence of Iberian
heritage, a topic addressed by both George Lt (1975) and Susana
Friecdmann (1993). When be raises the sssoc at all, it is not 1o elucidate the
essential character of the music, but instead 10 evaluate why the identifica-
tion of Hispanic ancestry has been esteemed. Wade is more interested in
the social negotiations and musical reconceprualizations undertaken by
Colombians as they reconcile new patterns of musical reception that
threaten oagstanding attiondes regarding social status.

Scholars other than Wade have explored Afro-Colombian musical prac-
tice. George List must be counted as one of the ploneers in this area, bat
much of his work comcerned folkloric practice, Wade, in contrast, directs
his auention to commercially disseminated popular music. He also
devotes more attention 10 music of Colambia’s Atlantic coast, and he is
more interested in the social construction of musical practice than in the
comstruction of melodic, harmonic, and rhythmic panterns that domsnates
many of List's analyses. Matters of musical reception, appropriation, and
readentification, as well as the connection between these behavsoes and
sockal politics, concern Wade as much as sound itsell This statement that
“The way people think about identry and music & ted to the way they
think about place™ (2) makes it clear thar Munic, Race, and Natiow focuses
on the social imerpretation of sound.

Like the American scholar Lise Waxer (1998, 2001), who bas explored
links between bocal Colombian popular masic and the now globully pogns-
lar salsa, Wade s especially interested in how the development of a com-
mercial mase industey in Colombia and abroad alfected musical practice
in central Colombian citics as well 3 in outhing regions. The waiace

Comvnt Musiplogy, von. 60 | Sgabag 20007
© 2006 by O Trwmsees of Coduantas Universiy in the Chy of New Yiork 169



170 Cowaxt Musioowocy

Mo‘hiliﬂem&nwtbepopuhrindmy label for a broad casegory of
music of Canibbean character, including sala, pochangs, memgew, dalsda,
calypso and cumbsg, all of which have exerved mutual influences upon cach
other and enjoy support across Latin Amernica, the US, and Exrope. The
title also indicates the rather new position Colombian music has come w
asume in defiming this becad category, both at home and abroad. Today,
industry marketers are as likely to refer 1o the Colombian cumbia as any
other genre in defining snce opecal. Not surprising, Colombian musicians
and listeners bave more nuancod was of percenving and referring to miisva
tropucal and these distnctions are ar the heast of Wade's study.

Peter Wade is a Senior Lecturer in Social Anthropology at the Uni-
versity of Manchester. His previous work on race and ethniciny includes
the books Blackness and Race Mixture (1993) and Race and Erhwicity in Latin
Amenca (1997). In many ways this new book extends arguments ralsed in
his carlier books, bt the much richer discussion of masic in this new
book will surely artract wider interest. Wade's peincipal question in M,
Race, and Nation is how music from the Caribbean coastal regions of
Colombia, known as miisica cesteda, came to be central to that country’s
popalar music repertotre and even came o represent the nation, As he
exphains in the coarse of the book, social views would bave made such an
ccourrence unthinkable prior w the midawentieth century, The relatively
new identification with the Caribbean is also surprising if one considers
geographic and ethaic oreria.

Caolombia covers a geographic arca roughly equal to the size of France,
It & Latin America’s fourth largest country and, in its positon a1 the
mortheast comer of the continent, is the only onc with comss on both the
Athanthe and Pacific oceans. Tts geographic diversicy resules in a comrespond.
ing culnsral diversity. The nason & froquently divided into four ones: 1)
the Pacific zome along the west coast, which shares a boeder with Panama;
2) the Andean rone defined by three central mountain ranges: 3) the
Caribbean sone along the northern coost; and 4) the Brgest region, known
as the Banern, featuning the vast plains thar border Venezuela and Brasl,
Some scholars, such as Abaclia Mogales (1995), include & fifth 2one, known
s the island region, which indudes the two Canbbean islands that bedong
1o Colombia: San Andres and Providencia. The caplad ciy of Sanm Fé de
Bogot is in the Andean sone and hence the country has Jong been domi-
nated by cultural policy emerging from this region.

The ethnic population of the country is a1 least as diverse as the geogra-
phy. A general breakdown, wsing categories common in Colombian dis
course, estimates that 47% of the country’s population s meo (people
of mixed ancestry, blending indagenous and European lincages): 24% @
muwlato (of mixed African amdd other ancestrics); 0% is white; 6% & black;
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and 5% is of indigenous ancestry (Abadia Morales 1995:18). The same
adjectives used 10 describe population groups are frequently applied 10
musical genres and activities, as Wade points out in his introduction.

From the carliest stirvings of independence, clite Colombians worked
10 create a cenualized vigon of natlonal cultre. Their efforts favored the
Andean region and positioned the coastal regions, as well as the people
and cultare thar flourished there, as marginal and provincial. This view
was asded by prevadling attitudes regarding race and national identity,
Blending of ancestries—African, Hispanic, and other European, with
indigenous—occurred throughout Colombia, but the influence of Afvican
ancestry has abways been stromngest along the coxsts. The vodces guiding the
central government supported a racally-defined conception of mational
identity that highlighted the dominant role of Colomblans of white,
European ancestry, Thus, although the Colombian clite recogniced the
distinetive characeer ol regronal ethnie (and musical) variety, they genen
ally valued local traditions for what they might contribute 10 a centralized
compasite; such traditions were to be absorbed rather than valued for
their independent integrity,

Corvespondingly, indigenous, mixed, and in partscular, black residents
and traditions were viewed as lower in status. Wade therefore begins his
stucly by asdang bow music with undeniably black rooes came 1o represent
the entire nation. In chapter 1, be introduces a host of related ssues he
has considered in answering such a question and presents an extensive
literature review, He discusses the tensions between homogencity and
hetcrogeneity, tanslonmation and appropriation, and navonalism and
transnationalism, and how these issues figure into the discourse on
Colombian identity, He also prescnts a general discussion of theories link-
ing gender, sexuakity and racial wdentity. Ideas concerning sexuality and
the body in mussc and dance, as well 28 those concening music and capi-
talism, play an important role in Colombia’s rather surprising embeace of
music once viewed as peovincial and coanse. Perhags most imparant is
Wade's theory that the history of Colombian popular music reveals a more
nusnced undentanding of the constnconal potenal of social identifsca-
tion via popalar music, He reminds us that Colombian nationalist elites
do mare than absorb and modiy diverse regronal culture; they “resignify a
diversity that they also partly contruct”™ (7). He comrasts this view with
pasitions explored by other scholars of Caribbean popular music, hike
Pacing Hernandez (19695) and Averill (1997), which emphasize the opposi-
tional posential of music,

In chapter 2, "La Cosea and Misica Costedia in the Colomblan Naton,”
Wade develops his examination of how attitudes toneard the masic and cal-
re of the Canbbean coast connect 1o Colombian attitudes regarding
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mational identity. Dinwing on resources that include published literature,
school texis, and cultural policy, be explains the positions of the Ministry
of Communications, which ovences radio broadcsting: the Ministry of
Educaton, which provides radio programs tor seate broadoasy; and the
Ministry of Culture, which darects programs al museums and other state
institutions. In pasticular, he observes how the issue of cultural diversity s
treated by these mational agencics, noting a persistent tendency to treat
diversity as a regional manter, Le., something characteristic of specific
areas of the country, but not a national trait, Wade reminds his readers of
the constructive vision at work in such representations since culneral diver-
sity & actusally much more pervasive than official policy implies: plenty of
Afro-Colombians reside in the central cley of Bogok and not just along
the cousts,

