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Temporality in Musical Meaning: A Peircean/Deweyan Semiotic Approach

Discussion Paper
Abstract

The question of what constitutes musical meaning in Western art music has been controversial at least since Eduard Hanslick published the first edition of his On the Musically Beautiful in 1854.  Throughout most of the twentieth century, the debate became shaped along the lines of a dichotomy between musical and extramusical meaning: does meaning in music consists properly in its formal relations, or does extramusical content expressed through music somehow have musical meaning as well?  Through applying Charles S. Peirce’s concept of sign interpretation and John Dewey’s theory of aesthetic experience to the issue, the present essay argues that the boundary between musical and extramusical meaning is not absolute, but permeable, so that the so-called “extramusical” world of concepts, actions, and feelings does not stand “outside” the world of musicmaking and listening in a substantive way.  The intrinsic temporality of music and of musical experience accounts to a considerable extent for why musical and extramusical meaning must not be treated dichotomously.
Temporality in Musical Meaning: A Peircean/Deweyan Semiotic Approach
Discussion Paper

I.  Introduction
Imagine a single musical tone—for instance, the A above middle C that the oboe plays to tune an orchestra.  Now imagine this tone, with no variation in dynamics, pitch, or timbre, extended over the course of “an hour or a day,” existing, as Peirce describes in  “How to Make Our Ideas Clear” (1878; W3:262), “as perfectly in each second of that time as in the whole taken together; so that, as long as it is sounding, it might be present to a sense from which everything in the past was as completely absent as the future itself” (ibid.).  Imagine a world consisting of nothing but the sensation of this single oboe A, and having never consisted of anything but it.


In such a world, Peirce indicates, there would be no consciousness of the passage of time.   It is indeed doubtful whether one would be conscious of the tone at all, since there would be no background of experience in terms of which to interpret the sound, either perceptually or rationally.
  Although the sound waves would register physically in the ear, the distinctive timbre of the oboe would not be perceived because there would be no experience of other timbres with which to compare it.


The aural perception of a musical theme or a tune, on the other hand, is inexorably temporal.  The performance of a tune unfolds over time.  It “consists in an orderliness in the succession of sounds which strike the ear at different times; and to 
perceive it there must be some continuity of consciousness which makes the events of a lapse of time present to us” (W3:262).  The physical sensation of each sound is 
“completely present at every instant” while it lasts, but the tune or theme—the music--is never given to consciousness as an unmediated presence.  The “orderliness in the succession of sounds”—which I think we can take as a synecdoche for “the perceivable formal structure of a musical work”—is a process of temporal unfolding.  


Peirce’s own aim in developing the analogy of musical listening in his 1878 essay is to show that thought in general, not only when it is devoted to attentive musical listening, is an inescapably temporal process of semiotic interpretation.  But his account also points toward a fresh approach to a tangled issue in philosophy of music: the relation between so-called “musical” and so-called “extramusical” meanings in Western instrumental art music.

II. Exposition of the Problem: What Makes Meaning Musical?

The issue as it has developed in the aesthetics of music is this: Is musical meaning entirely a self-referential function of the formal melodic, harmonic, and rhythmic relations within it, or can musically conveyed meanings that evoke or embody worlds of experience beyond these formal functions also be considered properly musical?  The first of these positions is usually called “musical formalism”; the second is sometimes called “musical referentialism” (following Meyer 1956).   The question of “extramusical meaning” became a significant issue in nineteenth-century Western art music in the wake of the Romantic revolution in the arts.  The nineteenth century marked the emergence of a new musical genre, for which Franz Liszt, one of its most committed expositors, coined 
the term “program music.” The idea that music could convey meanings that refer to or present objects beyond the music itself was not new to composers—Vivaldi’s 1725 Four 
Seasons concerti come to mind, for instance—but the new Romantic program music was meant to be a revelation of the individual poetic vision of the genius-composer.  It was “music that seeks to be understood in terms of its programme; it derives its movement and its logic from the subject it attempts to describe” (Scruton 2001).  Program music, unlike the onomatopoetic effects in Vivaldi’s Four Seasons, “does not merely echo or imitate things which have an independent reality; the development of programme music is determined by the development of its [poetic] theme.  The music moves in time according to the logic of its subject and not according to autonomous principles of its own” (ibid.).
  Thus, in Liszt’s theory at least, “by suggesting the emotional reality of things, music could indirectly represent them” (ibid.), and the meaning of the music emerges from the subordination of “all exclusively musical considerations, though they should not be neglected . . . to the action of the given subject” (Liszt, Schriften, iv, 69; quoted in translation in Scruton 2001).

