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In seeking to establish the fundament al bases
education,

for music

this theoretic al study attempts to define the place

of the music curriculu m in education as a whole.

It is proposed

that the overridin g objective of education should be the advancement of the individua l towards self-actu alization ,

and that

the most effective education in music will assist towards
this objective.
The definitio n of psycholog ical maturity and the means
achieveme nt are taken from the psycholog ist Abraham

to its
Maslow.

Since Maslow has

tended to report in detail his

findings but not his methods of research,
theories has been extremely uncertain.
surveys the current research,

the validity of his

This study,

and concludes

therefore,

that there is

sufficien t empirical substanti ation to warrant use of these
theories in the present context.
It is consistent with Maslow's theories that education
consider all aspects of mental functioning.

With assistance

from a number of other theories, a heuristic model for the
general design of instructi on is formulated;

this includes

factors of primary and secondary process perceivin g and
thinking,
(enactive,

affect,
iconic,

three modes of internal represent ation
and symbolic), and three sources of

informati on (intrapersonal,

interpers onal, and nonpersonal).

It is demonstra ted that the efficienc y and flexibili ty
of mental functioni ng is correlated with psycholog ical health.
An instructi onal setting in which this correlati on is recognized would utilize various techniques to attempt to satisfy

basic psychological needs of its members, thus making way for
an improvement in general functioning and for extremely efficient
self-initiated development of individual abilities.
An investigation of

the particular problems

and potentials

of music education begins with a survey of current theories of
music and musical experience.
One conclusion is that musical
experience may provide a valuable focus for affective education,
here defined as the development of the abilities to sustain
and discriminate between affective experiences, and the abilities
to value and evaluate.

Instructional procedures are proposed.
Also, it is shown that stylistic preferences tend to arise from
subcultural loyalties rather than aesthetic skills; development
of the latter may sometimes depend upon partial emancipation
from the former, and thus upon psychological growth.
A cognitive framework of

fundamental musical concepts,

applicable to all musical styles, would be valuable in providing a common critical vocabulary in a time of stylistic
pluralism,

and in permitting students

their stylistic freedom.

A contribution towards such a framework is offered.
The development of the iconic mode seems especially
important in music education.
pertaining to mental imagery is

A survey of

the

theories

followed by an elaborate

description of the bases
This

for a course of programmed instruction.
course is intended to develop the ability to construct

vivid musical imagery,

and to replace present ear-training

courses.
It is argued that creative activity warrants a special
place in the instructional process, since a mutual interaction
between creative and psychological growth can be demonstrated
in some circumstances.

A means of development of musical

creativity is described in a chapter on the use of musical
improvisation as the core of a beginning music curriculum.
All aspects of the instructional model find a place in this
situation.
The importance of primary processes in the act of
improvising is argued, and a number of techniques for the

development of the abilities

for intuitive thinking and

voluntary regression to primary process are described.
Strategies,

designed to provide the student with an experiential

understanding of the continuity between the processes of music
and life are offered as another means of integrating the
development of musical abilities and general psychological
growth.
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INTRODUCTION
Behind any proposal of educational purpose,
through which it is to be implemented,
or implicit in practice)
the world.

and the forms

there is (explicit,

a view of man and his purpose in

All questions of educational intent must ultim-

ately resolve on such a view.

This study makes explicit

such a model of human nature,

and will refer to it as the

basis for a fundamental appraisal of the curriculum in music education.
Conclusions about the nature of man result from ratiocination,

e.g.,

of philosophers or men of religion,

or

from the aggregation of empirical evidence gathered by the
various social and life sciences.

As might be expected

from the idiosyncratic choice of premises,

the construc-

tions of the rationalists are often at variance with one
another.

However,

scientific truth,

contrary to the popular beliefs about
it becomes increasingly apparent that

such variance is also possible in empirical science.

This

is so in the "hard sciences"--as evidenced by the mutually
exclusive theories of the propagation of light,

and is even

more notable in the sciences which dea1 with human behavior.
The social sciences present us with competing and contradictory models of man,

each one with its empirical substan-

tiation.
Confronted with such a conflict, how should the social
theorist make those choices which are necessary prerequisites to further investigation?

Firstly,

of course,

it

must be expected that he will demand of a model that it
have substantial empirical and theoretical support relative
to the state of knowledge in its domain.
choose from among the available models

Secondly, he will

that one, which when

V

applied to his data, promises the most useful and plausible
explanations:

explanations which integrate the data into the

widest possible theoretical framework, provide the greatest
suggestive power for future refinement and extension of knowledge in the area,

and offer the greatest possibility for

public verification.

Beyond this,

the criteria for his

choice can only be moral or philosophical;

that is to say

that the choice is in a sense personal, emerging from his
background and experience, his hopes and his fears.
In actuality,

the element of personal preference prob-

ably enters into this process to an extent exceeding that
suggested by the above idealized model.
stages,

In the earliest

the decision about which truth shall be pursued is

clearly influenced by the character and circumstances of
the scientist.
peace or war.

The atomic physicist may seek security in
A decision to follow the clinical procedures

of Rogers rather than those of Jung may have less to do with
the respective merits of the arguments advanced for either
than the receptivity to them of the individual psychol1
ogist.
However, given that the decision about the direcone,

1
The status of such personal choices in the scientific
enterprise is of some interest to us.
In the idealized situation where competing models are found to have equal empirical and theoretical support, the scientist's choice involves
value.
The positivist position on questions of value--ethical or aesthetic--is very clearly stated by R. M. Hare.
In The Language of Morals, he describes any ethical
statement as consisting of two components:
(1) a cognitive
statement, which gives the factual content of the statement
(or act); (2) a statement of value, in which the speaker
says: "Since the above facts are true, I recommend/do not
recommend this act to you."
The content of the factual statement is empirically
verifiable as to its truth or falsity.
The value judgment
can be supported only by reference to ever wider social custom, with its maximum justification a statement of the total
mores of the particular society.
Since in this manner it
may be found that different cultures or sub-cultures support opposing ethical judgments, it is concluded that no
ethical judgment can have absolute justification.
The scientist can thus draw maximum support for his personal
choice through reference to cultural belief.
Maslow believes that the psychologically healthy,
self-actualized person makes decisions founded on values

Vi

the methods avail-

tion of the investigation has been made,

able to us to search out some types of truth (e.g.
the operations of the unconscious mind)

about

do not permit the

ease and reliability of validation afforded by methods directed towards other types of truth (e.g.
interactions).

about mechanical

It happens that those truths which are less

easily verifiable, in terms of formal science,

are concerned

with the nature of human behavior and are held to be more
open to distortion on account of methodology and personal
However, a sizeable group of psychologists be-

prejudice.

lieve the most significant truths about human behavior cannot be sought or verified through methods resembling those
claimed as paradigms by the physical sciences.
The sensitivity of social scientists to the charges
of lack of that rigor preferred by physical scientists has
led to reactions, ranging from acceptance into reality of
only those human phenomena which can be demonstrated by
methods and criteria close to those of physical science,
to the adoption of positions, such as that of Lomas,

that

psychoanalysis is not a science, but a humanity.
In recent years the distinction between the two types
of science has blurred.

Physical science has had to accept

the notions of probability,
event will come to pass,

rather than necessity,

that an

and of instrumentally defined truth--

as in the contrasting applicability of the contradictory
theories of light mentioned above.

Some criticism of social

science is based on a supposed lack of objectivity, but Polanyi points out that "contrary to usually accepted opinion,
every branch of natural science makes value judgments of
some kind.
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which are species-wide and organismically based; these values
are held by healthy individuals of all cultures.
The psychologically healthy scientist would find support for his decision not by looking towards the mores of his own culture,
but by looking inwards to his own deepest impulses.
A similar position is adopted by Polanyi.
2
Lomas, Peter (1966)
3
Polanyi, Michael (1958), 59-60.
"The physicist sets
standards of perfection to the patterns of inanimate matter

vii
It might be held that valuing of this type derives
from attributes present in the object.

Recall, however,

the Kantian view that the categories of experience are entirely in the mind,

and its partial substantiation in the

demonstrated effects of motivation and culture on perception.

This suggests that even the duplication of an exper-

iment in physical science depends upon the prior acceptance of initial perceptual categories which may be culturally determined.

Murphy and Spohn offer a complex and

well-substantiated argument that reality itself, and the
term "reality",

are socially defined, by a cultural tra-

dition, and by a specific human group in which one grows.4
All our scientifically verified truths are truths which
are limited by our essentially human processes.

We can-

not sense phenomena for which we have no receptor-organs
(broadly speaking), or which fall within our culturally
induced scotomata.
The scientific enterprise is influenced at every turn
by human acts of selection and valuing.

Polanyi believes

that "no meaningful knowledge can be acquired,

except by an

act of comprehension which consists of merging our awareness of a set of particulars in question to our bodily equipment.

115

No fatalism is implied here.

The research-

er must accept the responsibility for recognizing as
as possible his own biases,

far

and for seeking always the

most rigorous validation of his findings appropriate to
the subject of investigation.

George Kelly,

a humanist

psychologist, who was very critical of untidy research in
his field,

suggests a research model in which the exper-

imenter is a subject in his own research,

and experiences

everything that his subjects experience.

He should seek to

make his experience an optimal one by avoiding a search for
and the naturalist sets them for the shapes of different
plants and animals; the physiologist establishes for each
species a set of standards which define the healthy functions of its organs, its proper appetites and right perception; and lastly the animal psychologist assigns to
individual animals the kinds of problems which will match
their mental powers and assess their ingenuity by their
responses to these problems.
These valuations become more

viii

ultimate and impregnable truths,

and instead explore one

of many alternate constructs of man, with the understanding that the best constructs are yet to be devised and
that he should therefore be always on the lookout for new
perspectives.
Polanyi's

theory posits a hierarchic stratification

of science (and reality) based on the notion of purpose.
A machine cannot be understood through a description of
the chemical and physical properties of its parts.

Al-

though embodied in and dependent upon its parts it can
only be understood in terms of its purpose.

Several

chapters hence in this study we take up a number of problems of music education.

The writer has concluded that

one reason for the fact that no serious attack has been
made upon these problems was that music teachers,

in

their absorption with the intricacies of musical style,
fail to identify the assumptions or overall purposes of
the music curriculum.

In an attempt to gain a perspec-

tive on these problems, we will withdraw to a distance from
the music curriculum to a particular view of man as a whole,
and then of man's experience with music.

The nature of

music or of education can be understood only through an
understanding of the purpose of man.
The model or construct of man chosen for this study
is the theory of personality proposed by Abraham Maslow.
The writer is keenly aware that this theory is,
low admits)

a partial theory.

(as Mas-

(In this it is not distin-

guishable from any other theory of man.)

In its detail

12.
penetrating
and more complex at every stage."
Polanyi,
Michael
44.
and(1958),
Spohn, p.
Herbert
4 5
Murphy,
Gardner,
(1968), Chapter

ix

it is in conflict with many other psychological theories,
some of them prestigious.
the reasons for

It is acknowledged that some of

the choice of Maslow's construct were based

upon personal and emotional experience.

However,

its use

is justifiable for a number of more objective reasons, which
may be briefly summarized as
(1)

follows:

Education must be concerned with man's potential,

with a conception of what man can become given optimal conditions for growth.

Unlike the prevailing psychological

theories which identify man in his normal state with the
neurotic and psychotic subjects most available for examination, Maslow's theory is based upon a clinical investigation
of a small sample of people chosen for their undoubted maturity, humanness,

and personal effectiveness.

Maslow asserts

that although these self-actualized people at present constitute less than one percent of
United States),

the population (of

the

the potential for self-actualization lies

within every human being.
(2)

Maslow's theory gives a fairly detailed present-

ation of the characteristics of the self-actualized personality,

thus providing a valuable resource for further spec-

ulation and experimentation.
(3)

Implicit in the theory,

Maslow and others,

and made more explicit by

is an account of

those environmental con-

ditions which permit or encourage psychological growth.
(4)

Although experimental support for

not voluminous,

the theory is

there is at the moment adequate substanti-

ation to justify its use in this study.
(5)

The theory in some of its aspects is peculiarily

appropriate to some problems of music education,
in relationship to creativity,
and

especially

the nature of perception,

the connections between activity and personal growth.

1

PART ONE
AN EVALUATION OF
THE THEORIES OF PERSONALITY OF ABRAHAM MASLOW

2

CHAPTER ONE
THE THEORY OF HUMAN MOTIVATION
It is a fundamental tenet of the theories of Abraham
Maslow that man is motivated by organismically based instinctoid needs.1
archies,

These needs are constituted in two hier-

themselves flexibly interrelated.

The elements of the first hierarchy in order of maximum to minimum strength are:

the physiological needs,

the

needs for safety, belongingness, love, self-esteem and the
esteem of others, and the need for fulfillment of individual potential,

that is,

for self-actualization.

Gratifica-

tion of a lower, more powerful need, is followed by the
emergence of the next highest need in the hierarchy.
The second hierarchy is composed of the needs to know
and to understand, the former being prepotent over the latter.

The need to create may be considered a third step in

this hierarchy; it also forms an important aspect of the
need for self-actualization.

In some people there is also

found an aesthetic need, a basic need for the experience of
beauty.
The basic needs are held to be instinctoid and organismically based.

Instinct in the lower animals may be de-

fined as a "complex of innately predetermined urge, readiness to perceive, instrumental behavior and skill, and goal
object."

As we ascend the phyletic scale such instincts

drop out and are replaced by flexible cognitive adaptation,
and, Maslow hypothesizes, by primordia of new instincts.
The human no longer has instincts of the animal type, but
is motivated by instinct remnants and instinct anlagen,
which the instinctive urge remains but is not tied in a
1

Maslow, Abraham (1954), Chapters 4 through 8.

in
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predetermined way to particular goal objects or instrumental
behavior.
There is evidence for the instinctoid nature of the basic needs:

Frustration of these needs, and only these needs,

is psychopathogenic.

On the other hand,

their gratification

leads to biologically desirable consequences,

for instance,

more efficient perception, use of intelligence, or digestion
The basic needs seem to be species-wide rather than

of food.

culturally determined, although behavior directed towards
their gratification can be expected to vary with cultural
norms.

Nevertheless,

there is a range of intrinsic grati-

fiers of basic needs to which such behavior must be addressed
and for which no substitute is possible.

(This is not the

case with, e.g., habitual or neurotic needs.)
Since gratifiers of the basic needs are relatively
specific, the generally accepted associative learning theory
does not explain as adequately
of need-gratifying behavior.

as this theory,

the choice

Maslow borrows from Murphy

the concept of canalization--the process of learning which
objects are proper satisfiers and which are not, and further,
which objects are the best satisfiers.
stinctoid needs,

In the case of in-

arbitrarily associated "signal" stimuli

are not able to provide gratification; real satisfaction is
necessary.

Food satisfies hunger;

the dinner bell does not.

Where arbitrarily associated stimuli are used for gratification, we speak of neurosis and of neurotic needs,
stance, as in fetishism.

Since,

for in-

in contrast with animal

instincts, human instincts do not totally determine behavior,

the nature of behavior leading to gratification must

be canalized,

learned, or expressive, and will vary with

individual circumstances.

"Instrumental behavior (means)

is far more relative to local cultural determinants than
2
are basic needs (ends) .11
2

Maslow, Abraham H.

(1954)

p. 126.
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The least powerful needs,

that is, needs

at the self-

actualizing end of the scale, may be held objectively to be
higher needs.

They are later developments, both phyletic-

ally and ontogenetically.
their manifestation,
needs,

There are more preconditions for

in the prior gratification of other

and in the complexity of involvement with the envi-

ronment necessary.

Higher needs are valued more than lower

needs by those who have experienced both,

and their grati-

fication seems to produce more desirable results in terms of
biological efficiency,

subjective satisfaction,

the tendency

towards psychological health and self-actualization, and
civic and social consequences.
The hierarchical order of the basic needs is not fixed
rigidly,

although most reversals of position are apparent

only--for instance,
tracting love.

a man may seek esteem as a means of at-

In some people the higher needs may be lost

permanently if life has been too long experienced at the level of hierarchically low needs.

On the other hand,

in people

whose basic needs have been satisfied throughout their lives,
and especially in infancy,

there is found a capacity to func-

tion at a higher need level even at times when lower needs
are frustrated;

such individuals may be described as func-

tionally autonomous at the higher level.
Not all behavior is motivated.

For

the purposes of

this study, we note especially expressive behavior, which is
essentially based in the organism rather than prompted by
the environment,

and is usually unconscious, unlearned, non-

instrumental, uncontrolled and effortless.

Expressive be-

havior is to be contrasted with the coping behavior which
is employed in pursuit of gratification of the lower needs.
Most behavior has both expressive and coping components.

The

self-actualizing personality behaves more expressively than
other individuals,
havior may exceed

and the expressive component of his bethe coping component.

Because behavior is determined by factors additional to
basic need motivation,

it may not always

clearly indicate

5

need level.

Even when motivated,

it may be a consequence of

more than one need.
Need gratification theory is a limited, partial theory,
and achieves validity only when structured with theories of
learning, frustration, neurosis, health, values, and discipline, some of which will be the basis for later discussion.

EXPERIMENTAL EVIDENCE RELATING TO
THE NEEDS GRATIFICATION THEORY
Attempts at experimental validation of the theory of
basic needs have (1) demonstrated the existence of hierarchically arranged basic needs, but (2) left open to doubt the
hierarchical arrangement of the social needs;

(3)

demonstra-

ted correlations between the level of need and various other
aspects and measures of psychological health and deprivation;

(4) shown correlations between the level of need and the type
of values held.
In a study which links the methods and objectives of
psychology and cultural anthropology, Aronoff has been able
to demonstrate both the existence of the needs hierarchy,
and the interdependence of the forms of a culture and the
dominant need levels of its members.

Aronoff hypothesized

that (1) deprivation of a basic need will cause the individual to organize or utilize social institutions to achieve
gratification, and (2)

since needs function hierarchically

they will provide a basis for understanding why and when a
certain activity will appear.

3

For purposes of the experiment Aronoff lived on the
island of St. Kitts in a village which was organized around
Com-

two dissimilar occupations--cane-cutting and fishing.
parable groups of fishermen and cutters were chosen and
their economic institutions and family life studied.

By

means of personal knowledge of the subjects gathered over
three months,

of sets of questions freely answered in inter-

views, and of projective tests,
3

Aronoff, Joel (1967)

each individual was placed

6

on the needs hierarchy in terms of his dominant need.

There

was some investigation of childhood experiences as explanatory of present need levels.

Also,

there was a survey of

comparable social units in other West Indian areas, which
succeeded in establishing that there was no compelling factor in the institutional structure of either occupation
which would of necessity produce the specific organizational
form found in the target village.
The measurement of physiological needs was effected in
terms of food deprivation and satiation, and health deprivation and satiation.

Safety needs were characterized by

reliance on external authority, by feelings of distrust of
other people, by needs for care, help,

and by

or advice,

efforts to set up reciprocal mechanisms with another person
to ensure aid.

Physiological and safety needs were shown

to be related to childhood experiences typically involving
the loss of father--which was quite common, or of the mother
or siblings, neither of which was unusual.

Loss of a parent

frequently resulted in physiological deprivation as well as
psychological trauma.

The cane cutters were shown to have

suffered greater childhood deprivation, and to have greater
physiological and safety needs than the fishermen.

Differ-

ences between the two groups on measurements of these characteristics was of high statistical significance.
The need for love and belongingness was evidenced by a
"positive affiliative statement that an affective bond with
another person exists,
a "warm,

existed,

or is desired".

This must be

companionate relationship", as distinct from the

pragmatic and dependent relationships of the safety-oriented.
The fishermen showed a stronger need for and greater possession of loving relationships than the cutters, with a difference significant at the

.001 level.

Esteem needs were measured in terms of positive selfesteem statements and negative self-image.

Cutters gave

more responses indicating negative self-image.

Fishermen

functioned very much on the esteem level--often revealing

7
an almost desperate sensitivity in matters of social dominance or equality,
crew-members.

especially in their dealings with other

Differences between the two groups is again

significant at the .001 level.
The need for self-actualization was absent in the cutters, and in the fishermen was but weakly felt, being limited to some expressive elements intrinsic to their work.
Differences were significant only at the .05 level.
In summary,

the cane cutters were dominated by safety

(and physiological) needs,

and were relatively uninterested

in gratification at a higher level.
hand,

Fishermen, on the other

had long been gratified at the lower levels, were fair-

ly well satisfied in their love and belongingness needs,
felt most strongly the need for esteem.
ure,

and

In some small meas-

they were also able to feel a desire for self-actualiz-

ation.
The relative simplicity of the social organization in
this village permitted clearly observable institutional manifestations of the dominant need levels of

these two groups.

The cutters worked in gangs which here operated as authoritarian units,

although this was not required by manage-

ment nor by the nature of the task.

Complaints about the

injustices of the head cutter were unending, but such was
the lack of personal interaction, and mutual distrust among
the men,

that they were incapable of allying against him.

The cutters were aware of

the low quality of

their own work,

but refused to assume guilt or responsibility for it,

pre-

ferring to leave it to the head cutter to reprimand them.
Although prestige in the group was based on the position of
the head cutter, rather than on personal qualities, most
would not have wanted the position because of

the conditions

of abuse they themselves created for him.
Men drifted into cutting and stayed there--despite the
greater opportunities possible in fishing,

and despite the

fact that all fishermen and most cutters saw fishing as more
attractive--because the psychological demands of fishing were

8
too great for them.

Most fishermen were once cutters, were

attracted by the independence, better pay, lack of exploitation,

and the intrinsic rewards of fishing,

and were able

to cope with the psychological risks related to it.
stance,

for in-

the irregularity of income consequent upon the flue-

tuations in the size of

the catch.

In general the crew

structure was democratic, and an authoritarian captain would
be unable to find a crew.

There was great instability in

crews, because captains and crew functioned very sensitively
on the esteem level, were quick to take offence,
or to fire.

and to quit

The fishermen tended to regard the captain as

nurturing and to respect him personally,

in contrast to the

cutters who complained that the head cutter took advantage
of

them.
The family arrangements of the two groups reflected

their dominant needs in a myriad of ways.

The cutters sought

safety and stability through legal marriage to women who
were on the average five years older than them.

The fish-

ermen set up common law marriages with younger women who
provided companionship rather than safety.

The fishermen

had involved relationships with their women and their children, whereas the cutters'

relationships were superficial.

In contrast to the fishermen, cutters had high fences
around their homes

(fishermen did not have any),

wives did not relate to,

or trust,

the extent of disliking visitors

and their

the community even to

to their homes.

Aronoff returned to his island a couple of years after
completion of this study,

to find that the authoritarian

structure of the cutting gang had given way to a democratic
structure with the entry into the gangs of a new generation
of cutters.

These younger men had been spared the childhood

deprivations of the older group,

partly as a consequence of

social measures taken by the government which assured greater satisfaction of

the physiological and safety needs.
4

Joseph Zinker conducted an investigation of
4

Zinker, Joseph

(1966)

the motiva-
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tional life of one dying woman over a period of five months.
The fact that the subject was dying is of less interest for
our purposes than the methodology arising from the assumption that "One man has enough significance in his to reveal
fundamental truth about all men".
The purpose of the study was to measure growth,
positive change, up the needs hierarchy.

i.e.,

Operationally,

growth was indicated by an increase over time of scores for
esteem and self-actualization needs.
called a 'decline'.

Negative growth was

In the case of the dying woman these

changes were measured in relation to physical deterioration.
The data for the study were obtained from ratings of
the subject by fourteen staff members on a scale devised by
S. M. Jourard, and from thirty-one open-ended interviews
with the subject.

The latter were recorded and transcribed,

arranged in random order, and classified with reference to
a collection of sixty items representing Maslow's five needs,
by two psychologists working independently.

The items were

Q-sorted (1) on a continuum of items ranging from those most
characteristic to those least characteristic of the patient,
and (2) on a continuum from needs most satisfied to needs
least satisfied in the patient.

The data were treated using

non-parametrics to answer questions about the needs character of the subject's behavior, needs frustration and gratification, and the relationships of needs and satisfactions.
The results provide partial support for the needs theory.

Over time there was a significant inverse relationship

between the physiological and esteem needs.
not change.

Other needs did

Love needs were the most satisfied.

There was

a trend towards an inverse relationship between the subject's
physiological needs and their frustration.

On the other hand,

there was a positive relationship between the needs for selfactualization and their satisfaction, which certainly supports Maslow's concept of the nature of these needs.

Also

a correlation was shown to exist between an increase in physiological needs and greater frustration of the needs for
self-actualization.

This perhaps suggests a certain autonomy

10
of the higher need, and might be accounted for less by the
psychological strength of the patient than by her ability
to cope with the physiological ill-health to which she as a
cripple had long been accustomed.
Knutson (1968)

developed a scale to measure level of

psychological functioning based on Maslow's needs hierarchy.
The existence of the needs, arranged hierarchically, was
demostrated, and shown to relate to a number of other continua.

In an elaborate study Simpson (1970)

6

has demonstrated

a significant correlation between psychological health as
measured in terms of Maslovian needs, and democratic socialization and cognitive closure.

She has also been able to

show a highly significant correlation (p -0001) between race
and psycholo g ical deprivation and democratic socialization,
which however disappears when socio-economic status is controlled.
5
6

There is a significant relationship between socio-

Knutson, Jean (1968)
Simpson, Elizabeth (1970)
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economic status,
socialization.

and psychological deprivation and democratic
Psychological deprivation is defined here as

the presence of one or more ungratified needs.
Simpson's Needs and Values Inventory is a written selfreport multiple answer questionnaire which includes measures
of psychological deprivation and psychological distress.

It

was administered to 412 adolescent Americans in high schools
in three different communities:
and one integrated.

one all white, one

11 black,

The statistical evidence for the exist-

ence of Maslow's needs and their relationship to a number of
other characteristics are extraordinarily clear.

Simpson did

not succeed in demonstrating the hierarchical arrangement of
the social needs

(belongingness,

esteem from others, and

self-esteem) but did find a developmental sequence between
survival needs

(physiological and safety)

and social needs.

This may be explained by the fact that in this experiment a
hierarchy could be demonstrated only by association with the
factor of increasing belief in democratic values.

Index of psychological deprivation

% of subjects

Number of Needs
No Need

27.90

1

31. 90

2

24.80

3

10.90

4

2. 20

5

0.20

Maslow states that an individual will be motivated primarily at his lowest need level, but will to a lesser extent
feel higher needs also.

Simpson's figures do not altogether

support the latter, but do support the former.

The percent-

age of subjects without needs is extraordinarily high by
Maslow's criteria, suggesting that self-actualization must
be more than mere absence of need, and depend upon active
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expression of capacities in some way which is not measured by
this scale.7

It is worth noting that in the highest SES sub-

sample, 34.91% reported no needs, whereas the figure for the
lowest SES subsample was 7.58%.

The high SES group also felt

more physiological need than the middle group, demonstrating
that the needs must be subjectively defined, a psychological
rather than a physical reality.

On a combined measure of

psychological deprivation, deprivation was highest for the
group of lowest SES.

% of subjects

Type of subjects' needs

Physiological needs

8.0

Security

24.5

Belongingness

46.4

Esteem from others

32.0

Self-esteem

14.1

Scores on belongingness, unlike other scores, did not
vary with subsamples, and seem to be associated with a general adolescent identity crisis.
anxiety.

All needs correlate with

(pc.001, except security:

p<.01)

(shortened form

of Taylor's Manifest Anxiety Test).
Highly significant negative correlations

(p< .001) were

found between psychological deprivation and (1)

a belief in

human nature as fundamentally good and trustworthy (except
in the cases of deprivation of belongingness or self-esteem)
(2)

internality or a sense of efficacy, of being able to con-

trol one's world to a significant extent--as opposed to externality, a sense of having no control, a sense of fatalism;
(3)

a belief in oneself, rather than social laws or norms,

as the locus or source of decisions; (4)

tolerance, acceptance

7
The figures offered by Knutson's study might be similarMaslow himself expressed this view recently
ily interpreted.
in an unpublished preface to a revision of Motivation and Personality. (1970)
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of other human beings and their rights
absence of dogmatism.

(5)

open-mindedness,

A negative correlation (p ... 001) was

found between manifest anxiety and tolerance, and a positive correlation was shown between manifest anxiety and dogmatism (pc.001).

EVIDENCE FOR THE EXISTENCE OF COGNITIVE NEEDS
Much of

the evidence for the existence of more or less

autonomous cognitive needs has been derived from animal experiments.

The literature is copious;

some typical findings

follow.
R. A.
drive,

Butler

8

has demonstrated a fundamental curiosity

or drive to manipulate,

al situation,

in monkeys.

In an experiment-

the monkeys worked for long periods with the

manipulatory behavior itself as the sole reward.

No drives

other than curiosity significantly influenced the experimental results.
David Krech

9

ing conditions of

reared matched pairs of rats in contrasttotal isolation and sensory deprivation,

or in a rich and varied environment.
developed larger and heavier cortexes,

The stimulated rats
and greater concent-

rations of the enzyme acetylcholine, and demonstrated much
greater learning ability.
In experiments with human subjects, Heron

10

showed the

effects of cognitive deprivation induced by prolonged exposure to an extremely monotonous environment.

The subject's

thinking was impaired; he showed childish emotional responses; he suffered hallucinations; his brainwave patterns
changed.

Heron gives a neurological explanation:

functioning of

"Normal

the brain depends on a continuing arousal

reaction generated in the reticular formation of the midbrain.

.Sensory stimuli have the general function of main-

taining this arousal".

8
9
10

Butler, R. A. (1 9 54)
Krech, David (1 9 67)
Heron, Woodburn (1 9 57)
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The cognitive deprivation induced relatively dramatically in Heron's experiments is a chronic if less severe
condition of life in some foundling homes.

Children reared

in such environments have been shown to suffer a serious
decline in intelligence.

Bruner points

of research which indicates
tunity to exercise it,

to this as typical

that curiosity,

and the oppor-

"is essential to the survival not

only of the individual but of the species.

Curiosity is

almost a prototype of the intrinsic motive.11

11

Most work-

ers in this field believe the cognitive needs to be biolo12
gically based.
According to Gardner Murphy,
on the simplest level an organism is a system of needs directed to
maintaining its stability,

and directly related to the Dar-

winian mechanisms of variation and selection as bases of
adaptation for survival.
sensory,

perceptual,

The needs

for specific types of

or cognitive stimulation are related

not only to visceral needs but also to sensory nutriment.
Some support for Maslow's

theory of a hierarchical

arrangement of the cognitive needs may be drawn from McKinnon's
less

finding that his highly effective individuals were
interested in facts and details,

in meanings and implications.13

and more interested

It will be remembered that

the levels of the Maslow hierarchy were to know,
and

stand,

to under-

to create.

Whatever the function or attitude towards art in each
case,

it is clear that people of all cultures

find a place

in their lives for ordering materials in an aesthetically
pleasing way.

Maslow postulates that this may be a basic

need in some people--that is,

the psychological health of

some people is negatively affected by the absence of an
aesthetically pleasing environment.

However,

the universal

occurrence of man-made aesthetic objects does not prove the
existence of a need of such power and

the writer is not

aware of any experimental evidence which supports Maslow's
theory.

11

2
13
1

Bruner, Jerome (1 966) , pp. 114- 1 1 7
Murphy, Gardner, & Spohn, Herbert (1 968)
See pages 23f
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Theories other than Maslow's have proposed a biological basis for the need for or concept of
Thus,

the beautiful. 14

the conceptions of the good and the beautiful are not

purely subjective, says Gardner Murphy, but,
ceptual needs,

like the per-

are built into the evolutionary genetic de-

velopmenta l sequence,

and into socio-cult ural principles.

Artistic order is not purely a socio-cult ural product;

the

creative artist seeks an order implicit in his materials.
Murphy offers no evidence to support this position.
In three cross-cult ural experiments,

Irvin Child

1 5

found statistica lly significant agreement between the assessments

of experts of the various cultures of artifacts

with which they had varying cultural familiarity.
this does not prove an aesthetic need,

Whilst

it does suggest

species-wi de "aesthetic" values similar to the specieswide ethical values postulated by Maslow, and presented in
the following chapters.
14
However, cross-cult ural studies indicate that the
concept of the beautiful is not evidenced by an verbal
symbol in some societies and therefore may not exist for
See Alan P. Merrian (1964) pp. 266-8.
them.
Child, Irvin L. (1968)
15
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CHAPTER TWO
THE SELF-ACTUALIZING PERSONALITY
Individuals in whom the needs for physiological wellbeing, safety, belongingness,
tially satisfied, may

1

express

love, and esteem are essenthe need for self-actuali-

zation and, if so, will at times exhibit most of the fol(1) A more efficient and a truer

lowing characteristics:2

perception of reality--perception unmediated by anxiety,
wish, desire,

optimism, or pessimism.

An ability to dis-

tinguish the natural, concrete, and idiographic from manmade concepts, abstractions and beliefs.

An attraction to,

rather than repulsion from the novel and the unknown.
(2) Acceptance of the self, of others,

and of nature.

The

actual is judged in comparison with what is understood to
be the potential, but the realities of the world and of
human nature are perceived clearly and accepted without
chagrin.

Consequently,

there is in the self-actualizing

person a lack of defensiveness and of guile, front and gameplaying, and a clear perception of and distaste for these
in others.

To the extent that guilt or anxiety are felt
they result from the discrepancy between the individual's

perception of what he is and what he could be.

( 3)

The

strength and autonomy of the self-actualizing personality
allows a spontaneity rarely found in those less able to
withstand society's demands for conventional behavior. The
spontaneity is rarely manifested as a deliberate flouting
of convention; however, convention is quickly disregarded
in issues perceived as of some moment.
1

Maslow, A. H.

(1970)

2

Maslow, A. H.

(1954,

1962)
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The above three qualities "imply (in self-actualized
people)

a superior awareness of their own desires,

opinions, and subjective reactions in general.

impulses,

It may not

be accurate to speak of these people as motivated."
them, motivation is just character growth,
sion, maturation, and development.

(4)

For

character expres-

Self-actualizing

people are problem-centered rather than ego-centered.

They

are usually devoted to some non-personal, unselfish task
which has an ethical component of some importance.
(5)

Self-actualizing people like solitude and privacy. Re-

lated to this is an ability to maintain detachment and objectivity even in matters of personal tribulation.

(6) Since

basic needs have been satisfied, self-actualizing people are
usually independent of the external world for their main satisfactions.

The latter result from the development of

their own inner resources.

(7)

"Self-actualizing people

have the wonderful capacity to appreciate again and again,
freshly and naively,

the basic goods of life, with awe,

pleasure, wonder and even ecstacy."

Special sources of this

appreciation are nature, music, and sexual pleasure.

(8) A

fairly common experience for the self-actualizing person is
the mystic experience (William James),
peak experience (Maslow)

oceanic feeling (Freud),

(see pages 18 and

51

).