Of particular vadue 1 Wade's investigation ol the gromih of the record-
ing industry in Colombia, Far from merely describing stages of develop-
ment, be uncovers and highlights the importance of the oagoing dialogue
between domestic and international markets. The construction of a
Colombian nasonal sdenticy, and music repeesenting it was not simply &
pational project. Beginning with the first commercial recordings of
Calombian music such negotiations had an international character and
imolved non-Colombian voices. Thus, while prominent Colombian jour
malists, authors, and policians were waxing eloquently about how the
Andean dambuco (a dance song adapted for urban consumpton in maddle
class sadons) best represented the country’s nasonal character, the genre
was not included in the first recordings of Colombian music made by the
Columbia Grammophone Company and Victor Talking Machine Company
in 1910 and 1917 respectively. The recordings dsd, however, include
Colombian versions of the waltz and polka, dance genres popular not just
in Colombia and elsewhere in Latin America, but around the workd. Wade
concludes, "apparemily ar this stage dembucos did not intcrest record com-
panics which wore calering 0 an international andience”™ (49), Bambucos
and ocher forms of central Colomblan music popular in the middleclas
sadons of the era were evenitually recorded and Wade discusacs the rise of
this and other central Andean genres with the central bourgeols public.
However, his overniding point & that although music from the Colombian
interior regularly dominated mational discourse, the intermational record-
ing market consistenily prompted wider vishons of natonal music,
expecially favoring links between Colombian music and Caribbean styles
which were growing increasingly popular with international, especially
Amenican, listeners.

Chapter 3 of Music, Race and Natwon, “Origin Myths: The Hissomography
of Costefio Music,” Is dedicated to the popular sarratves that cireulate
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regarding the history of three categories of music: porm, cumbia, and salle
nate, Wade's task & a complicated one. While it is comvendent 1o thank of
these categories as genres of music, such a classification s somoewhas mis-
leading as each term embraces a sct of representative song types and
dance genres. The array of contemporary cumbia practices, for example,
refleces i mediation in Mexican films, tropical dance bands, and general
international circulation, as well as Jocal folkloric custom. According o
Abadia Morales, “claske cumbia is never sung” (195.65), a poteworthy
point since even in contemporary commercial variants dance remains
most critical, Sung cumbies did surface in certan regions, such as
Cartegena, and include mapald, a song form featuring call and response
betwoen a sodoist and chorus, as well as bullrengue, salome, malla, and porm,
e, genres in their own right. Similarly, vellmate songs are performed in
various chythms sach as som, pasn, merengae, and page whose accomparny-
ing dance steps range from slow and song-like to wildly sz, respectively,
Whale Wade angues that Abadia Morales is 100 eager 1o draw connections
between folkloric and commercially defined practice, many of these dis
tnciions perist in comemporary Colombian practice amd are recognined
by listeners as well as performers.

Wade's basic categories {perm, cumbio and vallonats) also evoke Bnvored
instrumental combinations as well as song styles and dance rhythms. Here
agxin, sunple delinitions are impassiblie. A sallenato ensemble featsring
the signature instrumental combination of accordson {(acordadn), scraper
(geacharaca) and box drum (cgje) might perform a cumbia or mapalé while
a typical porre ensemble featuring brass and wind instruments might play a
crembia OF even A cumulao associated more with the Pacitic Coase, 1n shory,
it is better to think of cuwdia, porre, and vallenato as the signature designa.
tsons for soviastic praditions, Wade focuses bess on the davinctions within
the traditions and more on aspects they share.

Wade finds that in all three tradstions folllossts and historians” have
projected the origins of the snde further back in tme than can be con-
lirmed by material evidence: in fact sach evidence olten comradicns popu-
Lar assumptions. Another tendency s to ascribe the origins of the genres
1o one specific region, such as sallesato 10 the wown of Valledupar, and
define carly performances as a process of re<casting folk practice by incor-
porating modern European instruments. Local hisorians have also oypi-
cally portrayed the genres emerging from these coastal traditions as
trumiphs of mestizap, or racial mixture, representing the sdealined cultural
blending of uipartiie roots: Indigenous, European, and Afrscan. Wade
rejects the simpiifications embodded in such popular nasratives and offers
explanations that reveal the bids for power that lie behind their
construction, He notes, for example, that the comentional narratives of
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mestizap regularly embody an deology of erasing cultural difference
through blending (or, in many cases, whitening).* While these narra-
tives frequently appear 1o celebrate diversity, they also have the Hule
recognized effect of reinforcing cubtural hierarchies by continually
articulating ditference. Thus the narratves that define costesio traditons as
authentic (meaning rooted m folkloric practice el reflecting an ideal
tred culiaral bled) ended 1o simulancowsly define these uaditions and
their supposters as backward and less cultivated (66).

Wade's general sheptichan regarding accepted narvatives derives in part
from his study of Gilard (1987) and Bermadez (1985, 1996), but the
revised version he offers in his book is groundbeeaking, i nothing clse for
the breath of his explanations. He has worked assiduously 1o discover the
penpectives that have shaped conventional explanations regarding music
history and practice. As noted earlier, he shows the role of the recording
indusery in the development of various aatese siyles, in contrast to the
ooyths that posit a parely rural gestation,

That said, two concerns come to mind. First, despliie his unvelling of
existing origin myths, one might argue thar Wade has constructed a myth
of his own. His tendency o lump ogether different musical peactices into
one general casegory called costele munic is a constraction that many will
see s an oversmplification, albeit one that s frequentdy favored by the
record indlustry.

Wade's acceptance of this generic categorization s somewhat sus-
prising when one considers that historically the styles of music that he
examines have embodied "blacknes™ (10 use Wade's term) in raber dif
ferent wans. The currwdsos of the Pacific Coast, and cven the many types of
cumbia asociated more with the Atlantke coast, embody lay more overt
African traits than does the vallemaro tradition. While Wade mav be
cmphasizing the similardics across stybes because it has become lashson-
able to do so in the contemporary entertainment industry, it is not my
expenience that Colombians hear these siyles as one undilferentiated
group, s the repeated wse of the term might imply.

At various points in the book Wade does distinguish beeween different
styles and pracuces 0 Colombian musec, notably in chapter 2 where he
provides a historical overview of various styles, He also invites readers to
explore specilic musical differences between a modern porry, cumbia, and
wallmato (in parven thythm) in appendix B where he has included a repre-
sentative transcription of each. The transcriptions, prepared by Alex
Miles, are prefaced by a descripiion ol imtrumentation and conventsonal
practice for cach ideal type. Wade's own discussion of musical characteris-
tics does not refer 1o these wanscriptons, but be does dewail individual
performen’ approaches to instrumentation, rinthmic chaoices, singing
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styles, program formars and recording policy. However, Luer in the book
his references 1o costedlo mausic as a general Gitegory become more promi-
nemt, Wade & likely aware of his own eth building; indeed, be disousses
brielly his role in the “tngled webs of knowledge production” in the final
chaptey of the book (252). Thus a reader should be prepared 1o do some
detangling.

Secomd, while Wade's research bas Eacilstated analyses of popular genres
that reveal fscinating processes of social negotiation, his revisionist stance
s also complicated. Although he mever defines his work in terms of advo-
cacy, the reader would be hardpressed not to sense thar Wade applauds
(a1 beast om some levels) Colombia’s relatively recent embrace of Afro-
Colombian cultare. At the same time, by umveiling the rationalization, and
continued racism, that underlie the integration of cosstal customs in1o the
central Colombia consclousness, Wade risks undermining the integriey of
the people whose story he s telling, particularly when his conclusions
stress the uldmate fexibiliy of interpretation. This is a danger thas Wade
is well seare of and that he addreses more directhy in Race and Fahnicty in
Latin America (1997:116-17).