  In 1854 Viennese critic Eduard Hanslick famously argued in his influential On the Musically Beautiful (Vom Musikalisch-Schönen) that properly musical meaning consists entirely in tonally moving forms (tönend bewegte Formen).  He developed this position in response to what he perceived as expressive excesses in the music of 
composers such as Liszt and Wagner as well as against the popular view that the proper aim of music is to bring about emotional catharsis. Meaning, for Hanslick, is constituted 
by the formal relationships among tones in the musical work, and any signification of content outside or beyond the music itself is not properly musical.
   
Around 1880, writers on music began to set up an opposition between program music and “absolute music,” which they identified, on the whole, with autonomous instrumental music.  At about the same time, the term “absolute music” came to be associated with Hanslick, even though he never used it in On the Musically Beautiful, and he has often been erroneously identified as the main champion of absolute music ever since.
  The standard approach in musical aesthetics to the question of the relation between musical and extramusical meanings is a descendant of the “absolute music vs. program music” dichotomy.   According to this approach, either all meaning in music is a function of form, or music can be shown to convey both formal meanings (which are intrinsically musical) and referential meanings (which are intrinsically nonmusical).  What has not been sufficiently explored among philosophers, as far as I know, is the 
following possibility: The boundary between musical and extramusical meaning is not absolute, but permeable; the “extramusical” world of concepts, actions, and feelings does 
not stand “outside” the world of musicmaking and listening in a substantive way; therefore all music has a significant extramusical dimension insofar as the expressive roots of a composer’s musical creations and of a performer’s or ensemble’s interpretation of it are always found in the musician’s lived experiences, both musical and nonmusical.

 To give a complete argument for all this would require a monograph. In the space of this essay, I propose to offer instead a sketch of what a Peircean approach to the issue might look like, with some help from John Dewey’s theory of aesthetic experience. 
III.  Development, Theme I: Temporality and the Interpretant


In the passage from “How to Make Our Ideas Clear,” Peirce’s discernment of the inescapably temporal quality of musical listening extends well beyond the facile recognition that the performance of music occupies time.  The temporal quality of music is processive.  States Peirce (W3:2620263):

We certainly only perceive the air by hearing the separate notes; yet we cannot be said to directly hear it, for we hear only what is present at the instant, and an orderliness of succession cannot exist in an instant.  These two sorts of objects, what we are immediately conscious of and what we are mediately conscious of, are found in all consciousness.  Some elements (the sensations) are completely present at every instant so long as they last, while others (like thought) are actions having beginning, middle, and end, and consist in congruence in the succession of sensations which flow through the mind.  They cannot be immediately present to us, but must cover some portion of the past or future.  Thought is a thread of melody running through the succession of our sensations. 

By the late 1880s, Peirce had given up the terminology of immediate consciousness, and the seeds of his later rejection can be detected in this passage. 
Hearing—the perception of sounds--is a relationship of Thirdness. The objects of immediate “consciousness” are sheer sensations, the sound waves as they cause the 

eardrum to vibrate.  The relationship of immediate presence is one of Secondness, of dyadic causality.  As such, it is only potentially interpretive.  The sounds are potentially hearable, but the succession of tones—the music--is heard only through the activity of recalling the part of the theme we have heard and anticipating what is to come, all in relation to and in terms of our interpretive habits from previous listening experiences.

Complex semiotic activity such as that involved in listening to music always involves the generation of all three of the kinds of interpretant that Peirce distinguishes in his later thought.  A sign may be interpreted by a feeling (an emotional interpretant), a physical or mental effort (an energetic interpretant), and/or by a thought or habit (a logical interpretant).  Precisely because the category of Secondness encompasses all dyadic relations, it requires a First as well as a Second.  Similarly, Thirdness, insofar as it is precisely the category of triadic relations, requires a First and a Second as well as a Third.  Hence, whenever a sign-vehicle gives rise to an energetic and/or a logical interpretant, a feeling is also conveyed.   Peirce points out that “in all cases [of interpretation] . . . there must, at least, be a sense of comprehending the meaning of a sign” (MS 318: 00079). This sense of comprehension is a feeling—a feeling that can be distinguished in experience from the rational dimension of an act of comprehension.  In addition, every time a logical interpretant is formed, that interpretant will also include some sort of physical or cognitive effort (MS 318: 00079-80 and 00156-159; CP 5.475-76).  But all acts of semiosis include, at their root, a feeling that interprets the sign, and this feeling is 
always present, whether or not the sign is further interpreted by an action, a habit, or a concept.  
In 1907 (MS 318: 00201), Peirce offers “a piece of concerted music” as the paradigmatic example of a sign interpreted by means of emotional interpretants.  When a work is performed, 