(9) There

is for human beings in general a deep feeling a identificaSelf-actualizing people
tion, sympathy, and affection.
(10)
'have deeper and more profound interpersonal relations than
any other adults', and are capable of

'more fusion, greater

love, more perfect identification, more obliteration of the
ego boundaries than other people would consider possible'.
Usually these close relationships are restricted to a relatively small circle of friends.
posed to authoritarian)

(11)

A democratic (as op-

character structure results, for in-

stance, in criteria for the choice of friends which are independent of class,
(12)

education, race, political belief.

The self-actualizing individual is rarely unable to

quickly decide between right and wrong, and is strongly ethical in his dealings.

(13)

He usually subordinates means to
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ends,

and is clear about the distinction--although he treats

as ends many activities others regard as means.

(14)

displays a philosophical, unhostile sense of hurnor.

He
(15)

All

self-actualizing people exhibit a special sort of creativity
as an epiphenomenon of their superior perception of reality,
their spontaneity, autonomy and general psychological health.
This creativeness permeates all of their activities.

It is

to be distinguished from the special talent creativity of

the

famous artist or scientist, which may be independent of the
rest of the personality or of psychological health.
(16)

Although in many ways a product of their own culture,

where serious conflict between personal and social opinion
arises,

they will be ruled by the laws of their own character

rather than those of society.
society, higher-lower,
realistic,

and synergic;
(18)

Id,

Dichotomies of self-

selfishness-unselfishness, mystic-

and many others,

alizing person.

(17)

ego,

seem resolved in the self-actu-

and superego are collaborative

so also the conative,

cognitive and affective.

Self-actualizing people may be ruthless,

thoughtless,

stubborn,

dlrritating.

"They are by no means

free from a rather superficial vanity,
their own productions,

family,

inconsiderate,

friends,

pride,

partiality to

and children.

Temper outbursts are not rare."
The self-actualizing person is not necessarily stable
in his expression of the above characteristics.

He is also

motivated to a greater or lesser extent by deficiency needs
and the extent of this motivation will vary with time and
circumstance.

Similarily,

the deficiency-motivated person

will occasionally partake of the self-actualizing syndrome
per medium of the peak experience.
The peak,

or mystic,

or aesthetic,

or creative experi-

ence is a moment of transcendent awareness, with a high positive affect,

during which perceptions of the self and the

world are profoundly altered.
to this study because (1)

It is of special importance

it is held to be a profound influ-

ence towards psychological growth,
perfectionist experience;

(2)

it is triggered by

especially in nature,

in sex, and
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in the arts--above all music;

the moment of creative in-

(3)

sight is a type of peak experience.

(The latter is of special

importance here because this study is intended to have particular relevance to creative curricula in music.)

These

aspects of the peak experience will be dealt with at length
in later chapters.
The peak experience is not an all-or-nothing phenomenon;
its intensity extends along a continuum.

The moment of ere-

ative insight is regarded by Maslow as a low level peak experience.

At the further end of the continuum perceptions

may be so profoundly altered and affect so intense as to
seem subjectively to have broken the continuum and entered
into a totally different qualitative realm.
Given the concept of a continuum,

the perceptions and

values associated with peak experience are roughly coextensive with the self-actualizing syndrome.
anyone can have a peak experience.

However in theory,

Maslow states

that these

experiences come more frequently and are more profound in
self-actualizing people.

On the other hand it might be said

that a person is self-actualizing at those moments when he
This redefinition "makes

is involved in peak experience.

self-actualization a matter of degree and of frequency
rather than an all-or-none affair.

3

11

EXPERIMENTAL EVIDENCE RELATING TO
THE THEORY OF SELF-ACTUALIZATION
Maslow maintains that his

theory of self-actualization

is in principle verifiable, but admits
shortcomings of his initial study.

the methodological

As far as can be discov-

ered from his published material, he himself has not attempted
since then to provide further experimental verification.
The subjects of that original study were selected from
among personal friends and acquaintances and from among publie and historical figures.
3

Maslow, A. H.

(1962)

There is here an obvious problem
p. 92
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of circularity,

although it may not in effect be important.

4

At the same time an attempt was made to increase the sample
size by screening a population of three thousand. college students.

Since this yielded only one immediately usable sub-

ject and a few more possible future subjects,
to choose for study the top,

it was decided

relatively healthy, one percent.

Maslow concluded the "self-actualization of the type found
in my older subjects was not possible in our society for
young,

developing people".

Selection was based upon the negative criterion of the
absence of tendencies towards neurosis, psychopathic personality, and psychosis, and upon positive evidence of selfactualization.

At this early stage,

the self-actualizing

personality was loosely characterized by means of a "folkdefinition".

Through a process of "iterat±on" this defin-

ition was progressively tightened and refined and in its
5
final version used to select subjects for study.
Examination of the older group was made difficult by
the desire of the self-actualizing person for privacy.

In

these cases most of the contacts were "fortuitous and of
the ordinary social sort".

Otherwise,

one understands that

studies were conducted primarily via clinical interview.
6
Validation has been attempted by E. L. Shostrom
in
the process of formulating and testing the Personal Orientation Inventory,

a "comprehensive measure of the behavior

and values seen to be of importance in the development of
self-actualization".

The POI includes measures of most of

the characteristics of Maslow's syndrome.

It is intended

as a measure of positive mental health as compared with
other instruments which provide estimates of pathology.
The two main categories of the scale measure Time Competence/Incompetence and Inner/Other-Directedness.
consistent with Maslow's syndrome,

Although

these concepts are more

specifically derived from the work of Perls, Hefferline, and
The discovery, by any means, of a group of people with
4
these characteristics, is important to the extent that we value the characteristics and can find their aetiology.
Maslow, A. H. (1954)
5
Shostrom, E. L. (1968)
6
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Goodman,
one case,

(1951), Buhler (1962), and Fenichel (1945), in the
and Reisman (1950)

in the other.

The Time Competent person lives neither upon memories of
past glories or traumata,
ations or fears of

nor with idealised goals,

the future.

expect-

Nor is he totally oriented

to the present, but is "able to tie the past and the future
..
11 7
to th e present in
· ful continuity
. meaning
M as 1ow h as " trie
.d
to express this as a contrast between living fully and pre8
paring to live fully, between growing up and being grown"
For Buhler, bringing the present and future into meaningful
continuity requires the realization of a hierarchy of values
or goals.
In a different context, Meyer

shows that it is possi-

ble to conceive of events as hierarchically structured with
regard to time.

Apart from questions of value,

a decision

achieves significance in proportion to the hierarchical time
span over which its consequences will be felt.

To live to-

tally in the present is to treat all events as significant
at the one,

low hierarchical level with respect to time,

and

to be of equal importance or unimportance in affecting the
future.
The terms

'inner-directed'

and

'other-directed'

the source from which an individual is motivated.

denote

The self-

actualizing person who is ruled by the laws of his own character rather than those of society,
ected--although not,

of course,

is primarily inner-dir-

to the extent that he is ob-

livious to his social environment.

A correlation of

.49 has

been shown between Time Competence and Inner-directedness.
In addition to the above categories,

the POI includes

five pairs of sub-scales, quantifying self-actualizin g values and existentiality, feeling reactivity and spontaneity,
self-regard and self-acceptance, a constructive view of the
nature of man and synergy (seeing the opposites of life as
meaningfully related), and acceptance of aggression and a
capacity for intimate contact,
7
8
9

Ibid, p. 15.
Maslow, A. H. (1962) p. 30
Meyer, Leonard (1967) Chapter 6
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To test the validity of the POI Shostrom measured its
effectiveness in discriminating between two groups of adults
chosen by clinical psychologists as clearly self-actualizing
or non-self-actualizing.

Differences of high statistical

significance were recorded.

A large number of subsequent

studies have provided additional substantiation.

Concurrent

validity with certain measures of the MMPI and the 'Study of
Values'

has also been demonstrated.

Although theee is no doubt that the POI is a valid
measure of mental health,

there is some doubt in the writ-

er's mind that it does actually measure self-actualization
as defined by Maslow.

Firstly, Shostrom does not explain

the criteria used in the choice of the validating sample;
remembering Maslow's difficulty in finding subjects for his
study, one suspects that Shostrom's requirements may not
have been as stringent.

Secondly, because of the nature

of the measures, too low or too high a score is taken as
evidence of non-self-actualization.

This is perfectly rea-

sonable in view of the qualities in question.

However,

it

is notable that the most important omission from the Inventory is Maslow's characteristic of creativity.

It seems

that the POI provides a measure of self-actualizing values
held, but may not deal with the expressive behavior which
is asserted by Maslow's theory to follow lower need gratification, and which must have distinguished the subjects cho10
sen by Maslow for his own study.
McKinnon conducted two studies which may be regarded
as analogous to Maslow's study.
In the first of these,
11
,
McK•innon
examined persons nominated by experts as II high 1y
effective" because of outstanding qualities of originality,
personal soundness, and creativity.

For three days these

subjects lived at the Institute of Personality Assessment
at Berkeley, and were assessed by the staff with the assistance of a checking list of three hundred adjectives, a Q-sort
instrument, and a rating on twenty to thirty personality
10
11

See a 1so pag e 11.
McKinnon, D. W. (1960)
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traits, and other tests.

The results obtained inevitably

depend on the methods of choosing and rating subjects, and
consequently are not synonymous with those of Maslow or
Shostrom.
"Effectiveness" was defined operationally with reference to two main variables:

personal soundness or emotional

stability and originality and creativity of thought and action.
The aetiology of the personal soundness seems consistent with basic need gratification as a child:
was healthy during childhood,

the subject

and lived in a stable and

economically secure home and community with both parents
present (satisfaction of physiological and safety needs?).
He imagined his father to be respected and successful, and
had affection and close attention from his mother.

There

were other siblings and he had positive relations with them
(satisfaction of belongingness, love, and possibly esteem
needs).
Although all members of the sample were selected for
their "effectiveness",

the investigation revealed that the

most original and the most sound people fell into two fairly
distinct groups.

Interestingly enough,

the more obviously

creative members of the sample (not perhaps "creative" in
Maslow's sense)

tended to report a home life which would not

produce a high score on the personal soundness scale.

They

seemed to have overcome or even profited from adversity.
The following attributes were characteristic of the
more creative members of the sample.

They may be checked

against the corresponding traits of the self-actualizing
syndrome, given in the same order on pages 16-18: cognitive
flexibility, more discriminating observation;

openness to

own feelings and emotions; for the artistic type, a relative
absence of suppression and repression as mechanisms for the
control of impulses and images;
standing;

self-awareness and under-

image of self as responsible; reserved; as students,

were skeptical;

those who were high in emotional stability

had more often maintained a long steady relationship with
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one woman;

able to give expression to both the masculine and

feminine sides of

the character; work and play equivalent;

less interested in facts and details, more interested in meanings and implications
tive hierarchy);

(functioning at upper level of cogni-

egotism,

sense of destiny; belief in the

worth and validity of own creative efforts

(see pp. 10 and 12

for quotes of Knutson and Simpson); high level of energy,
industrious

(implicit in Maslow's choice of subjects).

McKinnon's syndrome includes many other characteristics related to the mechanisms of creative production.

There

is apparent a considerable overlap between McKinnon's and
Maslow's syndromes, but they are by no means coextensive.
In Maslovian terms,
study are very puzzling.

the results that emerged from this
Maslow proposes that the process

of self-actualization is begun with the provision of a c e r tain type of environment in childhood.

The subjects de-

scribed by McKinnon as "personally sound"

(we must be aware

of automatically equating terms like this with "self-actualizing")

enjoyed the childhood circumstances recommended by

Maslow.

On the other hand,

the highly original subjects,

who were less "personally sound" and experienced considerable
conflict during childhood, approached more closely the characteristics of the self-actualizing personality.
A substantial resolution of this paradox is provided
by a later study of McKinnon's.12

This study of

the person-

alities of creative architects provides an even more interesting parallel with Maslow's work because of

'.:,

stt 1.u1gen cy

.
' app 1 ie
' d t o t eh
o f th e criteria

the relative

ch oice
·
o f su b Jects.
·

13

Forty architects were chosen from a list nominated by Professors of Architecture at

the University of California at Berk-

eley as being the most creative in the U.S.A.

A complex

procedure was followed in an effort to ensure the validity
of the choices;

this procedure yielded two further groups of

forty members each,
sessed of

such that the original group (I) was pos-

the greatest creativity, Group II showed ability

12
Mc Kinnon, D. W. (1969)
13
This experiment again suggests that validation of Maslow's
theory is highly dependent upon such criteria.
It is to be
regretted that Maslow had not described more explicitly the
considerations involved in the choice of his own sample.
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of a lesser order, and Group III while still talented, was
the least creative.
The theoretical framework of the study was derived from
Otto Rank who proposed three personality syndromes, which he
at different times regarded either as forming a typology,

or

as developmental stages in psychological growth.
The adapted type displays both fewer possibilities

(1)

of conflict and of creativity,

and is conscious of his indiv-

iduality--but at the same time has the feeling of likeness,
of unity, which makes his relationship to the outer world
pleasant.
(2)

The neurotic (McKinnon prefers conflicted)

type,

experiences a "feeling of division in his personality,
through disunity of will and counter-will, which means a
struggle (moral)

against the outer world as well as an in-

ner conflict between the two wills."
Whereas the adapted type is well-adjusted and therefore
the conflicted type is motivated to achieve a state

static,

of lower tension,

and as a means to this will try to form a

value system independent of that which is socially sanctioned.
If successful, he will advance to the third stage:
(3)
deed.

The creative type,

the artist,

or man of will and

In such a person we find a unified working of the will

and the counter-will and "ideal formation between them which
has become a goal setting or a goal-seeking course."
McKinnon hypothesized that his samples I, II, and III
would correspond with these Rankian types (3, 2, and 1).
The architects were studied in a living-in situation,

and

were assessed on (a) measures of socialization and personal
behavior;

(b) the level of richness or complexity of psycho-

logical development;

(c) the degree of personal soundness or

psychological health.
Results from a large number of measures of socialization and personal behavior showed a continuum from Group I
through II to III, with Group I, the most creative,
highest on measures of autonomy,

aggression,

scoring

independence,
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expressed desire to control others, and internal determination of the standards of excellence of professional work.
Group III scored highest on measurements of abasement,
filiation,

deference,

endurance,

socialization, responsibility,
impression,

communality,

and social integration.

intraception,

self-control,

af-

nurturance,

tolerance,

good

desire to be controlled by others
Their professional standards were

those set by the profession.

The standards of Group II cen-

tered about the concept of efficient execution of architecture.
On seven scales related to psychological complexity,
members of Groups I and II were very similar, and were more
complex than members of Group III.

However, Group I appar-

ently was able to manage better the anxiety and tension revealed by these measures to be common to Groups I and II.
The reason for this

is to be found in the relatively high

scores of Group I members on scales of ego-strength and
self-assertiveness.
McKinnon believes that Groups I, II and III fall very
clearly into the Rankian creative,
types.

conflicted,

and adapted

It would seem that in the conflicted type lie the

seeds of an advance toward more integration--or for that
matter a retreat to adaptation.
also continue to grow,

The creative type should

or self-actualize.

However,

the ad-

apted type seems to have reached a stasis which could be
disturbed only by a major disruption.

If this is true,

Rank's categories are a typology of adjusted and non-adjusted personalities,

and a developmental sequence between

conflicted and creative personalities.
There is a correspondence between the adjusted personality and the "personally sound",

emotionally stable,

sonality of McKinnon's earlier study.

However,

per-

in the later

study there is almost exact replication in the early background of McKinnon's creative type,

of the childhood envi-

ronment of persons who later became self-actualizing.

14A

clear distinction is suggested here between the processes
of self-actualization and adjustment.

14

pages

See also the accounts of the creative personality on
84 to 96.
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The experiments of Knutson,

Simpson,

Kinnon seem to confirm Maslow's recent
lished)

Shostrom,

and Mc-

(but as yet unpub-

suspicion that self-actualization does not automat-

ically follow upon the satisfaction of all other basic needs,
Self-actualization as originally described by Maslow involves
a very active expression of capacities.

However,

it seems

that the person who is gratified in all basic needs may hold
many of the values of a self-actualizing person but may be
passive in his attitude towards living.
some correspondence between this
McKinnon's

'adapted'

type,

Perhaps there is

type of personality and

the type who is happily adjusted

into and effective in his American social environment, but
who lives on a level and limited plane by comparison with
the

'creative'

or self-actualizing types.

It can be implied

from McKinnon's descriptions of the childhood circumstances
of the adapted and creative types

that in each case basic

needs were well satisfied, but that the home life of the
latter provided more mental stimulation,
15
respons1"b"l"
i 1ty.

independence, and

15a.
In general it seems that the schools provide an
environment suitable for the growth of neither the adapted
nor the self-actualizing type, although they are better disposed towards production of the former.
b.
Conclusions about the nature of human personality
analogous to those of Maslow have been proposed by other
psychologists who have approached the problem from different
standpoints.
Earl C, Kelley (1962) and Carl Rogers (1946,
1967) are representative.
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CHAPTER THREE
CONDITIONS FOR PSYCHOLOGICAL GROWTH
It is intrinsic to the theory of instinctoid needs that
psychological growth is dependent upon need gratification.
As each need is gratified it ceases

to act as an organizer

of behavior and character, and goals related to higher needs
emerge or become stronger.

Personality is,

of

in

course,

large part a function of the motivational strength of each
need.
In discussing psychological growth, Maslow distinguishes
between needs for safety and needs for growth.
text,
i.e.

the term "safety needs"

In this con-

covers all deficiency needs,

all the lower needs for which a deficit in gratifica-

tion is psychopathogenic.
ficiency disease,

(Neurosis is regarded as a de-

like avitaminosis.)

feel unsafe if gratification of
belongingness, love,

The individual will

the needs for safety,

or for

or esteem is threatened.

Life is a continuous series of choices between safety
and growth.

For most individuals this choice situation in-

valves conflict.

On the one hand they have an intrinsic need

and desire for growth and an "intrinsic conscience" which will
bring feelings of guilt if growth is denied.

On the other

hand growth may be frightening since it may involve venturing away from that which is known to be safe,

or jeopardiz-

ing future safety need gratification.
The need for safety is prepotent over the need for
growth.

In order for growth to take place the social and nat-

ural environment must gratify the deficiency needs.
this,

Beyond

it may in situations of choice enhance the growth al-

ternative and devalue the attractions of

the choice for safety.

29
The

safety needs are gratified by satisfact ory interac-

tions with people, and by knowledge, understan ding, and
mastery of

that part of

the environment from which gratif-

ication can be extracted.
Maslow's solution to the conflict between safety and
growth needs rests on the belief that "organisms left to
their own resources.

.on the whole.

.often display a

kind of biologica l wisdom or efficiency"

1

that what they want is what they need.

In a situation in-

which ensures

volving a really free choice, "if the chooser is not too
sick or frightened to choose, he will choose wisely,
healthy,

growthward direction, more often than not".

2

in a
The

reward for such a choice for growth will be an experience
of joy, delight,

Safety also has its

and satisfaction.

delights, but for the individual whose deficienc y needs are
satisfied and therefore no longer motivatio nal forces the
delights offered by new experiences will be preferred to
the boredom of

that with which he has become sated.3

It is important that,

in the main,

each person be able

to make his own decisions between safety and growth.
is so for two reasons.

Firstly,

This

safety is a subjective,

not an objective, psycholog ical reality.4

Each individual

is better able to assess his own need than any outside observer.

Secondly, "Nobody can choose for him too often,

for this itself enfeebles him,

cutting his self-trust, and

confusing his ability to perceive his own internal delight
in the experience, his own impulses,
ings,

judgments, and feel-

and to different iate them from the interiorized stan-

dards of others".5

It should be remembered that the human

instincts are weak, are served by gratifica tions which are
learned, and are easily overwhelmed by the tough demands of
a sometimes antitheti cal society.

To learn to "recogniz e

Maslow, A. H. (1954) p. 148
1
2
Maslow, A. H. (1962) p. 46
But, see the conclusions reached on page
3
27·
4
Members of the upper SES still felt physSee page 12.
iological need.
Maslow, A. H. (1962) p. 47
5
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one's own needs,

to know what one really wants,

erable psychological achievement.

11

is a consid-

6

The problems of being allowed to make one's own choices
is especially pertinent for a child, who is by necessity dependent on others, and by tradition governed by them.

If

the

important adults in his life adopt an authoritarian stance,
the choice between safety and growth becomes a choice between
the wishes of

the adults, and trust in his own impulses,

judgments and delight experiences.

In this situation the

child must abandon his own impulses and self-concept, because to defy the adults is

to deny his own safety-needs.

Gratification should not be carried to the point of total permissiveness.

There is evidence that the child's needs

for safety require that some limits be placed on his world
of choices in the interests of predictability and reliability.

His impression of the world as safe can easily be dis-

rupted by exposure to too much that is unfamiliar,
or unmanageable.

strange,

He should be able to be confident of the

protection of his elders,

and they in turn should be alert

to guage his ability to cope with the novel and the threatening.

Such care for safety need gratification is especially

important in the first two years of life.

Sure gratifica-

tion during this period makes likely the development of a
strong, healthy,

adult character structure which may achieve

a measure of functional autonomy at a high need and value
level.7
In the matter of satisfying safety needs and encouraging growth,

the adult helper's attitude then should be

neither authoritarian nor totally permissive.
A recent study
showed that most psychologically healthy children came
from 'authoritative'

homes where parents allowed a good deal

of freedom, but also maintained a clear set of values which
Maslow, A. H. (1954) p. 148
6
7
The fisherman who has achieved 'functional autonomy'
at the love and belongingness level, and holds values related
to that level, would not then revert totally to the values
of the safety level (suspicion, etc., as in the cane-cutters)
immediately that his safety is threatened.
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were passed on to the child in a reasoning and loving way.
In Maslow's words,
Taostic

the parent should adopt an attitude of

'helpful let-be'.

He must respect both the child's

fears and his venturesomeness.
ty may often be a very wise one,
the child to grow:
growth,

Because the choice of safethe adult must not force

he must offer support and help towards

and when appropriate minimize the attractions of

the choices for safety and stasis.
Obviously,
judgment,

the demands upon the adult's perception,

and personality,

are considerable.

He is in the

paradoxical situation of at once accepting most of

the

child's judgments and yet feeling or knowing what is best
for the child.

To the extent that his perceptions of the

child's strengths and weakenesses are accurate and are not
mediated by his own deficiency needs,8 and to the extent
that he can accept both strengths and weaknesses, the greater will be his chances of providing the assistance or freedom the child needs.
It would not be surprising then,

if the best parents

and teachers are adults who are themselves psychologically
mature.
Foulds

There is some experimental evidence to this effect.
reports a correlation between the level of self-

actualization, as measured by the PO! and the MMPI,
chological counsellors,
personality changes of

in psy-

the constructive behavior and
10
Murray
has discovtheir clients.
and

ered a relationship between teacher-effectiveness and the
level of teacher self-actualization.
able to select teachers

It would seem desir-

in part on the basis of

their

level

of psychological functioning.
Gratification of the needs for safety and growth depends not only upon interpersonal relations, but also in
some measure upon cognitive knowledge and understanding.
Included here are both knowledge of the external environment,
8
9
10

p. 28.

See Chapter Four, p.46-50.
Foulds, M L . (1969)
Murray, M. E. (1966), reported by Shostrom, E. L.

(1968)
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and of the inner environment of impulse and emotion.

"Fear

of knowledge of oneself is very often isomorphic with,
parallel to,

fear of the outside world".

and

Situations which

seem frightening or unmanageable often become less so when
knowledge renders

them comprehensible and familiar.

more generally applicable such knowledge,
the individual may derive from it.11

The

the more security

Parnes reports that

training in processes of divergent thinking through a brainstorming technique was accompanied by a significant increase
in dominance traits in the subjects.
As has been mentioned above,
needs

the hierarchy of cognitive

is interlaced in a somewhat indeterminate way with the

hierarchy of physiological and social needs.

In general the

needs for safety are prepotent over the needs

to know,

even more dominant with respect to the needs
and to create.

and

to understand

Consequently we may have both a need to know

and a fear of knowing.
Direct expression of cognitive need,
for the sake of knowing,
growth needs.

is analogous

the need to know

to the expression of

However the need to know as a means

reduction of anxiety associated with safety needs,

to the
is a hom-

eostatic function, which disappears when the tension is relieved.
We may then choose to know as a means of coping with
safety needs;

or as an expression of pure cognitive need.

There are also situations in which to know seems
danger rather than safety.

to invite

Insecure people may fear know-

ledge because they imagine (sometimes correctly)

that it

presents a challenge to their superiors and will incur their
wrath.

Such people will frequently adopt an attitude of

defensive stupidity.

"In general a status of weakness or

subordination, or low self-esteem inhibits

the need to know.

Lack of curiosity can be a passive expression of anxiety and
fear."
11

We may fear a knowledge of personal inadequacies
Parnes, S. J.

(1967)
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which threaten our self-esteem.

On the other hand we can

also fear knowledge of our strengths and potentialities because knowledge implies action,
tentialities may expose us

and expression of our po-

to the general view,

or even

bring upon us the responsibilities and aloneness of leadership.

As with other growth needs,

the choice of cognitive

growth over safety will be dependent upon gratifica tion of
12
safety needs and encouragement of growth.
Robert W. White proposes a source of cognitive growth
independent of

the instinctual drive system.

This source of

ego energy called effectance, is found in the central nervous system,

and is directed towards changing the environ-

ment rather than to altering the internal organic states.
Instinctual drives are prepotent over effectance;

"only

when drives are quiet does the system operate in the pure
service of

feelings of efficacy,

and with the breadth and

non-speci ficity that is most conducive to the growth of
varied competencies."

There are three ways in which ef-

fectance motives in the child can be blocked:
obstruction of exploratory play.

"Specific

.specific obstructi on

of social efficacy" in which significant adults do not respond to the child's social maneuvers, and "generalized obstruction by swamping" in which "spare time is squeezed out
because instinctual drives are in a continual state of arousal."
Before leaving the theory of growth via need gratification,

it should be said that gratification is not appro-

priate in every case; nor is it held that gratifica tion is
the only source of growth.
ification of neurotic needs,

With regard to the former,

grat-

addiction needs, habit needs,

fixations, or any other non-insti nctoid needs "is not recommended.11

13

A child may now wish for gratification which

will please him,
ety,
12
pp.
1 3

quiet him, make him grateful, remove anxi-

etc., but which will yet be growth inhibiting.
White, Robert W., reported by Jones, Richard M.
258-60,
Maslow, A. H. (1 954) p. 13 5 .

.An
(1 968)
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example is seen in the parental submissi on to the child
14
which produces the indulged psychopath."
Higher needs may emerge as a consequence of forced or
voluntar y deprivation, renunciation, or supressi on of lower
needs and gratifications.

Although little is known about

the nature or frequency of such events,

this pathway is in

some instances characte ristic of Eastern religions and cultures.

Extreme physiolo gical deprivat ion may bring about

mystic revelati on which results in radical value change, in
a way similar to that described by Unger as associated with
drug-ins pired experien ce,15 or by Maslow as associated with
pe k experience.
tragedy,
occasion,

It may also be true that experiences of

illness, deprivat ion or conflict are therapeuticon
although this is more likely to be true in the

case of people who already enjoy psycholo gical health.
In any case,

the process of growth must include the

recognit ion that the external physical world is essential
but indifferent to the satisfac tion of one's subjecti ve
desires,

and that one's desires are not always matched by

one's actual or potential capacity to achieve them.

The

frustrat ion involved in arriving at such an understa nding
is certainly a factor in growth.

Some measure of frustra-

tion, some limits to permissi veness will also be involved
in the process of

inducing at least that minimum of encul-

turation which would obviate even more painful restrict ion
by the society at large.
GROWTH AND PEAK EXPERIEN CE
In advocating growth through the experience of delight,
Maslow in effect leads the individual towards peak-experience.
The more the individu al is subject to peak-exp erience, the
more he becomes identified with self-act ualizing , or Being-,
values.
Peak experiences are profound identity experiences:
15

Unger, Sanford (1963)
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according to Maslow, during the peak experience a person
feels more integrated and all-of-a-piece with himself and
with the world.
powers,

He feels himself to be at the peak of his

in an effortless, spontaneous, expressive, creat-

ive manner.

He feels unique, completed as a person, re-

sponsible for and in control of his own world.
to live primarily in the here-and-now.
in a special,

'Nietzschean', way;

He is able

He feels playful

this is integrative be-

cause through it comes a resolution of many apparently
irreconcileable dichotomies.
fusion of his id, ego,

At the same time there is a

and super-ego, of primary and sec-

ondary processes, of unconscious and conscious, "a regression without fear in the service of the greatest maturity,
a true integration of the person at all levels.11

1 6

Maslow holds that peak experience is always positive.
This belief is partly a consequence of his method of gathering information:
subjects were asked to describe "the
most wonderful experiences of (their)

lives; happiest mo" 17
ments, ecstatic moments, moments of rapture.
It is
not surprising that none of his subjects spontaneously
speak of 'nadir'

experiences.18

Murphy, however, states that in a state of

'cosmic con-

sciousness' bliss is usual, but terror is possible, and both
1 9
(S ee a 1so p .36 )
ar e p red i c tab 1 e fr om pr ec ed in g a t ti tu d es .
"The individual capacity for joy will determine the affective load such a state will carry."

One hypothesis is that

insecure people would be more likely than others to react
negatively.

Murphy also believes that an individual may ex-

perience such phenomena as heightened awareness without
placing on them any affective value.

Since this study pro-

poses to investigate the possibilities of a calculated induction of the peak experience, it is appropriate that a description be given of the range of experience associated
with altered states of consciousness.
16
will
1 7
1 8
1 9

A description of the cognitive aspects of peak experience
be found in the following chapter (pp. 51-53 ) .
Maslow, A. H. (1 9 6 2) Chapter 7.
Ibid. p. 6 7
Murphy, Gardner, and Spohn, Herbert (1968) Chapter 13.
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Ludwig describes
"any mental state.

the altered state of consciousness as
.which can be recognized subjectively

by the individual himself
the individual)

(or by an objective observer of

as representing a sufficient deviation in

subjective experience or psychological functioning from certain general norms for
20
•
consciousne
ss. 11

that individual during alert waking

The outward manifestations and subjective experience of
altered states of consciousness

(ASCs),

even those with iden-

tical organismic bases, may vary widely because of the influence of external factors such as cultural expectations,
role-playing,
tations,

communication factors such as cultural expec-

transference feelings, mental set,

dures used to induce the ASC.

Nevertheless,

and the procethere are a

number of features characteristic of most ASCs.

We shall

mention here those that seem to compromise Maslow's assurance of the positive nature of peak experience.
Primary process
testing is impaired;

thought predominates, and reality
dichotomies are apparently resolved--

even to some extent the distinction between cause and effect.
In general,
tion,

there may be subjective disturbances in atten-

concentration, memory and judgment,

although not ne-

cessarily in the direction of impairment.
There is often a distortion of the subjective sense of
time.

The loss of control over the self or over the ability

to distinguish reality is often feared,

although it may be

welcomed in the quest for mystic experience.
A diminution in conscious control may lead to intense
emotional expression.

Alternatively there may be feelings

of detachment extending on occasion to depersonalization or
dissolution of

the ego-boundaries.

The latter may be accom-

panied by feelings of ecstacy (peak experience, oceanic feeling,

cosmic consciousness).

If accompanied by negative emo-

tion the experience may be frightening and traumatic.
20

Ludwig, Arnold

(1968)

p. 9
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There may be perceptual aberrations ranging from hallucination to subjectively felt heightened sensory awareness.
In many cases
insight,

there is a subjective feeling of profound

illumination or truth, which may or may not relate

to any objective truth.
The inability to engage in reality-testing, or

the dis-

solution of ego-boundaries often lead to hypersuggestibility,
since the anxious subject may feel the need of guidance or
protection from some external source.
We may conclude from this catalogue of ambivalence that
the artificial induction of peak experience, were it possible,
should be approached with more caution than is suggested by
Maslow's description of the spontaneously occurring state.
A judgment of the emotional preparedness of the student is
certainly indicated.
A little more may be conjectured about the value of
peak experience to psychological growth.

It could well be

that if peak experiences range along a continuum of intensity,

lower level peak experiences will not be especially

valuable in effecting growth of safety-oriented people.
such cases

In

the power of the peak experience to induce growth

may depend upon guidance and support for Being-values from
the environment;

i.e., when the experience is ambiguous and

the subject inflexible,

its values may need to be spelt out

for it to have any effect on growth.
so far,

it seems

As in cases described

that the utility of peak experience as a

growth factor depends very much on prior gratification of
deficiency needs.
Given the above reservations,
were possible,

it is clear that,

if it

the induction of peak experience could be an

extremely valuable spur to psychological growth.
text of this study methods utilizing music as

In the con-

the trigger

f0r moments of creative insight would be especially applicable,

and such possibilities will be discussed in due course.
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Maslow's formulation of the conditions for the healthy
psychological growth of the child is summarized in 'Towards
a Psychology of Being' ,21 and is offered here in conclusion.
The healthily spontaneous child, in his spon"1.
taneity, from within out, in response to his inner
Being, reaches out to the environment in wonder and
interest, and expresses whatever skills he has.
2. To the extent that he is not crippled by fear,
to the extent that he feels safe enough to dare.
3.
In this process, that which gives him the delightexperience is fortuitously encountered, or is offered
to him by helpers.
4. He must be safe and self-accepting enough to be
able to choose and prefer these delights, instead of
being frightened by them.
If h e
choose these experiences which are val5.
idated by the experience of delight, then he can return
to the experience, repeat it, saver it to the point of
repletion, satiation or boredom.
6. At this point, he shows the tendency to go on to
more complex, richer experiences and accomplishments
in the same sector (again, if he feels safe enough to
dare.)
7. Such experiences not only mean moving on, but have
a feedback effect on the Self, in the feeling of cer11
tainty ("This I like; that I don't, for .§...!!.ll
) ;
of capability, mastery, self-trust, self-esteem.
8.
In this never ending series of choices of which
life consists, the choice may generally be schematized
as between safety (or, more broadly, defensiveness) and
growth, and since only that child doesn't need safety
who already has it, we may expect the growth choice to
be made by the safety-need gratified child.
Only he
can afford to be bold.
In order to be able to choose in accord with his
9.
own nature and to develop it, the child must be permitted to retain the subjective experiences of delight
and boredom, as the criteria of the correct choice for
him,
The alternative criterion is making the choice
in terms of the wish of another person.
The Self is
Also this constitutes restrictlost when this happens.
ing the choice to safety alone, since the child will
give up trust in his own delight-criterion out of fear
(of losing protection, love, etc.)
21

Maslow, A, H.

(1962)

pp.