Chapeers 4, 5, and 6 outline the history of coseio music, again foousing
on the three genres of porvo, cumbia, and vellwats. Exactly how these styles
changed over time, how their practices overlapped, and how people
viewed such developments fornm the heart of Wade's investigation. He
identifies three major periods of activity. In chapter 4, he reviews the
19208 and "S0s during which costedio tradidons develop as commercial
music popular in Colombia, Chapter 5 surveys the 19408 and 50s when the
coustal syle made mroads into the Colombian heartland, though not with.
out incting intense reactions. One example is the Colombian composer
and masicologist Dansel Zamudio, who claimsed that all music with Afincan
roots was “insidionus” and that costeie music was “like the rumba,” & threat
1 a "ruly gesuwine” Colombian nadonal identiry (126). Wade also exam:
ines the views of central Colombians who were attracted to conterio mvusic,
in parnt because they percened it 2 happy, sensuous, and representing a
warmth they felt missing in the clive social circdles in the central citics, In
chapter 6 Wade discusses the 19505 and 605, the period during which
Colombian popular music, increasingly dominated by cosesio forms,
gained new international footing, primanly as dance music, Cumbia, in
particular, represented Colombia’s answer 10 the popular rumba, tango,
and mambo sweeping US., Latin American, and European markets,

This last period was spurred by the growth of Colombia’s domestic
recording industry. Conventional readings of this development tend o
consider cesteio musicians as the exploited victims of a recording industry
that appropriated and commercialised their ambentic music. Wade resists
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these readings as overly simplified and points out that costelo musicians
shared in, and even directed the commercialization of velleals, cumbva
and porra,

Wade further insasts that the increasing commercial sucoess of thas
music rests to a large degree an its asociations with happiness and sexual
apenness and he discusses this issee for different time periods and geo-
graphical regions, but not with equal attention w each. Clearly Colombian
attitudes regarding the sensuous nature of the music contributed 16 both
acceptance and rejection of costedio music, but the overall discussion of this
e is 0o general, Although a brief paragraph in the final chapler (235)
summarizes shifts in social mores and changing attitudes towards sexaality
i society, more detailed diceson of such shifts b needed as well as clan-
fication of how sexuality relates to changing visioas of national identity.

Wade's most comvincing analisis of sexual associations appears in chag-
ter 7, “Costenios and Costenno Music in the Interior.” Here he focuses on
Esener reception, deawing on a collection ol sixty-one inlerviews of rosi-
denes in the central cities of Bogod and Medellin, and, for companson,
from Barsnguilks on the Atlantic coast, Compiled with the 25d of four aais-
tants, these accounts supplemented printed documentation and Wade's
finst-band obscrvations and provided the basis for & comsparative analysis of
individual mtudes wwards costedo music. For residents of central Colom:
bia, music of the comst has long been associatod with overt sexuality, & care-
free and happy manner, and seosuous dancng and courtship. This view
contribusad both o populis xoeptance and clite ressstance. Respondents’
comments regarding dance lead Wade (o theosize that dance provided an
opportunity for cosstal Colomnbians o expres their sensuality and for cen-
tral Colombians to embrace, even embody, both a desired sensuality and
their comresponding interpretatons of racial difference,

However, despite the growing acceptance of coastal music in elite social
circles, conteio people continued 1o be viewed with suspicion. Wade writes,
“clements of costevio identity could be appropriated, even while cesterdos
themselves-—or perhaps more precisely the lmage of them as a category-—
might be kept at arms length™ (210), Later in this section he reflects on
the methodological difficuley of discussing costedos as a group as well as the
difficulty of understanding a reperory of commercial music as belonging
o a specific group (although at times he has done both i this book). 1t is
a caustionary statement worth noticing, because it reminds readers of how
the very constructive practice Wade is examining necessarily pervades his
own theoretical e

In *Multiculturalism and Nostalgia in the 199057 chapter 8, Wade
directs the reader’s attention o some of the most recent artists to
resinterpret Colomban popular music, partdculardy the music of the 19505
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and 60s, for a new global market. Among the musicians that Wade profiles
here is the singer Carlos Vives, who became a contemporary superstar
when he chose 10 reinterpret classic vallemats lor new audicnces using
the technology and sound resources commonly associated with rock
performance. Wade observes that Vives's project, despite belng more self-
conscions, B ot eptirely new for Colombian musicians, It involves
balancing personal aspirations for commercial success with a genuine
respect for local tradition—a process Wade outlines carlier in the book.
He notes that similar balancing acts back in the 19405, such as by singer
Lucho Bermixdez, 1 name just one example, account for the very exis
temee of porro and related genres as commercial popular music. Indeed
the repertory that came 10 be regarded as “golden” in the subsequent
decades resulted from the negotiations betwoen regional recording antists
and the intemational recording and communications industry,

The concluding chapter beaclly addresses the problems of
inmerpretation of culture. Throughout Musie, Roce and Nation Wade high
lights how popular masic is constantly subject 10 multiple interpretations,
He concludes that the role of the ethnographer today is to “challenge
categories which are taken for granted in g giovn sociel context” (232,
cmphasis in the original). He then offers several answers to his onginal
question regarding wivw costesio masic with ity associations of bEackness and
tropacality, came to be regarded as Colombian national music. First he
suggests thas the coast was the fiest region o profi from indusrialization,
and thus it and 1ty music came 1o repeesent modermity in the eyes of many
Colomblars. A second reason is that music ol this region represented a
mubticultural peospective that could be, and has been, interpreted in
many different wins, as the above discussion of race and sensuality indi-
cates, Wade mentions that the divensity of the region was further
enhanced by affiliations with other Canbbean cultural produces, especially
Cuban dance music that has lomg dominsed the Latin American enter-
tainment industry. Wade also notes the additional impact of the inter-
nasosal attention garnered by Colombian author and Nobel prize-winner
Gabriel Garcia Mirquez, whose writings about his country celebrate its ties
10 Caribbean culture.

T is st this poing that a reader might wish that Wade had aken pains to
claborute or at beast draw clearer connections between these points and
the dara presented carlicr in the book. His carly analysis of the communi
catsons andd recarding industry emerging along the coust did not empha-
size any starus the region iself accrued as being modern. Wade's ultimate
conclusson regarding the tlexibiliy of interpretation i also somewhat dis
appointing. His final chapter would be more useful to scholars hoping
buald upon his theories If he had summarized how this fexibiliey operates,
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especially since his carfier discussions suggest more definitve conclusions
than he prosents at the end. Ax Wade has shown, the dissemnination, and
reception of cestedo music permit it 10 be inerpreted as representing one
ideologacal pale or another; the same masic might simultancously repre-
sent both modemity and tradition, regional and imermational affiliation,
political purpose and sensuots entercanment, and/or racal distinetion
and racial transcendence.

Despite these minor criticisms, Musie, Roce and Nofiow is a very fine
book. It provides an enormous wealth of data on Colombian popular
music and ralses a provocative set of theories regarding how race, sexual-
ity, commerce, and technological development intersect as Coloanbians,
individually and collectively, draw on music 1o define their identiy in
local, pational, and intermational contexts. The identification of these
comtexts, and their nuanced components, is a valuable conmbation
both popular music scholanhip and social science. Although Wade's
ohsenations concern Colombian expenience, they are relevant to anyone
interestex! in populas music studies and will be of special interest 10 schol-
ars of Latin Amenican music and caltare,

Noter

1. See Bermider (1955, 1996), Friedmann (1993), Gradante (1998), Lint
(HOTs, 1080, 1983, 19910, Manuel (1963), Marre and Charlton (1985), Pacini
Hemdnder (1995), and Waxer (1998, 2001).