it mediates between the series of musical feelings and emotions of the composer and those of the auditor.  It conveys; namely it conveys feelings.  A feeling is a cross-slice, or lamina, out of the current of consciousness, taken in itself, without any analysis and tearing apart any comparison (since comparisons consist in community of elements, and feeling is not cut up into elements).  Only “feeling” is to be understood in the sense of a quality, not in that of an event, which would be existential.  (MS 318: 00201).

Taken out of context, this passage could be read as betraying the same sort of emotivist naïveté about musical signification that Hanslick, Langer, and others rightly fault.
  But elsewhere in the same manuscript, Peirce is careful to point out that if a listener “discerns in the notes the musical ideas or emotions of a composer,” then the music becomes a sign for that listener, and “[i]n such cases the emotional interpretant is highly developed” (MS 318: 00035-36; my italics).  For a piece of music to signify to a listener, he or she must form concepts—logical interpretants that constitute habits of response to fulfilled and to unresolved musical expectations (see Meyer 1956: 43-82).  But even the most rigorously analytical listening experiences, such as hearing Webern’s Five Pieces for Orchestra,
involve, at the very least, a “sense of comprehending the meaning” of the signs that make up the piece, and thus cannot entirely escape the realm of feeling.


One way in which Peirce can guide us toward rethinking the musical/extramusical meaning distinction is through his characterization of feeling as a quality (a First, in his categorial scheme) rather than as an event (which would be a relation of Secondness).  Phenomenologically, a First is a mere quality, or “suchness,” of a feeling.  A feeling in its pure state as a First would be an immediate instance of consciousness, such as in the hypothetical musical tone extended indefinitely.  But as we have seen through examining the passage in “How to Make Our Ideas Clear,” feelings never arise in a pure state in experience because they are always semiotically filtered through previous experiences.  We never have direct experiential or cognitive access to the qualities that constitute pure Firsts—pure feelings—but they underlie all experience.

IV.  Development, Theme II: Temporal Quality in Aesthetic Experience


Since qualities of feeling underlie and pervade all experience, we can understand how these qualities are necessary conditions for creating, interpreting, and perceiving forms, including musical forms.   In the creation and interpretation of musical meaning, the temporal quality of experience is of special importance.  Aaron Copland beautifully articulates the experience of temporal quality in a 1959 lecture.  

All of us . . . can understand and feel the joy of being carried forward by the flow of music.  Our love of music is bound up with its forward motion; nonetheless it is precisely the creation of that sense of flow, its interrelation with and resultant effect upon formal structure, that calls forth high intellectual capacities of a composer, and offers keen pleasures for listening minds.  Music’s incessant movement forward exerts a double and contradictory fascination: on the one hand it appears to be immobilizing time itself by filling out a specific temporal space,
while generating at the same moment the sensation of flowing past us with all the pressure and sparkle of a great river.  To stop the flow of music would be like the stopping of time itself, incredible and inconceivable.  (Copland 1963: 27-28.)

The concept of temporal quality which Copland addresses and which Peirce’s semiotic points toward is developed in considerable depth by John Dewey, for whom it plays a central role in his aesthetics and theory of experience.  For Dewey, existence “is possessed of temporal quality, characterized by beginning, process, and ending” )LW1:92).  As for Peirce, quality is “direct, immediate, and undefinable” (ibid.).  Temporal quality is “an immediate trait of every occurrence whether in or out of consciousness.” It is not to be confused with sequential temporal order, which is “discovered in reflection, not directly had . . . as is temporal quality.”  Temporal order is derivative of and dependent upon temporal quality insofar as “every event as such is passing into other things, in such a way that a later occurrence is an integral part of the character or nature of present existence” (ibid.).  An “affair” (res) at each moment of existence—“the emergence of life,” “the episodes that characterize human history,” the statement of the first theme of a classical sonata-form symphony in the tonic key—“when it comes has its own initial, unpredictable, and immediate qualities, and its own similar terminal qualities.”  “Any [temporal] quality as such,” Dewey insists, “is at once initial and terminal” (ibid.: 82).  In other words, the immediacy of quality is the immediacy in and of an event, in and of a temporal terminus.