55-56
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If the choice is really a free one, and if the
10.
child is not crippled, then we may expect him ordinarily to choose progression forward. (A kind of
pseudo-growth takes place very commonly when the person tries (by repression, denial, reaction-formation,
etc.) to convince himself that an ungratified basic
need has really been gratified, or doesn't exist. He
then permits himself to grow on to higher-need-levels,
which, of course, forever after, rest on a very shaky
I call this "pseudo-growth by bypassing
foundation.
Such a need perseverates forthe ungratified need."
ever as an unconscious force (repetition compulsion).)
11.
The evidence indicates that what delights the
healthy child, what tastes good for him, is also more
frequently than not, "best" for him in terms of far
goals as perceivable by the spectator.
In this process the environment (parent, thera12.
pists, teachers) is important in various ways even
though the ultimate choice must be made by the child.
it can gratify his basic needs for safety,
a.
belongingness, love and respect, so that he can
feel unthreatened, autonomous, interested and
spontaneous and thus dare to choose the unknown;
b.
it can help him by making. the growth choice
positively attractive and less dangerous, and by
making the regressive choice less attractive and
more costly.
13.
In this way the psychology of Being and the psychology of Becoming can be reconciled, and the child,
simply being himself, can yet move forward and grow."
In his study of creative architects, McKinnon (1969)
delved into personal background and childhood circumstances.
There is a very strong resemblance between the conditions
favorable to growth as suggested by Maslow and the actual
conditions under which these people were raised.

McKinnon

reports
"an extraordinary respect by the parent for the
child and an early granting to him of an unusual
freedom in exploring his universe and in making
decisions for himself; an expectation that the child
would act independently but reasonably and responsibly; a lack of intense closeness between parent and
child so that neither overdependence was fostered nor
a feeling of rejection experienced (producing) a liberating effect on the child; a plentiful supply in
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the child's extended social environment of models
for identification and the promotion of ego ideals;
the presence within the family of clear standards of
conduct and ideas as to what was right and wrong;
but at the same time an expectation, if not requirement, of active exploration and internalization of
personal conduct, an emphasis on the development of
one's own ethical code; the experience of moving
within a single community, or from community to community, or from country to country which provided an
enrichment of experience, both cultural and personal,
but which at the same time contributed to experiences
of aloneness, shyness, isolation and solitariness
during childhood; the possession of skills and abilities, which though rewarded and encouraged, were
nevertheless allowed to develop at their own pace."
These subjects were chosen for their extraordinary creativity;
factors of personality were not included in the criteria.
Consequently some aspects of this etiology may be more related to creativity than to general functioning,
they can be separated.

if in fact

I think especially of the conditions

of aloneness, solitariness which are of all those mentioned
the ones most notably absent from Maslow's proposal.
interesting that Singer

(1969)

2 2

It is

and others have mentioned

this as a factor in the lives of a number of geniuses, including Bertrand Russell and Albert Einstein.
22

Singer, Jerome L.

(1969)
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PART TWO
THE GROWTH OF MIND
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CHAPTER FOUR
A MODEL OF MENTAL FUNCTION ING
"But a man who only traverses the path of life
.For me there is only the trais everything.
.There
velling on the paths that have a heart.
I travel, and the only worthwhi le challenge for
And there I
me is to travel its full length.
travel-- looking, looking, breathle ssly."
Don Juan, quoted by
Carlos Castaned a (1968)
It is the objectiv e of

this chapter to demonstr ate a

function al relation ship between the processes of perception,
thought, and affect.

Such a relation ship would suggest the

consider ation of all these processes in the design of curriceven when objectives are confined to the cognitive

ulum,

It will be argued that educatio n has responsi bilities

realm.

in both the cognitiv e and affectiv e realms.
A relation ship will be shown also between psycholo gical
health and the efficien cy and range of mental functioning.
The above objectives will be served therefore by instruction directed towards the growth of personality.

The latter

has already been proposed in Part One as the primary objective of education.
The nature of the relation ship between emotion,
ivation,

a Jpercept ion, may be one of close identity,

function al experien tial parallel,

and mota non-

or somethin g between these

two extremes, accordin g to the theory consulted.

We present

here some recent theories which attempt to demonstr ate an intimate relation ship between emotion, motivati on, and perception.
Leeper

1

rejects

the notion that emotions are merely the

conscious aspect of some larger events,

or that they are dis-

organizi ng factors, as the behavior ists maintain.
1

R.W.

Leeper

(1948)

pp.

172-188,

(1963)

pp.

Emotions
238-248
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may have the same fundamental effects that physiologically
based motives have, (e.g., fear aroused
when travelling with a reckless driver
will prompt various actions directed
to abatement of the danger); thereEmofore, we may call them motives.
tional and physiological motives are
not identical: the latter arise mainly
from somatically based impulses, while
the former depend on relatively more complex psychological
processes, often involving learned meanings.
In higher animals the most important and distinctive motives are the
emotional motives, for instance as exemplified by Maslow's
social needs.
Emotions
are

are

basically

perceptual

only

not

perceptual

processes

are

motives;

emotional

processes--although
emotional

processes.

processes
not
Just

all
as

perceptual processes may be conscious or unconscious (e.g.,
may emotional processes.
shock:

seep, 90), so

A person receives an electric

"Is this any less a perceptual process because it is

so painful and because the person tends strongly to translate
4
Since perceptual prohis perception into overt action? 11
cesses are greatly modified by learning and experience, emotional processes will become increasingly diverse and individualized.
strong

They will undergo radical change as a result of

alterations

of

perceptual organization.

Lazarus
proposes that emotion, as part of a process of
coping with threat, is the result and not the cause of cognitive activity involved in the appraisal of the threat.
That is, it must be distinguished from,
and is always secondary to, the recognition of threat.
An experiment by
Schacter and Singer (1962) is reported, in which subjects injected
with epinephrine (a hormone connected
with emotion which causes marked arousal of the autorttatic nervous system

4
5

Leeper, R. W. (1963) p. 244
Lazarus, R. S. (1966) pp. 249-260
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accompanied by subjectively experienced physical symptoms)
were variously exposed to

'stooges'

who also claimed to have

been injected and pretended either anger at the injection
or euphoria.

treatment,

Subjects reacted with anger or eu-

phoria according to their exposure;

it is claimed that given

a common state of sympathetic arousal,

cognitive factors

will always determine the nature of the emotion experienced.
On the other hand Arnold and Gasson state that while
there may be a perceptible interval between receiving a
stimulus and grasping its meaning,

there is no perceptible

interval between grasping its meaning

and feeling the appropriate emotion.

uating it)

Arnold and Gasson
feelings,

(perceiving and eval-

make a useful distinction between

emotions and moods.

Feelings are "those affective

states where the psychological reference is principally to
the subject";

7

they involve a reaction not to an object but

to the sense perceptions connected with it.
is pleasant,

it is really the sensation,

the sensing,

that is pleasant."

then,

"When a color

or more accurately

The connotation applies,

to "how the object affects the individual's sensory

and motor functioning and not how it affects him as a person."
Emotion is concerned with the effect of such an object
on the person, and implies a need for possession of the object.
A mood

is

a protracted

state which is not ascribed

to a

particular sensation, but which
reflects

the total inner state,

the total functioning of the
organism.
Moods and feelings
ing of the organism,

thus indicate the state of function-

and can therefore act as signals which

may induce the organism to reestablish effective psychological
6
7

Arnold, M. B.
Ibid, p. 210

and Gasson, J. A.,

S. J.

(1954)

pp.

203-221
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and physiological functioning.

Th s

element of choice is

far less present with emotion, which is in its essence a
motivating force.
Emotions depend upon an evaluative judgment of the
stimulus,
cation,

requiring sensation,

imagination,

memory,

impli-

in fact all of the powers of the individual as

they have been organized up to the time of the emotional
situation.

Emotions

the individual's

therefore play an important part in

integration and are potentially a force

for self-actualization if the individual can learn to utilize and control them.
All of the theories mentioned above describe relationships of intimacy and identity between emotion, motivation
and cognition in which emotion is seen as a positive factor
operating normally within the motivational framework to direct the organism towards

the satisfaction of its needs.

(It should be mentioned that behaviorist theory in general
holds emotion to be a disorganizing factor in personality;
however,

this is probably true only of extremes of emotion).

It seems reasonable,

therefore,

to state explicitly what

is at the very least implicit in Maslow's

that is,

theory:

an individual's response to need is not limited to unconscious conation, but is also experienced consciously in
the form of emotions,

and of cognitions of the nature of

the need and of potentially satisfactory gratifiers.
cognition need not be accurate, however.
in the following pages,

As will be shown

the more strongly a person is mo-

tivated by deficiency needs,

the more his perceptions will

be mediated by the specific nature of those needs.
more,

This

Further-

in the case of the deficiency motivation of a neurotic

individual,

perceptual distortion will be consequent not

only upon processes,

such as selective scanning,

dealing

totally with present reality, but also upon subsumption of
the present situation into the mold of some other,
barely similar situation,

from earlier life.

perhaps
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cognition,

Attention,

learning,

perception,

inseparable from motivational life.

effect,

are

To the extent that an

individual is seeking gratification of deficiency needs, his
attention will be directed

towards scanning

the environment

and selecting from it objects relevant to his needs,

those qualities

ception will abstract from the chosen objects
which are potentially useful as gratifiers
gratification,

his per-

or obstructive to

and he will feel positive or negative emotion

towards an object in proportion to its usefulness or danger
to his motivational needs.

In the measure that a person is

free at any time from deficiency needs, he will be more capable of attention to the whole stimulus field,

and an appre-

ciation of an object as a whole with all of the qualities intrinsic to it.
the type of percep-

Maslow describes as "rubricizing"

tual response which abstracts and classifies

At best,

with the dictates of deficiency needs.
has

the advantage of efficiency over fuller,

attention.

in accordance
rubricizing

non-classifying

Only that part of the stimulus which is relevant

to need-gratification receives a response.
the subject abstracts from the stimulus
predilection,

However,

since

according to his own

there is a tendency for his response to become

automatic or habitual.

Habitual responses

to familiar and

essentially repetitious stimuli free the individual to direct
his energies

to more complex,

nificant stimuli.

unfamiliar,

On the other hand,

sibility of responding habitually

perhaps more sig-

therce exists

the pos-

to situations which are

novel and require to be dealt with in a unique way.

In such

cases it is more efficient to avoid the rubricizing,

stereo-

typing response.
Although admitting

the efficiency of the rubricizing

response, Maslow is very critical of the extent

to which

people rely upon it; because of his fascination with the
ideal,

and because of the almost exclusive preoccupation of

the culture and the education system with the rubricizing
response, he provides us with an extensive catalogue of in-
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adequacies of the latter by comparison with peak perception.
A rubricizing response to an object requires its categorization in terms of qualities pertinent to felt needs.
This process usually makes use of categories already familiar
1 0
and comfortable to the observor.
Those aspects of the object not readily adapted to this sort of classification tend
to be unnoticed or ignored.

The process of abstracting re-

duces not only the material characteristics of the object
but also the temporal characteristics, since it tends to
freeze into an unchanging and partial image of its state of
being at the moment of cognition.

Science and linguistics

tell us ever more loudly that we live in a world of flux.
A full perception of an object will comprehend not only its
totality at any instant, but also its flow and change.
Maslow describes the specific effects of rubricizing in
the processes of attending, perceiving and learning.
The consequences of stereotyping of rubricizing in the
process of attending is that there may be discovery or.!..§_£ognition in the world only of those things that fit,

or can

be forced into the pre-existing categories in the mind of
the observer.

The important exception to this repudiation

of the unfamiliar is in the instance of the acute attention
given the unfamiliar but dangerous.
Experimental evidence relating aspects of the process
of attending to motivational states is plentiful.

McGinnies

1 1

presented neutral and emotionally loaded words tachistoscopically to subjects, measuring recognition thresholds and
galvanic skin responses during the pre-recognition period.
Subjects reacted with GSRs of significantly greater magnitude during the pre-recognition of emotionally laden words.
Additionally,

the threshold of recognition was higher for the

critical than for the neutral words.
Maslow, Abraham H. (1 954) Chapter 1 4 . The psycho10
logically deprived are especially incapable of departing
from the rigidly maintained categories with which they are
(See also Page 50. )
familiar and secure.
11
McGinnies, Elliot (1 949) pp, 244-25 1
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Rosen

12 showed that when subjects were able to avoid a

threatened punishment in an experimental situation by correct
perception of a stimulus presented tachistoscopically, perceptual duration threshold was lowered.

If punishment could

not be avoided and the stimulus thus became much more threatening,

the recognition threshold was raised and perceptual

disruption occurred.

It might be hypothesized that since a

need-motiva ted person is more likely to be chronically anxious and threatened, higher perceptual thresholds, and even
perceptual disruption, will characterize his responses for
more of the time.
13
Maslow
believes that the deficiency motived person
will perceive in a rubricizing manner, and therefore will
prefer the familiar and expected to the unfamiliar and surprising,

the schematized and the organized to the unstruc-

tured and ambiguous or chaotic,

the named to the unnamed,

the meaningful to the meaningless,
the unconventional.
already mentioned,

the conventional to the

In addition to the obvious disadvantage
it seems that once an object or exper-

ience has been stereotyped --perhaps wrongly--fu ture contradictions to the classificat ion will be regarded as exceptions
which need not be taken seriously.
As in the cases of attention and perception,

the value

of habit in the learning process is dependent upon circumstance.
to

Maslow defines habit in this case as "an attempt

solve

solution.

a present

problem by

using a previously successful

This implies that there must be (1)

a placing of

the present problem in a certain category of problems,

and

the most efficient problem solution for
14
this particular category of problems."
In addition to
(2)

a selection of

avoiding the unique aspects of a problem,

this process again

tends to render static and repetitious a world which to an
important degree is dynamic and unforseen at any moment.
12
13
14

Rosen, A. C. (1954) pp. 182-194
Maslow, A. H. (1954) Chapter 14
Ibid. p. 271

To
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the extent that a problem is a repetition, in its significant
aspects, of a previous problem, the habitual response is appropriate.

(It would seem to be unusually inappropriate in

a society undergoing rapid change.)

On the other hand on

some occasions the "presence of a habit may be worse than no
reaction at all, since the habit guarantees resistance to
and delay in building up the newly necessary reaction to the
,
•
II 15
new situation.
Maslow quotes Bergson:
"Our freedom, in the very moments by which it
is affirmed, creates the growing habits that
will stifle it if it fails to renew itself by
constant effort:
It is dogged by automatism.
The most living thought becomes frigid in the
formula that expresses it.
The word turns
The letter kills the spirit." 16
against the idea.
Because holistic thinking is directed to the intrinsic
nature of a particular problem, by comparison with thinking
which depends on habit it is much more strongly linked to
perceptual than to memory processes.

It is therefore a more

appropriate mode by which to depart from the status guo, and
for arriving at a new and creative formulation.
There is a wealth of experimental evidence relating
motivation and perception.

For instance, a number of ex-

periments have demonstrated that value can influence the
judgment of physical magnitude.

Ashley, Harper, and Runyon

presented to Ss a grayish metal slug, describing it at different

presentations

as

consisting

of metals

of

varying

value.

The richer the metal, the larger seemed the magni18
tude of the slug.
Bruner and Goodman in a similar exper-

iment found that coin size was over-estimated more by poor
children than by rich children.
Allowing for differences in orientation and terminology,

the weight of the experimental evidence relating per-

Ibid. p. 271
15
Ibid. p. 276(See also p, 107for a discussion of "Deauto16
matization" .)
"Creation is a stone thrown uphill against the downward
17
Frank Barron (1963) p. 249, paraphrasing Berrush of habit."
gson.
Tajfel, H. (19 57)
18
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ception to personality traits supports Maslow's

contention

that the psychologically healthy individual is more able to
perceive accurately,

in objective terms,

logically deprived individual.

than the psycho-

Since it is also claimed

that holistic thinking is more appropriate than associative thinking for

creative problem solving,

it is interest-

ing to find the freedom from need-motivated perceptual distortion correlated with the presence of traits
tic of the creative personality.
McKinnon,19 for instance.

Such was the finding of

Subjects

were better able to estimate

characteris-

displaying such traits

the verticality of a line

against the distorting influence of a surrounding tilted
frame in the absence of all other visual clues

to vertical-

ity.
Simpson20 has been able to show a highly significant
correlation (p
felt

<

.011)

between the number of Maslovian needs

(or "psychological deprivation")

sured by the Rokeach scale.

and Dogmatism as mea-

A similar correlation was found

between Dogmatism and Manifest Anxiety.

Those with

(Taylor)

closed minds as determined by the Dogmatism Scale tend

to

emotional rejection of opposing beliefs and certain problems,
and were resistant to new ideas

In an exper-

and to change.

to solve

imental situation they were shown to take longer
certain problems

involving analysis

open-minded subjects.
Bruner

and synthesis

than did

Similar phenomena are described by

in relation to the state of "functional fixedness"

found in emotionally disturbed children.
· 21 ex hib'its
·
P ersona 1ity
'
Th e A ut h oritarian

characteris-

ties which translate into high security needs in Maslovian
terms:
row;

his

cognitive style is rigid,

and nar-

he is unable to tolerate ambiguity and prefers abso-

lutes;

he cannot easily handle abstractions and

in very concrete terms.
19
20
21

inflexible,

Frenkel-Brunswick has

McKinnon, D. N. (1960)
Simpson, Elizabeth L. (1970)
Adorno, T. W. et. al. (1950)

thinks

only

shown that
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people who are intolerant of ambiguity are relatively
to new information which could expand

closed

their intel-

lectual resources.
As a means

to gaining a perspective of the possible

range of perceptual variation impelled by the various motivational and emotional states, we should compare the type
of cognition represented above regarded by Maslow as most
the

desirable because least distorted by deficiency needs:
paradigm case of unmotivated perception as found in the
peak experience.

The description given here is based upon

a composite formed from some three hundred and
He cautions

counts collected by Maslow.

that no one subject

Although this

reported the whole syndrome.

twenty ac-

type of per-

ception is achieved most clearly and fully during peak experience,

the normal perceptions of the psychologically

healthy person, who is less deficiency motivated and who
more often has peak experience,

approach it more closely

than the usual perceptions of the deficiency motivated
person.
During the peak experience,
tends

"an experience or object

as a complete unit, detached

to be seen as a whole,

from possible usefulness, from expediency,
22
and from purpose."
An object is experienced more for its
own nature than for its relevance to human concerns . "Perception can be relatively object-centered. It is possible in
from relations,

the aesthetic experience or the love-experience to become so 'poured into' the object that the self, in a very
real sense, disappears.

An alternative way of looking at

this phenomenon is that,

as a result of "complete,

momentary loss of fear, anxiety,
control,

inhibition, defense,

a giving up of renunciation, delay,

--a fusion of id,

and

and restraint,"

ego, and superego--the individual opens

up totally to the experience.
22

though

Maslow, A. H.

(1962)

Chapter 6
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Many dichotomies and conflicts no longer seem to have
meaning.

The whole world is seen as a unity,

or a part of

the world is seen as though it were all that existed.
is a "caring",

a "complete,

loving, uncondemning,

There

compassion-

ate--perhaps amused acceptance of the world".
The total centering in the present experience of the
percept,

detached from its

relations with a conceptual class,

or as figure on a spatic-temporal ground,

can lead to a sub-

jective disorientation in time and space.

This concrete,

idiographic perceiving has been described by Northrop as the
essence of artistic perceiving--an impressionist immediacy,
the innocent eye of childhood.23
the freshness of the object,
in all the richness of its

The wholeness, uniqueness,

are preserved.

color and detail,

It is perceived
and can be ex-

perienced over and again with increasing appreciation.
On the other hand,

a single viewing is often sufficient

to fulfill the categorizing, anxiety-reducing needs of the
deficiency motivated,
quired nor enjoyed.

and further attention is neither reDespite the reduced intake of informa-

tion about the object in normal perception,
by comparison with peak perception.

it is very active

The latter

is passive in

the sense that it does not seek to order the percept in any
way; Krishnamurti's description of this passive perception is
"choiceless awareness".24
Paradoxically,

the emotional reaction to the peak exper-

ience can include feelings of awe, reverence, humility and
surrender, not without a touch of pleasant fear,
something almost overwhelmingly great.

as before

There is often the

subjective feeling of absoluteness about the percept,
about the experience, which seems
idity or self-justification.

to carry an intrinsic val-

It is not a means

tant goal, but an end in itself,

and

to some dis-

existing totally in the here-

and-now.
F.S.C. Northrop (1968)
Also, Maslow (1962) p. 84:
.I have found the same exceptional ability to perceive
the concrete in good artists and clinicians as well, even
though not self-actualizing.
.For most philosophers and
artists, to perceive a person concretely in his intrinsic
uniqueness is to perceive him aesthetically."
Krishnamurti, J. (1967) Peak perception in this respect
24
may differ from artistic perceiving
(But s e e p . 158).

"

23
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"The peak experience is only good and desirable,
is never experienced as evil or undesirable."

and

Maslow makes

the assumption that during the peak experience "the nature
of reality itself may be seen more clearly and its essence
penetrated more profoundly,

and that therefore evil or pain

or threat are only consequences of a restricted perception
which does not see the world as a whole.

In this reality

inhere a set of values which are in sharp con rast

to the

means oriented values of the deficiency motivated person.
They in-

These values are named by Maslow 'Being-values'.
elude wholeness, unity, simplicity;
rightness;

completion; justice,

perfection,

oughtness;

just-

aliveness,

taneity; richness and intricacy, but simplicity,
ly; beauty;
playfulness;

goodness;

uniqueness;

truth, honesty,

effortlessness,

reality;

spon-

essentialgrace;

self-sufficiency.

In

addition, there is a sort of isomorphism between the essential nature of the world as seen by the person, and the
25
strengthening of this nature, these values in himself.
Maslow's account of cognition and learning sets up a
dichotomy between abstract and holistic modes of experiencing.

While it is true that the occasional utility of rub-

ricizing is admitted,

a value judgment has been made and

the weight of the subsequent argument lies heavily in favor
of a holistic and concrete apprehension of the world.
ever,

How-

there is an aspect of the function of the abstracting

process which should be discussed.
According to information theory,

the meaning of an

event lies in its relationships with objects and events external to itself.

The abstraction from an object or event

of certain particular qualities allows its comparison through
the relationships of identity or similarity or variation or
contrast with other objects or events,
class or hierarchy or configuration.

or its placement in a
Ignoring for the mo-

25
Critiques of Maslow's account of the peak experience
may be found on pages 35-37.
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ment questions

of value and affect,

it may be said that for

any individual the wider his frame of reference for a particular event,
from it.

the greater will be the meaning he extracts

Maslow's

theory itself has meaning in this sense.

It is not presented as an aesthetic object, but as an argument based on a network of more or less

empirical findings

which achieve meaning or value to the extent

that

they can

be integrated into a broader and previously substantiated
theory.

On the other hand,

an object or event perceived

during peak-experience "tends

to be seen as a whole,

complete unit,

relations,

fulness,

detached from

as a

from possible use-

from expediency and from purpose," but is also im-

bued with meaning for the perceiver.
Do we have here two irreconcileable experiences
meaningfulness?

Perhaps during peak experience relationships

are made--but unconsciously.

But are they the same sort of

relationships which would be made consciously?
perhaps

of

the difference lies

2 6

Then again,

in the type or degree of affect

associated with each type of perception:

affect in the case

of a perception of generic meaning being limited to a glow
of cognitive mastery as qualified by the

(emotional)

ciency need most in question in the individual case;

defiaffect

in the peak experience a more total and ego-transcending
immersion and identification in the object.

Perhaps under

certain circumstances

there is not a discontinuity between

these two experiences

of meaning:

stract relationships

the apprehension of ab-

in an intense problem-solving situation

may trigger a peak-experience.
continuum here is lent

The idea of some sort of

credence by Bruner's discovery that

the perceptual experience of children with a special type
of learning block is confined within the limits of particular events and is unable to go beyond them to their generic
context.
26
laws

Probably there would be greater participation of the
of primary process.
See page 88.
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Self-actualizing people seem to find both types of operation valuable,

even during peak-experience when they were

found to display "the ability to abstract without giving up
concreteness and the ability to be concrete without giving up
abstractness."

Maslow found "not only a reduction to the

concrete but also what we might call a reduction to the abstract,
Also,

i.e.,

a loss of ability to cognize the concrete.11

as already noted,

for much of the time.
needs,

2 7

all people are deficiency motivated
The discovery of gratifiers for basic

and their efficient utilization, requires categori-

zation and abstraction and in some cases automated responses,
as the alternative to an endless series of trial and error
responses for every situation.
As Maslow contrasts perceptions associated with coping
and expressive behavior,

so Bruner compares those associated

with coping and defending:
"Coping respects the requirements of problems we
encounter while still respecting our integrity.
Defending is a strategy whose objective is avoiding
or escaping from problems for which we believe there
is no solution that does not violate our integrity
of functioning . . • neither §oping nor defending is
2
found often in pure form."
A neurotic person beseiged by an overwhelming need for safety may not be able to enter into a problem at all,

or as

mentioned above, will not be able to go beyond the most persistent and immediate particulars of the problem.

The rela-

tively simple dichotomy between merely acceptable abstract
perceiving and highly desirable concrete perceiving needs
modification.

Abstract perceiving is appropriate to defi-

ciency need satisfaction and effective to the extent that
it comprises an adequately broad view of

the relevant cate-

gories of experience, and their content and relationships.
The optimum extent of this frame of reference will be governed by circumstance, but will be neither so confined as
to deprive the situation of meaning (as defined by inform27
Maslow, A.H. (196 2 ) pp. 83-84.
Maslow does not explain
the contradiction between these two statements.
28
Bruner, Jerome (1966) pp. 12 9-130 . Bruner's theory is
congruent with the theories of dogmatism and authoritarianism.
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ation theory), nor so broad as

to make action impossible,

or categorization meaningless in terms of the problem.

It

may be that unique circumstances will be favored by recourse
.
29
to a b roa der view.
The psychologically healthy person has easier access to
the concrete perception of peak experience.

He also is bet-

ter able to engage in that abstract thinking which recognizes present realities, which chooses for attention the
most relevant parameters of a situation, without being limited or diverted by neurotic blocking,

and which maximizes

previous learning, by delaying need gratification in order
to seek the widest frame of reference for the situation.
Education should encourage flexibility in perceiving, with
preference for the clearest and most whole perception consistent with the individual's needs in a given situation.
Maslow presents an argument in favor of concrete over
abstract cognition.
ences reversed,

A similar argument, with the prefer-

is advanced by Bruner.

Bruner's

of concrete perceiving are only loosely analogous
However,

for this very reason,

categories
to Maslow's.

they make a valuable addi-

tion to the present discussion,
It is in the nature of intellectual growth, according
to Bruner,

that the individual's responses become increas-

ingly independent from the immediate nature of the stimulus.
This is partly a consequence of an increase in the ability
to internalize events into a memory storage system, making
possible an understanding which goes beyond the particulars
of any single situation.
There is a growth in logical behavior and in the ability to deal with multiple dimensions of sequences of events.
All these abilities depend in large measure upon an increasing use of language as a means of representing internally
an outer reality.
29
ing.

.or a different level or mode of mental functionSee pp. 100-125,
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Language is the last to develop of three modes of representation--enacti ve, iconic, and symbolic.30

The very

young child defines objects and events in terms of the actions taken towards them.
"An object is what one does to
3 1
· b 1 e except 1n
· terms o f action.
·
and 1·s not cQnceiva
1.t, "
In the second stage of development, objects are internally
represented through the use of summarizing mental images.
During this stage,
"the child is a creature of the moment; the image
of the moment is sufficient and it is controlled
.The child
by a single feature of the situation.
can (mentally) reproduce things that were there
.But he can only reproduce the order as
before.
.He can copy but not transpose." 3 2
he saw it.
Gradually the increasing use of verbal symbols displaces
the use of this iconic mode of representation and releases
the child from the immediacy of any situation.

Words can

be used to stand for objects that are not present, and
later can become
"the vehicle for dealing in the categories of
the possible, the conditional, the counterfactual conditional and in the rest of the vast
realm of mind in which words and utterances have
no direct referent at all in immediate experiIt is in these realms that powerful repences.
resentations of the world of possible experience
are constructed and used as search models in
problem solving. 11 33
Bruner maintains that unless an emancipation from enactive and iconic modes is effected severe learning difficulties will follow.
from affect,

Iconic representation is inseparable

(which Bruner seems to see as disorganizing),

and enactive representation is of course inseparable from
action.
30
These three modes parallel the developmental stages
In
proposed by Piaget: sensorimotor, concrete, and formal.
terms of previous discussion it is the latter which may be
considered an abstracting or rubricizing mode.
31
Bruner, J. (1966) p. 12.
3 2
Ibid, p. 1 3 . Also, Chapter 7 of this study is devoted
to a discussion of mental imagery.
33
Maslow's cognition of the abstract seems
Ibid p. 14.
to be related to the symbolic mode of representation while
cognition of the concrete is associated with the other modes,
and especially the iconic.
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"Many of the affects and gratifications that give
structure to earliest experience are products of
taboo and prohibition encountered in socializaAnd so too the ideational connections learned
tion,
under their sway.
They become the 'dangerous
thoughts' of childhood which may later generalize
to the preemptive metaphors of defensive cognitive
4
activity, 113
Therefore the development of the symbolic mode must be encouraged not only because it permits logical thinking, but
also because it allows thinking to be divorced from action
and affect.

Experimental evidence is offered for this view.

Although Bruner,

like Maslo

an absolutist position in his

attempts

theory,

to avoid taking

it is weighted to sup-

port two propositions which I find contentious.
proposition seems

The first

to be that since the inability of some

psychologically unhealthy children to learn can be explained
by a generalized emotional disorganization which extends
into the learning situation, then the learning situation of
all children should be freed from affect,

partly through

emphasis upon the symbolic mode at the expense of enactive
and iconic modes which are supposed
tied to affect.

to be more closely

This is objectionable in Maslovian terms

because it defines what is best for the healthy by reference to what would be helpful to the sick.

Also it has

been suggested earlier in this chapter that affect is inextricably tied with any cognitive situation of importance
to an individual.

It would seem better to encourage a

close familiarity with one's

emotional life and a capacity

to de a 1 w i th i t ap prop r i a te 1·y and f1ex ib 1y th an to d en y
its existence during school hours.
unable to deal with affect on this

Those children who are
level due to severe

psychological disturbance are probably in need of specialist assistance and do not fall within the purview of this
study.
34

Ibid pp.

133-134
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The second proposition is burdened by a value judgment
which happens to be obvious in the relatively unusual contett of a study of music curriculum.

It is

this:

the de-

velopment of most of the intellectual capacities which are
valuable to us depends upon growth in the ability to make
use of the symbolic mode of representation--or more specifically,

language.

Bruner believes that enactive and iconic

modes should be developed, but mainly as accessories to the
symbolic mode.
The writer does not propose to deny the importance of
language as a tool of survival in our society.

However,

the view that the most valuable intellectual capacities are
those which depend upon language is simply a statement of
the society's consensus on this matter.

There are other

intellectual capacities in which language is not central,
which are relegated here to secondary importance;

e.g.,

it

seems probably that the iconic mode is central in the work
of musical composition, with language taking an accessory
role.

This study undertakes an examination of mental ima-

gery in Chapter 7.

It will be shown there that the symbol-

ic mode usually develops at the expense of the iconic mode,
given the present emphasis of society and education.
Maslovian terms,

In

abstracting is encouraged over concrete

perceiving and the latter ability is lost.
Bruner assumes a multitude of skills which can only
be handled with the use of verbal representation.

For in-

stance since the five year old child who depends on the
iconic mode
the same is

'can copy but not transpose',
true of adults.

it is implied that

But in Chapter 7 it will be

shown that some adults not only can visually represent to
themselves totally imaginary objects but can also voluntarily control transformations of those objects.

We know very

little of the potential intellectual capacities which could
be based upon the iconic mode.

The same is

true of the en-

active mode, which is possibly of great importance to those
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whose interests

This is the

center upon kinesthetic skills.

case to some extent with the musical performer, and even
more so with the dancer,

or athlete.

The iconic and enac-

tive modes are neglected and atrophy not because we know
that their potential as intellectual tools is limited, but
because the dominant social customs favoring the symbolic
Bruner

mode do not give us reason to investigate them.
points

to the experimental evidence for the crippling ef-

fect upon intellectual growth of a deprived environment-But the em-

especially a deprived linguistic environment.

phasis upon linguistic deprivation is a consequence of the
supposed cultural dependence upon verbal language.

The en-

vironmental deemphasis upon the use of the other modes may
result in a similar deprivation and failure of growth which
passes unnoticed because it is not measured in the schools,
or because it relates to skills which are not conventionally
valued.
Bruner has attempted to demonstrate an association between psychological growth and abstract cognition, Maslow
between growth and concrete cognition.

Robert Mogar,

last theorist to be presented in this chapter,
each of

the

proposes

that

these modes is preferred according to a classific-

ation of personality type.

The relationship of cognitive

mode to psychological health is therefore cast in different
terms:
tural

psychological deprivation will result from a culinsistence upon

Mogar 1 s

3

the

non-preferred mode

perceiving.

odel is based on Jungian theory as opera-

tionalized in the Myers-Briggs Type Indicator
theory proposes

(1962).

This

two modes of perceiving or apprehending:

sensing and intuiting,
ting:

of

and two modes of judging or evalua-

thinking and feeling.

As will be seen,

sensing and

thinking are consistent with the analytical or symbolic mode.

3

5

Mogar, Robert E.

(1969)
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To sense is to use the conscious processes
knowledge of details

and elements.

To intuit is to use un-

conscious processes of "inner perception"
ledge of possibilities, principles,
Magar claims

to attain know-

or Gestalt totalities.

that neither mode of perceiving is better at-

tuned to ultimate reality,
seems

to gain a

and that either may err.

(It

to this writer that the two modes may each be appro-

priate to contrasting aspects

of reality.)

The information received through sense or intuition
may be evaluated by thought--an impersonal discrimination
by rational inference with the aim of deciding upon the
truth or falsity of a percept--or through feeling--a discrimination between liked and not-liked, valued and notvalued.

Magar maintains

both involve judgments,

that since thinking and feeling
and since an event cannot be

judged by two standards simultaneously,
feeling must be incompatible.

then thinking and

This supposition seems

to

be tenable at best only on the trivial grounds of a strict
definition of simultaneity.

But, as reported, Arnold and

Gasson maintain that there is no perceptible time interval
between grasping the meaning of an event and feeling the
appropriate emotion.

The argument therefore does not seem

to be sustenable empirically, nor does it follow logically
since thinking and feeling cannot be held to be logical opposites.