2. Wade examines a large body of Beerasure concerming each of the genres of
popatar mvamic feasured in his book. While scane, like the tradicional studies by
L, Abadis Morules, zod Perdomo Fscolar (1963), repeesent work by highly
rapecied schalars, other sources include transcriptions of oral boee such as tee
widely cited work by Fals Borda (1979-58). Scholars who challenge these well-
exablished readings imclude Gilard (1987) and Bermbder, and Wade droa on
their work s well,

3. Indeed, it maybe thas Wade Is best knosm asvong social scientists and schod-
sy i Latn American studies Toe his theoey of malinge as 2 whitening proces
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Current Musicology Now And Then
By Awstin Clarkion

I mover did quite Bthom the gleam in Willaam J. Mitchell’s eye when,
some time in the speing of 1963, he proposed 1o a meeting of Cobumbia
graduste students that we stant a journal in musicology. It win's that we
needed more 10 do than o get on with our degroes and careers. | can only
surmise that his vision was that if (he younger generation had a forum for
their ideas, they might bring new life to what must have seemed to him a
very hidebound discipline. Tt was two years aftey the Eighth Congress of the
International Musicological Society in New York: the Sodety for
Ethsomusicalogy was oaly a few years old; the Society for Music Theoey was
still to come: and the Group for Contemporary Music, with Charles
Wusarisen and Harvey Sollberger at the helm, had gven its second scason
on the Columbia campus in what is now Miller Theater, Professor
Mitchell's suggestion strack home, and, as | wrote in the first editorial of
Current Musicology, “Blisfully ignoramt of such matiens & content, soarces
of finance, the actual noed for a new journal, our capabalities, and available
time, the mocting responded with rockless approval™ (Clarkson 1965:42),

A steering committee studied what such a journal should be, and 1 have
vague memorics of mnumerable consalations with Eeculty and clasanates
s we surveyed existing jowrnals in many fields and worked owt the pro-
posal. The tithe we picked was modeled on the joumal Current Authso-
polagy, with the implication of shifting the discipline 10 more empirical,
socially situated, and contemporary concerns. The early bses moved In
that direction with artscles on Adomo, acsthetios, and the revision of the
copnright ke, along with historical essays and reviews of an edloctic selec-
tion of dissertasons and master’s theses. We thought that the latter would
be a valuable service, and we were fortunate 1o inveigle distinguished
authors 10 write them for us. But sometimes the reviewers transgressed
our unwritten code of permissible invectve, and we would ask them o
temper their language. This resulted in one particularly abasive review
heing withdrawn in 2 huff by the eminent amhors. A considerable number
of the “amticles™ were in fact yeports on conferences and fetivals, with an
emphasis on ethnomusicology and new music as much as historical musi-

cology, and & major enterprise was i special ssue on musicology and

Carvrnt Musciigs, 10 06 (Spoiag 2000)
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music education. Today, ensconced before a computer with modem, T am
trying bard to remember what it was like to rely solely on the mail, type-
writers, and carbon paper for putting out a journal. 1 suppose the files, if
they still survive, would provide hard evidence of all the betters that went
back and forth while setting up an internasonal network of correspond.
ing editors,

[t & remarkable that ssue no. 63 of Cament Musicadogy is recognizably a
descendent of no. 1 in both appearance and contents, The design we
developed with George Chien has withstood the test of time, although the
cover drawing by Gene Vass has become greatly diminuted,! The excellent
arthcles and substantal reviews in no. 63 contnue 1o fulfill the intent 10
define “muscology” in the broadest sense, though their extent and sophis-
tication far surpass the efforts of the inaugural authors, And the five
authors who reported on the 1997 Congress of the International Musico-
logical Socicty (Fallows et al, 1999) and Professor Nketia's communication
from Ghana (1999) Guried on the traditon of the Reports Department,
which was an important feature of the oginal plan.

I regret that reports banve been termanated, The web and e-mail do now
make information about conferences and symposia available, but where
does one find considered critiques of such events? Not hining attended
thae IMS Congress, but having recently experienced Musical Intersections
2000 in Toronto, I would be most interested 1o know what those five
authors {or their counterparts) would say abour the latest assembly.
Would Dinid Fallows still complain that musicology is a threatened par-
suir, that the musecal profesbon gives musicologises linle respect, and in
the academy musicology is a second<has discipline (Fallows et al,
1999:150-53)2 | would dearly appreciate a few words from Harry Whise,
whose wise overview and acute asessments of particular sessions make
informatnve reading (ihid.: 156-61). And would Honey Meconi stll be as
impatient with the overspecialization and insularity of music scholars
(i 166-68)* Where would we find such thoughtprovoking reports if an
cnterprising editor of CM had not imvited these authors 1o write abouwt
that congress? | expect that younger scholars who couldn’t afford w go to
London are especially appreciative a well,

As with such comgresses, it is the fortunate and unplanned-for serendip-
itics that are olten the most meaningful. And so after reading Sean
Williams's excellent essy on Sundanese performing ats in the samc e,
the reports on the IMS struck repeated sparks. Her subbeadings alone
conjure up entirely fresh perspectives on international scholarly con.
gresses and nanonal meetings: “Sponsoring a Competition,” “Prepasation
for a Competition,” “Anatomy of 2 Competition,” “Jury Selection and
Criteria,” “Becoming a Star,” “Gossip and Scandal,™ “Firing up
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Enthusiasm,” “Competitions: Threat or Inspiration”™ (Williams 1999).
Further cautionary thoughts arise from the following statements in
Williams's articke: “The audience tends to look for mistakes that can be
discussed in dewail later™ (335); “Several highly respecied elderly artises
repeatedly expressed serious concerms about what appeared 1o be a loom-
ing twilight for some ol the mast significant tradicoaal an forms® (35);
“The strongest oniticism, brought up again and again, was concern about
the chilling effect of competitions upon individual Innovaton® (40); and
“The chance to launch a decent career as a performer is an important
incentive in a region where unemplovment is hagh™ (42).

Competition, in all the positive and negative aspects that Professor
Willaens so clearhy delineates, & certainly an important theme for all con-
gresses such as the IMS. But where is it ever discussed? What if the editors
of CM commissoned Willkkams 10 attend the next nasonal meeting of the
American Musicological Society and report on “Competition Among
Musicologisis of North America®™ This would follow up on Prolessor
Meconi’s recommendation rogarding the IMS Congress that, “Perhaps we
need an nflux of nonWestern scholars looking at Western an music so
that Westerners can expericnoe being ‘others” for a change™ (Fallows et al
1999:167). An kdea tor a futare bsue of CAF With fow other journals pub-
lishing such reports { The Musical Quarterly gave them up long ago), €M
would be providing an impostant service and sustain its distinctve charac
ter. Judith Olson was the mainatay of the reports section since 1980 and
deserves congrarulations and thanks for doing such a splendid job for so
long, I do hope that the editorial bowrd will find someone to put on her
mantle and restore the deparnument.

Four decades have made & notable difference in Bnguage that is senss-
tve 1o gender and approaches that assume that music s something 1o be
listened 10, One’s cars redden on reading the exclusively masculine pro-
mouns in the early swoes of CM. But then that was an era when Prolessor
Paul Heney Eang, in & semanar in which sat several female stucdents, could
still raise the ssae of whether women should become musicologists, 1t was
also a tme when a professor of musicology (not from Columbia) was
kivoun to discourage students from performing the music they studsod for
fear of clouding their obgectivity. Brian Harker (1999) makes exemplary
e of sound recordings in his incisive study of Louls Armstrong, and
Damiel Thompson (1999), in an even-handed, bat resolutely negative, on-
tique of Martha Bayles's book on Amernican popular music, lists three
recordings of Towmy to point out erron of fact, Tt & time that musicolo-
gists follow these leads and assume, wherever possible, that what they are
writing about i mseant to be heard. Throughoat his bacsd and most help-
ful review of Anclrew Mead's book on the mausic of Milton Babbiet, Jason
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Eckhardt {1999) &s at pains to distinguish between writing that explains
how the composer wrote the music and writing that guides the listener
how 1o hear i How much more useful and persuasive his anitique would
be had he referred o specific recordings 1o drive home his points! Tan't it
time for editors of musicological journals 1o insist that authors proside a
dacography and make cnitical use of it wherever possible? Or are we, even
in the age of Napster, forever comsigned o “reading”™ music?