This has bearing on Dewey’s aesthetics.  In Dewey’s view, aesthetic experience is an intensification of experiences as such, not a special "detached" or "distanced" attitude.  
What makes an experience distinctly aesthetic is that it consists in “conversion of resistances and tensions, of excitations that in themselves are temptations to diversion, 
into a movement toward an inclusive and fulfilling close” (LW 10: 62).  Hence Dewey characterizes aesthetic experience as “consummatory.” 
An aesthetic experience is pervaded by a unique, felt quality which binds its various and successive parts into a unity.  The phases of the experience are appreciated such that they are not erased or subsumed by the unity (LW 10:43), but they are not to be thought of as atomic instants that are somehow combined into a static whole.  Rather, the unity of a consummatory experience is achieved dynamically, through “a movement of anticipation and cumulation [of tensions and resolutions], one that finally comes to completion” (ibid.: 45).  The sense of completion arrived at through an experience—its “closure” (following Alexander 1987: 204)—is not to be thought of as the “outcome” of the experience.  A musical phrase, for example, “has a certain close, but the earlier portion does not therefore exist for the sake of the close as if it were something which is done away with when the close is reached” (LW1: 84).

According to Dewey, aesthetic form is not an ideal that is given antecedently to the creation of an artwork; nor is it a static structure that is given as complete once a work is created.  The nature of form is dynamic: it is “the operation of forces that carry the experience of an event, object, scene, and situation to its own integral fulfillment” (LW 10:142).   Dewey’s account of the conditions for the emergence of aesthetic form is evocative of the logic of first-movement sonata form (ibid.).

There can be no movement toward a consummating close unless there is a progressive massing of values, a cumulative effect.  This result cannot exist 
without conservation of the import of what has gone before.  Moreover, to secure the needed continuity, the accumulated experience must be such as to create suspense and anticipation of resolution.  Accumulation is at the same time preparation, as with each phase of the growth of a living embryo.  Only that is 
carried on which is led up to; otherwise there is arrest and a break.  For this reason consummation is relative; instead of occurring once for all at a given point, it is recurrent.  The final end is anticipated by rhythmic pauses, while that end is final only in an external way.  For as we turn from reading a poem or novel or seeing a picture the effect presses forward in further experiences, even if only subconsciously. 
Rhythmic tension, resistance, and consummation constitute “the common pattern of art, the ultimate conditions of form” (LW10:155).  Rhythm, which is not to be confused with musical meter, consists of “ordered variation of changes” (LW10: 158). An adequate aesthetic theory, Dewey insists, 

. . . . can be based only upon an understanding of the central role of energy within and without, and of that interaction of energies which institutes opposition in company with accumulation, conservation, suspense and interval, and cooperative movement toward fulfillment in an ordered, or rhythmical experience.  Then the inward energy [of the artist] finds release in expression and the outward embodiment of energy in matter [i.e. the artwork] takes on form. (Ibid.: 165).

It is important to keep in mind that although the description of consummatory experience quoted above is teleological in character, we must not be led to conclude that Dewey thinks that either the “parts” of a consummatory experience or the experience’s temporal unfolding exist, take place, or are experienced only, or even primarily, for the sake of the end.  Furthermore, not all experiences of aesthetic resolution are those which direct or guide us “home,” as we typically find in the first movement sonata form of the Classical period symphony.  In response to Noël Carroll’s (2001) charge that Dewey’s concept of aesthetic experience is inapplicable to works that do not possess qualitative unity, such as John Cage’s 4’33”, David Hildebrand, following Shusterman (1992), 
points out that “while contemporary artworks may be filled with ‘jarring fragmentation and incoherencies’ (or even silence), such aspects must be understood not simply in 
relation to the artwork as an isolated object/event, but to the ‘more complex forms of coherence’ that arise ‘within a larger coherent totality of meaning’ in the experienced situation that frames the work” (Hildebrand 2008: 157-158).  
Nor does Dewey think that consummatory experiences are necessarily joyous or uplifting.  What makes an experience consummatory is the depth of its meaning as revealed through “its self-integrated nature” (Hildebrand 2008: 167).  Alexander explains (1987: 211):
“The consummatory” . . . . is meant to connote that the experience consummates the ideal possibilities of experience.  There is an immanent sense of accomplishment in an experience, though that sense may be one of tragic resolution. There is, even so, the awareness of a process brought to fulfillment so that the capacity of experience to mean has been realized through a medium of activity.
If we integrate Dewey’s account of the emergence of aesthetic forms with a Peircean approach to musical signification, we are led to consider the strong possibility that musical meaning—indeed, meaning in any artistic genre--is rarely, if ever, formally self-contained.  According to Dewey, the rhythms that constitute aesthetic forms emerge from and are reflective of vital rhythms that characterize human life and experience in general.   He argues that the delight we take in rhythmic aesthetic forms is due to “the fact that [rhythmic portrayals and presentations] are instances of the relationships that 