(None of this is to deny the efficacy of main-

taining a distinction between what one likes and what one
finds

to be true.)
Every individual develops

a preference for one type

of perceiving and one type of judging.
modes are independent,
judgment types:

there are four possible perception-

sensing-thinking

intuiting-thinking

Since these two

(IT),

(ST),

sensing-feeling

and intuiting-feeling (IF).

the individual whose superior function is ST,

(SF),

For

there will

be two undeveloped modes which combine in a primitive, unused type,

IF.

There will be two auxiliary functions,

SF

and IT, whose use will depend upon the demands of the situation and upon the individual's

capacity for behavioral
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flexibility and his desire for experiential richness.

The

psychologica lly deprived person with high safety needs, or
the dogmatic or authoritari an person, will cling to the superior perceptual-judgrnent mode and rarely make use of auxiliary modes.

In Piagetian terms, for such a person exper-

ience must be assimilated into the structure of the superior
function; accommodation, especially if it involves an extension into an auxiliary function,wil l be much more difficult.
The various configuratio ns of perceptual- judgment modes
produce different life-styles.

These are represented in the

summary in the following table, which, is derived from a lar36
ger table offered by Mogar.

People who prefer

ST

SF

IF

IT

tend to be

practical
& matterof-fact

sociable intellectual ly enthusiastic
& insightful
& friend- ingenious
ly

and interested in

business

people

They are typed as

social
realistic
or technical

science

symbols

intellectual

artistic or
creative

Jung believed that neurotic symptoms will develop in the
individual living in a social environment which places a premium upon the use of the inferior functions, or which continually denies the expression of the inferior function.

The

consequences of our society's preference for sensing and
thinking are elaborated in the Magar article.
The implications of Mogar's theory for education can be
accepted without adhering precisely to his model.

Operation-

ally, the Maslow prescriptio n for psychologic al growth, in
which the individual is encouraged to choose delight over
boredom, growth over safety, should permit growth in superior and auxiliary modes provided that the components of all
36
Ibid. pp. 24-25. See also T. Bentley Edwards (1968). Edwards supports statisticall y the proposition that education
will be more effective which matches in style and content the
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modes are represented in the instructional situation.

In

order to insure just this comprehensiveness we attempt here
the construction of a model of mental functioning which will
combine and integrate the elements of the theories so far
presented.
For this purpose certain amendments
Maslow's categories must be proposed.

to Mogar's and

The distinction be-

tween sensing and intuiting is useful; however,
also be intuitive.

Therefore,

thinking can

the holistic-abstracting con-

tinuum proposed in connection with Maslow's theory of perception will be substituted, with this further alteration:
in accordance with the theory of altered states of consciousness which proposes the heavy participation of primary process in the peak cognition which lies at the holistic pole
of the continuum,

the first category will include all aspects

of perception--or input of data--along a primary-secondary
process continuum.

As will be made evident in Chapter Six,

this continuumdoes not exactly parallel the holistic-abstracting continuum since the most habitual perceptions
are carried out on a preconscious level.

However,

the pri-

mary-secondary parameter is more basic and ensures the inclusion of all types of perceptual acts.
Mogar's term "thinking" will be retained to denote all
processes of transformation of data except those occurring
in the act of perception.

Thinking will also be conceptual-

ized along a primary-secondary process continuum.
Although the distinction between thinking and feeling
as means of judgment is useful,
ity is not acceptable.
vate,

their alleged incompatibil-

Feeling will be understood to moti-

or to participate in, both perceiving and thinking in

varying measure according to circumstances.

In accordance

with the Arnold and Gasson distinction between emotion,
feeling,

and mood,

the term "affect" will be substituted.

preferences of students.
These preferences are classified
on a four-polar model: a deliberative or a non-deliberative
approach to a social or a non-social environment.
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These three categories

are now combined with Bruner's

modes of representation to form a heuristic model of mental
functioning.

A third dimension for this model is

provided by distinguishing between the sources of the data
acted upon by the mind;

the self(including data from

memory and bodily functions), interactions of the self
wlth other people,

and interactions of the self with

things other than people.

'
'·

·-------- --------- --------·--

PrimcryPerceiving
Secondary-

Intrapersonal

PrimaryThinkir.g

''

SecondaryAffect
Enactive

Iconic

Symbolic
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CHAPTER FIVE
THEORIES OF INSTRUCTION
An effective education should permit or encourage the
development of capacities in all the categories represented
in our model of mental functioning.

Most learning theorists

emphasize a small number of categories to the exclusion of
others.

For a theory of instruction which combines and in-

tegrates

these abilities, we therefore must refer to a num-

ber of contributing theories.

We begin with an area of

traditional interest to education:

the choice and organiza-

tion of cognitive curriculum.
(Nonoersonal)

.

1

Enactive

Iconic

Svmbolic

- - - - - - - - - - -- - -- - - - - - - - - - - -

p erception-2Thinking-

x

- -

Affect

Bruner's ideas concerning the organization of cognitive
curricular content are particularily appropriate to the problems of instruction in music.1

In brief summary,

the stu-

dent of music now enters a musical world in which he will be
confronted with many styles of music, each with its own set
of assumptions which may or may not be applicable to other
styles.

In the face of

this undeniable fact, music instruc-

tion, with few exceptions,

continues to offer a basic cur-

riculum centered upon a single style, and taught in such a
way that learning is not easily transferred to other styles.
1
These problems are elaborated in Part 3, and especially
Chapters 12 to 14.
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What is needed is a basic curriculum which somehow comprehends the whole world of music.

It is not clear whether

this is possible; Bruner's theory of the structure of knowledge presents an approach to the problem which will be
central to the possible solution proffered by this study.
"Students, perforce, have a limited exposure to
the materials they are to learn.
How can this
exposure be made to count in their thinking for
The dominant view among
the rest of their lives?
men who have been engaged in preparing and teaching new curricula is that the answer to this
question lies in giving students an understanding
of the fundamental structure of whatever subjects
we choose to teach."2
The more fundamental or basic the idea learned,

the

greater will be the breadth of its application to new prob!ems.

In the case of music, the more styles to which an

idea is applicable, for instance, the greater will be its
explanatory power.
The effectiveness of any organization of knowledge is
a matter not only of internal elegance, but also of its usefulness to an individual learner.

Such a structure.

"may be characterized in three ways, each affecting the ability of any learner to master it:
the mode of representation in which it is put,
its economy and its effective power.
Mode, economy, and power, vary in relation to different
ages, to different "styles" among learners and to
different subject matters."3
The three ways of representing knowledge are through
action--the enactive mode,
what one can do with it,

in which a thing is defined by

through imaging--the iconic mode,

or through logical and symbolic propositions--the symbolic
mode, whose universal expression is verbal language.
"For any domain of knowledge, one can rank summaries
of it in terms of their economy.
.(that is) the
amount of information which must be held in mind and
processed to achieve comprehension."4
2
3
4

Bruner, Jerome (1960)
Bruner, Jerome (1966)
Ibid, p. 45.

p. 11.
p. 45.
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The economy of structuring in a particular area of knowledge
will vary with the mode of presentation,
in which information is presented,

and with the sequence

or the manner in which it

is learned.
Bruner believes that an optimal presentation of information usually will pass
iconic,

through a sequence of the enactive,

and symbolic modes,

in this order of their appear-

ance in the developing child.

The presentation of informa-

tion must be consistent with the student's style of perceiving and thinking.

This implies not only an appropriate

choice of mode, but also consideration of attitudes and
styles of communication of the culture in which the student
lives and grows.

Attention must also be given to the in-

ternal structuring of the sequence,

for instance with re-

spect to the estimation of the optimum step-size between
segments of information which will create that amount of
tension necessary to initiate successful problem-solving
behavior.

Bruner summarizes

the criteria relevant to the

design of instructional sequences:
"speed of learning; resistance to forgetting; transferability of what has been learned to new instances;
form of representation in terms of which what has
been learned is to be expressed; economy of what has
been learned in terms of cognitive strain imposed;
effective power of what has been learned in terms of
its generativeness of new hypotheses and combinations.
Achieving one of these goals does not necessarily bring one closer to others; speed of learning,
for example is sometimes antithetical to transfer or
to economy. 11 5
The effective power of any particular way of structuring knowledge,

for a particular learnerf is equivalent to

the generative power of that set of propositions for him.
This generative power might be demonstrated by the ability
to connect things which were apparently unrelated.

A pow-

erful structuring technique is therefore usually economical.
5

Ibid,

p. SO.
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The effectiveness of instruction will be influenced by
the provision to the learner of feedback about the success
of his efforts,

at that point in the instructional process

when such information will be most useful in promoting and
directing the pursuit of further knowledge.

This feedback

should be given by the tutor to the learner in such a fashion that it is eventually possible for the learner to take
over the corrective function himself.
My own experience with,

for instance,

musical improvisation, suggests

the teaching of

that in some circumstances,

the careful sequential presentation of material may be detrimen•al to learning.

(See page

257 ,)

This seems not

simply a problem to be solved through discovery of a better
sequence.

Rather,

the method outlined above implies an ab-

stractive approach which may be too unwieldy for artistic
production.
as a whole.

When listening to music,
6

music; here,

one usually "gets"

it

This must be even more true of improvising
separate consideration of each parameter is im-

practicable.
(Nonpersonal)

-

Perception::.
Thinking-

-

Iconic

Enactive

2

-

- - - - - - - - -

-

- - - - - - -

Svmbolic

c..

...

- - - - -x- - -

'--

Affect

Bruner makes some allowance for such a possibility in
his advocacy of

the development of

cording to Bruner

7

intuitive thinking.

Ac-

, intuitive thinking is distinct from an-

alytical step-wise thinking in that a thinker may arrive at
an answer without having an awareness of how he obtained it.
The ability to make such intuitive leaps may depend upon a
6
Remember that Northrop suggests that artistic perceiving is essentially concrete perceiving. (Page 52 .)
7
Bruner, Jerome (1960) pp. 57-8.
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familiarity with the structure of the domain of knowledge
involved.8

The truth of the intuitively achieved solution

can be evaluated only by recourse to analytical thinking.9
Nevertheless,

intuitive thinking can be effective in some

situations where analytical thinking is not possible, and
faster in cases where analytical thinking is unwieldy.
Bruner's definition of intuition obviously differs
from Mogar's.

The difference is not only in Bruner's ap-

plication of the term to "thinking",

as opposed to Mogar's

application of the term "perception".
intuition as mainly a primary process.

Mogar conceives of
Bruner uses the

term to indicate a secondary process utilizing the symbolic mode,

involving a "regression"

sarily
This

and probably regards Mogar's "intuition" as necesto the non-symbolic modes.

type of distinction will appear again in relationship

to the theories of creativity; behaviorists,

such as Guil-

ford, describe creativity mainly in terms of secondary process "divergent thinking", whereas clinical psychologists
the importance of the primary process.

stress

By comparison with analytic thinking,

little is known

about the means of development of intuitive thinking.
the context of

this study,

intuitive thinking will be con-

sidered mainly as an aspect of
tivity,

In

the larger problem of crea-

to which Chapter 6 is devoted.

For the present,

we mention only the possibilities advanced by Bruner.

Since

intuition requires guessing and the likelihood of error,
the student must have confidence in the appeal to intuition
as an acceptable and useful intellectual operation.

Under

appropriate epistemological circumstances, he should be encouraged

to guess.

It will be helpful if

to make intuitive guesses.

the tutor is seen

It is hypothesized

that an em-

phasis upon the structural connectedness of knowledge will
increase the effective power of an individual's intuitive
8
9

Ibid., p.
Ibid., p.

62.
58.
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judgments.

An ability to perceive such relatedness could

also be induced through familiarizat ion with heuristic procedures, such as the use of analogy or symmetry,

the exam-

ination of limiting conditions, or the visualizatio n of
10
the solution to a problem.
Since Bruner seeks the emancipation of cognition from
affect, and since the enactive and iconic modes are purported
to have strong ties to the affective domain,

these modes of

representati on are not treated extensively by Bruner.

On

the other hand, Richard Jones,11 a psychologist of Freudian
orientation who worked with Bruner in curriculum development,
proposes the necessity for affective education and therefore
for the nurture of the abilities of enactive and iconic representation.

Thus, Jones accepts Bruner's formulations for

instruction in the cognitive realm, but adds to these a
theoretical framework for the integration into this cognitive structure of an orderly development of the emotions.
Although theoretically in favor of development of the enactive mode, Jones makes his major contribution in the
12
areas of iconic and affective development.
Nonpersonal and Intrapersona l;Interperso nal not explicitly
involved.
erception-

--4X ---- ___ x ____ _

Thinking---!2 --i l _ _ _ _ _ _ _ x ____ _
ffect

(X)

X
X

X

Jones takes issue with Bruner's denial of the affective
and imaginal worlds in cognitive development;

this very de-

nial may result in intellectual timidity or even the blocking
which Bruner is attempting to circumvent.

The child whose

"defensive specialty is that of excessive intellectual ization" will be encouraged thereby to lose touch with "its
stomach for the human instincts".

The student who wishes to

Ibid p. 63 f.
10
11
Jones, Richard M. (1968)
12
In chapter 7, a distinction is made between memory and
imagination imagery--the latter involving primary processes
imagery is closer to Jones' interests than the former.
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create, rather than merely to know or understand, may forget
how to find inspiration and refreshment in the enactive and

.
13
i conic
. 1 oc1. of crea t ive
.
energy an d invention.
.
Most important to conventional educational objectives,
the freedom from excessive drive which Bruner finds essential
to cognitive growth

14

may be frustrated by the blocking of

the drive-satisfaction which is achieved most effectively
through the enactive and iconic modes.

Jones states that

"the satisfaction of these drives is regulated,
for the most part, symbolically.
It is sometimes
misunderstood, for example, that Freud referred by
the concept of the id to primitive impulses to engage in sexual and aggressive acts.
This is not
so; he referred by the concept of the id to primitive images (i.e. enactive and iconic symbols) of
sexual and aggressive acts--for, in humans, images
are the forms impulses normally take.
.(In) all
but the most seriously ill human beings, drives
find their satisfaction, and thereby remain free
from excess, by symbolic means. 11 15
Symbols are not only the mental representatives of
internal states: "human beings perceive the world symbolically".

."when awake and asleep,

cognitive, and recognitive event.

in every perceptual,

Perception involves
16
an imaginative transformation of all perceptual data.
"

"Imagination" is thus ubiquitous and will therefore be
present in the learner, whether or not taken into account
by a theory of instruction.

Since human culture is created

and sustained through use of imagination,

through "the

distinctly human capacity to condition (one's own)

stimuli,"

education must deal with the imagination.
"The culture we are currently passing along is
changing so rapidly that it can surely soon be
said of an individual child that if he is not
properly equipped to contribute to his culture,
he is not properly equipped to live in it."
13

14

Ibid.

p. 230

S e e p p • 31-33.

15
Ibid. pp. 256-7. But release through action is the most efficient.
16
Ibid. p. SS (But see the description of peak cognition,
pages 51-53, this study.)
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The enactive and iconic modes are then central to the
experiencing and development of both emotion and imagination.

Furthermore,

their suppression is a disturbance of

the psychic economy which diverts energy from the achievement of conventional cognitive objectives of education.
Jones makes a case that their development is not only intrinsically desirable but also can be placed in the service
of cognitive development.
Two models are put forward by Jones as the basis for
classroom procedures.

The first model is presented in re-

sponse to objections to the introduction of emotional issues into the classroom:

firstly,

be threatened by such issues;
not play therapist.

that the children will

secondly,

that teachers should

Jones responds with a description of

anxiety, and a comparison of the roles of therapist and
teacher in dealing with it.

The child, he says, is not

made anxious by images, emotions or provocative stimuli.
Anxiety results specifically from the play of the imagination in circumstances where an individual feels both helpless and alone.

All three of these elements must be present

in order to induce anxiety; a reduction in any one of them
will alleviate anxiety.
"(imagination+ aloneness+ helplessness)= anxiety-f-psychotherapy

--+

Instruction may
lead to
(imagination+ community+ mastery)=creative 17
learning"

-

Therapy treats anxiety by re-creating in the imagination the original caases of the disorder, in order to treat
these causes.
It attacks aloneness by the creation of a special relationship between patient and therapist.

It overcomes feelings

of helplessness before one's imagination by the cultivation
of "insight" into the imaginal symbols: usually an interpretation of their origins in earlier life.
17
Jones, Richard M. (1968) p. 77.
See also the Katz
and Kolb critique of the Outward Bound program.
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Instruction should not be interested in reducing imagination;
lation.

on the contrary,

it should attempt its stimu-

However,it seeks mastery of imagination through

outsight rather than insight:
hancing,

"grasping,

enlivening,

en-

discovering, making one's own this-or-that datum

in the real world-by virtue of gracing it with this-or.
.
1118
tha t private
image.
The stuff of the imagination which must be invoked,
and applied through outsight to the enlivenment and mastery
of internal and external data,
conscious',

is to be found in the

'pre-

locus of transformation of primary process sym-

bols.Preconscious symbols may be brought to the consciousness through the challenge of apperceptive insufficiency;
where a problem will not yield to normal analytical processes,

recourse is taken to the associative and emotional

powers of the preconscious.19

Other less

cognitively ori-

ented procedures may also be utilized.
Two approaches are taken to the invocation of emotion
and fantasy through apperceptive insufficiency:
stantial,

one circum-

and one planned.

The first says that the preconscious can be relied upon to supply symbols of the greatest relevance to the individual.
ter

All that is required is an approach to subject mat-

(which should be substantial) which makes it clear that

all emotions

and images are welcomed,

sought after,

and as-

sumed to be ultimately relevant to the educational process.
Thus,

preconscious images may be·brought to consciousness

instead of being driven back into the unconscious.
cess of this
tudes

The sue-

approach depends more upon the teacher's

than methods,

atti-

more upon authorization than permission

or arrangement.
18
Ibid p. 80
For an extended discussion of the problems of devel19
oping conscious access to the preconscious, see Chapter 6.
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The second approach is to be used for curricular planning rather than for on-the-spot handling of emotional isIt is based upon a complex chart devised by Erik

sues.

Erikson which summarizes an inevitable sequence of stages of
emotional,

imaginal,

social and cognitive growth throughout
This model assists the choice of the

the human life cycle.

curricular content most like20
1y to evo ke emotiona
. 1 responses.
.
.
1 an d imagina

aspects

and presentation of

Jones fails

to elaborate a method of meeting the need
in the instruct-

for community,

or the threat of aloneness,

ional setting,

although this factor is important in his
Affect is introduced into the cog-

first theoretical model.

nitive structure through outsight,

and accepted on the in-

trapersonal level as insight, but interpersonal relations,
especially between peers, apparently are not to become an
explicit feature of classroom activity.
In contemplating the acceptability of this bias,
returned full circle to Maslow's needs

theory.

one is

The needs to

express one's unique capacities depends upon the prior satisfaction of safety and social needs.

While the primary locus

of this satisfaction lies in the family in early childhood,
it is unreasonable to suppose that
system is impervious

the individual's need

to frustration or satisfaction in the

classroom setting in which he spends a very large percentage
of his formative years.

The classroom environment which is

to be preferred is the one which is capable of moving to meet
basic needs.
Most teenagers have as their primary need that of feeling membership in a group.

Prima facie,

the classroom seems

to be well-suited to meet the needs for belongingness
teem,

and es-

insofar as it brings into constant interaction a group

of peers, each one seeking self-expression and mastery in
areas of common interest.

However,

it is apparent from cas-

ual observation of most classrooms, most clubs, most organi20

Jones, Richard M. (1968)

pp.

130-131
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zations, most businesses, most nations,

that physical pro-

pinquity and common interests are not in themselves sufficient to bring people into mutually beneficial and satisfying relationships.

Teenagers'

belongingness needs are not

satisfied in classrooms where structures

to provide a sense

of community are absent.
Maslow's contribution to the theory of interpersonal
relationship is directed more to adult
teractions

(teacher)-child in-

than to relations between peers

(See pp.38-39).

It is true that the establishment by the student of a personal relationship with the teacher,

as with the therapist,

may overcome feelings of aloneness.

Also,

the need for sup-

port and guidance by significant adults is undeniable.

But

the guidance should have as a main objective the emancipation of the student from his dependence upon elders,
eventually from dependence on his peers.
needs

theory,

trangement)

such an emancipation

and

According to the

(as distinct from an es-

can only eventuate following an extended period

of need satisfaction through deeply meaningful social relationships.

In early childhood these relationships

within the family circle.

are made

With increasing maturity they gen-

eralize outward to the larger social circle which is constituted mainly by peers.
Most educational programs which have attempted the inclusion and integration of affect place great emphasis upon
interaction between peers.

In some cases

this interaction

is viewed as the crucible of intrapersonal,

interpersonal,

and cognitive development.
These programs seem to find agreement in the proposition
that intrapersonal and interpersonal growth will result from
the recognition and disclosure to other members of the group
of one's immediate feelings in the present situation.

Many

techniques have been developed to elicit these feelings and
to extend the emotional range of the participants.
the most effective of these techniques
verbal games.

Some of

take the form of non-

"Non-verbal" here does not imply anti-verbal
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or anti-intellectual.

It is proposed that one's emotional

responses are formed in pre-verbal infancy.

Language skills

are rarely applied to these emotional states, but rather to
the meaning of things and acts;

consequently the use of lan-

guage sometimes stands in the way of sensing one's emotions.
Other techniques include the use of simulation, role-playing,
fantasy,

improvisation and psychodrama.

Integration with the cognitive curriculum is achieved
by using a deliberately created, or spontaneously occurring
interpersonal or personal situation in the classroom to parallel and inform a curricular issue.

Because of this para-

llel relationship between the specific classroom situation
and the specific or general proposition presented in the
curriculum,

this method finds its most straight-forward ap-

plication in those curricula which are concerned with directly describing the human condition,
Social Studies.

such as English or

It is probably easier to use these tech-

niques to achieve understanding of a representational paint21
ing than an abstract painting, an opera than a symphony.
I know of no specifically educational program in this
area which has offered a quantified evaluation of its retypified by those of the
22
Robert Montz,
Ford-funded project headed by George Brown.
sults.

All make general claims,

a ninth-grade teacher on this project, believes that his
21
Various specifications of the objectives and processes of this type of affective education will be found in the
Clark C. Abt (1967); Alfred S. Alfollowing references:
shuler (1969); Douglas Barnes (1968); Terry H. Borton (January, 1969; October, 1969); George I. Brown (1968); John
Dixon (1967); Richard Katz and David Kolb; Krathwohl, Bloom,
and Maia (1956); George Leonard (1968); Robert E. Magar (1969);
Norman A. Newberg (1969, and undated); Fritz Perls, Hefferline, and Goodman (1951); Carl Rogers (1946); William Schutz
(1969).
22

Brown, George I. (1968)

77
program
"has aided our students in at least the following ways:
This has
1. Better learning of cognitive material.
been demonstrated in almost every major examination
the students took this year, compared with the scores
on practically identical examinations over the past
three years.
This class scores lower than the last
two years' classes on the standard achievement tests
(SCAT and STEP) by about five percentile points on
the average.
However, for example, on the major examination on the U. S. constitution, over one half
of the ninth grade class missed less than six questions (out of eighty questions) compared to less than
one eighth of the class scoring in the same range the
last two years.
2. Heightened motivation and response to learning
situations.
3. Greater appreciation of self, nature, others,
.a beautiful spirit of community
feelings, etc.
was apparent by the end of the year.
4.

Greater pupil responsibility.

5. Lessening desire for drug use on the part of some
students, and for "mind-blowing" on the part of others.
The question arises as to whether all teachers are capable of handling affective educational techniques.

There is

no doubt in my mind that skills in this, as in all other
areas of human endeavor, vary normally.

I suspect that only

that teacher should assume the responsibility of guiding affective growth who has achieved a certain measure of maturity
and relevant skill, (see page 31), measured in some way as
yet to be determined.

On the other hand,

I doubt that this

measure of skill is an absolute, or that it is equivalent
to that of a fully-trained therapist.

This,

of course,

is

important from the point of view of practicality: we cannot
afford a therapist for every classroom.
Light is thrown on this problem by a study of the effectiveness of "encounter groups",
23

Ibid.

p. 6-3

led by non-professionals, and
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utilizing exactly those types of techniques implemented in
most of the experiments in affective education mentioned on
page 76.

To set the theoretical stage for this account, we

return briefly to Maslow's needs

theory.

In Maslow's view, neurosis is a "deficiency disease"
resulting from the frustration of basic need satisfaction.
A case can then be made that psychotherapy is a process
which is effective largely because it provides need gratification through interpersonal relations.

"These basic

needs are satisfiable only by other human beings,

and.

therefore therapy must take place mostly on an interperson2 3
al basis.11
This is consistent with Jones' view that all
systems of therapy are alike insofar as they seek to alleviate feelings of aloneness.
personality requires

While the seriously disturbed

the services of a properly skilled

professional, Maslow argues that therapy directed only towards the gratification of basic needs can be handled by a
skilled layman.

Many cases are quoted in which surprising

theraputic advances occurred in the absence of the application of proportionate technical skills by a professional
therapist.

A display on the part of the therapist of a

"willingness to listen,
ment of frankness,
sinful revelations,

the lack of scolding,

the encourage-

the acceptance and approval even after
gentleness and kindness,

the feeling

given to the patient of having someone on his side,
these.

all

.help to produce in the patient the unconscious

realization of being liked, protected,

and respected.

these are all gratifications of the basic needs.11

2 4

Every

person has the potential of being such a therapist in the
normal course of everyday life.
As noted,

the question of the possibility of lay lead-

ership is important in the consideration of the feasibility
of introducing encounter groups for the benefit of the mass
enrollment of educational institutions.
sonal experience as a lay therapist,

The writer has per-

or "facilitator", or

3
Maslow, Abraham H. (1954) p. 306
4
Ibid., p. 313.
See also the conditions for psychological growth, Chapter 3, especially pages 38- 4 0 .
2

2
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"group leader", with an organization which has received a
large government grant to study the effectiveness of groups
led by such people.

Although the study is not complete,

some preliminary data tend to indicate the viability of the
program.
Leaders for this organization are selected on the
basis of the recommendations of other members of groups to
which they belong as ordinary participants.

Membership of

a first group is not specially selected; members of a following group have been selected for their potential as
leaders.

Through this culling out process, somewhere be-

tween five and ten percent of those people who enlist for
encounter groups become leaders.

Most of these leaders are

rated as successful by subsequent groups, but some small
percentage are not effective.

The duration of actual group

experience involved before assuming leadership may be as
little as six months,

one night per week, and a couple of

weekends.
A number of measures were applied to determine the
personality changes resulting from participation in these
groups.

A measure of"socio-emotional alienation" as de-

termined by the self-report twenty-item Social Feeling Index,

revealed a reduction of alienation during the progress

of the group, which was significant at the .001 level, Members also assessed more directly their own improvement
and the extent to which they believed the group experience
responsible for it, with reference to the twenty-three most
frequently chosen problems.

On a nine-point scale, ranging

from "no change/improvement"

to "extreme improvement", aver-

age scores for the great majority of problems fell between
4.5 and 5.0 and the ratings of improvement varied with the
ratings of group helpfulness.

(The scale perhaps should

allow for a report of deterioration as well as improvement.)
The greatest changes occurred in some interpersonal items
(love, belongingness,

esteem from others)

and in some items

of individual concern which could be interpreted as relating to self-esteem (e.g.

feelings of inferiority.)
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It is possible that the level of psychological skill
required for the guidance of an encounter group is in excess of that necessary for the classroom.

In any event,

the adoption by the teacher of the attitude of openness and
honesty favored by these groups will in itself permit the
25 etween t 1s
'
growt h of a certain
h'
amount of community;
.
b
level of skill and that achieved by the encounter group
leader there is room for any number of levels of involvement.

Almost all of the writers on affective education

emphasize that the teacher should attempt only those techniques in which he himself feels at ease.

In those cases

where a teacher is not especially competent,

perhaps occa-

sional assistance can be sought from one who is.
An objection to affective education which one has encountered,

is that it can be used in a rather improper way

to inculcate certain attitudes of the teacher's own chaosing.

To my mind this criticism is totally justified when

applied to those programs whose objective is to motivate
students towards objectives chosen by others than themselves.

That situation has most to recommend it in which

affective education is largely a consequence of honest
self-expression on the part of the students and teacher.
Implicit here is a desire for a minimum of manipulation and
a maximum of mutual understanding, an emphasis less upon adjustment than on the appreciation of the uniqueness of each
individual.

While it cannot be pretended that a set of values

and attitudes will not be conveyed in this,
situation,

as in any other

the recipient of the instruction at least has the

opportunity of challenging or rejecting these values.
Means have now been proposed for achieving three objectives of affective education:
tion" of knowledge; secondly,

firstly,

the "personaliza-

the creation of an understand-

ing of one's own emotions and the emotions of others in intra25
Where the attainment of knowledge is motivated by fear of
the teacher--a situation not unknown in most schools of the
world--the student by definition is being pushed towards operation on the safety level. The reader is reminded of the
lack of community among Aronoff's safety-motivated canecutters
and their unwillingness to take responsibility for their own
work.
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personal,
thirdly,

interpersonal, and nonpersonal situations, and
the ability to build and participate in a viable,

supportive, and need-satisfying social environment.
The techniques of encounter involve all the categories
of the interpersonal "slab" of our model,

and it can be as-

sumed that all will be invoked as appropriate circumstances
present themselves.

No further elaboration of these tech-

niques will be offered here.
Some further attention will be given to the intrapersonal realm.

The ability to achieve voluntary access to

the preconscious,

and to utilize it in the processes of cre-

ative production, is dealt with at length in the next chapter.

In the nonpersonal area the areas marked in the

diagram have now received attention.
The objectives of working in the enactive mode rather than the
means, form the main part of Bruner;s and Jones' offering in
this area

This deficiency will be
remedied in Part Three
Factors
of this study.
of the iconic and enactive columns have been regarded mainly
as aspects of primary process, although secondary processes
may also play an important role in these modes.
factors may utilize primary process,
aspects of secondary process.
account of creativity,

Symbolic

although shown here as

Chapter 6, devoted to an

takes up the question of the place of

both primary and secondary processes in cognitive activity
related to creative production.

Chapter 7 attempts to pro-

vide a framework from which the development of the

'iconic

mode'--here expanded under the term 'mental imagery'
clude non-verbal mental representations in any of the
sensory modalities--can be planned.

to in-
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CHAPTER SIX

CREATIVITY AND PSYCHOLOGICAL GROWTH
This chapter presents evidence for a correlation between creative ability and certain characteristics of psychological health.

On the basis of this correlation it is

argued that the development of creative ability may lead
to general psychological health and growth.

The means of

achieving this development are discussed at length.

In

terms of our functional model, the abilities explicitly
treated are perceiving and thinking, primary and secondary
processes,

in the iconic and symbolic modes, utilizing

nonpersonal data, and in some cases, intrapersonal data.
Since the primary processes are central to creative activNonpersonal
.

.

Enactive Iconic Symbolic

__J ___ ---*----

1

p erceiving-2

Thinking---!
Affect

(X)
___
--7x)
( X)

X
(X)

---1---(X)

ity,

the role of

the emotions is implicit, and in the
case of Freudian
theory, is explicit.
Although the enactive

mode is not treated,

it is clearly the vehicle of much of
what Maslow calls primary creativity, as exemplified by
musical improvisation.
The value of an emphasis upon creativity may be stated
more elaborately as follows:
( 1) •

Conditions of rapid change require a continuing

ability for creative adaptation.
( 2) .

This ability for creative adaptation should assist

also in the satisfaction of safety needs, higher level
cognitive needs, aesthetic and self-actualizing needs.
(3) .

If the moment of creative illumination is indeed

a low-level peak experience, it should then have an in-
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tegrative effect upon the personality.
( 4) .

Creative production ideally involves all the

capacities of the individual, and is therefore integrative.
( 5)

The external conditions conducive to self-

actualization coincide with many of those found to
encourage creativity; hopefully,

to encourage crea-

tivity using these processes will lead also to personal growth.
( 6) •

Some of the characteristics of the creative

process coincide with some values of the self-actualizing person.

While Simpson has shown that it is

pointless to try to teach Being-values,1 it is possible that an experiential education,

in which they

are central to the accomplishment of day by day activities, may at least prepare the way for their
acceptance as the student approaches a state of psychological maturity.
ity, spontaneity,
conscience",

These values include creativ-

autonomy, awareness of "intrinsic

a pleasure in expressive behavior and

the exercise of capacities,

tolerance for ambiguity,

the resolution of dichotomies, broadened and enhanced
perception, appreciation of one's primary mental processes and the associated flexibility of the ego.
Simpson showed a highly significant correlation between the
1
maintenance of certain Being-values associated with democratic
socialization, and lack of psychological deprivation.
However, there was no correlation between democratic values
taught in school and consequently professed, and those actually held.
It might be reasonable to expect similar findings with regard to Being-values associated with creativity
and aesthetic preferences.
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Means of inducing psychological growth through creative
experience are implicit in the above arguments.
cept Maslow's

If we ac-

theory of creativity as an epiphenomenon of

psychological health, we may for

the moment reverse the

causality and advocate also the nurture of creativity through
the factors

the application in the educational setting of
contributing
3.

These

to psychological growth as described in Chapter

two possibilities will be elaborated in the fol-

lowing manner.

Firstly, we will present evidence,

through a number of contrasting methodologies,

derived

for a cor-

relation between creative ability and psychological health.
In the course of this presentation,

some description of

the creative process will be offered,

but the creative pro-

cess will not become the central focus until the following
section.

An understanding of the creative process permits

the design of techniques for developing creativity other
than those suggested by more general measures relating
overall psychological health.

to

These techniques are re-

ported in the final section of the chapter.

We begin now

with a description of the creativity of the self-actualizing person.
A certain type of creativity is an epiphenomenon of
the self-actualizing personality,

and accordingly is poten-

tially present in all human beings.

It is to be distin-

guished from the "special talent creativity" of the great
artist or scientist which seems ln part
determined,

and is,

according to Maslow,

to be genetically
independent of

personality--although this opinion seems open to doubt in
the light of evidence to be presented later.
Self-actualizing creativity is an expression of the
creative and abundant attitude to life of the fully-functioning person.

It colors almost any activity in which

such people engage.
other hand,

Special-talent creativity,

is more oriented

product-making,

on the

towards problem-solving or

and is usually though of in relation to

traditionally accepted areas of creative production such
as the arts and sciences.

The value of the created objects
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is felt to be dependent upon relatively objective criteria
of excellence established by a consensus of those members
of a culture possessed of skills and status in the area of
endeavor.

Because of this emphasis upon publicly assessed

excellence and because of his own perfectionist values,

the

creator may invest a great deal of effort in working over,
evaluating, and refining his work to make it approach as
closely as possible to perfection.