This provoked another fugitive thought as | compared CM then and
now. Then, the origin myth of musicology in Nosth America was that the
discipline was a transplant froms Europe that was growing fafully in the
hostile soil of North America. Professor Edward Lippman wrote the fol
lowing in CM no. 1 "It has been apparent for some time that miusicology
would not casily take root in this country. The discipline has been expand-
ing, but hardly flourishing, making its way, but winning lew friends. At the
fth Congress of the International Musicological Socicty, which met at
Columbia University bn 1961, our success in the eyes of the world made it
all too clear that we backed recognition at home™ (1965:55), Now, the
observations on the 1997 IMS Congress in London from CM no. 63 inds
cate that we are sl reaping the doubtful rewards of that ongin mth,
Harry White: “Indeed, the anxiety of influence was so pronounced (in the
rosne eables especially) that the congress & a whole seemed to be charac-
tevized by a fundamental division between the caims of musicology as a
manifestation of Ewropean an history on one side, and of musicology =
a (chaelly American) mode of deconstructive criticism on the other”™
(Fallows et al. 1999:156). Honey Mecona: "Non-Western music was practs-
cally invisible™ (ibid 166),

An aliernative origin myth for musicology in America would begin
with Charles Seeger, who did not accept the primal rupture between
historical and systematse musicology on which the Europeans bullt the
discipline. In the traditon of American pragmatism, Sceger posited an
inclusive field that privileges conmtemporary musical thought wherever it
occun—in concert, popular, or traditional musics, For Secger, who
problematized at length and in depth the “musicological juncrure”™
between the language of music and language aboul music, the prime
critic of masic should be the producing musician (1977:51), The emigra-
tion from Nazi Germany undoubtedly brought exuraordinary enrich
ment to the cularal life of North America, but we must acknowledge
that it reinforced the paradigm that took Western civilization 1o mean
“European,” and muskcology to mean historical musicology. Fven Glen
Haydon (1941), who declared his debt o Seoger s his Binst teacher of
musicology, nevertheless dedicated his book w the Furopcan-trained
Outo Kinkebdey.
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As a thought experiment, let us suppose that the Seegeruan model for
muscology had been adopted by the major centers of graduate stuclics in
e across Noeth America instead ol the Adlerian. Would the first sen-
tence in the book of abstracts for Intersections 2000 be, “The dawning of
the new millenalum accentuates the urgent need 0 address the obwious
under-tepresentation of music by nos-European artists in the college cur-
riculum” (Konye and Romero 2000)2 Might the difference between the
“old™ and the “new”™ misicologies be the difference between the discipline
with a Muse with one eye in the back of her head (after Satie and Seeger)
andd 2 Muse with two eyves and two ears in front (Seeger 1977:212)7F Would
composers and musicologists be such distinet life-forms, even while occu
pving adpcent offices on college campuses? And would composition be
taught oaly after candidates have survived long bouts of theory and musi-
cianahip training? | bring up these alternative orgin myvihs, because while
still at Columbia T was vory much impressed with Sceger and made contact
with him to have a symposiam in CM on his ideas. Bat in 1967 [ kdt for
New Haven, and the plan did not proceed, ks it 100 late to have such a
symposium on Seeger now?

With those grandfatherly queries, | close these words and am grateful
for the opportunisy o contribute them 10 this special alumni/ae ssue of
the journal, §am sure 1 apeak for Al who labored 10 bring oul the carly
isucs of CM when 1 say how gradfying it is that thirtysix years later the
Journal continues 1o fulfll the original vision and bas remaaned so vtal a
contribution to the field,

Nodex

1. The paister Gene Vass made two drasings foe the cover. The plan wis 1o
altermate them for the two issses pes year, the origimal schedule of pabticardon. |
can't resist noting that one member of the facelty ket s know that he thought the
designs were “obacene.” Vies died in San Francaco in 1996,
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Patricia Carpenter in Commemoration
Compuled by Murray Dineen

As rescarch scholars, we are known for our stidents as mach a by our
publications. Patricia Carpenter's published writings, listed at the end of
this thite, constitute 2 major coatnbution o music theory and acsthets
ics. But her many students, a few of whom are represented in this com-
memoration, measisre her legacy. As these memonial sketches seveal, she
shaped countless students during her ewentysix years at Barmard College
and Columbia Universsty. For Pan, scholarly investigation was inexericable
from teaching: evervihing tendered in the chssroom was subject 1o the
same scrutiny she brought 1o ber own rescarch. Everything she set befare
us &8 Mudents around the long grey tables in Dodge Hall was & commie-
menit as camest a8 any address before a forum of learned colleagues. And
from all of us she demanded the same high standard thar she demanded
of herself: endless curiosity tempered by unflagging criticism. In this
regard, her students were indivisible from ber pd)liauom. cach formed
rigoroush 10 become a selfstanding component in the broad intellectual
cirche thae was Pawricia Carpenser.

Patricia Carpenter died on July 8, 2000 at the age of 77. She is survived
by her loagtime companion Sylvio, two nieces, and 2 nephew. Bomn in
Santa Rosa, Callifornia on January 21, 1923, she sudied piano with Ruth
Leginska, as well as percussion, bassoon, and conducting. She conducted
the San Bernardinog Symphoay and senved as an assistant conductor (o
Jacques Barpun in New York. Learning of Schoenberg from her teacher,
she wrode 2 levter smling for composition lesons, From 1942 0 1949 she
was Schoenberg™s student in formal classes at UCLA, in the “Sunday
Moming” sessions she initiated with a colleague, and in private instraction.
She wrote the following sketch of Schoenberg and the UCLA courses,
which describes the effect his teaching had upon her musical conscious
wess, an effect she replicated with her own students a Columbia. The texe
was wrilten for the pancl discussion “Schocnberg in Hollywood™ (Augus
22, 1999) at the Bard Music Festival Schoenberg and His World, and is
reprinted here with the kind permission ol the panel chair, Sabsne Feisst,

Schoenberg's classes at UCLA were held (o a littde room on the
top floor of Riskoll Hall. He would come i with has big casel (his

Cwrrsd Musawinny 0 9 (Sgeing 2000}
I86 © 2000 be e Trassoes of Columbdn Universky i the Ciy of New Vork
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blackbaard, for he saoved cverything), his assistant (Clara Sibver
Stewermann in my thne), and whoever was at the plano (probably
Wiarren Langlic; Schoenberg liked 1o sease Warren about bis studies
with [Nadia] Boulanger: “What would Mme. Boulanger have sakd
about this, Mr, Langlic?™). The character of his classes might surprise
you. Although some students were musically sophisticated, most, |
mpect, were—like me—quite naive; we played an instrament,
majored in music for various reasons, and really didn’t know much
s, Looking back 1 am astonishod at how much of his vast mesical
heritage he transmitted 1o these motley groups of Southern
Caldomnia youngsiers,

The curriculum replicated that of the traditional Evropean con-
servatory: hanwony, composition, counterposnt, form and anxlysis,
archestration, and composition. But it was extraordinary, because
Schoenberg taught them all. It was indeed the unified musical the
ory about which be has written so mach, In [the course ] “Structural
Functions of Harmomy™ we worked on woal forms. In “Double
Counterpoint, Canon, and Fugue” we bogan with charale peeludes,
for practice in writing cadences to all degrees of a key. In “Form and
Analysis™ we learned many picces, focusing our sechniques on con-
crete works (we began with Beethoven piano sonatas; Mozar,
Schoenberg sald, was wo difficult). The compasition course fol-
fowed the Bnes of Medels for Beginners in Composation, but in effect
everything was composition. Compasition, Schoenberg has said, is
thinking in tones and rhythms, Essentially, that s whar he tasght:
musical thinking, at whatever Jevel we could beamn (o