determine the course of life” (LW10:155)--not solely those relationships that are biologically determined, but those which we might call “of the spirit” as well.
  When 
Copland identifies the “double and contradictory fascination” that music has for us as rooted in the tension between its simultaneous ability to “enclose” time and to send it rushing forward, he seems to have in mind the same poignancy that Dewey believes to mark both our aesthetic responses and the temporality of our experience in general. 

Poets who have sung of despair in the midst of prosperity, and of hope amid darkest gloom, have been the true metaphysicians of nature.  The glory of the moment and its tragedy will surely pass.  The contingent, uncertain, and incomplete give depth and scope to consummatory objects while things not directly had, things approachable only through reflective imagination and rational constructions[,] are the conditions of such regulation of their occurrence as is feasible (LW1:96).

The “things not directly had” are the means by which an artist, a perceiver, or a thinker works “uncertain, unstable, and precarious” qualities of experience (ibid.: 94) into ordered form, expressing a unity that is nonetheless dynamic and the experience of which “always presents something new” (LW10:144).   

If Dewey is right, the formalist ideal of “absolute music”—music whose significations are purely autonomous, whose meaning is thought to be reducible to its internal logical structure--is a fiction. Not only do significant extramusical experiences—those which express the “vital rhythms” that Dewey sees as constitutive of human life--literally inform the creation of music, but experience itself as “rhythmic” might in some 
fashion be incipiently musical.  The same warning that Dewey issues concerning philosophical rationalism might be issued against musical formalism: “Consistent as well as humane thought will be aware of the hateful irony of a philosophy which is indifferent to the conditions that determine the occurrence of reason while it asserts the ultimacy and universality of reason” (LW1:99).  Furthermore, Peirce’s accounts of musical listening and his principle of the functional relativity of the elements of the sign relation suggest a permeable boundary between “musical” and “extramusical” meaning. A quality that originates extramusically can become transformed into a musically significative one when given musical expression within the context of a musical form and style.


For instance, the universal human experience of tension and resolution informs the harmonic rules of tonal music and the strategies of thematic development in the classical symphony.  Equally universal (if not more so) is the experience of tension and incomplete or ambiguous resolution, the expression of which is a common feature of the twentieth-century symphony.  In his remarkable study of Vaughan Williams’ ninth symphony, Alain Frogley argues (2001: 61) that tonal ambiguity is a pervasive feature of this work, despite the composer’s designation of it as having a key:  Symphony no. 9 in E 
minor.
  The first movement, in particular, “explores conflict and mediation between tonal centres a semitone apart,” in which “[a] network of semitone neighbour-note relationships is created around E and B, with E♭ and F opposing E ♮, and B♭and C 
opposing B ♮“ (ibid.: 62).   As the movement unfolds, “the opposing tonal centres repeatedly displace one another.  Their struggle is paralleled in the thematic successions, not only by frequent alternations of theme, but by an impression of circularity and frustrated growth . . . ” The tonal and thematic oppositions create “a mounting tension . . . which seems to cry out for decisive resolution,” but the climax of the movement “turns out to be ambivalent” (ibid.: 63).  At the end of the movement, “the final reappearance of the questioning Theme 2 suggests that the whole process could begin all over again” (ibid.: 72).  Even in the last movement of the symphony, “the final assertion of E major emerges more as a kind of leap of faith than as an inexorable outcome, and the ambivalent and shifting tonal relations are never fully clarified” (ibid.: 191).


That the tonality of the Ninth Symphony is never fully clarified is, in Dewey’s terms, a quality.  Not only is it evanescent by virtue of its nature as a quality (LW1: 94-96); it is a quality of musically experienced ambiguity.  Its instability is relative, though, to its role as a core constituent and determinant of the form that unfolds through the course of the Ninth Symphony.  In Peircean terms, the tonal shifts function as musical interpretants of felt ambiguities of (extramusical) lived experience in general, and they 
function as signs in multiple ways within the musical structure of the work—for instance, as they contribute to the development of its form.  Frogley’s analysis of this symphony, along with other studies reflecting the relatively new humanistic and interdisciplinary approaches to musicology that have arisen over the past three decades,
  may well open up an avenue for understanding--in more precise terms than I have been able to articulate 
here--how musicality and extramusicality of meaning might be pragmatically functional terms rather than express an absolute dichotomy.
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� For Peirce, there is no such thing as unmediated sensory perception; it is always interpretive and involves the formation of perceptual judgments.   See W2: 193-200; also Hausman 1990.