By comparison,

the pro-

duct of the creative expression of the self-actualizing
person is firstly of private value to its creator,

and

might not be judged by him according to external standards.
Of course,

this is not to say that the self-actualizer is

not known to or able to produce works

of objective origi-

nality and excellence.
The self-actualizing personality is creative as a
consequence of his general psychological health, and especially those aspects of this which are related to his
lack of fear of others and of his own deeper mental processes.

Since the disapproval or censure of others is

relatively undisturbing to him he is more free to be spontaneous, playful,

and expressive.

to experience and welcomes,

He is in general open

rather than fears,

the unknown.

As discussed in Chapters 2 and 4, he is more able to perceive things-in-themselves.

He is able to tolerate or

even enjoy doubt or ambiguity and therefore
the resolution of perceptual chaos,
problem,

to postpone

or the closure of a

to an extent which would be unbearable for

the

less secure or more anxious individual.
The vital role of primary processes in creativity is
2
widely agreed upon and will be treated more fully later.
The integration of primary and secondary process in the
self-actualizing personality allows him voluntary recourse
to primary process cognition, permits
dichotomies analogous
2

See pages

88 to

the resolution of

to the reconciliation of opposites
92.
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effected in great works of art,

results in an improved

psychic economy which releases energies for self-expression,
and makes possible more frequent appearance of

the peak ex-

perience.
The moment of creative illumination or insight is regarded by Maslow as a low level peak experience and therefore not only has creative utility and emotional value, but
is integrative of the personality,
with the world.

and of its relations

It will be remembered that there is an in-

creasing interaction between peak experience and the maturing personality.
Maslow believes

that the primary processes which are

of special significance in the creative process are cognitive rather than conative.

The admission to the conscious

and preconscious of primary process cognition is felt to
be less dangerous for the immature personality than the
admission of unconscious impulses.
to be forgotten,
repressed,
ness.

or unrecognized,

The former is believed
or suppressed rather than

and therefore more easily reinstated in conscious-

(See pages

44,

88-91)

The possibility exists,

then,

that not only may crea-

tivity be a manifestation of psychological health, but
that psychological growth may result from the encouragement of creativity which involves not merely secondaryprocess problem-solving, but increasing access

to primary

processes and increasingly frequent peak or delight experiences.

It seems

to the writer that this type of peak

experience would be more likely to follow long and intensive immersion in a creative problem,
in whom peak experience is rtot common.
conjecture.

Maslow suggests

especially for those
However,

this is

that a most appropriate means

of inducing psychological growth would be through intensive
education in creative participation in the non-verbal arts.
(See p. 255.)
It is clear

that Maslow's interest in creativity begins

with the psychologically healthy individual who is incidentally creative.

Most other investigators of creativity

start from the creative product and may then go on to examine the characteristics of the persons responsible for
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An emphasis on the product is often accompanied by
a relative lack of interest in the creative personality,
it.

and vice versa.

If Maslow were placed at one end of a

continuum and the behaviorists at the other end,

the

Freudian theorists would be found fairly close to Maslow.
While the latter are interested in the creative product,
and especially in the "special-talent creativity" of the
truly great artist,

theirs is essentially a holistic

approach centered upon the motivational dynamics of the
creative personality.

Some of the key concepts of mental

functioning required for a satisfactory understanding of
creativity originated with Freud.

We turn,

then,

to an

examination of Freudian theory of creativity.
According to Freud,
ity.

the source and stuff of creativ-

are found in the fantasies deriving from the Oedipal

situation of infancy.3

The extent and quality of creativity

will depend on the satisfactory resolution of the Oedipal
situation, and the development of relevant genetic endow4
ment.
There is general agreement among Freud's successors
"The artist is originally a man who turns from reality
3
because he cannot come to terms with the demands for renunciations of instinctual satisfaction as it is first made,
and who then in fantasy life allows full play to his erotic
But he finds a way of return from
and ambitious wishes.
this world of fantasy back to reality; with his special
gifts he moulds his fantasies into a new kind of reality;
and men concede them a justification as valuable reflections
Sigmund Freud, quoted in Daniel Schneider,
of actual life."
(1962), pp. 65-66.
"
4
.in the case of the optimum ("normal") outcome
of Oedipal development the male child makes a 'good identification' with his father, relinquishes his infantile drives
toward mother with their necessary consequences of Ego
helplessness and so 'passes through the Oedipus complex',
by this process forging an Ideal (Super Ego) which his Ego
may aspire to, build upon and develop toward a real and
Daniel Schneider, (1962), p. 23.
stable male individuality."
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that neurosis resulting from the Oedipal situation or from
other chronic psychological conflict will detract from creative abilities, notwithstanding the popular beliefs to the
contrary.

An explanation of this viewpoint requires dis-

cussion of Freudian concepts of the creative process and of
some aspects of neurosis.
It will be assumed that the reader has some understanding of the Freudian metaphors of mental functioning:
superego, and unconscious, preconscious and,

id, ego,

conscious.

He

will recall that we have been able to discover some of the
processes of the unconscious
investigation of dreams.

(primary processes)

through an

Dreams consist of unconscious ma-

terial allowed by the ego to enter the consciousness during
sleep when the organism will not be able to endanger itself
by acting upon id impulses.

This material is modified by

the preconscious, but nevertheless certain processes are revealed.

Primary processes are not bound by laws of logic;

contraries combine or interchange freely.

There is a tend-

ency to condensation, wherein disparate elements are combined, so that one dream symbol may represent a number of
referents.

On the other hand, a single referent may be

represented at different times by a variety of symbols.
But in many ways,

these are also the dynamics of a work

of art or invention, where a synthesis is effected among
elements which were previously not thought to be related.
Schneider goes so far as to say that "all art form is essentially the form of a dream .... Hence it follows that artistic technique is a conscious mastery of the inherent
power of the unconscious in its work of dream formation ... 11
''(The artist) turns away from reality and transfers
5
all his interest, and all his libido too, on to the creation of his wishes in the life of fantasy, from which the
way may readily lead to neurosis ..• it is well known how
often artists in particular suffer from partial inhibitions
of their capacities through neurosis."
Sigmund Freud,
Introductory Lectures on Psychoanalysis.
6

Schneider, Daniel,

(1962), p. 55.

6
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Most workers in the field of creativity, even including
many behaviorists,

concede the importance of some special,

and probably non-conscious, mental function with a capacity for the association and integration of diverse material well beyond that of conscious linear thought.
conscious,

then,

is

the source of

the "creative thrust"

(Schneider), and the primary processes of
provide the means of

The un-

the preconscious

transforming and synthesizing the

artistic or scientific raw materials in the process of
creative production.
Many Freudians account for these processes as
tions of the unconscious.

func-

However, more recently a dis-

tinction has been made by some theorists between the role
of unconscious and preconscious in the creative process.
Maslow finds it useful to differentiate primary process
conation and cognition, since conscious acceptance of
latter does not imply action on the part of
and is

the

the organism

therefore less threatening in case of ego rigidity.

In a parallel way, Schneider and Kubie attribute the conative processes to the unconscious and, roughly speaking,
the cognitive processes to the preconscious.
The influence upon behavior and communication of these
various types of mental functioning may be differentiated.
In Kubie's description the unconscious is
"bad guy" role:

"(where)

thrown into a

unconscious processes predominate"

(over conscious and preconscious processes), "the resultant
behavior will be rigid,

stereotyped, and insatiable, unmod-

ifiable by the experience of success or failure, by rewards
and punishment, by admonition and exhortation."7
Kubie, Lawrence, (1958), p. 29.
Freud views the un7
conscious as in basic conflict with man's civilized tendencies, and thus in large part the source of human evil.
It will be remembered that Oedipus consciously sought to
do right, but was betrayed by forces of which he had no
knowledge and over which he had no control.
However, the
concept of the unconscious as basically untrustworthy or
evil is opposed by Maslow, Rogers, et al who believe it to
be a source of good in the healthy personality, although it
may be distorted in neurosis.
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This is because "the symbolic process at the
scious'

end of the spectrum is sterile,

creative,

repetitive, non-

and incapable of communicating even its

stocks of meanings.11

8

scious are flexible.

'unconlimited

Neither the unconscious nor the conThe conscious is strongly tied

to the

communicative process and to a clear representation of reality.

It is an economizing process in the sense that it

classifies and generalizes, but is a slow means of

thinking

because it can communicate only one thing at a time.

(Hol-

istic-analytic = primary - secondary,p. 163.)
The preconscious,
ivity.

Its

then,

is the locus of creative act-

function is to express by implication "the nu-

ances of thought and feeling,

those collateral and emotional

references which cluster around the central core of meaning.119
Each preconscious symbol has many overlapping meanings, and
every item of experience has many preconscious representatives.

The preconscious also includes automatic processes

which result from the repetition of conscious processes,
and are set in motion simply by contemplating their goal
(e.g.

pushing a key into a lock).

Enormous amounts of in-

formation are recorded in the preconscious without recourse
to conscious processes.

Foi-i stancefasubject who after brief

exposure can itemize twenty or thirty items in a room, under
hypnosis is able to list two to three hundred more.10

Pre-

conscious processes are enormously efficient and economical
of energy.
All humans pass through the Oedipal stage,
in possession of a preconscious, unconscious,
Why,

then, are not all humans creative?

and all are

and conscious.

This can be partially

explained in terms of the psychic energy available for creative work,

and the influence of neurotic tendencies on crea-

tive content.
8

9
10

Ibid., p. 44.
Ibid., p. 31.
Ibid., p. 35.
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The ego seeks

to maintain its own organization against

the attacks of the id and the superego.
attacks are strong and

the ego is faced with a problem in

allocating psychic energy;
weak,

these

In neurosis,

if the attacks

are relatively

energy can be spent more diversely and efficiently.

There will be a correlation between the amount and strength
of material repressed into the unconscious and seeking release,

and the strength of the attacks and the disturbance

of the psychic economy.

(Thus,

the abundant creative ener-

gy of the self-actualizing person can be explained in terms
of the relatively small amount of psychic energy required
for holding down a lid on repressed unconscious material.)
The use of primary processes in creative functioning
may be regarded as a mechanism of free association.
Kubie points out,

free association is used also on the

therapist's couch as a means of access
Free association,

But,

to the unconscious.

for whatever purpose, will allow the emThis can result

ergence of unconscious fear or guilt.

either in restriction of the possibilities of free association due to the individual's fear of his own unconscious,
or to dostortion of the processes of free association by
the warped desires

of the unconscious.

Such restriction or distortion is characteristic of
neurosis;

the latter is therefore costly to the creative

person both in lowering his productivity and in distorting
the content of his work.
types

Schneider describes

two particular

of inhibition of the creative process which are a

consequence of neurosis:

block and blank.

Blocking is an

inability to develop an idea beyond a certain point.
ness usually follows blocking,

Blank-

and is a complete inability

to think about the creative problem.

It is important to

note that both result from an unconscious refusal to take
further steps in the challenging creative process
injury,

out of

fear and hate of an interpersonal situation,

of competition,

external to the process

itself.

e.g.
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In summary, Freudian theorists seem to agree that the
primary processes are peculiarily important to creativity,
and that their effective utilization is positively related
to the absence of neurosis.

Neurosis will restrict the pos-

sibility of access to the primary processes, will limit the
amount of psychic energy which can be applied to the creative endeavor, will often distort the processes of free
association and thus the creative product, and by limiting
and reducing the quality and range of the individual's life
experience, will limit also his art.11
A very large number of studies have sought to demonstrate the relationship between creative abilities and personality traits through the use of objective and projective
tests and scales.

The work of Frank Barron should perhaps

be mentioned first because in some instances he attempts a
Freudian explanation of his results.
Barron's most comprehensive experiment (consistent with
our purposes)

investigated the personality traits associated

with originality in a representative sample of one hundred
. .
12
.
.
0r1g1na 11ty
·
. h ere d ecaptains 1n th e U . S . Air
· F orce.
1s
Kubie comes to some interesting conclusions appropos
11
of the educational process, which are germane to later discussions of creativity in the music curriculum:
If we understand the nature of the preconscious, it is clear that
we don't need to be taught to think.
The schools should
therefore find out how to avoid interferring with this in(They need also
herent capacity, and free the preconscious.
At present the
to teach the skills of communication.)
schools interfere with this capacity by confirming the neuroses originating with parental authority and sibling rivalry, through the authoritarian teacher-student relationship,
and through promoting and exploiting competitive rivalry
between students.
Educational techniques involving repetitive drills in learning, in addition to being ineffectual,
also shade into the involuntary repetitions of neurosis,
grind in bad habits, and hamper the intuitive functions of
the preconscious.
The most efficient learning is effortless and instantaneous, and the amount of repetitive drill
required is a measure of inefficiency and neurosis.
Preconscious functions can be encouraged by an emphasis on intuitive thinking, and by battling neurosis, through promotion of self-knowledge in depth as a basic aim of education.
12
The tidy sample size is a little ironic, considering
the trait under investigation.
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fined as

the departure from the behavior common to the

group, but which is to some extent adaptive to reality.
It was determined with the use of eight objective measures.
Personali ty traits were measured utilizing fourteen
different tests.

Traits correlating with a high measure of

originality were complexity as a person,
judgment under group pressure,

88),

(seep.

impulsitivity (all highly significant),
complexity (Barron-Welsh Art Scale),

independence of
dominance, and

a preference for

emphasis on personal

power and the desire for recognition (Phallicism Scale),
and the rejection of suppressi on as a mechanism for the
control of impulse (tests include Anal Scales of the PPS),
(all significant).

Barron believes that high originality

indicates a large repertoire of adaptive responses, and is
therefore interrelated to personal freedom.
sults are consistent with this view.

The above re-

"Originality flour-

ishes where suppression is at a minimum and where some
measure of disintegr ation is tolerable in the interests of
13
a higher level of integration which may yet be reached."
The trait of dominance indicates a need for mastery
over all experience, and associated with this is an insistence upon self-regu lation and a rejection of control by
others.

Barron traces this characteristic to the rejection

of external control during the period described by Freud as
the anal stage of development.
likes

The original person thus

to start off with as big a mess as possible, but then,

eventually,

to reduce this to order.

Other traits present

in strength are traced to the phallic (Oedipal)
the oral stage,

stage, and

in the case of the preference for complexity.

The development of originality as measured by Barron thus
seems
of

to be more complex in Freudian terms than the aetiology

creativity as described by the more clinically oriented

Freudians.
13
Barron, Frank, (1963), p. 212.
This compares with the
Rank-McKi nnon sequence on a higher hierarchi cal level, from
Conflicted to Creative type.
The type which prefers simplicity to complexity seems similar to McKinnon's Adapted type.
(See pages 24-26.)
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In a separate study Barron discovered complexity to
be related to ability for artistic expression and excellence of aesthetic judgment,
usual ideas and formulations,
By comparison,

and social nonconformity.

those favoring simplicity are more person-

ally stable and balanced,
ligious faith,

a greater tolerance for un-

show optimism combined with re-

a friendliness

toward tradition and custom,

and a respect for authority without in the best instances,
subservience to it.

At worst, however,

this type of per-

son rejects anything that threatens disorder,
stereotyped and rigid

thinking,

and maintains

custom, and morality.

The

complex person who is unable to achieve an acceptable measure of integration of his world may be despairing,
nihilistic.

chaotic,

Either of "perceptual choices"--for a view of

self and the world as complex or as simple and orderly-may be associated with a high degree of personal effectiveness.

Barron believes

that the choice of complexity prom-

ises greater richness of experience, and eventually a higher
degree of personal freedom.
An investigation utilizing objective measures in a similar manner to Barron, but based upon a different theoretical framework,
ticular,

led McKinnon to similar conclusions.

the reader is reminded of McKinnon's

In par-

comparison of

the characteristics of the "personally sound" and the "original" members of his sample, and the later application of
Rank's typology (adjusted, conflicted,
to similar data.

and creative types)

The characteristics of the "original" or

"creative" types were closer to the self-actualizing syndrome
than those of the "personally sound" or "adjusted"

types.

Guilford investigated personality traits of subjects
selected for creativity on the basis of his tests of divergent production and originality.
conforms

to those of Barron.

His finding in general

Of special interest to our hy-

pothesized interaction of creative and psychological growth,
is Guilford's proposal of a mutually reinforcing cycle between
the traits

of self-confidence and originality.

Parnes sug-
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gests a similar relationship between creativity and the
·
14
trai.t of dominance.
Guilford's subjects find ideas more important than
people,

and tend to be alienated and estranged.

some correspondence here with Maslow's subjects'

There is
aloneness

but the latter were nevertheless capable of deep personal
relationships.

Perhaps only those people who can resist

the pressures of other people to conform, who can to some
extent survive enculturation,

are able to retain their

creative ability.
It is clear from everyday observation and from a knowledge of the history of the arts, sciences,

politics or war,

that many highly creative people are psychologically unstable in some parts of their lives.

Common belief holds

that creativity must be fuelled by neurosis,

and that the

creative artist may seek mental health only at the risk of
his artistic gifts.

But such beliefs may result from the

fact that it is in the nature of art that the neuroses of
its perpetrators will be on public display, whereas the
neurosis of the man in the street is a more private matter.
The average man is likely to interpret as neurosis the independence or flamboyance or alienation of the creative
Also,

person.

own neuroses,

the preoccupation of some artists with their
and the centrality to their lives of the

conflicts associated with these neuroses,

often lead

to the assumption that in the absence of the neurosis

them
they

will become unmotivated and passive.
In fact, despite the variation in the findings reported above,

(depending on the method of choice of the subjects)

there is a central core of agreement that the creative individual is basically healthy or in a position to achieve
a high measure of personal integration,

and that to the ex-

tent that neurosis is present creative ability is curtailed,
14

See page 32, footnote 11.
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either now or in the long term.
creative act,
closure,

The very nature of the

involving as it does the postponement of

the contemplation of dichotomies,

experience,

openness

the regression to primary processes,

to

and so on,

demands relatively great ego strength and flexibility.
adapted individual in McKinnon's study,

The

or the person in

Barron's study who chooses the simple over the complex,
has

achieved an adjustment to society which implies only

very limited opportunities for further growth, a stasis in
which the life experience is pleasant enough, but flat.
In accepting into their
or chaos,

lives a leavening of instability

the more adventurous, more creative individuals

make possible a personal growth towards self-actualization.
THE CREATIVE PROCESS
The emphasis upon creativity as a phenomenon of psychological health leads Maslow away from any close examination
of the creative process.
For him, creative behavior is most
15 A distinction is
.
importan tl y expressive
.
·
made
b eh avior.
between primary and secondary creativeness,

the former being

a relatively direct expression of primary process,
ical improvisation,

and

as in mus-

the latter being more a manifestation

of conscious processes as for instance the working over and
refining of a musical composition,
industrial products.

or the routine design of

Great art will involve both primary

and secondary creativity.

Maslow believes society more than

adequately encourages the cognitive skills necessary to secondary creativity, but that primary creativity,

the expres-

sive creativity of the self-actualizing person and inspirational moment of the artist,
however,

especially important because of its

perience and

15

"

is relatively neglected.

thus,

It is,

tie to peak ex-

psychological growth.

.it is my very powerful conviction.
.that the
problem of creativeness is the problem of the creative person (rather than of creative products, creative behaviors ... ")
(A. H. Maslow (1968) p. 2.) In the "Creative Attitude", Maslow
explicitly links the values inherent in the peak experience
with the attitude towards self and world at the moment of creative illumination.
A. H. Maslow (1963) pp. 4-10.
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The Freudians are also interested primarily in the motivational dynamics of the creative process;

analyses of

the created object are directed to the discovery of the ways
these dynamics are manifested in form and content.
Schneider's evocative terminology,

In

the creative thrust from

the unconscious undergoes creative transformation in the
preconscious, when confronted by the creative mastery of
conscious process.

11

1 6

Since the interest of the Freudians

centers upon great art or invention there is here more emphasis upon conscious striving and mastery.

Primary crea-

tivity by itself can produce nothing of more than passing
value.
As might be expected, behaviorist theory has made a
detailed analysis of the intricacies of creative behaviors
and products with a minimization of value judgments.17

As

already reported, associations between creative abilities
and personality traits have been sought, but the emphasis
is above all on behavior and product.

I have chosen to re-

port the work of Guilford as the most influential and extensive in this area.
Guilford utilizes two models in describing the creative process: an operational model which describes the steps
in the creative process, and a morphological model which
gives a cross-classification or "logical matrix" of the possible operations of the intellect on various categories of
materials.
."The same quality in the music of Beethoven.
16
that quality of iron cognitive analytical control over the
most violent creative thrust from the near world of passion
Schneider, Daniel (1950), p. 87.
and dream."
17
"
.it is my impression that the thinking and research in the field of creativeness tends to be too atomistic and too ad hoe, and that it is not as holistic, organA. H.
ismic, or systematic as it could be and should be."
Maslow (1968), p. 1. Maslow goes on to say that we need not
choose between holism and atomism, but should find how best
to integrate them.
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Three operational models antedate Guilford's, and his
own syntheses include elements

from each one of them.

Steps in Creative Production (Wallas)
Prepara tion---) lncuba tion---->• Illumination---)
(solution
(unconscious
(information
mental work
emerges)
gathered)
goes on)

Ver if ica tion
(solution
tested and
elaborated)

Steps in Problem Solving (Dewey)
A
A difficulty Difficulty
is Possible---)•Consequ ences
are considered solution
is felt
solutions
located and
defined
are suggested
is
accepted
Steps in the course of a typical Invention (Rossman)
Need or
) Problem----) Available --- .,Solutions
difficulty
formulated
information
formulated
observed
surveyed
New ideas..i( tested

Definition of
the Wallas model.
primary processes

New ideas t1(.---- Solutions
formulated
critically
examined

the creative problem is not mentioned in
On the other hand,

are made explicit by Wallas whereas they

are at most implicit in the models
which are oriented

the operation of the

(including Guilford's)

towards secondary processes.

The final

step of the Wallas model is of a more cognitive nature, and
seems implicitly to include the last three steps of

man

model.

the Ross-

The Rossman model here adds an extra cycle of

cognition and production, which could be repeated indefinitely.
Guilford's morphological model includes his operational
sequence.

(See figure)

In effect the sequence of cognition,

production and evaluation repeats until a problem is solved.
(Memory stands outside this sequence;

its stored information
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is available for any of the three operations.)
of production are distinguished:

Two types

convergent production de-

the one correct or conventionally acceptable answer

duces

from given data,

as in a mathematical or logical problem.

Divergent production is more germane to creative thinking
and the arts;

from the problem and the given information a

variety of acceptable solutions may be discovered.
The simplest example of
ational sequence in this

the functioning of the oper-

three-dimensional model would be

provided by its application to one type of content and one
form of product,

the cognition, divergent production,

e.g.

and evaluation of symbolic units.

Each cell of the model

represents a theoretically possible intellectual skill.
the model to suggest paths

Guilford utilizes
research,

and as of

1

for future

965 , has demonstrated by factor anal-

ysis the existence of seventy out of the possible one hundred and twenty skills.
The model differentiates between four types of information:

figural,

symbolic,

semantic,

and behavioral.

"A

printed word has a shape, which is a figural property;

it

is a certain sequential combination of letters, which is a
symbolic unit;

and it carries

to the person who can read

the word the communication of an idea, which is semantic.11

1 8

Behavioral information is that which is involved in the
understanding of one person by another,
verbal.

Note that symbols are regarded as symbolic in-

formation (such as letters,
tions)

and often is non-

numbers, words, musical nota-

only when meanings and form are not considered.

The products of the intellect are the "forms that
1 9
in formation ta k es in the organisms
•
f
processing
o f 1't • 11
Units are "relatively segregated or circumscribed items
information having
18
1

9

Guilford,
Guilford,

'thing'

J. P.
J. P.

character."

Classes are sets

of
of

(1 965) ed. E. P. Torrance (1 967) , p.
and Hoepfner, R., (1966), p. 4.

1

96 .
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Relations

items grouped by virtue of common properties.

are "connections between items of information based upon
variables or points of contact that apply to them.

II

Systems are "organized or structured aggregates of items
of information;

complexes of interrelated or interacting

Transformations are "changes of various kinds

parts."

(redefinition, shifts, or modification)
Finally,

mation, or in its function."

of existing inforimplications are

"extrapolations of information, in the form of expectancies, predictions, known or suspected antecedents, concomThe connection between the given

itants or consequences.

information and that extrapolated is more general and less
2 0

definable than a relational connection. 11

In seeking to demonstrate empirically the existence
of each of

the factors of intellect, Guilford provides us

with tests which are virtually operational definitions.
For instance,

the Utility Test

(flexibility)

is used to de-

termine ability in the Divergent Production of Semantic
Classes,

"List uses for a com-

or spontaneous flexibility:

mon brick and a common wooden pencil.

Score is

of shifts in classes in consecutive responses."

the number
21

A number of characteristic modes of creativity may be
generalized from these tests.
tion of a quantity of ideas,

Fluency,

the rate of genera-

is contrasted with flexibility,

a more demanding operation requiring rapid changes in interpretation of

the problem.

The test of spontaneous flexibil-

ity suggests to some theorists that in attempting the solution of a new problem,
of abstraction,
classes.

it is useful to think at a high level

and therefore think in terms of broader

(This approach is obviously appealing to the pre-

sent writer.)

The notion of originality is partially in-

eluded in the concept of flexibility.
Two factors pertinent to creative thinking are not part
of the divergent production group.
20

21

Ibid.
Ibid., pp.

9-10

They are a sensitivity
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to problems or to the inadequacy of solutions--factors of
evaluation, and

the redefinition of objects used in irnpro-

visation--a convergent production factor involving the
process of transformation.

A semantic example of the for-

mer is expressed in the test requiring a judgment of whether
a group of words expresses a complete thought or is a cornplete sentence.

An example of a problem requiring improvi-

sation asks which of five objects could be adapted to start
a fire:

a fountain pen,

bowling-ball.

onion,

pocket watch,

lightbulb,

and

(The watch-glass)

It has been discovered that the same person usually
differs widely in his ability to handle the various
of information,

even when performing the same operation.

Figural information provides
of concrete problems
auto-repair,

types

the material for the solution

in the non-verbal arts,

flying of small aircraft,

athletics,

and so on.22

Sym-

bolic information is used by the mathematician, logician,
linguist,

or chemist,

semantic information by those whose

occupation requires verbal communication,

and behavioral

information by those who deal with people in a special way,
like police, politicians, salesmen,

therapists.

Of course,

many or most occupations require the use of more than one
kind of information, but often require a special aptitude
in one particular area.

22
The pertinence of the "figural" concept to music is
not altogether clear to this writer.
From the spatial figtests
given,
seems
that
the
significance
of musical
ural
it
meaning may not be fully appreciated by Guilford.
Translation of these tests into musical terms appears to result in
a sort of musical crossword puzzle, relevant in a sense, but
trivial.
Translation of semantic tests, at least as performed by this writer, seems to yield more meaningful results.
Given the establishment of a separate musical "slab,"
the applications of the concepts of the operations, and the
products, may be useful in suggesting teaching strategies.
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THE DEVELOPMENT OF CREATIVE ABILITY
Let us now follow up

the thesis that if it is possible

to deliberately assist an individual to become more creative
we may at

the same time contribute to his growth towards psy-

chological maturity.
The delineation, by the behaviorists and others,

of

specific creative processes and skills has been followed
by considerable experimentation and innovation which indicate that it is possible to systematically improve creative
ability.

These experiments have been directed towards

the

definition and improvement of specific abilities, such as
fluency,
problems,

flexibility,

or the ability to pose and solve

and towards the discovery of

the social environ-

ment in which these abilities are most likely to manifest
themselves.
In general,

such a social environment seems to bear a

strong resemblance to the conditions suggested by Maslow and
McKinnon as significant in the aetiology of the self-actualizing or "creative" person.

For instance, Torrance recommends

that the teacher be respectful of unusual questions and
ideas of

the child,

that he provide opportunities for self-

initiated learning and give credit for it,

and provide for
23
. d s o f non-eva 1uate d practice
.
·
M any of
perio
or 1earning.
Torrance's ideas are directed specifically to the accomplishment of creative tasks, but taken as a whole they suggest the
provision of an atmosphere which is safe but stimulating,
which recognizes and values individual differences,

and en-

courages the child to take initiative and responsibility
in directing his own life, within reasonable limits of tradition.

Although these suggestions may seem modest enough,

for many teachers
normal routine.
23

they represent a radical departure from
Classrooms and teachers

Torrance, E. P.

in the main are

(1967), Chapters 1, 3, 4.
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geared to teach relatively orderly procedures associated
with convergent thinking which are not at all encouraging
of creativity.24

Creative ability and activity is often

an embarrassment for teachers who desire the security of
clearly delimited content matter,

and of straightforward

deductive or imitative operations with one right answer.
The creative child is often seen as unruly and "difficult"
in this situation; perhaps he falls within the category
described by Rank and McKinnon as "conflicted," with the
conflict originating in part in an environment which is
2
1c to h.1s own b est qua 11t
· ies. S
unsympa th e t.
A number of techniques aimed at the development of
more specific creative abilities have been shown to b e e f fective.

These are less

of psychological health,

clearly relevant to the promotion
although they are potentially

helpful in the same way that cognitive abilities are helpful: both permit satisfaction of deficiency needs through
mastery of the environment,

and at a more advanced stage

of psychological growth, both make possible a satisfying
expression of personal capacities.
The structure-of-intellect model has been used to suggest a developmental sequence of skills of cognition, memory, production, or evaluation.

As a general r le,

it is

felt that operations become more complex moving from the
top to the bottom of the model and/or from the left to the
right--although inconsistencies can be found both in the
model and in terms of the present abilities of any individual learner.

Tests of the type used in the operational

definition of each cell are used as the basis for the design
of learning tasks.
The correlation between IQ and measures of creativ24
ity is quite low, and especially so for IQ's exceeding 120.
25
Bruch, Catherine B.: "Increasing Children's Creativity Through a Combination of Teacher Training Approaches,"
9:24-8, Spring, 1965.
The Gifted Child Quarterly.

104

Some theorists believe the process of problem-solving
is essentially creative--although it is not clear whether
all creativity is viewed as problem-solving.
demonstrated

Gagne has

that problem-solving is "the combining of a

number of previously learned principles into a new higherorder principle which

'solves'

the problem and generalizes

of stimulus situations embodying other
2 6
It is emphasized that the
problems of the same type.n
to an entire class

student must know and have recently recalled all the relevant lower-order principles,

and instruction should be

directed towards insuring this.
that students

effect
solvers

Research is quoted

are relatively ineffective problem-

in the absence of this preparation.

little allowance for

to the

Gagne makes

the operation of intuition;

problem-

solving is primarily a conscious process.
The discovery or inquiry method is related
problem-solving approach.

In this

upon the sensing of problems

to Gagne's

case emphasis

is placed

(see the Dewey and Rossman

models, page 98)

and formulation of questions directed to

their solution.

The discovery method is used to further

conceptual development through creative

thinking.

Bruner

and Piaget find it important that students operate autonomously and obtain immediate feedback of data, when attaining new concepts.

Suchman

2 7

describes a technique wherein

children are shown motion pictures
which are designed to puzzle them.

of physics demonstrations
They are

invited

to

seek an explanation by gathering data through questioning
the instructor.
tions

The responsibility for formulating ques-

and interpreting data is theirs.

It is reported

that

children become highly motivated, more fluent in questioning,
and more precise in their analyses and syntheses.
cess calls

for

This pro-

flexibility and resourcefulness, but as de-

scribed by Suchman is slanted towards deductive,
28
.
pro duct1on.

convergent,

Gagne, Robert (1965), p. 165.
26
27
Suchman, J. Richard (196 2 ) , pp. 95-96.
28
The writer has heard of the successful application of this
general approach in the teaching of musical style and analysis:
after exposure to a score or recording, students are asked,
"What questions can you ask about this music?"
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A technique of creative thinking which has achieved a
"b rainstorming.
.
.
1129
measure of fame was name d b y its
.
inventor
.
Brainstorming

pits

the mental resources of a group of in-

dividuals against a specified problem.
evaluation of answers,

on the premise that evaluation is in-

hibiting to the flow of ideas.
ports

this claim to an extent,

that instructions
ency only,

The group is to avoid

Experimental evidence supalthough Guilford discovered

calling for flexibility,

rather than flu-

increased the quality of response without ser-

iously affecting quantity.
ation limits

Guilford believes

that evalu-

the scanning operation to relevant data,

and

if it implies a clear and accurate understanding of the
problem will help to produce quality answers.

But if the

evaluative attitude involves a fear of being unconventional or wrong,

it should be separated from production.

Hyman

discovered that a general critical attitude can have broad
transfer effects in problem-solving.

Two groups of engineers

were asked to examine a set of solutions
group appreciatively,

to a problem,

the other critically.

one

In a later

problem-solving exercjse the uncritical readers suggested
solutions of "higher calibre"

than the critical readers.

This study has attempted to demonstrate an association
between the experience of delight,
illumination,

the moment of creative

and the peak experience as powerful forces in

psychological growth.

In the present context we are espe-

cially interested in the moment of "creative illumination."
We are speaking here of an intense moment of insight following extensive immersion in a problem, with perhaps a
period of incubation,

rather than the less profound

creative problem-solving as found,
storming session.
value,

(However,

for instance,

type of

in a brain-

the latter is also of great

since it probably requires a great deal of ego-flex-

ibility,

involving quick momentary recourse to primary pro-

cess and

the development of intuitive processes.)

Osborn, Alex (1953); See Guilford, (1962), ed.
29
Torrance, (1967), pp. 113-115.
Also Parnes, (1967).

E. P.
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The moment of creative illumination occurs when least
expected.

The only commonly realized method of inducing

illumination is to "sleep on"

(incubate)

has not yielded to conscious analysis,

a problem which

in the hope that at

some time in the future a solution will appear of its own
accord.

Of course we know that this method can be surpris-

ingly effective, but it seems on the face of it to leave
unchanged an individual's capacity to voluntarily regress
to primary process and thus
work on this level,
gration.

to engage in prolonged creative

and to achieve greater psychic inte-

We shall examine,

then,

a number of somewhat eso-

teric theories and experiments which relate to voluntary or
artificially induced regression to primary process and/or
its use in creative production.
the reservations
pertinent:

The reader is reminded of

(stated on pages 35-37) which are again

namely,

that these techniques should not be

expected to be effective for individuals who are greatly
frustrated in their safety needs.
The peak experience, and therefore the moment of creative illumination, was described in the broad context of
altered states of

consciousness.

A considerable amount of

experimentation in the induction of various altered states
has been conducted.

Ludwig is able to state that in gen-

eral "altered states of consciousness may be produced in
any setting by a wide variety of agents and maneuvers which
interefere with the normal inflow of sensory or proprioceptive
stimuli,

the normal outflow of motor impulses,

the normal

'emotional tone',

or the normal flow and organization of
30
cognitive processes."
This statement is given extensive elaboration by Ludwig.