Somchow he reached all of us—beginner and sophisticate—in
this imanense progect. . . . Because | was weak in harmony, for sy pri-
vare lessons 1 wroee dosens of scherzos, in which the problem is the
modukating model and sequence. | remember an exam in which we
were 1o wiite a fugal exposition, Schoenbery brought in a fugue sul>
ject for each of ws, written for whasever difficulty he judged each
could handle. | was siving on some steps, working on mine, when
a lomg finger pointed over my shoulder, and his voice asked, “Miss
Carpenter. what is that G doing there?™ He did not alk abour
theory—we practiced. But his ability to project 10 each stusdent how
o think in music seems to me 1o have been profound,

Schoenberg has shaped my musical thinking, although ar this
point. it is hard for me 10 draw a line beoween his thought and my
own, Let e try 1o comvey 10 you the most impostant thing | learmed
from him, which has to do with the wholeness and concreteness of
the musical work. We are in a lintle room in Kirckalf and luve been
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analysing the first movement of a Brahms string quartet for a few
days. We bave examined it in detadl: harmonically, motvically (both
entail rhathm), texturally, formally. Schoenherg indicates a short
passage, makes a fow squiggles on the casel, and the entire move
ment comes together. The picce is illuminated, it shines, as a2 com-
plete unity of technique and inmison. Aha! Every detall falls into s
place in the whole, Whist | learned from my years of such experience
was 10 Uy 10 become consclous of and o formulate my real, com-
phete encounter with a musical work, that is, to think in music,

In 1944, Patrica Carpenter gave the premicre of Schoenberg's Pano
Concento, in a two-piano version, in Los Angeles. She composed several
chamber and orchestral works, one of which was performed by the San
Bermardine Symphony. Accepted into the composition program at
Columbia, she came 10 work with Douglas Moore in composition and
Albert Hofstrader in philosophy. She discovered Paul Henry Lang and
cmbarked upon studies kn musicodogy. Her Ph.D. in Music and Philosophy
at Cobumbia University was completed in 1971, An active member of the
music theory communiny, she contributed in many ways—both scholarly
and administratively—to ity advancement, The first woman o present a
keynote address wo the Society of Music Theory, she scrved as its Vices
President from 1992 (o 1994,

Her scholarly inserests Ly in the aesthetics and theory of music, which
she sought 1o demsonstrate through analysis, Perhaps hey best known carly
work is the article “The Musical Obgect™ (1967), published as the center-
prece of a forum in Cuarrent Musicolagy, with responses bw Leo Tredtler and
Richard Crocker. The asticle grew out of her abiding interest in musical
wholeness, a subject she explored in a debate with Joan Stambaugh kn the
Jowrnal of Phalosopdy and at length in her disertation on the phenomenal-
ogy of the fugue (1971a). In the 19705, her interests tumed 1o analysis
informed by historical music theory, with 4 demonstration of coberence in
a Dufay motet using an anahtic framewark adapted from compositional
treatises of Dufay’s day (1973). Much of her laer work 100k as ies starting
point Schocaberg’s theosies of wonal harmony, and the crowning achieve
ment of her later carcer was the publication of his so<alled “Gedanke™ or
the “Musical Mea® manuscripts. The maost influential and explicit adapta
tion of Schoenberg's thought is to be found in the article “Grundgeseat as
Tonal Funcion™ (1983), although the innovative amalytic concept
referred 10 2 the "omal problem”® Is explored in other anicles. In her
work with Schoenberg’s thought there i a readily discernible individual
approach that distinguishes her own insights from those of her former
teacher.
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Patricia Carpenter was the driving force behind the essablishment of
the doctorate in music theory at Columbia University. A pillar in the
Department of Music, she was a constant friend 1o Curremt Musicology. As
the following sketches reveal, she taught many subjocts in music theory
and aesthetics, from lecturing i harmony and counterpoint for entering
chasses at Bammard College 1o leading advanced seminars in acsthetics,
analnis, and the history of theory for PhoD. candidates at Columbia,
Semunars in her later years were occupled with Schoenberg's theonies of
tonal harmony, Clad in purple, dutching ber violet coffee mug, she i per-
haps best remembered at the head of a seminar tble dotted with a trans
Iation of Schoenberg's Harmoninkdre, which the publisher had unwittingly
but obligingly wrapped in a decp parple cover, Pat, we miss you.

—MD

The lirst month alter entering my doctoral studies at Columbia, |
crossed Broadway to Barnard College, heart in mouth, for my first inter-
view with my advisor. Pat’s appraisal of my abilities thar day was accarate
and succinet: *You're doing fine. But you siecd (o learm hanmony.” At the
time, T was enrolled in ber semimar on Schoenberg's studies of harmony. |
displayed, probably quite clearly, sy Lck of skill a2 four-parn voice leading,
to which the opening part of Schoenberg’s Harmonielohrr is devoted,
Hining read Schenker's Frae Sarz and Harwonselehre, 1 was complerely a1 a
loss, Where were all the “natural forces™ of Uriimse and its boass counter-
point in Schoenberg? Wasn't harmony simply the revelation of these
natural foroes as they wore tempered into gracefully descending lines
drawm irrevocably by a musscal gravity above and beyond hunan guestion?

1 think the defining momnent of my harmonic understanding was pro-
duced by Pat’s pencil. Holding the pencil with its eraser tip before me, she
inquired: "What is this?® 1 replied, "A penal.” She questioned, in tum:
“How do you know it's not merely an eraser?™ To much the same end
Schoenberg, her weacher, apparcatly used a hat, while Webern relied
upon an ahiray, The answer, which Schoenberg, Webern, and particu-
larly Pat illustrated at length, is that we know an obgect, be it pencil or
musical work, through the critical vehicles of memory and projection,
Music is not a surrender, however enlightened, 1o forces bevond our con-
rol. It is not determined mechanistically by nature or any other force
above human affair, In Schoenberg's words, which blow through his
Harmonielehre like a cool breeze, music is as mach the product of 2 brain as

it is produced by the forces of a narurally gravitatng heart. In this regard,
2 b0 many others, Patricia Carpenter taaght me hasmony.

Murray Dineen
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[ ofien bear Par's voice as 1 teach young composens, paticntly repeating
her simple phrases that served as an anchor in moments of bewilderment:
“start at the beginming,” “beginuings, middies, and ends,” and the ques-
tion with which she always started an analysis, “What strikes you?”
Remembering Pat's classes, what strikes me is the amaxing fecling that
one had of seeing “how it was done,” As a composer this ghimpase behind
the “tapestry,” as she used 1o call it, seemed like miraculous and lost infor-
maton, She often used the metaphor of the tapestry to desanbe the kind
of thing we were doing by analyzing pieces, looking at the way the object
was constructed, Analysis i like carefully olsenving the back of & tapestry:
one glimpses the way in which the parts of a piece are related and inte-
grased into the whole of the work, Ovcasionally & sense of msticism woukd
cmerge, an experience of something beyond oursclves in the massive inte-
gration of a work. At these moments Par would often exclaim, “ob, isn't
that clegant!”™ Somctimes these glimpses made composing a daunting ek
After studying Beahms with Par, onc could no loager rely on artifices like
“gesture” o smply write chadns of linked aphorisma. Musical ideas had
implications and demanded adequate treatment and completion. On the
other hand, one had more ool a1 hand for carrying through musical
thoughes. And of course when one was daunted, one could remember her
smple advice: "stare at the beginning,” “beginnings, middics, and ends.”
and “what strikes you?”