�  One of the earliest examples of nineteenth-century program music, and certainly among the best-known, is Berlioz’ Symphonie fantastique (1830), which portrays the feelings and dreams of an artist (Berlioz himself) who is obsessed with a woman he loves (in real life, the Irish actress Harriet Smithson, whom Berlioz saw perform in Paris in 1827).   See Macdonald 2001; for a defense of Berlioz’ formal inventiveness and fluency, see Rosen 1995: 542-568.  For a lucid and fascinating discussion of the sociocultural factors that influenced the trend toward representational music in the nineteenth century, see Meyer 1989: 211-217.





� This is not to say that Hanslick finds affective responses to music to be entirely irrelevant to the listening experience or something to be purged from it.  His point is that because music by its nature is incapable of directly representing specific feelings and because music “does not necessarily . . . have feelings as its content,” it is a mistake to consider the expression of emotion to be the essence of music. 


	


� See Pederson 2009: 250-255.  Pederson also notes that it was Richard Wagner who coined the term “absolute music.”  He first used it in writing in 1846,  in a description of Beethoven’s Ninth Symphony he wrote to accompany a performance he conducted in Dresden that year. The now famous fourth movement,  whose culmination is the choral singing of Schiller’s “An den Frieden” (“Ode to Joy”), “leaves the preserved character of pure instrumental music of the first three movements that manifests itself in infinite and indecisive expression . . . . Let us admire how the master prepares the appearance of the language and voice of man as a necessity to be expected with this moving recitative, which comes forth, nearly abandoning the confines of absolute music, confronts the other instruments as though with powerful, emotional speech, pressing for a decision, and ultimately transforms into a lyrical theme that swells in its powerful heights.” (Quoted in Pederson 2009: 241; Pederson’s translation and emphasis.)





� In an essay entitled “Why We Still Need Peirce,” composer and musicologist David Lidov states, “ . . . the case for musicologists to attend to Peirce’s writing is not obvious.  Peirce himself had little to say about the arts, and his few remarks on music are not sophisticated” (Lidov 2005: 122).  Nonetheless, as Lidov goes on to argue, Peirce’s semiotic theory provides a tool that is capable of analyzing dimensions of musical meaning  that are inaccessible to formal analysis.  





� One especially vivid example of the relation between vital rhythms and aesthetic forms is found in the music of the indigenous hunter-gatherers (i.e., the forest people, or Pygmies) of the central African rainforest.  The music of several of these groups has been well documented, perhaps most famously the elaborate vocal music of the Mbuti people of the northeastern Democratic Republic of the Congo.  This singing, which is integral to the daily life of the community, is discussed by Colin M. Turnbull in his classic study of the Mbuti, The Forest People (Turnbull 1962).  Turnbull was also a pioneer ethnomusicologist, and a number of the recordings of Mbuti music he made in the 1950s with Francis S. Chapman are available (see Turnbull and Chapman [1957-61] 1991).





	One significant style of Mbuti song is the rondisa, or canon.  Turnbull explains (1957-61), “Here Mbuti compress or expand the melodic phrase according to the number of singers in the group, so that the cannon [sic] comes out in the right place at the right time.  If the group is large, each singer, as the phrase is passed around anticlockwise, will take his cue from the accepted beat, but will extend the phrase with elaborations according to his fancy so that there is no hiatus.  The elaborations will usually be in a low vocal range, but sometimes the singer will break into a delicate falsetto.”  Thus, the contour of the song and the character of its motion is strongly influenced by the number of people participating in the singing.


� Frogley 2001:  “[Vaughan Williams’s music] is usually organized so that at important junctures particular pitches emerge as clear focal points, and these can be used to create a strong sense of progression and goal-directed motion, particularly by the development of recurrent oppositions and tensions between different focal points.  Such organization, sometimes dubbed ‘centric’ in order to distinguish it from common-practice tonality, is found in much twentieth-century music, of course, and has always been acknowledged in Vaughan Williams’s works.”


� Meyer 1989 and Hatten 2004 are two excellent examples of groundbreaking musicological studies in this spirit.  See also Kerman 1985, a highly influential clarion call for the then-new approaches to musicology.





PAGE  