Of particular interest in our context are those states

resulting from increased alertness

or mental involvement

associated with intense absorption in a task,

or,

conversely,

30
Ludwig, Arnold (1968), p. 10.
This concept has received partial exposure in Chapter Five, with Jones' description of the function of apperceptive insufficiency.
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from decreased alertness or relaxation of critical faculties,
as attained spontaneously or through meditation.

Profound

aesthetic experiences are likely to be associated with a passive state of mind

(the analytical bias of college schools of

fine art notwithstanding).
illuminatory,

According to Ludwig, creative,

and insightful states, and free-associative

states during psychotherapy are among the other manifestations associated with this relaxation of critical faculties.
There are reports available of experiments involving themeditative state and "mystic experience,"
hypnagogic states,
drugs.

the hypnotic and the

and states of consciousness induced by

Some of these experiments were specifically intended

to stimulate creative behavior.

For our purposes, we need to

examine only those techniques which could conceivably be used
in the instructional situation;

that is, those involving med-

itation or the hypnagogic state.
Of those states of consciousness mentioned above, the
"mystic experience" has the closest affinity with peak experience.

It may occur spontaneously, but is most commonly

sought through the (Eastern) process of meditation.

Arthur

Deikman, whose experiment in meditation will be reported,
believes that meditation results in a deautomatization of
perception.

An account of Deikman's theory may be of inter-

est here, because it is relevant to the issue of regression
to primary process,

to Maslow's concept of rubricized versus

concrete perception, to the explanation of the peak experience, and to the nature of the artistic endeavor.
As an action is repeated, the somatic and mental systems
involved become increasingly automatized and gradually disappear from consciousness.

Deautomatization can be achieved

by reinvesting actions and precepts with attention.

It may

result in a shift to a hierarchically lower psychological
structure,

although, paradoxically, it may allow for new syn-

theses and analyses on a higher level.

Psychological "struc-

tures" are defined as "configurations of a slow rate of
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change.

.within which, between which,

which mental processes
archically ordered

11 3 1

level to an analytic,

.Structures are hier-

take place.

from a "primitive"
abstract,

and by means of
(primary process)

intellectual level of organ-

ization.
According to Deikman,

"the search of the artist to

find a new expressive style may be viewed as a struggle to
deautomatize his perception and the evolution of styles is
accordingly necessary to regain vivid,
cant experience.

emotionally signifi-

The struggle for creative insight in all

fields may be regarded as the effort to deautomatize the
. "32
psychic structures that organize cognition and perception.
It is suggested

that the mystic experience is also a

consequence of deautomatization, since attention is given
exclusively to a percept,

and abstract categorization and

thought is prohibited during preparatory meditation, and
is absent during the experience itself.

Since automatiza-

tion is a hierarchically organized developmental process,
favoring abstract thought,

it should be expected that deau-

tomatization will result in a shift
level.
suous,

At this level imagery is relatively vivid and senand

there is a reduced differentiation between self-

object and between object-object.
sistent with some of the reported
mystic or peak experience,

tion")

as a unity.

(Blake:

This explanation is concharacteristics

as for instance,

of heightened sensory awareness,
things

to a more primitive

of the

the experience

or the perception of all

"cleanse the doors of percep-

Deikman opposes the explanation of regression to

an infantile mode of perception, since the actual experience
may be beyond the psychological scope of a child.
We turn now to an experiment in which Deikman successfully utilized a meditation procedure whereby totally inexperienced subjects were quickly able to achieve a number of
1
32

3

Deikman, Arthur,
Deikman, Arthur,

in Tart, C. T. ed.
in Tart, C. T. ed.

(1968), p. 31.
(1968), p. 217.
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low level "mystic experiences."

Subjects were seated com-

fortably in simple, neutral surroundings,
rect their eyes
a blue vase)

and asked to di-

towards a meditative object (in this case
As a peripheral

at about eight feet distance.

part of the experiment distracting sounds were introduced
per tape recorder to test subjects'

abilities to develop

psychological barriers against distraction.
Subjects were requested to give full, non-analytical
attention to the vase.
must be excluded.

All other thoughts or sensations

When it was noticed that attention had

drifted from the vase it should be gently directed back
The examiner was present during the twelve fifteen-

again.

minute experimental sessions for the purpose of guidance,
and for a hypothesized unconscious effect on subjects.
The procedure produced "alterations in the visual perception of sensory and formal properties of the object and
alterations in the ego-boundaries - all in the direction of
fluidity and breakdown of the usual subject-object orientation.11

3 3

The resulting freedom from stereotyped organiz-

ation allowed new associations and syntheses which represented an advance in mental functioning.

(The suggestion

that the new organization is on a "higher" level is interesting with respect to the similar types of organization
and freshness appreciation ascribed by Maslow to the selfactualizing personality.)
There is no specific attempt to link the ability to
achieve deautomatization as achieved through meditation to
the deautomatization held to be essential to the creative
process.

The writer believes that although the relation-

ship is not obvious in subjective experience,
difficult

that it is not

to discover if one has the appropriate orientation.

There is involved here a curiously subtle, passive, noninterfering, alterness, which is however amenable to a c e r tain small amount of control.
33

Ibid., p. 217.

(See page 127 & 261.). It seems
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that the skills obtained through meditation would require
a deliberate transference or translation if they are to be
used in creative production.

Some exploratory attempts to

apply these skills will be suggested in Part Three.
The hypnagogic state has strong potential as a means
to developing ego flexibility.

This is the altered state

of consciousness lying between waking and deep sleep. The
subjective experience is characterized by an impairment of
ego-functioning and the appearance of primary process imagery.
There are a number of ways of voluntarily inducing the
hypnagogic state.

Van Dusen uses a procedure,

of which can be confirmed by this writer.

the efficacy

This involves

giving attention to one thought or sensation as in some
types of meditation, in order to still ego-consciousness.
"Then around the fringe of the conscious center spontaneous
images or wor d s appear.

I

34

Once these begin to appear, it

is the writer's experience that some conscious control can
be exerted over their content and direction, and they may
be utilized in the pursuit of a previously formulated creative problem.
The writer has developed an technique which is very
effective.
able,

Students are asked to make themselves comfort-

close their eyes, and follow the teacher's directions.

I then have them breathe deeply, relaxing with the outgoing breath.

After half

a minute

to

a minute

I suggest

an

image to them which parallels their present situation; for
instance,
park.

they are sitting in the warm sun on a bench in the

Usually some interpersonal situation is suggested in

its barest outline.
or neutral.

The emotional tone is always positive

At this point they are told to allow their

dream or fantasy to take its own course.
After a few minutes,

the students are directed to re-

turn gently to the waking state, and are then invited to
share their fantasy or dream with the class.
34

Van Dusen, W.

(1967), p. 218.

After the first
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couple of sessions it is rarely that a student has nothing
to report,

although the primary process content varies among

them.
While it is true that almost all students are capable
of this type of voluntary regression, some may become anxious unless

the situation is handled carefully.

Bertini,

Lewis and Witkin made a similar discovery during an experimental induction of the hypnagogic state.

Subjective reac-

tions varied from pleasant and relaxed acceptance to unease
and fear.

Field-dependent subjects were more uncomfortable

in the situation.

(McKinnon found his personally sound sub-

jects to be field-independent.)

Field dependence probably

correlates with other-directedness

(Reissman, Shostrom), de-

pendence as measured by Barron, and with high safety needs.
Some subjects reported release from psychological problems,
and Van Dusen in fact suggests that use of the hypnagogic
35
state as a means of therapy or personal growth.
Bertini, Lewis and Witkin presented some subjects with
emotionally loaded material, on film, just prior to induction of the hypnagogic state.
sometimes became

It was discovered that this

material for transformation into mental

imagery--especially with the more field-dependent subjects.
We may suppose that creative problems in which the subject
is voluntarily immersed would also undergo hypnagogic transformations.

In such cases it might be expected that field

independent subjects could utilize the state for their own
purposes.
The voluntary use of the hypnagogic state as a means of
conscious apprehension of primary process thought is complicated by the difficulty of later recall of content.

If

sleep intervenes between the hypnagogic state and waking,
recall will be extremely unlikely.

Furthermore,

if waking

follows immediately upon the hypnagogic state there is normally only a very short term memory for content.
35
Kilton Stewart (1968) reports the extraordinary absence
of violence, aggression, and interpersonal conflict in the
Senoi Tribe of the Malayan Peninsula.
This is attributed to a
system of public sharing of dreams.
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Van Dusen suggests a deliberate strengthening of hypnagogic experiences in the state of semi-consciousness just before waking.36
A number of experiments have been conducted to determine the influence upon creativity of the ingestion of LSD
and other psychedelic agents.

The results have been mixed.

Often subjects report strong feelings of increased creativeness which are not borne out by objective examination of
their products--even when the examination is conducted in a
normal state by themselves.

Where the created object is

able to withstand such evaluation,

the subject was always

immersed in the creative problem for some time before re37
.
to primary
.
process was in
gression
. d uce d .
It may be hypothesized that the successful use of the
above techniques for voluntary regression to primary process
will be helpful in creative production only when the subject
is cognitiviely prepared and emotionally involved in the ereative problem.

Such a finding would provide confirmation of

the Wallas model of

the creative process.

Experimental evidence seems

to confirm the possibility

of the use of a number of altered states of consciousness to
increase creativity, especially in the phase of creative illumination.

The ability to utilize these states for such

purposes will probably depend on the individual's level of
psychological functioning.
felt,

the

individual

Where lower needs are strongly

will be very

reluctant

to allow

weakening of his "generalized reality-orientation."

the

In

cases where altered states of consciousness are acceptable
to the individual,

they may also contribute to his general

psychological growth.

Maslow's concept of the peak experi-

ence as an identity experience is congruent with this thesis.
Deautomatization of cognition, regression to primary
process thought, or the ability to express the imagery of
the unconscious, may represent an advance in mental flexi36 Van Dusen, W. (1967), p. 218
37 Harmon, W., McKim, Magar, Fadiman, and Stolaroff (1968).
Zegans, Pollard and Brown (1967), p. 286.
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bility or functioning for the individual, but it should be
remembered that the phase of the creative process with which
we have associated these phenomena is followed by another
of equal importance.

The aesthetic quality and powers of

communication of the creative object will depend upon painstaking conscious transformation and refinement of the primary process images.
SUMMARY
A clear correlation between creativity and psychological health has been suggested in theory and proven experimentally.

It is therefore probable that an improvement in

psychological health will at least make possible an increase
in creativity.

If we accept Maslow's description of the

self-actualizing person,

this increase in creativity follows

automatically in the upper reaches of psychological health.
Otherwise, we have available techniques which are demonstrably
capable of taking advantage of any potential capacity for
creative production.
It seems very likely that an education which succeeds
in increasing creative ability in certain specifiable ways
will thereby also further psychological growth.

These ways

are summarized in the following paragraphs.
Firstly, such a program would utilize those classroom
conditions which have been found to encourage creativity and
are

also

hypothesized

to

be

central

to

the

aetiology

of

self-actualization.
Secondly, the preparatory and evaluative stages of the
Wallas model involve cognitive skills whose place in psychological growth has already been discussed in earlier chapters;

these skills will be relevant to growth to the extent

that they genuinely contribute to the satisfaction of some
aspect of the hierarchy of needs as felt subjectively by the
individual involved.

The development of creativity will re-

quire instruction in such skills.

We should remember here

Kubie's warning about the destructive effects of learning by
repetition.
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the development of processes of divergent

Thirdly,

thinking and problem-solving through the use of such techniques as

the discovery method,

tribute to psychological growth,
individual feels

or brain-storming, may conagain,

provided that an

their relevance to his basic needs.

application of these memory,

convergent, divergent,

The
and

evaluative skills must be carried on under the conditions
described above as favorable to self-actualization.
Fourthly,

the development of the ability to voluntar-

ily regress to the primary processes which are vital to
creativity, will also contribute to the psychological integration of the individual.

Techniques which have been

discussed as relevant to this ability included the development of intuitive abilities in artistic improvisation or
in brainstorming, and instruction in approaching and utilizing various altered states of consciousness,
the meditative and hypnagogic states.

especially

The possibility of

implementing these techniques in any individual case will
depend upon his current level of psychological health and
ego flexibility or rigidity;

a certain amount of ego flex-

ibility is required as a basis for further development.
Also,

the individual should be encouraged to pursue a know-

ledge of his

own internal mental processes both for the

direct effect upon psychological health, and as a means

to

ever more extensive and subtle direction of his consciousness as an appropriate response to various circumstances.
One other issue is relevant to this question of utilization of primary process.

Maslow distinguishes primary

and secondary creativity as related to the predominance of
primary or secondary processes,

and recommends development

of the former over the latter.

In the context of progres-

sive education,

this emphasis was described as the encour-

agement of self-expression.
expressive;

But works of art are not only

they are also communicative, and it does not

seem inconsistent with the objectives of self-actualization
that students attempt to communicate through art.

However,
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it is the writer's belief that the ability for expression
should be regarded as prior to the ability for communication.

If an individual has nothing to express,

in the skills of communication is pointless.
course,

instruction

Also,

of

expression results from a conscious involvement

with primary process and should contribute to psychological
growth by integrating psychic functions

and increasing

psychic economy.
Finally,

implementation of all of the above techniques

should increase the likelihood of occurrence of creative
illumination or peak experience,

a most important contrib-

ution to growth towards self-actualization.
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CHAPTER SEVEN
DEVELOPMENT OF THE ICONIC MODE:
MENTAL IMAGERY, CREATIVITY, AND PSYCHOLOGICAL HEALTH
A rich and varied mental imagery has been shown to be
a phenomenon of more frequent occurrence in people of superior creative ability or psychological health.

As with crea-

tivity, we may conjecture that increasing the ability for
mental imaging may enhance psychological health and the range
and flexibility of mental functioning.

This would be part-

ially explained by the primary process nature of some imagery:

the development of access to primary process is related

to psychological growth in the manner described in the pre1
vious chapter.
Jones uses the iconic mode in the instructional situation

s the source of primary process fantasy images which

personalize the nonpersonal in areas such as social studies.
This strategy substitutes the immediacy of a fantasy image
for distant objects and situations which cannot be experienced
Non- &
Intra
personal

Enactive

Iconic

Symbolic directly in the

---------- -------- --------Thinking.! ______ ---------- ____
x____--------2

Perceiving! ____
2

Affect

classroom.

Music

be presented
directly to the student;

in represent-

ing music internal-

ly he may therefore use the iconic mode as secondary process
in,

for instance, building a memory store of accurate aud-

itory images of music heard--and also as a mode of expression
of musical fantasy.
The letters of many great composers reveal their possession of vivid aural imagery and its importance in the processes
1

See pages 85-92,

105-113.
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of musical creation.2
II

.the whole, though it be long, stands almost
complete and finished in my mind, so that I can
survey it, like a fine picture or a beautiful statue, at a glance.
Nor do I hear the parts successively, but I hear them as it were, all at once.
What a delight, this I cannot tell!
All this inventing, this producing, takes place in a pleasing,
lively dream."
(Mozart)
"He is a good musician, who understands the music
without the score and the score without the music.
The ear should not need the eye, the eye should
not need the outward ear."
(Robert Schumann)
"You cannot produce a beautiful sonority or combination of sonorities without first hearing the
imagined sound in the inner ear."3
(Copland)
"I remember a gathering, mainly of literary people,
in which I was quite severely taken to task for
implying quite casually that the sound of an orchestral score.
.could be quite vivid to me
through reading the notes, even if I had neither
heard the score performed nor played the notes myself.114
(Sessions)
The psychologist, Carl Seashore, believes that in the
absence of the capacity for mental imaging, a musician,
especially a creative musician, cannot fail to be mediocre

5

although both Sessions and Copland point out the cases of
brilliant musicians who had difficulties in this area.

Many

music teachers place emphasis upon the development of internal hearing as a means or prerequisite to the improvement of
composition or performance skills.
However, this emphasis is
inclined to reach the student in the form of an admonition
rather than an intrinsic aspect of instruction.

Little is

known about the range of abilities, nor about whether it is
possible to improve upon those abilities already manifest in
any individual, nor about what objectives might reasonably be
set if improvement is possible.
2
3
4
5

It seems to the writer that

Seashere, Carl (1938), pp. 164-166.
Copland, A. (19 5 9) pp. 32,34,41.
Sessions, R. (1966) p. 28.
Seashore, Carl (1938) Chapter 14.
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when the ability to 'hear'
the usual 'musicianship'

is taught as an objective of
it implies skills of per-

course,

ceptual discrimination and tonal memory.
'hearing'

Further,

the

is usually mediated by some non-auditory process,

such as placing pitches in a (visual) mental space frame.
These skills are of course valuable, but it is probable
that they overlap but are not coextensive with the presence of vivid auditory imagery.

It is with the latter

capacity that this chapter will be primarily concerned.
According to Richard son, "Mental imagery refers to
(1) all those quasi-sensory or quasi-perceptual experiences
of which (2) we are self-consciously aware, and which
(3) exist for us in the absence of those stimulus conditions that are known to produce their genuine sensory or
perceptual counterparts,

and which (4) may be expected to

have different consequences from their sensory or percept6
ual counterparts."
The description and quantitative measurement of individual abilities for mental imaging were initiated by
Francis Galton in the 1860's.7
oped in more recent times.

Galton's scale was <level-

The reader may gain a personal

understanding of the range of individual capacities for
mental imagery by attempting to auditory component of the
Betts QMI Vividness of Imagery Scale which follows.

The

Betts Scale also includes tests of the visual, cutaneous,
gustatory,

olfactory,

organic, and kinaesthetic modalities.8

"Think of each of the following sounds, considering carefully the image which comes to your
mind's ear, and classify the images suggested by
each of the following questions as indicated by
the degrees of clearness and vividness specified
on the Rating Scale.

6
7
8

Richardson, A. (1969) p. 2
Galton, F., (1809)
Sutcliffe, J. P. (1965)
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ITEM

RATING

6.

The whistle of a locomotive

7•

The honk of an automobile

8.

The mewing of a cat

9.

The sound of escaping steam

(

(

10. The clapping of hands in applause

)

)

(

)

(

)

(

)

RATING SCALE
The image aroused by an item of this test may be:
Perfectly clear and as vivid as the actual experience

(1)

Very clear and comparable in vividness to the
actual experience
Moderately clear and vivid

(2)

Not clear or vivid, but recognizable
Vague and dim

(4)
(5)

So vague and dim as to be hardly discernable

(6)

No image present at all, you only 'knowing'

(3)

that you

(7)

are thinking of the object
In some cases where imagery is particularily vivid,

the

distinction between image and percept is not easy to draw.
For instance, Valentine reports that his own auditory imagery
is "so vivid that when a distant clock is striking (he) may
be uncertain at the finish whether another note has struck or
whether (he has) simply imagined it. 119
Most of the research into mental imagery has dealt with
the visual modality.

One hypothesizes that this is a conse-

quence of the primacy of visual imagery for most people.
1 0

Griffiths (1 927)

discovered that in a sample of eighty

seven subjects, 90 % experienced their most clear or vivid images in the visual mode, as compared to 5% each in the auditory and kinaesthetic modes.

Also the visual mode

lends

itself more readily to investigation because of the persistence and stability of the visual stimulus as compared to
all but the simplest auditory stimuli.
9
10

Va 1en tine, C. W. (1962 ) pp. 252
Richardson, A. (1969) pp. 49-5 0

.However, a review
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of this research may be of value at least in pointing the
way to possibilities for future investigation of the relationship of auditory imagery to musical abilities, as well
as its broader relationships

to creativity and mental health.

Richardson distinguishes four types of mental imagery:
afte imagery,

eidetic, memory,

and imagination imagery.

We

shall discuss each of these in turn.
Most people are aware of visual, pressure,
ular after-images.

or vestib-

After-images are dependent above all on

sensory, as opposed to cortical stimulation.

Visual after-

images are most readily experienced following removal of a
bright stimulus when the subsequent visual field is relatively dark,

due either to low external illumination or

closure of the eyelids.

They are in most cases due to ret-

inal adaptation to the stimulus.

Auditory after-images

seem to be of low definition and of little importance for
our purposes.
Eidetic imagery is extremely vivid,

clear,

and per-

It is similar to a percept in that it can be

sis tent.

visually scanned and does not move with movement of the
eyes.

The eidetic image always seems

to be located out-

side of the subject, even when the eyes are closed.

It is

persistent to the extent that it can be reconstructed at
will up to years
and Klewer

(1926)

later by some individuals.

Allport (1924)

reported controlled, or involuntary,

movement within images;

for instance,

"people could be

made to enter and leave and perform normal actions."

The

this remarkable trait seems to have been
11
proved beyond doubt by Stromeyer.
existence of

Memory imagery is the type most familiar to most peaple.

Despite its name it may accompany thoughts relating

to past,

present,

or future events.

It is distinguishable

from other types of imagery by the relative absence of
clarity, stability, persistence,

and localization.

S tromeyer, Charles F., III: "Eidetikers",
11
ogy Today, Vol. IV, 6, November, 1970, p. 76-80.

in Psychol-
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Imagination imagery is the term under which Richardson
subsumes a number of forms,

including hypnagogic, perceptual

isolation (or sensory deprivation), hallucinogenic drug,
meditation imagery.

and

This categorization is justified by the

fact that these forms are distinguished more by their antecedent conditions

than their phenomenal attributes.

!magi-

nation images are images of objects unknown to the subject
as actual percepts.

They "tend to be novel,

substantial,

and vividly colored, when in the visual mode",

and involve

"concentrated and quasi-hypnotic attention in inhibition of
associations.

.Imagery which is voluntarily constructed

to achieve novelty and which lacks vividness of color and
clarity of detail has been included under the general heading
of memory imagery."
The capacity for mental imaging appears
in part upon genetic endowment.

to be dependent

Thurstone (1951)

1 2

showed

via a factor analytic study that identical twins are more
alike on a test of visualizing efficiency than are fraternal
twins.

Sheehan found that although with practice both habi-

tual visualizers and non-visualizers were able to improve
their abilities

to reconstruct a visual-stimulus pattern,

only vivid imagers were able to increase the vividness of
13
Genetic determination seems
their image of the pattern.
particularily likely in the case of eidetic imagery.

A num-

ber of studies have shown the ability for eidetic imagery to
exist in only 6%

to 9% of Western children,

although a range

of 0% to 20% was found across a number of African tribes.

14

Some theorists believe that all very young children are eidetikers; until recently we have had no procedures to test
the validity of this assumption,15 although those of Stromeyer
Ibid., p. 53
lb id. , p. 48
Ibid., p. 37
14
15
Bruner, Jerome (1966) p. 13. "By age three the child has
become a paragon of sensory distractability.
He is a victim
of the laws of vividness, and his action pattern is a series
of encounters with this bright thing, which is then replaced
by that chromatically splendid one, which in turn gives way
.Visual memory at this stage seems
to the next noisy one.
to be highly concrete and specific."
12
13
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now seem to provide a means of testing all children in whom
the binocular function is fully developed.
The percentage of adults who are eidetikers is in all
cases lower than the percentage of children.
true for hypnagogic imaging.)

(The same is

This suggests that the capacity

for eidetic imaging is genetically determined, but that the
ability is subject to environmental influence.

It is con-

jectured that eidetic imagery has functional (vs.

aesthetic)

value for the child during the stage of concrete operations,
but with an increasing capacity for abstract thought the utility of concrete imagery may lessen because of the relative
efficiency of verbal conceptualization in dealing with the
complexities of everyday life.
As Maslow points out, effi·
16
.
c1ent
h ab.1tua
. 1 responses depen d upon ab stracting,
wh ereas
the eidetic image comprehends the stimulus object in all its
iliosyncratic detail.

Also, social consensus encourages all

those modes of thought which are opposed to concrete visualization.

It has even been suggested that communication be-

tween habitual visualizers and habitual verbalizers is difficult because word-meanings are created and validated in a
social context while images and their meanings are personal
creations.

There is experimenta 1 evi d ence to this effect.17

It seems that the ability for eidetic imaging atrophies in
the face of needs for a particular type of efficiency, and
the need for social acceptance.
It might be hypothesized that the retention of the capacity for visualization beyond the stage of concrete operations would be found to be associated with personalities
which display independence from societal judgments, or were
subject to countervailing influence by significant others
in favor of imaging.
In fact,

correlations have been found between the fre-

quency and vividness of the various types of mental imagery
and various personality traits,18 including those associated
16
17
18

See pp. 46-47.
Richardson, A.
Ibid., p. 70

(1969), pp.

83-84

1

with the creative personality by, for instance, Barron.
Thus,

23

19

Schneider found a corre l ation (p.<: .0 1 ) between the

ability to obtain vivid vo l untary imagery, and independence
of judgment as measured by the Barron test which Barron
found able to discriminate between creative and non-creative
adults in the same profession.20
As might be expected from its primary process nature,
the abi l ity to obtain imagination imagery is even more
closely corre l ated with persona l ity traits.

The invo l untary

occurrence of this type of imagery in al tered states of consciousness such as those induced by drowsiness, hypnosis,
sensory deprivation or drugs,

as we l l as its vo l untary oc-

currence in the waking state has been much investigated.
(See also pp.

l l

O fJ .

Foulkes,

Spear, and Symonds

2 1

discovered

that subjects who had the most dream- l ike (i.e. most influenced by primary processes)

hypnagogic imagery had achieved

greater measures of psycho l ogical hea l th , self-acceptance,
social poise, freedom from conformity,
ment,

and creative achieve-

as indicated by scores on the TAT and California PerIn connection with imagery induced by
22
in a number of
isolation, Holt and Goldberger

sona l ity Inventory.
perceptua l

experiments found the frequency of imagery to be correlated
with "intellectual flexibility and emotiona l freedom clusters" as shown by negative correlations on Paul's Test of
Memory Sty l e and B l ock 's MMPI Scale of neurotic under-control.
Subjects with low frequency of imagery exhibited a typical
authoritarian syndrome.

Holt and Go l dberger hypothesize rig-

idity of ego-defense as the important variab l e in determining the content of hypnagogic imagery.
The ability to control imagery as measured by,
stance,
enck,

for in-

the Gordon test, has been shown in studies by Eys-

and by Richardson,23 to tend to correlate with an absence

of neurosis.

19

20
21
22
23

See also p. 93
Barron, F., (1963)
Richardson, A. (1969) p, 82
Ibid., p. 99
Ibid., pp. 1 05-6 , 109, 112, 11 4
Ibid., p. 52

of this study.
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(In the Gordon Test,24 subjects are asked to close their eyes
and to

try to visualize the following scenes.

to indicate their success on a scale marked
or

They are then

'Yes',

or

'No',

'Unsure'.
1.

Can you see a car standing in the road in front of
a house?
Can you see it in
Can you
now see

In summary,

correlations have been demonstrated between

personality traits,

and an unusual degree of conscious access

to mental imagery.

In such cases the mental imagery is char-

acterized by its vividness or frequency or amenability to
conscious control.

The correlations can be accounted for in

terms of a number of aspects of

the personality syndrome as-

sociated with the self-actualizin g person.

These would in-

elude integration of id,

acceptance of

ego, and superego,

the whole self, relative absence of anxiety,

autonomy and re-

sistence to enculturation, in this case especially the cultural pressure to think above all in verbal abstract modes.
As mentioned at the beginning of the chapter the utility of
imagery in the process of musical composition has been attested by a number of great composers.

Experimental evidence

for the positive or negative value of imagery in the execution of various tasks has also been collected.
24

Ibid., p.

155
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The only test of the utility of auditory imagery reported by Richardson was an experiment by Davis in 1932
which included a test of

tonal memory of short melodies.

Auditory images scored higher in this

test than those who

depended on visual or kinaesthetic images.25
26
Barratt
showed that those with a capability for
vivid spontaneous visual images have an advantage in tasks
of spatial manipulation,
twisting,

(mentally rotating, moving,

or inverting one or more objects)

turning,

but no advantage

in tasks of spatial reasoning.
(Raven's Progressive Matrices).
27
Costello
reports that in a very small sample subjects with
controlled imagery were able to perform better on the spatial manipulation test, but not on the tests

of spatial

reasoning, nor on the Mill Hill vocabulary scale.
izers do not have the advantage in all tasks.

Visual-

The ability

to visualize must be relevant to the nature of the exercise.
28
In a test conducted by Drewes,
visualizers performed better
on some spatial tasks, but fell behind non-visualizers on
the Similarities, Arithmetic, Picture Completion and Picture
Arrangement Tests of the WAIS.

In some cases,

alternation

between concrete imaging, and abstract, modes can be effec29
The majortive in problem-solving.
(Hyman and Anderson)
ity of the population fall into a category (Responsives)
oretically capable of this alternation.

the-

It is hypothesized

that this alternation may be useful in breaking an unproductive set in the attempted solution of a problem.

(See deau-

tomatization, p. 108.)
Richardson and others have shown a tentative but probably significant correlation between the ability for vivid
and controlled kinaesthetic imagery, and peformance of a
number of athletic skills such as basketball and high-jumping.
In the latter instance, Richardson

25
26
27
28
29
30

lb id.
lb id.
Ibid.
lb id.
lb id.
Ibid.

'
'
,
'
'
,

p.
p.
p.
pp.
p.
p.

79
55

55

68-9
81
57

3 0

had subjects mentally
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practice the experimental task before performing it.
suggests

This

the possible utility of mental practice prior to

musical performance in those with high ability to image,

and

the advantage they have over poor imagers.

It

also suggests

would not be surprising to find a strong correlation between
virtuosity in ballet or acrobatics,
musical performance,

and

to a lesser extent

and vivid controlled kinaesthetic

imagery.
We have seen that the ability to experience vivid
imagery seems to be advantageous in the performance of a number
of non-verbal functions,
this

and we have grounds for presuming

to include functions associated with the composition or

performance of music.

However,

the ability to experience

vivid imagery is absent in a large percentage of the adult
population in whom it is inferred to have been present in
Can vivid imaging be preserved in childhood or

childhood.

reinstated in adolescents or adults?
The evidence to date is minute.
generally,

After-imagery,

or more

imagery which is not functionally important to

the individual in everyday life,

and although "present",

is

this imagery can be returned to the
3 1
Research
(Reingold, 1957) .
consciousness by training.

consequently suppressed;

also shows that virtually all people image during dreams,
even those who imagine themselves to be non-dreamers.

Im-

aging in this case is a common human capacity if not a common
human ability.

It is Richardson's opinion that although eid-

etic imagery may involve a special genetically determined
ability,

the capacity to consciously experience memory and

imagination images is universal and might be made manifest
by training in attending to already existing images.
and Scheerer
images

31
32

(1959)

3 2

Reiff

discovered that vivid and accurate

of early childhood could be recovered under hypnosis.

Ibid., p. 16
Ibid., p. 13 9
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(A suggestion here that childhood thought is iconic)· Warren
33
(1921)
deliberately cultivated his spontaneous imagination
imagery throughout adolescence, but stopped doing so when
he reached adulthood.

Later, over a period of two years, he

attempted to revive his old ability, which had in the meantime degenerated considerably.

Slowly, he was able to do

this, although he felt that it lacked the vividness which was
present in adolescence.
even when vivid.

(The images were always fleeting

"The effort to observe them attentively

always throws them back into their former (unclear) state;
and often the attempt to control them has the same result."

34

On a more pessimistic note we might recall Sheehan's
experiment in which vividness of imagery increased only
for those who were already good imagers.
er.

The rich get rich-

.It seems that also the ability for mental imaging

is associated with personality traits in ways similar to
the abilities for creative production or entry into altered
states of consciousness.

In this case, increasing the abil-

ity for voluntary or spontaneous perception of mental imagery may have to be predicated upon prior satisfaction of
lower level needs, and the various other conditions already
described in the chapter on creativity.
The Ecole Nationale de Deissen, Paris, in the 1840's
and 1850's, was reported by Galton to have trained students
in mental imagery "with extraordinary success.

Beginning

with the simplest figures, students were made to draw models
from memory after careful study."

One favorite expedient

was to associate the "sight memory with the muscular memory,
by making.

.pupils follow at a distance the outlines

of the figures, with a pencil in their hands."

After three

or four months' practice, their visual memory became greatly
strengthened.
34

"They had no difficulty in summoning images

See the quote from Copland, p.
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at will,

in holding them steady,

As was

and in drawing them.11

3 5

the case with creativity in general, we may con-

jecture that an increase in the ability for experiencing
mental imagery may contribute to psychological growth,
especially when "preconscious" imagery is involved.

While

the writer doubts that imagery should be used by educators
its utilization in

for intentionally therapeutic purposes,

the context of an education for creativity could contribute
also to psychological growth.

However,

an interesting ex-

ample of the therapeutic use of mental imagery is provided
by Crampton's

(1969)

3 6

description of a style of therapy

she calls psychosynthesis.

Essentially,

the patient is asked

to freely visualize in the context of a psychological problem.

The relationships of the resulting symbolic images

are them elucidated by therapist and patient.

On occasion

the imaging may be based upon a dream already experienced
by the patient,

or upon a universal dream symbol given by

the therapist.
In claiming the therapeutic effectiveness of this procedure, Crampton also suggests possible educational applications in creative problem solving:
ulate intuitive capacities,

it may be used to stim-

and to bring to those who had

imagined themselves uncreative a realization of their own
latent imaginative powers.

The ability to image may be

built by attempting to hold one pre-determined image,
the "mind-screen",

or to alternate fairly rapidly between

two predetermined images;
way,

or by observing in a uninterfering

the flow of mental imagery.

h e 1 p overcome

on

The latter is believed to
37

· · d ·ity an d rationa
·
1 contro 1 .
rigi

Galton, Frances (1869) in Magda Arnold (1968) p. 28.
35
While kinaesthetic memory may have been a very important
variable here, it seems to this writer that the technique
may owe much of its success to the peculiar opportunity
available to the visual artist for feedback (provided by his
drawings) as to the accuracy and completeness of his mental
images.
36
Crampton , M . (19 69 ) .
3 7
It seems fairly clear that this process uses hypnagogic
imagination imagery, which is sometimes merely observed, and
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In the light of the evidence cited so far Crampton
seems

to play down the inability for conscious imaging in

some people.
verted,

However,

she does mention that overly-extro-

or rigidly compulsive, or hyper-intellectual pa-

tients have been found to have difficulties with imaging
ability in the early stages,

this being especially so in

the case of spontaneous imagination images.
The application of the theories and data so far discussed

to the problem of the development and utilization of

auditory musical imagery will be attempted in Chapter 13.
The utilization of imagery depends in part upon certain
operations of the memory;

in this same chapter certain

other data will be exposed which tie together the operations
of memory and the facility for constructing auditory images
of musical sounds.

at other times controlled.
From information given in this
and the previous chapter, it can be inferred that a goodly
measure of mental health would be prerequisite to the use
As for Crampton's claims, they seem reaof this tecnnique.
sonable enough, provided the subject has intelligent guidance.
In the limited experience of the writer, conscious
apprehension of these images under some circumstances can
allay anxiety, even when the meaning of the images is not
apparent.
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PART THREE

THE MUSIC CURRICULUM IN THE LATE TWENTIETH CENTURY
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CHAPTER EIGHT
A LEARNING COMMUNITY FOR MUSIC
This study proposes as the overriding objective of the
educational process

the development of the individual towards

self-actualization.