James Paton Walsh
L

It Is somewhat rare to have an esteemed colleague who & also a dear
frsend, but such was Patricia Carpenter to me through all our years a1
Columbia, She was also my teacher in the broadest and deepest sense—
broadest in that ber subjects ranged from llower gardening 1o philosophy
and even astrological systems, deepest in that she was my best instructor in
the meaning of music and the other ans. My files carry dozens of drafts,
anahses, and owtlines that Pat shared with me o my profit.

None of the comeributors here can bhave known the Califormia Pat, bat
very occasionally they might bear her speak of her girthood. (She londly
remembered her grandfather who served as a drummer boy in the Union
army and was lucky enough o have seen Abraham Lincoln.) | think that
anyone, however passingly acquainted with Par, would feel she was a
wornsan at home with her past, though ber life and work were moved by a
proneering spirit. In fact, an imphicit Westernness shone through her
intellectual and personal independence, her ariginality, and her extraoe-
dinary generosity,

Chris Hach
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Pat had the great gift of reaching straight to the individual, even in
large classes. She would play a plece and ask “What strikes you™™ prepared
1 deal with any answer, She told me once she had played some Bach in
an inroductory music dass, and when she ashed what struck anyboxly, one
student sad, Tt sounds hike God.” While the other students rolled their
eyes, Par pursued e "Well, what do you mean, Miss " She was
often able to develop a good discussion from sach a starting point, by
drawing the student out, without appearning to lead. She made her
studenss feel like smportant contributors,

Pat paid attention not only to our ideas, but also o our mstincts, feek
g, and desires, She used o sav: “You have to train your instinets.” The
urge to shape and discipline a mind was also apparent in her gardening.
The broad wooded slope behind her house gradually, over several years,
became a park filled with plantings, paths, benehes, and other ormaments,
She said she was “arvculating the space,” the same erms she used in
analyring musical structure, For her, garden, music, and mind were all
material 10 be formed.

Peter Schuben
LA

Parrica Carpenter cune o oy Nife in the fall of 1971 20 1 began my
second year s Barvard, | vividly remember entering the chssroom on the
sixth thoor of Dodge Hall for Musse Theory L Even the urbane New York
il were unusinalh subdued s we awaited our professor’s arrival. We'd
heard mary rumors: she wore purple, she lived in Greesnwich Village, and
moatl unbelievable, she had been a student of Schoenberg. Patricia
Carpenter arrived, tall, commanding, serious in demcanor, speaking in a
shigha lisp bust with distinct enunciation. Her tone of voice wis penetrating,
but at the same time she was interested in hearing our remarks. “What do
you have going there?® she would k. We ceninly saw what Bach,
Boethoven, Schubert and Brabhms “had going™ as she led ws through
fugues and sketched out entire symphony and sonata movements before
our eyes, When we bad difficulties, she listened and helpoed, where othen
might simply have dlosed the door. For our final exam in Theory IV, she
sent us off o search out 2ll the wnes foresgn o the key in the lirst moves
ment of Beahms's Symphony No, 4. That sill ranks as one of the greaest
adventures of my life. In the Program in the Arws junior colloguium on
“lmagination,” she tught us how to read an sesthetic texe, o idenndy a
concepl and sec it grow as a thought throughout the article, We read
Schelling, Coleridge, Heidegger, Merleau-Ponty, and the writings of her
good friend Rudolf Amheim, and we learned bow a concept could
grow in many directions and emerge in different Belds—in philosophy,
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liserature, anthropology, or in the theory of art. The classes were great
adventures s much for her & they were for us. With what relish she spoke
about weas, with what respect for them and what decorum as a teacher—
o mvuch she taughe us by example!

1 thought of her as & modernist bat later found owt that she loved
Rossini, Donizewd, Tchalkovsky, and thar Ihe Fledermans was & great
favorite. | pictured her growing up in California near the occan, the
orange groves, and the dry purplish hills, bue Jearned that she lived in a
little colony of European emigres—her neighbor Lotte Violin having
known both Thomas Mann and Theodor Adorno (and called them
Tommy and Teddy?). Pat commanded every space around her, whether
scrinar room or dining room (but admitted being termified of ber cat
Clancy). Walkieg through the house at Yockiown Heights, one saw ber
sister’s paintings, a drawing of her as a young woman, face in profile
tarsed ar an interestung angle, 1w show shoulder and anm. One nodeed
her greavgrandfather’s mustering-out papers from his Jowa regiment in
the Civil War (yes, he shook the hand of Lincoln), and her grandfather’s
cock, How peivileged we were 1o enter the dwelling of so very rich a heart
and brain. She was the fostering mother of our intellectual Bives, alms
mater in the (ruest sense.

Jo-Ann Reil
L

Patricia Carpenter and Leonard Stein were guests for a day at our
home on the Mills College campus in the spring of 1994, The occasion
was the annual mecting of the West Coast Conference of Music Theory
and Analysis. Pat was the keynote speaker, and Leonard Stein performed
several works by Amold Schoenberg. We live in a small cottage, once
occupsed by Darius and Madelcine Millinasd, Pat stayed in our master bed-
room: Leonard Stein shared one of the two bunk beds in my son Jeremny's
roam, who was then four years old. In the moming. our two distinguished
guests, clad in bathrobes, were sitting at our dining room able sipping
colfee when siddenly a rubber tipped arrow, which Jeremy had shot from
across the roam, narrowly missed both of them and stuck o 3 nearby win-
dow. My wife Jamie and | were mortificd. but Pat merely turned around
and smiled at Jereny with & twankde in her eve.

Pat imvariably handled cvery difficult situation with grace, She was
among the most refined and dignified people that | have ever known. Pat
also had an extrzordinary strength of character backed up by the couruge
of her comvictions. | imagine that these haeter qualities may hanve stemmed
in part from her Calomia upbringing during a tme when that pan of
the country sill retained aspects of the “Wild Wet.” When | was offered a
teaching position at Mills, Pat was amused after | expressed concerns
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about mening to “carthquake country.” She told me about drving down
the freeway with her father during an earthquake, nonchalanty dodging
crevices in the road.

Pat’s most formidable challenges occurred during ber career as a pro-
fessonal musse theorist and faculty member at Columbia University, She
wis @ pioneer in a ficld where women still remain underrepresented. The
first woman o present a keynote address before the Society for Music
Theory, she was highly respected by everyone in the profession. Year after
year during the Society’s annual meetings, | remember how much every
ane valued her tctlul and alwans supportive, yel keendy eritical responses
10 the latest research. Pat was a gifted 1eacher. Her graduate seminars at
Columbaa were intense, lor she always encouraged a free exchange of
wleas among students that were traditionally very outspoken. | can remens
ber more than a few occasions when several wild-cyed young music theo
rists cogaged i a rapidly escalating argument over suach minute details as
the interpretation of a passing wone in a Beethoven piano sonaw. Pat
would let things run their conrse and then elegantly demonstrate the
strengths and weaknesses inherent in both positions. She maght us that
mtelleciual rigos need not be ideologically narrone, This deson served her
students well; it is not surprising that those who studied at Columbia
during here relatively short tenure as head of the graduate theory program
now occupy teaching positions at colleges and universities throughout the
United Seases and Canada.

David Bernstein
L

Pawcia Carpenter huad many special gifts as a teacher, among them her
deep knowledge of music (in part the result of her work with Arnold
Schoenberg), her philosophical bent, and her knack for asking just the
right question 1o help a student sort out a complex idea. For me, however,
one specific incident encapsulates what | thought was her grearest gift.