Abraham Maslow's definition of the self-

actualizing personality has been accepted provisionally,

in

the knowledge that his procedures are open to question, but
that partial validation has been achieved through empirical
research using other procedures.
The conditions represented as favoring growth towards
self-actualization have been accepted with a similar understanding.

Such growth requires an increasing ability to

satisfy basic needs,

and thus involves development in the

ability to attain satisfying interpersonal relationships,
in knowledge of self and world,
press

individual capacities.

and in the ability to ex-

An education for self-actual-

ization must be comprehensive in this sense.
When these conditions for growth are informed by the
information presented in Part Two,

an inclusive theory of

such an education may be extracted and summarized,
stance,

as in the model of mental functioning.

for in-

This model

serves a heuristic purpose in curriculum design by

remind-

ing us of the range of abilities which are of educational
concern.

Note that the model is open to any number of in-

terpretations;

its intended meaning can be construed only

through reference

to the contributing theories.

An illustration of the relevance of the categories of
the model in a musical setting may be helpful.

Let us con-

sider a student at the moment of achievement of a typical
objective of music education:
public piano recital.

consider

the performer at a
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The abilities required for a successful performance
might be summarized in terms of a set of highly developed
motor skills placed in the service of a deep understanding
of the music.

But reference to the model suggests a number

of other factors which otherwise may be overlooked.
fact,

In

the whole catalogue of skills represented in the model

find simultaneous expression in the performing situation-and therefore should find a place in the instructional situations which prepare for performance.

The pianist thinks

about his performance, and perceives the effects of his
thought and action in the sound produced and its impact
upon the audience.

His use of the symbolic mode has allowed

him to acquire and put to use a knowledge of the notational
system,

and a verbal conceptual knowledge of music which

assists in understanding the music and shaping the performance.

The

iconic mode is represented in the formation of

an aural image which the performer attempts to replicate
in actual sound during performance.

It may have been used

also in the construction of kinaesthetic images of the physical movements required in more difficult passages of the
programmed works.

The enactive mode finds its place in the

definition of the performer's general physical relationship
with the instrument and with the sound and movement of the
music, and in the specific motor skills required for the
production of sound.

There is an almost universal agreement

that music is representative or evocative of emotion.

The

pianist's feelings and thoughts about the emotional content
of the music will inform the skills of the enactive, iconic
and symbolic modes in the shaping of the final performance.
During the performance,

the pianist enters into an emo-

tional and interpersonal relationship with the audience.
Although this relationship may appear to be very impersonal,
especially in situations in which the audience response is
limited,

the pianist's subjective view of it is likely to

reflect his feelings about his relationships in ordinary
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life.

So,

the pianist emerging from a family or learning

situation which has enabled him to outgrow his fears of
other people probably will be able to transfer this selfconfidence and trust

to his relationship with his audience.

The settings in which this interpersonal knowledge is gained
will make use of any or all of the modes of representation.
One may come to a realization of one's hostility for another
person through the materialization of verbal thoughts of
hostility,

through mental images which in some way reveal

negative feelings,

or through the desire to make a defensive

or threatening physical gesture towards

the other.

The

feelings of hostility may be partially overcome through the
actual eKpression of the hostility via any of the three
modes,

and through the pursuit of an understanding of the

reasons for it,

again conducted by the medium of any of the

three modes.
The problems associated with the performer's relationship with his audience counsel the wisdom of a familiarity
with his own inner processes:
al responses,

in this instance, his emotion-

and their physical and cognitive correlates,

in this public and stressful circumstance.

Such an under-

standing is gained during the performance itself, and in
the educational situations which precede it.

The instruc-

tional setting should provide also for the attainment of
other types of relevant self-knowledge.

For example,

through exercises with primary process imagery in fantasy,
daydream,

and meditation,

the performer will discover his

own special means of access

to the preconscious, and ways

to harness its creative and transformational powers to the
solution of problems of interpretation.
In general,

the student will become familiar with the

range of possibilities of perception and thought along the
primary-secondary process continuum, and the type of choice
appropriate to various situations--intrapersonal, interpersonal,

or nonpersonal.

For instance,

the beginning rehear-
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sals of a piece may benefit from a determined secondaryprocess analysis of its form and structure.
hand,

this

On the other

type of cognition may be very detrimental in

the performance situation,
imony of performers

since we have the common test-

that their best work seems

trolled by some force beyond

to be con-

themselves--presumably their

own preconscious processes.
The model of mental functioning differs from the models
implicit in most educational situations in its inclusion of
personal and interpersonal realms,
and the iconic and

affect, primary process,

(with some exceptions)

enactive modes.

It has been argued that this comprehensiveness is justified
not only in terms of purely educational objectives, but also
in the interests of the need satisfaction Mhich is requisite
to efficient cognitive functioning and to self-actualization.
Let us recapitulate briefly the consequences of safetyneed motivation on the individual functioning in a learning
situation.

In any particular instance,

a distrust of others,

these may include

and therefore, poor and unsatisfying

interpersonal relations, with little sense of participation
in a community.

Since fear of the external world tends

be isomorphic with fear of the self,

to

the self also may be

distrusted and rejected as a source of values and decisions.
Values--usually non-democratic--are received from outside
authority and espoused dogmatically;
ition for
people.
society.

there is little dispos-

the independent judgment characteristic of creative
And yet

there may be a feeling of alienation from

The safety-motivated person may feel that he has

little control over his own destiny,
in which he lives.
responsibility in,

He has

or that of the world

little desire to take personal

for instance,

learning tasks.

Especially pertinent to the achievement of educational
objectives is the fact that such a person will probably function at the lower end of the cognitive hierarchy.
iosity will be limited.

His

cur-

He will see only that knowledge
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which is applicable to need-gratification--and yet even
this search will be ineffectual since his mind is inflexible and closed, admitting only the familiar and fearing
the novel.

Because the motivation to know is tied to

safety need, it is episodic, subsiding when the need is
gratified.

Access to the primary processes is limited,

and the ability to vary perception and thought along the
primary-secondary continuum,
of representation is

or among the different modes

restricted to an extent commensurate

with the degree of psychological deprivation.

He will fear

a knowledge of his own weaknesses--and may also fear knowledge of his own strengths,
defensive stupidity.

and perhaps assume a guise of

Since so much psychic energy must be

devoted to denying consciousness to information from external and (especially)

internal sources,

the safety-ori-

ented person may be passive and without energy except in
the face of danger.
defense.

He will be creative only in his own

Clearly, any educational system which can obvi-

ate this catalogue of ills must be on that account more
effective
The model of mental functioning should remind us,
amongst other things,

of the importance of satisfactory

interpersonal relationships in meeting safety needs,

and

thereby bringing the individual to a state of functioning
in which he has the motivation and energy to take responsibility for his own education.

Since in our society we

are more or less free from attack by wild animals and inanimate objects, our sense of security and belongingness
must depend upon our relations with other people.
To provide a setting which encourages the formation
of these relationships which will satisfy safety needs,
and will direct the resulting free energy towards the development of individual abilities, I propose a particular
type of learning community--or, in accord with the special
interests of this study, a particular type of learning
The members of the community would
community for music.
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be self-selected through interest in this area of achievement,

and would be bound also by deliberately fostered

close personal ties.
With respect to the latter,

the community would attempt

to provide for its members a sort of analogue to the family
situation of early childhood.

Interrelationships here would

result from experiences which permit a deepening of interpersonal bonds--but would also emphasize an increasing selfreliance.

While not intended to displace the family,

community would recognize the outward extension of

the

the sig-

nificant social circle concurrent with growth towards maturity.

It would attempt to make the relationships within its

part of the extended circle as meaningful and satisfying as
possible.
Such relationships may not occur spontaneously, and
specific provision would be made for their growth.
of encounter techniques has been suggested.

The use

These should

be integrated into the normal functioning of the instructional situation as

far as is possible. However,

not sufficient to permit members

if this is

that deep knowledge of

themselves and others which is necessary for functioning at
a high need-level, students

and teachers should be able to

participate in encounter groups within the community but
outside the instructional situation.
Perhaps the most important interpersonal relationships
in the community are those between students and teachers.
Despite the "revolution",

the nature of these relationships

is still more at the disposal of the teacher than the student.

Conventionally,

the relationship is authoritarian.

This relationship is enfeebling at best,
authority is benevolent,

since even when the

that freedom which is absolutely

essential to any real education,

the freedom of

to make choices and reap the consequences,

the student

is abridged,

and

with it the opportunity to achieve self-trust and self-reliance.

At worst, when authority works through fear,

the

student is forced onto the safety-need level, with the con-
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sequences already described.

This type of contract also

confirms in the classroom the neuroses arising from an authoritarian parent,

and to the extent that it results in the

creation of a competitive hierarchy among students,

confirms

neuroses originating in sibling rivalry.

The authoritarian
1
teacher and parent produce authoritarian students.
A more desirable role for the teacher begins with Mas-

law's notion of a "Taoistic, helpful let-be".

His ability

to judge when to help and when to let-be is enhanced in the
measure of his own self-actualization.

The phrase recalls

the quality discovered by McKinnon in the parents of his
creative subjects,

of being neither too distant nor too close.

If possible the teacher should inspire the student through
his own person,

and stimulate his imagination through the

building of a rich learning environment which opens avenues
for exploration which the student would not be likely to
discover for himself.
fantasies,

The teacher should welcome all ideas,

emotions, all modes of perceiving and judging;

he should be authoritative but not authoritarian, ethical
but not moralistic.
Notwithstanding the above prescription,

the teacher

should be perceivable by and available to the student as a
real person,

faults and all, who responds to the student as

a real person.

Both have needs which the other may satisfy

in part, both may have limits
ship,

to impose on their relation-

and it is advantageous to both that these be made

known.
This community is distinguished not only by the nature
of its interpersonal relationships; but also by the fact
that it is a learning community.

The satisfaction of basic

needs has been much emphasized in this study.

However, it

should be remembered that self-actualization requires the
active development and expression of capacities.

Basic need

satisfaction is intrinsically valuable, but it is further
justified in theeducational setting precisely because it
1

But see page 30.
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makes such development more likely.

The reader is remind-

ed of the belief of Maslow and Robert White that motivation
towards competence and expression of capacities is episodic
in the deficiency- or libido-motivated, but sustained at a
higher need level.
Bruner points out that sustained motivation can be
effected in children through their identification with those
who gratify their basic needs, or who provide competence
models.

His advocacy of increased teacher/student inter-

action on this account smacks of the manipulation to which
objections have already been made.

However,

in this com-

munal situation where needs would be satisfied through the
interactions of people who have been rendered as equal in
status as possible, where membership and selection of areas
of mastery would be by individual choice, and where peers,
as well as teachers, would be competence models, Bruner's
proposal assumes another significance.
The members of this learning community have selected
themselves on the basis of a common interest in music.

Be-

cause of the supportive and energetic communal ethos resulting from the concern with the satisfaction of basic needs,
it may be possible that a member of this community learns
music to some extent as an infant learns language.

This

implies a recognition by the community that much of the
most effective learning is informal learning.
is immersed, and participates,

An individual

in an atmosphere in which

those he loves are devoted to making music; what is more
natural than that he absorb the prevailing skills and musical wisdom.
It is realized that the stage of development at which
a child learns language is peculiarily suited to the acquisition of this skill.
growth,

For instance,

in the next stage of

the acquisition of motor skills diverts energy pre-

viously given to all-absorbing verbal experimentation.

That
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peculiar stage of openness perhaps cannot be replicated.
However, the theories of Kubie, presented briefly in Chapter
Seven, stand in support of the proposition that most of our
learning and thinking is not linear and conscious but occurs
through the associative processes of the preconscious.

If

the preconscious is neither blocked by excessive anxiety nor
swamped with required analytical learning, it may operate in
the present circumstances to bring about a deep intuitive
understanding of music.
Learning of this kind will be encouraged by physical
and institutional structures, which encourage students to
initiate their own learning experiences.

For instance, in

the case of a music school, facilities for small group participation in music making should be sufficient to encourage this as one of the primary activities in which musical
skills are attained.
It will not be assumed that all learning takes place
informally.

Instruction would be offered in those aspects

of music appropriate to the present or future interests of
the community.
All of the abilities represented in the model of mental
functioning would find a place in the design of this formal
instruction.

Although emphases may vary,

the curriculum

planner will find ways to inject the reality of the piano
recital into the instructional setting through the integration of many of the categories of human functioning.
end-design will be holistic; however,

The

the process of formu-

lation may benefit from a concentration on one or another
category to the temporary exclusion of others.

Within the

various categories, assistance may be claimed from the various theories, models, and experiments presented in some
detail in this study.

Thus the analysis and ordering of

cognitive content will benefit not only from a deep and current knowledge of the subject area, but also from recourse
to Bruner's theory of instruction.

The design of learning
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processes and problems will be assisted by an understanding
of

the learning models of Gagne, Guilford,

various models of

the creative process.

or Kubie,

Decisions reached

in these areas may follow, or be qualified by,
of a theory of emotional development such as
by Erickson/Jones, or Maslow.

or the

consideration

that proposed

Application of

the various

modes of representation in different circumstances, questions
of primary versus secondary process cognition or creation,
issues surrounding the induction of peak experience,
development of fantasy,

of

the

of expression versus communication,

all find illumination through these models and sub-models.
All contribute to the attainment of the commanding objective
of

the learning community:

the formation of

the self-actual-

izing person.
Although the intentions of

this study are somewhat glo-

bal, an exposition of a total musical curriculum is obviously the work of a lifetime.
a number of issues.

I have selected for elaboration

The selection has been made on the basis

of a consideration of the state of

the curriculum in the

various areas of music education, and of my own interests
in certain areas.

All of

of Parts One and Two,

these issues arise from the issues

and a discussion of

the nature of the

musical experience.
In Chapter Nine, a survey of

the main theories of music

and musical experience is undertaken,

in order to provide a

basis for the consideration of the particular place of music
in a general education.

It is concluded that music instruc-

tion might provide a unique opportunity for the education of
the emotions;

this

topic is taken up in Chapter Ten.

Eleven is a sort of annex to Chapter Ten;

Chapter

it discusses the

sources of stylistic preference and suggests

that in the in-

terests of self-actualization and rational curriculum design
these preferences be accomodated.
In a sense, Chapter Twelve is an elaboration of Chapter
Nine.

Since we have a stylistically plural musical culture,
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it would be helpful to isolate a number of concepts of music with the broadest possible application.

The task of

formulating a taxonomy of such concepts would constitute a
dissertation in itself.

A beginning attempt is made here,

with a selection of concepts most useful in the content of
the instructional situation described in the final chapter.
The four chapters described so far deal mainly with
the affective slab, and the symbolic section of the nonpersonal realm,

in the model of mental functioning.

ter Thirteen suggests a means for the development of
abilities, especially of secondary process.
cation this would mean the development of

Chapiconic

In music edu-

the ability to

construct vivid aural imagery of musical sounds,

and also

kinaesthetic imagery of the movements involved in musical
performance.
Chapter Fourteen,

the final chapter, describes a pos-

sible application of the theories presented in this study,
to an instructional setting in which musical improvisation
or composition is

the central activity.

Most of the cate-

gories of mental functioning are integrated into this situation.
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CHAPTER NINE
MUSIC'S INTENT
This chapter is a review of the philosophical and psychological theories of the musical experience, with a special emphasis upon the theories used in the subsequent development of bases

for the music curriculum.

The framework

for the presentation of these theories is borrowed from Leonard Meyer's book, Music, the Arts and Ideas.1
to Meyer,

the locus of musical meaning is found on a contin-

uum stretching from its means
ends

According

(its phonic materials)

(its reference to something beyond itself).

to its

The loca-

tion of musical meaning depends upon the musical style and
upon the context in which it is presented.
eludes

The latter in-

the aesthetic attitudes of the listener, who may

habitually seek for meaning in some special combination of
musical means and ends.
ENDS.............................MEANS
Aesthetic
emphasis:

Content

Form and Process

Materials

Aesthetic
position:..... Traditionalism .......... Transcendentalism...
.......Formalism .......
Basis of
valuation:
Mode of
Criticism:

1
2

Subject Matter

Skill and Elegance

(Novelty)

2
Interpretive .... Analytic-formal ... Descriptive

Meyer, Leonard
Ibid., p. 222

(1967)

pp.

213-222
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The traditional conflict in the aesthetic theory of
music is between a body of theory somewhat to the West of
the means pole of

the continuum,

"formalism" will be retained,

for which Meyer's term

and another body of theory

close to the ends pole which will be called "contextualism."

The means pole is represented in the theory called

"transcendentalism";

this is a relatively recent extension

of the Western aesthetic spectrum,

and will be discussed

after completion of the main arguments of this chapter.
Formalist theory avers that music's meaning can be
found only in the musical object, and according to the writer in question,

X
X

opposes the

Perceiving

possibility of music attach-

Thinking
Affect

ing to a specific non-musical

Non- Inter- Intrapersonal personal personal

referent or evoking in the
listener a particular extramusical response.
vinsky,

Thus,

Stra-

in a much quoted

statement says:
"I consider that music is, by
powerless to express anything
feeling, an attitude of mind,
mood, a phenomenon of nature,

its very nature,
at all, whether a
a psychological
etc."3

In 1854, Eduard Hanslick published a classic presentation of the formalist position, The Beautiful in Music.
Music,

said Hanslick,

is nothing but dynamic patterns of

sound, having no expressive function.
"The beautiful, strictly speaking ... is nothing but
a form which, though available for many purposes
according to its nature, has, as such, no aim beyond itself.
If the contemplation of something
beautiful arouses pleasurable feelings, this effect
is distinct from the beautiful as such ... The beautiful is and remains beautiful though it arouse no
emotion whatsoever, and though there be no one to
look at it.
In this sense, music, too, has no aim, and the
mere fact that this particular art is so closely
3

Quoted by Deryck Cooke (1959)

p.

11
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bound up with our feelings by no means justifies
the assumption that its aesthetic principles depend on this union. 11 4
These aesthetic principles may be discovered by an imaginative, but distanced and objective examination of the
music.
Such an examination reveals that, although music can
suggest in an onomatopoeic fashion certain natural phenomena,
it is not intended to depict or arouse specific feelings.
"The theme of a musical composition is its proper content .. ,"

5

and "an inward singing, not an inward feeling, prompts a
gifted person to write a musical piece."

What of the emo-

tion that accompanies this inward singing?
"Emotion," says Stravinsky, "is merely a reaction
on the part of the creator grappling with that unknown entity which is still only the object of his
creating and which is to become a work of art. 11 6

In opposition to

(X)

(X)

Perceiving

the purist or formalist

(X)

(X)

Thinking

belief that beauty may

Affect

exist even in the absence

X

InterIntraNonpersonal personal personal

of a beholder, contextualist theory proposes
that:

"There is no value apart from some appreciation
of it, and no good apart from some preference of
it before its absence or its opposite.
In appreciation, in preference, lies the root and essence
of all excellence. 11 7
Beauty is such a value:
"
.that is, it is not a perception of a matter
of fact or of a relation: it is an emotion, an affection of our volitional and appreciative nature.
An object cannot be beautiful if it gives pleasure
11 8
to nobody.

4
5
6
7
8

Hanslick, Eduard (1957 edition) pp. 9-10.
Ibid., p. 45.
Stravinsky, Igor (1959) p. 51.
Santayan a , George (19 61 e di t ion) p . 2 5 .
Ibid., p. 42.
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In fact, when we ascribe beauty to an object, we are indulging
"the survival of a tendency originally universal
to make every effect of a thing upon us a consti.Thus beauty is9
tuent of its conceived nature.
constituted by the objectification of pleasure."
Santanya's ultimate explanation of the experience of beauty
requires a sort of structural identity between the observer
and the observed:
"When our senses and imagination find what they
crave, when the world so shapes itself or so
molds the mind that the correspondence between
them is perfect, then perception is pleasure.
Beauty is a pledge of the possible conformity
between the soul and nature. 11 1 0
This notion of an isomorphism between the internal and the
external will be an important element of the discussion in
Chapter Ten,
questionably)

and is made explicit for music

(albeit somewhat

by the psychologist Gardner Murphy:

"The order of the psychophysiologica l response
to music may be the order of the orchestral production itself.
The body may receive and maintain the essential structure which is in the
stimulus configuration, and music is 'sublime'
or 'trivial' dependiny on the degree to which
order is maintained." 1
The above formulation finds
value in the individual observer,

the source of aesthetic
although his perceptions
of course will

(X)

X

(X)

(X)

X

(X)

(X)
NonInterIntrapersonal personal personal

Perceiving

be influenced by

Thinking

his cultural

Affect

learning.

Another

type of con tex- ·
tualist theory has

been developed around the social psychologist Paul Farnsworth who says that "Music is made of socially accepted pat12
According to ethnomusicologist Alan
terns of sounds."
Merriam,

9
10
11
also
12

Ibid., p. 45
Ibid., p. 182
Murphy, Gardner and Spohn, Herbert (1968) p. 238. See
Virgil Aldrich (1939) p. 5; Otto Baensch (1923) p. 31.
Farnsworth, Paul R. (1958) p. 17.
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II

.music cannot be described as a phenomenon
of sound alone.
.Music is a uniquely human phenomenon, which exists only in terms of social
interaction; that is, it is made by people for
other people, and it is learned behavior. 11 13

In this view,

issues of musical meaning and value are cul-

turally determined.

This determination is not necessarily

in accordance with Western concepts of aesthetic value or
beauty.

The Western concept of the aesthetic,

involving

for instance the maintenance of psychical distance from the
aesthetic object,

the manipulation of form for its own sake,

the attribution of beauty and affective qualities to the
object per se, and thus its isolation from its functional
context, cannot be found in a verbally articulated form
14
in many non-Western cultures.
The formalist and contextualist positions as presented
here are concerned mainly with the means by which meaning
and value are to be attributed to the aesthetic object.
Their explanations are opposed,

formalism asserting the

locus of value to be contained within the object,
ualism finding it within the observer.

context-

Neither of these

polar theories denies the existence of those phenomena
counted essential by its contrary;

they are simply dis-

counted as irrelevant to questions of meaning and value.
13
Merriam, Alan P. (1964) p. 27.
14
e.g. the Flathead Indians, or the Basongye of Africa
(ibid., Chapter 13).
It is a purpose of this study to articulate a concept of music which is as universally appliThe reason, to be elaborated later, is
cable as possible.
that in the global village exposure to extant music of all
times and all cultures is both possible and probable for
anyone with more than a passing interest.
However, the response by a Westerner to this music is likely for the most
part to embody Western cultural assumptions.
This does not
mean that he will seek diatonic harmonic progressions, but
does mean that he will be likely to listen to music as an
aesthetic object, to attempt the perception of its formal
properties, and its emotional content, and to attribute to
it a measure of beauty.
In the case of most listeners it
is likely that a deep understanding of the ethos of its cultural source will be less sought after than the more immediate
experience of musical process and pattern. This study will
proceed on the assumption that the Western listener seeks an
"aesthetic experience in non-Western music.
A discussion of
psychological and cultural functions of music will be found
in Chapters Ten and Eleven.
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The theories most relevant to the objectives of

this

study seek to do what neither the pure formalist nor the
pure contextualist writers consider possible:

to find a mean-

ingful relationship between the internal properties of an
aesthetic object and its external associations,
especially the affective response it invokes.

including
In music,

the tendency has been to concentrate more upon the internal
relationships of

X

(X)

X

Perceiving

the music than the

X

(X)

X

Thinking

responses to them;

(X)

(X)

X

Affect

this is especially
true of musical

InterNonIntrapersonal
personal
personal

theorists, as distinct from philos-

ophers of music.

However, some of

the most important of the

recent theories have attempted explanations which systematically relate musical and psychologic al processes.
The terms, musical "mimesis" or "onomatopoeia" are usually

applied to those relatively isolated instances in which

music attempts to mimic natural non-musical sound.

However,

it is possible to conceive of musical mimesis in a broad and
Music then has significance for human

less literal sense.

beings partly because it provides a formal analogue to certain other processes and experiences of basic importance to
us.

This chapter proceeds with a presentation of a number

of views of

the mimetic nature of

the relationship between

the internal properties of music and various aspects of human
experience.
Musical mimesis,
or imitate closely,

narrowly defined,

non-musical sounds.

sounds found in nature:
Beethoven's Sixth.

attempts to replicate,
Sometimes these are

the bird-calls of Messiaen,

or of

Honegger's Pacific 231 is an example of

the extended imitation of a non-natural sound source.
On occasion we may admire or be amused by the composer's
ingenuity in providing a natural sound source with an arches-
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tral voice.

But given Western criteria of aesthetic value,

the use of mimesis is not in itself an artistic end.

Our

aesthetic response is correlated less with the quality of
the mimicry than with the value of the music of which it
a part,

forms

as judged by appropriate stylistic criteria.

Mimicry in art music for the most part has the function of
allusion.
If the allusory function of this

type of mimesis is

accepted, we can extend the reach of the concept to include
the imitation of music which might not otherwise be expected
within a stylistic context.

Examples are found in Stravin-

sky's imitation of fair-ground music in Petrouchka,

or Berg's

use of a diatonic chorale tune in the serial context of
the Violin Concerto.

While it may seem a long way from the

cuckoo theme of the Sixth to the latter example, both clearly were chosen for more than their intrinsic musical properties.

Through the use of mimesis, music therefore may

bring to the listener's mind specific non-musical references
which in one way or another flavour his

listening experience.

Music may evoke non-musical associations unique to an
individual listener.

These may not be mimetic in any sense

which is of general significance:

for instance,

a particular

tune may bring a memory of the occasion on which it was first
heard.

Although these associations may be a subjectively

valuable part of musical experience, by very reason of the
non-systematic relationship to musical structure,

they are

not a subject for discussion here.
When such an association is not unique to an individual,
but is shared by the members of a culture, Meyer labels it
with the word "connotation.'"

Connotations may reflect a sim-

ilarity in form between the structure of the music and its
non-musical reference.

In many cases such structural simi-

larity is not apparent,

and the musical entity seems

gained its reference as does a verbal entity:
juxtaposition of symbol and referent.

to have

by repeated

In cases where there

is no obvious reason for the association,

it perhaps origi-
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nates in vocal music or some similar context where non-musical meaning is joined directly with musical expression.
Music is often conceived of as a language--even a "universal language."

The latter idea may have arisen from the

fact that the community sharing an understanding of Western
music comprised a number of mutually unintelligible speech
communities.

But the world contains a number of musical

communities which are strangers in their stylistic assumptions and are at least to some extent incomprehensible to
each other.
understood,

For music

to be a language and be universally

the reference of any musical entity would have
But even in a case of nar-

to be constant for all peoples.

rowly defined musical mimesis the cuckoo-call already mentioned may not be comprehended as such by one familiar with
the bird but unacquainted with the musical style.

When the

musical entity is symbol but not sign for its referent,
there is even less reason for the association to be understood beyond the relevant cultural boundaries.15
Most theorists at present maintain that music does not
function as a language even within a single musical culture.
Many of

these theorists are not of

formalist orientation,

agreeing that music has significant relations with the nonmusical world.

However,

they argue that it is both a de-

fining characteristic and an operational necessity that the
elements of verbal language have clearly fixed references;
since musical entities do not have such fixed ascriptions,
music is not a language.

Thus, Langer says music

II

.is not, logically speaking, a language, for
.Tones lack the very thing
it has no vocabulary.
that distinguishes a word from a mere vocable:
fixed connotation or dictionary meaning. 11 1 6

This argument usually proposes music as a universal
15
However, Merriam (pp. 11-12 )op.cit.
language of the emotions.
gives evidence that some non-Western peoples do not experience Western music as expressing emotion.
16

Langer,

Suzanne M.

(1951)

p.

194.
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Deryck Cooke attempts to refute this argument.

Essentially, he demonstrates with hundreds of examples a musical
vocabulary of the emotions used by Western composers of the
tonal period from 1400 to the present day.

Cooke's method

is to discover correspondences between the musical settings
of verbal phrases expressing the same emotion.
to do this,

He is able

and implies that the musical phrases themselves,

even when presented without accompanying texts, communicate
these emotional meanings.

Although some of the arguments

used to support Cooke's theory are for this writer highly
contentious, a good case is made for a musical language on
the level of vocabulary.

Cooke's subsequent attempts to

demonstrate the functioning of a term of this vocabulary in
the shaping of a whole work (along the lines of Hans Keller's
"functional analysis" of motivic unity)

seem less success-

ful in explaining musical form and syntax than, for instance,
the theories of Schenker, Salzer, Meyer, et ai.18
The link between a musical term and its referent may
result not only from repeated arbitrary juxtaposition, but
from a continuity between musical and non-musical experience
(Mimesis in its broad application.)

This continuity is the

basis of discussion in some of the most important recent
theories of music.

The continuity is usually seen in terms

of movement or dynamic process.

Meyer states that

"Both music and life are processes of growth and
decay, activity and rest, tension and release.
These processes are differentiated, not only by
the course and shape of the motions involved in
them, but also by the quality of the motion. 11 19
These theories are concerned mostly with the question of
music's expression, or symbolization, or communication, or
evocation of emotion.

There has been considerable argument

18
See pages 153-156, The terms of vocabulary are static in
form. Dynamic flow, and hierarchical structure, result not
from the juxtaposition of these terms, but the syntatic system by which one term formally requires or implies another.
19
Meyer, Leonard B. (1956) p. 261. Also, Roger Sessions
(1950) p. 18: "The basic ingredient of music is not so much
sound as movement."
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as

to which of these functions music is able to perform,

with an almost ubiquitous tendency for a convergent argument which asserts that music does only one of

these

things, or that only one is significant.
Thus, Langer argues
20
.
·
.
tha t music sym b o 1 izes emotion.
Music must b e more than
the composer's expression of his own emotion,

since this

expression could take place without any control of its
artistic form.

Music is about emotions;

it is not the

"cause or cure of feelings," but their symbolic expression.
It presents directly to our understanding "subtle complexes
of feeling that language cannot even name."
says Langer, maintains an aesthetic distance,
with emotion but with insight.
the response is cold,
distanced,

The listener,
responding not

This is not to imply that

impersonal, and intellectual;

although

it is highly emotional, but peculiar in that the

personal implications of the emotion have been cleared of
"practical, concrete nature."
This latter distinction might be translated into Brunerian terms: music communicates in such a way that the
auditor is relieved of

the necessity to act upon emotion

which might ordinarily call for action.
ience emotions
ordinary life.)

(He may thus exper-

through music, which would be suppressed in
Perhaps an even more apt psychological elu-

cidation is provided by Arnold and Gasson's distinction between emotions and feelings

(see pp.

44-45)

Emotion,

it

will be remembered, is directed towards the object which
aroused it and requires "possession" of
ings result from contemplation of

the object.

Feel-

the sensations aroused

by an object, rather than the object itself, and therefore
make less requirement of

the individual for action.

The

Western response to music would seem then to be more associated with feeling than with emotion.21
Langer, Suzanne M. (1951) pp. 174-208.
20
21
Aldrich, Virgil (1939) p. 6: Aesthetic emotions are disembodied from the self, and embodied in the sense data of an
aesthetic object (but not the object itself).
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Langer continues by explaining that music is better
able to articulate emotions

than is language, because it

is more congruent with their form.
music,

Form is the content of

and musical forms reflect the morphology of feeling.

Music sounds the way emotions feel.

Its association with

feeling is not altogether arbitrary,

as with verbal lan-

guage, but neither is the symbol-refere nt relationship
stable.
"The assignment of meanings is a shifting, kaleidprobably below the threshold of conoscopic pla
sciousness, 2 certainly outside the pale of discurThe imagination that responds to
sive thinking.
music 2 3 is personal and associative and logical,
tinged with affect, tinged with bodily rhythm,
tinged with dream, 2 4 but concerned with a wealth
of formulations for its wealth of wordless knowledge, its whole knowledge of emotional and organic
experience, of vital impulse, balance, conflict,
.Not
the ways of living and dying and feeling.
communication but insight is the gift of music;
in a very naive phrase, knowledge of "how feelings
go." 2 5
If the forms

of music and feeling are so closely iden-

if music presents these forms directly to our un-

tified,

derstanding,

can it not be in this sense a "universal lan-

guage" of feelings?

Cross-cultura l studies indicate that

this is not so: Western music does not present an emotional
nor in many instances

content to some non-Western peoples,
do

these peoples seek this

their own music.

(This,

type of emotional content in

of course,

leaves the possibility

that the music does perform this function, but that the function has not been perceived or analyzed or verbally articulated
it

6

)

Moreover, within the Western musical culture,

is argued by some,

not narrowly specific.

the affective referents of music are
Thus, Langer,

above,

2

or Zuckerkandl:

22
Maslow sees music as a tool in the development of "pri)
mary p r o c e s s cog n i t ion" ( page 86
23
See formalist theory, pp. 144.
2 4
See Freudian theory of art, p.88
2 5
Langer, Suzanne. Ibid., pp. 2 0 6 - 7 .
26
But see pages 146, 161-2.
27
Zuckerkandl (195 6 ) p. 3 7 2 (My emphasis)

7
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"we can cir cums er ibe (music al meaning) by words•: but not
actually define it.
"not this or
joy,

Epperson says that music expresses

that particular joy,

or sorrow,

or pain; but

sorrow, or pain themselves in their essential nature.

2

11

Meyer believes that once cultural beliefs and attitudes
towards an experience are understood,

the associations be-

tween this non-musical experience and its musical symbol
"possess a certain naturalness.

2

11

9

Nevertheless,

the asso-

ciations "acquire force and immediacy through cultural ex•

perience.

11

3

0

In sho r t , the non-specificity of reference

permits an interpretation which resonates with the particulars of personal experience.

(Music thus may seem to

some people to be specific in its associations.)
other hand,

the comprehension of

facilitated by,

On the

this reference is at least

if not impossible without,

stylistic under-

standing.
If music has as an important end the presentation to
us of the morphology of

the emotions, how in essential de-

tail is it able to do so?

Langer does not give us very

much information beyond a summary of experiments conducted
by Huber which demonstrated in a primitive and atomist way
a relationship between musical expressiveness and tonal
movement.
To my knowledge,

the most thorough attempt to show a

direct association between musical processes and an emotional listener response is

that of Meyer, presented in

Emotion and Meaning in Music,
Arts, and Ideas.

or in summary in Music, The

Meyer cites the theories which describe

emotion as arising when a tendency to respond is
inhibitied.

(The most intense affect will occur with the

prevention of the expression of instinct.)