In the fall of 1978, Professor Carpenter offered a seminar on Schoen-
berg's tonal theories. While looking for a topic for a term paper, | became
Gacinaed by Schoenberg's attempts o define a musical idea, not knowing
at that ime that it was one of the key notions of his theories and that he
had attempted 0 write an entire wreatise on the subject. One day, 1
encountered Professor Carpenter on the walkway at Barnard College, 1
found mvwell telling ber how intrgued 1 was by Schoenberg's attempas o
define the musical iea, which 1o me remained 2 mystery. | wold her tha |
woutld really like 1o write my paper for her course on that subject rather
than one on the wpic of the seminar. To my surprise, Professor Carpenter
agreed, saying thae she would accept simply the amempe 1o write such a
paper. The result was published later in Current Musicology s “Three
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Levels of Klea in Schoenberg’s Thought and Writings,” an asticle that has
brought me much recogniton as a Schoenberg scholar.

To this day, 1 do oot know what Profesor Carpenter’s reasons were. |
do know that nothing was expected of the paper other than thaz I ery. For
the first tme in my scademic e, 1w granted the freedom 10 pursue
something that eruly inspired me. As a resule, 1 discovered the work tha
has carvied my career for over twenty years and which [ still foel moved to
do. Professor Carpenter’s gilt to me was to allow me to follow my own
mspération.

Charlotte M. Cross
L

I first met Pat as 4 student in her 1971-72 graduate seminar in carky
music theory, Fat’s door was liberally open for office hours, and she and |
would discuss my progress in the selfimposed sk of understanding as
much of Gerbert, Cousseraker, and other theorists as was feasble in a
vear. Pat would encounge me and suggest parallels in twentieth<entury
acsthetics and poyvchology that were worth looking into. After the course
and until my disseragon was completed, Pat and [ continued 1o write and
mect with each other, at Columbia or at her home, We talked mosthy
about my work on French monophonic songs around 1500, and later
about music in the most general sense.

Pat always seemed much more at case with ideas than with theories,
methods, technaques, or systems. Although her clsses and our convensa-
toos never flagged for an instant—even her thoughtiul pavses had a cont-
oty of thelr own—Pat sald very Bude. Inwcad, like a vistuoso intervicwer
or moclerator, she steered participants through the more important points,
In her seminar she made two recurrent potnes it is generally valuable o
cotsicler what the “givens” in a paece are (for example in a polyphoaic tex-
ture, the cantus firmus); and if one gets bogged down in analyzing an it
case contrapuntal work, it s often helpul 10 consider ies “discant structure”
{a comanent Pat woulkd often make on her way to the blackboard o darify a
piece or passage). Par's condnual recourse 10 “discant surocture “——a Bnear
heuristse, unencumbered by theoretical onbodoxy or rigidity—provided
remarkably relisble way of socting through complicated possibilities. Pax's
Insistence on consedering what was “given” in early music encouraged me
in trying o compeebend the sexts and wnes that were the focus of my dis
sertation and the basis of much Renaissance counterpoint. Bevond this, a
concern with what s “given® quickly led me far from early music isto an
(kth:-wmqmmdawg@kmndm-mﬂymnmdm
has been taken for granted in analyzing music.

Another digect influence of Par’s teaching upon me has been & concern
with musical process and Gestalt principles. Whereas | haed been aware of
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such notkons at a second remove (mostly through writings by Leonard
Meyer and Victor Zuckerkandl), Pat eonplasized the relevance for munsc of
Kohler's Principles of Gestalt Pyychology and Amheim’s Ant and Viwal
Perepeion, Their thoughts, via Pag, have porvaded almost all my sulwequent
work. 1 doubit thae Pat, or many others, would find congenial the way 1 cur-
renily frasne my resposse 1o the challenges of form and process, by means
of a4 Gestaltist behiniorism, according 1o which the more endunng, “robast”
Gestalr peinciples might be undenstood x embaodying highly generaliced
reinforcers. All the same, | feel my wayward development exemplifies an
important effect of the best teachers, even on their most prodigal students.
Rather than inculcating a “method” or “approach™ in their “disciples,”
wachers like Par vividly convey ideas with which their scudents can mun for
several yeans, wleas “with legn ™ In other words, the outcomes of creative
teachers, like Pat. can be divergent. rather than comvergent with what has
been smmediniely “tught.” Thowugh Pat and others might put ic differemly,
these wachers can shape the activity of scarching in their stadents with
rewards according 1o a varable-ratio schedude: a word now, a bagh then, Set
Joose in the world, their former studenes-—like gaanblers, the superstitious, or
foragers—will persist, will get "hooked on,” will find o difficuls 1o discoatinue
the albeit arguably wosthwhile activiey of trving 10 make “scnse”™ of things.
Jay Raha

L

I remember Pat's undergraduate analysis clas. At one pount we were
analyzing the development sections of the first movement of Brahms's
Founth Sywphony and making four-part reductions of the volcedeading,
Saddendy, it became clear o me Bke a ray of light it this music, which
had seemed so mysterious, was constructed as a set of models and
sequences that 1 could understand, The “Lichestod™ from Trden opened
up to us ssmilarly. Duning the year 1 realized that music is not magically
created, but rather that composers do real things with comprehensible
musical sechniques. Pat had a way of penetrating to the heart of a musacal
work the same way she penetrated 1o the hean of others’ anguamcnts, ask-
ing just the right question or making just the right comment. Pat’s kind-
ness was constantdy evident. For her, there was no such thing as a stapsd
question. She would make something important owt of any reaponse. 1
saw her correct people so gently they never realized it Her approach
came from a deep sense of seeking the truth racher than personal aggran.
dizemnent, My greatest regret is that Pat never got to complete & Gueer-
culminating book after she retired. Right up to the last moment 1 was
hoping she would put ber thoughts on paper for posterity. But cancer
intervenod, an she bravely fought it | miss her very much,

Janna K Saslaw
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Plate 1: Handwritien mote by Arsold Schooabery 8o his stadent, Patrscta Carpenter, om cor-
recied trrasiciaralip exnercines
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Pat's luminous enthusiasen filled our conversations with beacing e as
she shared with us her passions for Husserl, Heidegger, Merlean-Poney,
the [ Ching, Jung, and so many others. Her thoughts about mussc were
instilled with love for music. She showed us that an affsir of the head and
an afakr of the heart could be one and the same. The mauveness of her
presence and the generous songness of ber waice enlnened Columbia’s
halls with fresh swerves, and her generosity of feelings saw us and
enrched us, for which we enduringly give thanks,

Beverly Bond and Austin Clarkson
L

ln October 1991, Pat and | flew 10 a conference ar the Arnold
Schoenberg Institute. The occasion was the retitement of Director
Leonard Secin. She was in 2 mood w reminisce and spoke of Schoenberg:
“When 1 first met him, 1 1old him [ hasod Wagner—1 was a kd, you know,
He 1old me that he thought | would change my mind.® One day she was
working on “vagrant” chords outside UCLA"s musdc building, Suddenly, a
bony finger came over her shoulder. Schoenberg said, “Miss Carpenter, |
would think agzin about that line.” She recalled thar at the Sandiay morm-
ing analysis class in the study of Schoenberg™s home, “he would illustrate
his points on the casel he kept in front of the class. His analyss would
progress, and then at one amazing poing, the whole piece would become a
whole—at was miraculous!”

A day before the conference ended, the Ronald Schoenbergs imited
participants to their house in Brenmwood-—=the former home of Schoen-
berg himself, T could sense Pat’s anticipation as we approached the fromt
door. She immediarely tumed into his stady and insisted that each person
in the room sit in Schoenberg's old leather armnchair from which he
expounded musical wisdom. She talked about how she delivered spools of
correcied examples for his counterpoint book (see plate 1) to this very
place. She also said that here she yped Schoenberg's famous letters to
Ohin Downes, the New York Times ontic, who had made negative state-
ments about Mahler. She added. "We all had chores, you know. That's
I we paid for lessons.™

A few hours later the pasty was eoding, and we walked 10 the bus bring-
ing us to our hotel Pat looked buck at the house—a long look full of
living memories. To my knowledge, she never visited there again.

Severine Nelf
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