When a tendency

finds resolution through attainment of its goal,
so without inhibition, no emotion is aroused.
28
29
3
0

arrested or

Epperson, Gordon (1967) p. 224
Meyer, Leonard B. (1956) p. 262
Ibid., p. 265

and does

8
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Musical styles may be thought of as probability systems:
that is,

for a listener experienced in listening to a partic-

ular style of music,

a statement of a musical phrase will

arouse expectations for subsequent musical statements with
certain characteristics falling within the assumptions of
the style.

Thus a musical antecedent has a tendency to find

completion in a certain type of

consequent.

If its progress

towards this resolution is deviated or otherwise inhibited,
affect will arise in the perceptive listener as

though the

music tendency were his own.
Affective states are massive or undifferentiated rather
than precise.31

Differentiation of affect results from its

association with a stimulus situation which can be differentiated.

Affective experience

differentiated by association

with musical stimuli is different from other affective experience to the extent that the music is experienced as cognitively non-referential.
other ways.

It is different also in a number of

For instance, Western aesthetic belief provides

the listener with the conviction that a musical tendency will
find clear and explicit resolution within the "frame" of
musical work.

Further,

the stimuli which arouse,

the

inhibit

and resolve affect in the listener are all of one kind.

The

affect aroused by music, by comparison with the emotions
pertaining to ordinary life,
cific ways,

is assured in these rather spe-

of a risk-free path towards a sure and total

resolution.
The listener experiences tension with the inhibition
of an observed musical tendency.

Feelings of pleasure arise

from resolution, or faith in the future resolution, of a tendency.

Since our aesthetic expectations lend us such faith,

we are able to experience pleasure from art which is at the
same time tragic in content.

Whether music is perceived as

tragic or comic in content seems to be a matter for its associative meanings,

rather than those embodied in the tendency-

resolution sequences.
31

Murphy, Gardner and Spohn, Herbert

(1968)

p.

54.

155
Meyer's explanatio n of greatness in music depends
finally upon such associations.

Musical value is judged in

terms of the elegance and economy of the internal formal and
syntactical relationshi ps of a work.

But assessment of

value in these terms cannot be more than an assessment of
competence.

Great music embodies such value in the highest

order, combined with the most profound associative content.
For Meyer, this associative content is suggested by the uncertainty of the nature of the resolution of tendencies.
In this uncertaint y man becomes painfully aware of his impotence in predicting or controlling the outcome of a series
of events in a musical experience --or in a confrontat ion
with nature's indifferen ce.32
In sum, affective experience aroused by music can be
differenti ated by reference to the musical stimulus situaAffect will fluctuate according to the flow of ten-

tion.

dencies,

their inhibition and resolution, and will be fur-

ther qualified in character by the non-musica l association s
of the music, whether these be private or culturally sanctioned.
The cognitive meaning of music can be found in the
same relations of a musical entity with other entities
within the work,

the tradition, or the non-musica l world,

as are involved in the arousal of affect.

That is, affec-

tive and intellectua l experience of music are based upon
perception and comprehens ion of the same tendencies,

etc.

Whether the experience of music is affective or intellectual thus depends upon the attitudes of the listener.
Meyer states that when meanings are not consciously rationalized, music will be experienced affectively.
state the reverse:

He does not

that when meanings are rationalize d,

If inhibition of a tendency arouses tension which is
32
associated with man's awareness of his own impotence, must
music which is experienced as happy contain no tendencies
Pleasure from music must
whieh are not quickly resolved?
be a consequenc e of more than a faith in the resolution of
tendencies.
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affect must be absent, but does point to the fact that professional critics and teachers do rationalize meaning and
tend to an intellectual experience of music.

It is possible

that seeking a conceptual experience of music reduces affect,
in the same way that safety needs and their related affect
are lessened through attainment of knowledge of the environment.

However, since it is very much our cultural belief

that reason and emotion are opposed,

the idea that a reasoned

perception must cancel an emotional perception may be more
an assumption than a rationally evaluated fact(!)

We may con-

jecture a mental set which can simultaneously experience
affect and make reasoned judgments of meaning.

That this is

not a very remarkable proposition is attested by thousands
of critical pieces in every day's newspapers and journals.
That it is thoroughly remarkable is apparent from the proceedings of almost any classroom one may care to enter.
It remains to discuss the theory or music corresponding
to the means pole of the ends-means continuum.

Here, musi-

cal.meaning is found in the materials of music, rather than
in their relationships.

At a position just short of this

pole, meaning would derive partially from relations amongst
closely adjacent terms;

this may be taken as a special case

of theory discussed already.

When materials are considered

outside of all classification or interrelationship, new factors are introduced for our contemplation.
Meyer calls the theory applying to this type of aesthetic program "transcendental particularism," and John Cage
is its best known exponent.

As in the past with such matters,

the artist's articulated philosophy may not be a sure indication of the intention,

effect,

this may be the case with Cage's
of this music.

or worth of his art, and
(or Meyer's)

explanations

It is these explanations, however, rather

than the music itself, which will be discussed here.
Music is to be released from the conscious control of
both composer and listener in order that sounds may be per-
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ceived wholly and concretely for their own unique qualities.
Thus,

the composer no longer manipulates sound for the pur-

pose of self-expression or communication, and the listener
In

no longer perceives sounds conceptually or functionally.

order that the listener be relieved of his conceptual habits,
(since conceptualizing obstructs immediacy)

the composer pre-

sents sounds in a novel context, sometimes "shocking",

and

in a succession determined as far as possible by chance.
This aesthetic is influenced by Asian conceptions, among
them the notion of time as continuous present; since the listener is absorbed here in the changing particulars of the
present, divorced from relations with other particulars past
or to come, his experience should be immediate, intuitive,
transcendental, perhaps mystic.
The composer is thus not interested in relationships between sounds, but he is interested in communicating an aesthetic to the audience.

(From this point of view,

transcend-

entalism equally well might be placed at the ends pole.)
Meyer puts it,

transcendentalism implies an attitude to ex-

perience rather than a means of organizing it.
nal relations,
ever,

As

In its inter-

the music is therefore beyond criticism.

How-

it seems to this writer that it may be evaluated in

terms of its success in promoting its implicit philosophy or
in evoking in the listener the type of immanent experience
suggested in the preceding paragraph.

There are a number of

consequences of this argument.
Firstly, if the music succeeds with any individual listener in its purpose of bringing him to an immediate and concrete perception of each unique sound,

for that listener,

there is no further need for this type of "musical" experience,
because .fillYsuccession of sounds constitute music under this
definition.
Secondly, this music may or may not invoke peak experience.

But since Maslow testifies that music in which syn-

tactic relations are important is one of the most reliable

158
triggers of peak experience,

the need on this account for a

style which renounces such relations is doubtful.

The dis-

cussion in Chapter Four of the locus of meaning in extended
relationships or in non-relative immediate experience is recalled here.

The fact that syntactic music can trigger peak

experience suggests that in an intense involvement with such
music both types of meaning are integrated.

That is, Cage

may be mistaken psychologically in asserting that perception
of relationships obstructs perception of the concrete particular.
Finally, we consider the place of this music in the educational context.
in any order,

Since it consists of any sounds occurring

there is no place for an education of the com-

poser which imparts skill in the selection and organization
of sounds.

Since the simplest description of such music is

a total description of each particular--or perhaps no description, but only the direct experience of the piece itself-the student may not be trained in classifying or categorizing
musical events.

To the extent that the composer seeks to

use novelty as a means to achieving his purpose, he and the
listener must be educated in the norms from which he departs,
rather than in novelty itself.

If

there is an intention to

bring the student-listener towards the psychological state
in which he is ready for peak experience, it must be considered whether conditioning with the music of Cage is
most effective means.

the

When the contributing factors as dis-

cussed in Parts One and Two are considered in all their
breadth,

this seems at best unlikely.

extant music of

In sum,

although the

this style should be admitted to the class-

room, and students should be permitted to work in this,
in any other style,

as

it is difficult to conceive of a place

for any systematic musical education in its precepts.
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CHAPTER TEN
AFFECTIVE DEVELOPMENT THROUGH MUSICAL EXPERIENCE
In the pursuit of objective truth,
emotion,

leaving as a legacy a severe dysfunction in our abil-

ity to contend with the life of feeling,
life.

reason has edged out
and so with all of

The need to restore to the processes of cultural

transmission, including the educational system,

a respect

for all human experience and abilities, has been argued in
general in Parts One and Two of this study.

The special

connection between music and the emotions suggests for it
an important role in any attempt to harness affective sensibilities to the search for knowledge.
Repeatedly, we find ourselves in an imbalance caused
by the swing to one pole of a culturally defined dichotomy,
this swing itself a reaction to an oscillation in the other
direction.

The return to the educational process of that

which it has denied should not require that we turn our
backs on that which we have so recently favored.
a place in the instructional situation for

There is

the development

of both reason and emotion.
The view of affect which will serve as

the basis for

our considerations may be stated briefly as follows: Emotion,
properly used,

is helpful rather than obstructive to percep-

tion and cognition.

(See Chapter 4,

especially pages 42-45)

It is disorganizing only in situations perceived subjectively as extremely threatening--or joyful.

Emotion functions

as a survival mechanism, prompting action on the part of an
individual directed to the maintenance of an integrative
and supportive relationship with the environment.

It works

to this end by drawing attention to circumstances which
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threaten the satisfaction of needs or lead to their gratification,

and maintains its role as stimulus until the cir-

cumstances resolve themselves or are relieved through action.
Thus it is linked strongly to both motivation and perception.
Emotion can aid thought by directing attention to aspects of a stimulus of importance to the individual's needs,
or to functionally or aesthetically important aspects of
the stimulus itself.

However,

emotional valuing is not a

reliable means of testing the truth of an empirical stateIt may assist in the intuitive formulation of such a

men t.

statement;

truth can be checked with normal analytical pro-

cedures.
Affect may be qualitatively differentiated in some
small measure by direct introspective examination.

Such

differentiation is more sensitive if the affect is related
to its arousing stimulus.

Most theories suggest that affect

is differentiable only by reference to its stimulus.
page 44,
true,

(See

While this may be

Schacter and Singer experiment)

it seems wise to leave open the possibility that in

subjective experience an emotion may be identifiable even
in cases where its stimulus has not entered consciousness.
According to the theories

cited by Meyer,

affect is experienced only when an aroused
hibited from resolution.

(p.153),

tendency is in-

Common belief would support the

idea that for most of the time most humans are in a state
of affective quiescence;
warrant the name,

a corollary would have it that to

emotion must reach a state of "Wagnerian

However, Perls il_al propose a continuity of

intensity".

"feeling-tone of pleasantness or unpleasantness";
ican culture,
awareness,
heaval.

this

is "for the most part suppressed from

emotion being regarded as a kind of periodic up.Such eruptions--which are so "unreasonable"!--

tend to be dreaded and guarded against.
1

in Amer-

Perls,

F., Hefferline, R.E.,

1

11

The first task

and Goodman,

P. (1951), p. 95.
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of affective education is

the return of

emotion of normal

intensity to conscious awareness.
Growth in the affective realm will be defined as

(1)

a

lowering of the minimum threshold of perception of the individual's own affective arousal;

(2)

a raising of

threshold at which emotion becomes disorganizing;

the upper
(3)

an in-

crease in the ability to differentiate emotional states qualitatively and quantitatively, by direct introspective examination of the state itself,

and through an increase in the

ability to identify the arousing stimuli,

to differentiate

them, and to comprehend their subjective meaning and signif2
.
1cance.
Music is a universal phenomenon among the races of man.
This suggests

that music serves some function of importance

to man as a species.

If

it could be shown that this function

is connected with the emotions,

at least in part, music's

particular place in a program for affective education might
be clarified.
Most, but not all,

cultures recognize some connection

between music and emotion.

Even where such a relationship

is not explicit, music is most notably valued in circumstances
in which the members confront a tendency--uncertainty--resolution sequence in themselves or in nature:

thus,

ceremonies

at a time of uncertainty of survival of crops in need of
rain,

or of release with the completion of

the harvest.

On

such occasions music is an important part of a setting in
which emotional tension is released

through physical action.

( S e e p . 7ln.15)
A number of

theories propose music's function as a part

of man's creative adaptation to the environment.

Gaston

and

Merriam4 catalogue uses and functions of music ranging from
entertainment to a force for the integration of society.5
2
(a) Murphy and Spohn (1968): in the evolution of an organism, maturation may be defined as an increase in the capacity
for a differentiated response to differentiated stimuli. (b)
Perls et al, loc. cit., p. 96: Emotions are just as sharply
differentiated in structure and function as the person who experiences them. p.408: 11 If a person has crude emotions, it is
that his experience as a whole is crude. 11
3
E. Thayer Gaston (1968) pp. 74-79
5 See Also Chap. 11
4
Alan P. Merriam (1964) pp, 214-227.
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The theories of Murphy and Spohn do not treat specifically
with music; however,

they propose a view of man's relation-

ship with the environment which suggests a way in which music
may function as entertainment, but also as an important factor
in survival.
Murphy and Spohn contend that the "inner environment" of
man is isomorphic with the "outer environment":

for instance,

the chemical composition of the body conforms in important
ways to the chemical composition of the environment from
which it was formed.

Put in another way,

the psychologic-

ally healthy human organism is active and selective for
substances and processes whose rhythm accords with its own.
This activity is modified by feelings of pleasure or distress according to the success or failure of
in meeting basic needs.

the selections

Joy can then be interpreted as an

indication that an organism is "doing what it came into existence to do",

is well-attuned to the environment.6

Let us

conjecture that a force, perhaps music, which induces

such

"joy", works in favor of survival by returning the organism
to a state of equilibrium with the environment.

This might

be achieved by restoring in the organism an emotional balance
which permits a truer and less need-clogged perception and
thus more effective organism-environment interactions.

(See

Chapters Two, Four and Five)
The organism is selective for the rhythmic processes of
We may surmise

the environment which accord with its own.
that this pertains on the microcosmic level:

the sensitivity

for the various wave-forms--and on the macrocosmic level,
(although there is an obvious hierarchic discontinuity):
sensitivity for the days and seasons,

their reflection in

the rhythms of man's own physical being.

Man is part of

his environment; he will be sensitive also to the regularities
of physical movement consequent upon the symmetry of the
body.

The idea of rhythm,

or pattern in time,

tended to other types of pattern,

can be ex-

including the patterning

6 Murphy, Gardner and Spohn, Herbert (1968), p. 10,
Chapter 13.
See also this study, pages 29,38,39.

and
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of cause and effect which allows man the facility of prediction so important to his survival.
Emotional tension can be dissipated most effectively
through physical movement.

This movement need not be rhyth-

mic; however, on occasions designed by a culture for such a
purpose, movement very often is rhythmic, and our attention
is drawn to this fact by the accompanying music.

If regular-

ity and rhythm of patterning so pervade man's life, and if
he himself is so physically constructed as to find his most
natural movement in a regular and rhythmic form,

then per-

haps emotion is most effectively dissipated through rhythmic
movement.
Music which is rhythmic is created through movement
which is rhythmic.

Such music may register in consciousness

as a mere epiphenomenon of movement, or may be perceived as
valuable in itself.

As a parallel process to movement, it

may focus concentration upon this movement which is to restore emotional equilibrium.

Music as sound is thus a pro-

cess whose rhythms here conform in a very literal sense with
man's own.

In this primitive context music validates and

reinforces an action directed to emotional discharge and thus
survival, and is then, by association, itself the element
for survival.
I suppose that most of us have experienced an emotional
release through rhythmic movement.

However,

although the

above considerations probably have some application in any
musical experience, our relationship with music is such that
we usually consider it in a situation which does not require
physical mov ment on our part.
whole of our attention.

Music as sound occupies the

Music as sound becomes autonomous

from cathartic physical movement.
serve?

What function can it

Gaston suggests that it satisfies a "sense-hunger",

although he does not make it clear why this hunger could not
feed upon less structured sound.

Maslow's "aesthetic need"

is a similar concept which to date has not been supported
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empirically (see pages 14-15).

However, it may make more

sense if reinterpreted in terms of a dependence upon and
thus desire for pattern and rhythm as defined above.
Let us conjecture that music originates as an epiphenomenon of a rhythmic physical movement allowing emotional
release.

Man begins to notice the sounds he is making,

and to develop them for their intrinsic qualities,

although

they retain their meaning for him as part of a particular
social setting.

Music can thus achieve importance in its

own right without losing its association with the emotionally releasing situation.

We might posit a progression

from sound accompanying movement which expresses (or later
communicates)

emotion,

or sound which expresses emotion,

sound which communicates emotion.

to

Langer points out that

there is no necessity for any consideration of form in an
outpouring which aims only to express emotion.

Communication

requires a moulding of the expressive materials into some
culturally sanctioned form.

If expression and communication

of emotion is intended, the differentiation of the musical
materials will be consistent with the extent of the emotional
differentiation.

The Australian tribesman in some ceremo-

nies may be less interested in subtle emotional distinctions
than in finding release for a general emotional tension.
While this may be also the unarticulated desire of the listener to art music, simple inspection shows us that differentiation has become relatively important in this experience.
Once music becomes an independent entity it is capable
of development and differentiation as sound, symbolizing the
momentary shift and fluctuation of emotion if that is its
intention.

Such an increase in complexity is an invitation

to its hearers to stop dancing and give it their whole attention.

We have seen such a development twice in recent years:

first with jazz, and now with rock.

In the absence of action,

affect is heightened: both because there is no dissipation of
affective energy or concentration through movement, and be-
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cause in the case of art no action is implied and affect
7
th us can b e experience
·
· h out ris
· k.
d wit
Music itself thus becomes capable of bringing the listener to emotional release, without the mediation of physical movement.

In the case of "teleological" music,

(Meyer' s

term for music in which the tendency-inhibition-resolution
pattern is a central function),
be sustained,
nied,

the longer

the tension can

the tendency kept alive but resolution de-

the greater will be the release when resolution in
.... \l 'f

.,

the music becomes also a r es olu ti on in the listener. suggests
a possible explanation for music's special power as a trigger for peak experience.
Suppose that the listener brings his whole concentration into the musical experience.

For the moment, he lives

in an aural world, and becomes in some sense the music itself. 8 If his experience of the music is an affective one,
affect may be drawn from the more strictly musical processes
of tension and release,

and from musical elements associated

with non-musical affective experience.

The meaning of

the

latter need not be consciously articulated; because of the
continuity between the forms
perience,

of musical and non-musical ex-

they may resonate with emotions presently import-

ant in the individual's ordinary life.

All of these elements

of subjective affect are bundled up and handed over to the
process and progress of the music.
comes emotional resolution,

and

With musical resolution

the listener is for the mo-

ment in a state of heightened awareness, without tension,
9
fear, or need.
"One must stop acting in order to behold beauty": Virgil
7
Absorption in the contemplation of the
Aldrich (1939) p. 7.
emotionally charged communicative object, the implied subjective affect, and the consideration of pattern and rhythm as
conceiyed above: all these are familiar to us in the aesthetic
experience, or the experience of beauty.
See Deikman's conditions for mystic experience, p. 108.
8
9
Because of the non-specificity of extra-musical reference,
the listener has some latitude in the choice of which of life's
problems to transcend; because of the power of the experience,
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The observation of Maslow,
others,

(see page 35),

and of Murphy and Spohn and

that some individuals may achieve an

awareness consistent with that of peak experience, but not
attain peak experience, prompts the speculation that peak
experience may not follow when perception is exclusive of
affect.

The same music may be experienced cognitively or

affectively,

or both.

The cognitive experience suggests a

relatively dispassionate and detached observation of
tendencies and resolutions in the music,
with the formalist aesthetic of music.

the

and is consistent
Music education

which follows the formalist aesthetic may lead to a state
of peak awareness, but is less likely to prepare the student
for peak experience.
The above view of music as the trigger for catharsis
or supercatharsis, as a factor in the survival of
cies,

the spe-

is rather orgasmic, perhaps, when one considers

bulk of one's musical experience.
pleasure,

the

For music provides simple

simple entertainment, and many other good but

lesser things than transcendence or salvation.

Considering

the hedonist strain which can be detected just below the
pages of

this study,

it is passing strange to find oneself

making such a serious case for music's transcendent functions.

A streak of puritanism, perhaps of

the same type

that I will criticize in the prevailing attitudes of

the

music education establishment.
One of the less inflated

functions of music proposed

by some theorists is "play".
simple:

The usual intention here is

in play man finds pleasure.

the opportunity to be serious:
a situation of minimum risk,
"real life".
sense:

However,

I again take

play can be a rehearsal,

in

for parallel events in future

Music may have a function in this latter

it may be used to expand the quantitative and quali-

he is in no doubt about the fact of having transcended them.
Thus, Meyer's explanation of greatness in music in terms of
a life philosophy which is impressive, but which may not be
professed by all who feel greatness in the same music. (See
page 155)
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tative limits of affective experience,
the differentiation of affect.

and give practice in

The individual can become

more sensitive to affective indicators of very low intensity,
be better practiced at finding their external referents,

and

become capable of supporting massive affect without becoming
disorganized.
It does not seem that music would be used spontaneously
in this way.

However,

there does seem to be potential for

an intentional educational use of music in this role.

Since

musical experience is being used here as a rehearsal for
life experience, maximum advantage would be gained only
through a deliberate,

explicit,

experiential transference

to non-musical experience.
Such transference awakens the possibility of some psychological problems.

There are two explanations of

the na-

ture of art which we may consider as dichotomous for the
sake of argument: Dewey's concept of art as an extension or
enhancement of ordinary experience,
an escape from ordinary experience.

the idea of art as

and

Music as emotional re-

lease can be identified loosely with the idea of art as escape; music as play can be identified with either the idea
of escape,
experience.

or the idea of art as an extension of ordinary
In more "primitive" societies, music is intim-

ately linked with life experience.

This is shown,

for in-

stance, by the inability experienced by some peoples in
conceiving music apart from the particular context in which
it is used:

in ceremony, working situations,

and so on.

In

the West there is a wider gulf between the worlds of art
and ordinary life.

The former may be seen as

which have been banished,

(or in which are permitted), public

expressions of emotion, beauty,
perience of art,
anced,

the place to

and the spirit.

emotion is permitted,

In the ex-

the tabu is counten-

life's imbalances can be righted.

We need not make generalizations about whole cultures.
It is possible to say that for some Westerners,
nary experience enhanced,

art is ordi-

for others it is ordinary experience
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escaped.

From the latter one might expect resistance to

the deliberate promotion of the experience of continuity
of the emotions of life and art.

The use of musically in-

duced affect as an explicit rehearsal for the wise use of
emotion in life may be threatening to the student who escapes life through art,

or

the student tied to an exclus-

ively cognitive experience, or in general the student with
high safety needs.10

The student should not be forced into

experiences for which he is not ready.
Two other psychological functions of music should be
mentioned.

The first: music may be a catalyst for social

interaction,

and so be instrumental in providing for the

gratification of basic social needs.

The ramifications of

music's function in stabilizing the youth subculture of
the West are treated in the following chapter.

The pro-

fessional musician or critic, or even entrepreneur or agent may use music as a means of establishing a personal
identity and drawing the esteem of others.

Music may serve

these functions more or less independently of any musical
understanding on the part of

the people involved.

Emotion

here is associated with the frustration or gratification
of

the social needs.
The second function involves the emotions derived

from achievement in the mastery of musical skills.

Clearly,

this satisfaction is directly related to musical experience,
but can be distinguished, nevertheless, from musical experience per se.

Mastery might be located in affective or

cognitive comprehension, or in motor skill.

It may be val-

ued for itself, or because it assists the gratification of
safety needs

through provision of an income, or admission

to a social group, or

the winning of esteem of self or others.

Parenthetically, Meyer claims that the long spans of
10
uncertainty in large-scale syntactical forms of music is intolerable for the "psychologically immature". From my experience with musicians, I would expect that there is no more
than a grain of truth in this proposition, precisely because
art .£i!.!!be escape.
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I would like now to present a view of the prevailing
The reader will recall the

ideology in music instruction.

traditional formalist-referen tialist dichotomy in the aesthetic theories of music.

In Chapter Nine,

arguments were

presented for the centrality of the affective element in
musical communication, and these have been supported in the
opening section of this chapter.

In this writer's mind,

these arguments refute both the formalist and referentialist
positions,

Nevertheless, music

taken in their purer forms.

education proceeds as though the formalist explanation of
musical experience were true.

attention is focused

That is,

upon the description and evaluation of

the musical object,

in terms of certain objective cognitive criteria.
dent's--or the teacher's--subjec tive experience,

The stuespecially

affective experience, does not find a significant place in
the curriculum.11

While clear perception of

the objective

cognitive detail of musical pattern is necessary to a differentiated affective response, we should not assume that it
will be sufficient.
The reasons that we do not deal with the affective
content of music,

or use music as a means for affective

development are two:
emotions,

firstly,

in a general way we fear the

and especially their public disclosure:

therefore

affective education has not been considered until recently;
secondly, we hardly know where to begin.
in t h e

of statements by music critics or

speak of "merely sensuous pleasure",
the senses".

The fear is reflected

11

teachers, who

a mere titillation of

So, Schwadron, a philosopher who in other in-

stances seems to me to have an acute perception of

the needs

of music education:
"While it cannot be denied that true, emotional exhilarations can be worthy results of both music intellect and feeling, the business of merely providing
moments of sensuous pleasure is surely not the erudite
task of the music educator. Since the level of emotional
response invites little rational judgment and tends to
promote pseudo-aesthetic positions of complacency and
This should not be construed as an argument for the ex11
clusion of cognitive analysis from the music curriculum. See
pages 155-6, 159-60, 181-4, 187, and Chapters 12 and 14.
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and eclecticism, it would be inconsistent
program of aesthetic education that seeks
op standards, skills, value criteria, and
meaningful solution to the complex riddle
relation to man. 11 12

with a
to develsome
of music's

While not wishing to contend with the argument that music
education should do more than provide for the sensuous pleasure of its students,
this passage,

coming from a writer who is on other matters

more calmly factual.
tion?

I must point to-the persuasive tone of

"Business"?

What is a "true" emotional exhilaraIs

the task only "erudite"?

tional judgments of no value?

Are non-ra-

Can the riddle of music's re-

lation to man be solved meaningfully in the absence of
sideration of man's sensuous pleasure in music,

con-

or other

emotional responses of a less than holy significance?
I hope that I am not being unfair to Schwadron; however,
it would not be difficult to quote any number of others to
the same effect.

Part of

the problem is an insecurity stem-

ming from music's somewhat provisional status in the educational establishment.

In response,

some music educators

seek to promote music as an academic discipline.

Of

course,

music is an area of creative endeavor which has demanded
their all from some of the greatest geniuses in history;

this

fact should not require publication amongst already educated
men.

But music is more than an academic discipline,

and to

promote it only as an academic subject does it no more service than to view it only as an accompaniment to football
rallies--and in addition continues the disparagement of the
emotions by comparison with the intellect.
Many writers in music education seem to have a different experience of the emotional skills of
ulace than the writer.

the American pop-

Thus, Leonhard and House:

"Such emotional levels of musical response and understanding require little learning, 'occur almost
universally without guidance or organized learning',
and are too often a product of factors irrelevant to
the aesthetic object. 11 1 3
12
13

Schwadron, Abraham A. (1967) p. 82.
Quoted by Schwadron, Ibid., p. 81.
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No evidence is adduced for

this universality,

that little learning is required.

or for the fact

Doubtless, music can evoke

an immediate emotional response which is not articulate
It may also induce a cognitive re-

about musical syntax.

ponse which is ignorant of important distinctions,
latter is taken as a call for further education;

The

an undiffer-

entiated emotional response is ignored as unimportant.

But

may there not be a continuum between the simple sensuous response to music,
tiful?

and

the discriminating response to the beau-

(The very word "beautiful"

implies an affective eleWhen

ment in the response, however distanced the observer.)
Schwadron talks of the development of discrimination,
argument is put solely in terms of skills,
theoretical criteria,

critical attitudes,

aesthetic discrimination,

of baseless value judgments,
matter for the intellect.

and so on.

the

the dangers

Beauty is then a

Following the use of our skills

to arrive at a well-based value judgment and finding the
object worthy, we might permit ourselves a little emotional
response without risking an accusation of unearned sensuality.
To assert that the student's emotions are private and
can be trusted to find their own natural development,

is,

· d es,
th e face of preva1·1·1ng societa
·
1 att1tu

unreai.14

Even

to teach music in terms of its tendencies,

inhibitions, and

resolutions,

in

is not to deal with parallel affective phenomena

in the mind of the student.

The teacher whose experience of

music is rich in affect should not assume that his formalist
teaching will be sufficient to permit or to bring similar experience to his students.

(Neither would a strictly affect-

ive approach be adequate to the achievement of cognitive--or
affective--objectives.)
with in an open,

Affective responses must be dealt

explicit,

and continuing manner.

is an art form which communicates emotion,

If music

it requires an emo-

tionally capable listener.
Students will bring certain prejudices and preferences
14
into the classroom. These will probably include the societal
prejudice against emotion. They will also include perceptionjudgment preferences. (See pp. 61-63)
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In the total music curriculum, affect can be considered
as it arises from experience with music itself, or from personal or interpersonal experience in the instructional situAffect will be differentiated by direct examination

ation.

and by association with differentiable stimuli.
be perceived, and affect expressed,

These can

enactively, iconically,

or symbolically.
Since this study is especially concerned with the

Intrapersonal

music curriculum, and thus
with the unique contribution

(Interpersonal)

of music to education, we
shall first deal with aspects

Nonpersona
Enactive

Iconic

Symbolic

AFFECTIVE REALM

of affect relating to specifically musical experience.

To

begin, some distinctions be-

tween the processes of valuing and what we will call affective differentiation will be proposed.
Music may be valued for many reasons and in many ways.
As already described,

it may have value for reasons which

are neglectful of the music itself:

for instance,

the dis-

play of an association with the world of music as a means to
the satisfaction of social needs,

In this case, fluctuations

of affect are related to basic personal needs rather than to
the changes in any musical stimulus.
A person may respond to music with simple like or dislike, unexamined and unsupported by any appeal to criteria
of artistic worth.
category of valuing.

Some writers prefer to exclude this as a
I prefer to see it as

continuous

with the forms of valuing in which criteria are located in
the conscious mind rather than the unconscious mind.
The subjective experience of liking or disliking may
become articulate.

The listener may find that he likes

this work more than that, or likes and dislikes specifiable
aspects of the same work.

With experience, he may be able
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to articulate reasons

for

these valuing operations,

drawn

from a network of personal preferences or principles,

or

the criteria publicly associated with

from a knowledge of

excellence in a particular style of music.
Valuing processes consistent with a pure formalist
Here the el-

aesthetic might be better termed evaluation.
ement of

development of
sized.
counted,

reduced to a minimum and the

subjective liking is

objective criteria of

excellence is

empha-

Because the associative meanings of music are disthese criteria are likely to center upon classi-

cal qualities of

elegance,

consistency, and unity.

type of valuing may be reflective,
removed from the dynamic flow of

retrospective,

This
and so

the music.

to conceptualize an affective realm in

Most attempts

education are focused upon questions of value.
above categories it

From the

can be seen that valuing can range from

immediate subjective affective experience to an immediate
or retrospective objective cognitive judgment.

Culturally,

we value most those value judgments which are founded upon
the consideration of

a maximum amount of

The ideal value judgment tends

the relevant data.

therefore to be at a remove
to

this

another

from immediate experience.

Opposed

ideal--that of

immediate action based upon in-

spontaneity:

is

tuitive like or dislike.
Questions of held values are questions
action.
safety,

The choice of delight over boredom,
is

38-39)

of

choice of
growth over

a type of value judgment very important in

education and maturation of
31,

of

the individual.

However, valuing as

the

(See pages 28-

it is here conceived does

not make explicit a particular area of

subjective affective

experience peculiarly reflected in music.
I propose as

an important objective of

affective edu-

cation the direct experiencing and differentiation of
flow of
is

one's own emotions.

peculiarly suited

the arts

It is

to assist.

this objective that music

Langer says

are able to "give form to

the

that music and

inward experiences and
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thus make them conceivable.11

1

5

Although the processes of

subjective valuing and of affective differentiation are
interlaced, I further propose that the ideals of
processes tend in opposite directions.

(1)

the two

The objective

of the latter is the immediate experiencing of emotion and
its immediate differentiation.

As stated above,

the usual

objective of valuing is a considered judgment: valuing
tends to be objective and retrospective.

(2)

Valuing im-

plies choice, and choice implies a type of exclusion.
Ideally,

in the immediate experiencing of emotion,

emotion will be included.16

all

In terms of value, all emo-

tions or feelings are equally acceptable.

(3)

Valuing

tends to be static and quantitative relative to immediate
affective experiencing and differentiating, which tends
to be dynamic and qualitative.

Therefore, experientially,

the processes of valuing music and perceiving its
listener's own)

(or the

flow of affect can be quite different.

They approach as questions of value become more subjective
(simple liking or disliking)
jectified in the music
in the music).

or the flow of affect is ob-

(cognitive perception of

tendencies

Perceived tendencies may be used as data

for evaluation; simple liking is a relatively undifferentiated form of affect.
Whether the emotions symbolized in music are intended
to be experienced subjectively by the listener has been a
matter of some argument.

It would be consistent with the

Western aesthetic for the listener to maintain a psychical
distance from the musical object in order to assess its
value as art.

Certainly,

there must come a time when the

artist who wishes to communicate as well as express must
evaluate his work in this manner.

On the other hand, a

case should be made for the value of direct experiencing as
a prerequisite to any distancing process,

especially when

Langer, Suzanne
15
(1966), p. 11
16
Valuing is a problem-oriented convergent process,
other experience divergent.

the
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the overwhelming cultural prejudice in favor of the latter
is taken into account.
experience,

this

In the absence of real affective

type of detachment is consistent with ex-

actly that type of suppression of emotion of which Perls
complained earlier in the Chapter.

(Page 160 ) .

As has al-

ready been suggested, musical experience has a special value in providing a no-risk opportunity to encounter subjective feelings of an intensity such as to invite discomfort
or suppression in ordinary life.
In the music curriculum,

the general objectives of

instruction in the processes of valuing will be to bring
the student to an experiential understanding of the differences between liking, valuing,

and evaluating,

and of

the societal and personal processes involved in arriving
at value criteria.

A curriculum developed around these basic

references will enlighten musical experience and also make
possible a transference of this

learning to non-musical ex-

perience.
These objectives may be stated more specifically:
(1)

The student should become sensitive to his own immediate

responses of liking or disliking;
(2)

the student should be able to differentiate quantitative-

ly his responses,

and to direct them to increasingly finely

differentiated aspects of the stimulus;
(3)

the student should be able to distinguish the sources

of his values as originating within himself or external to
himself;
(4)

the student should be able to support his value judgments

by analysis of the object with reference to criteria of excellence in the category or categories in which it may be placed;
these criteria may be culturally sanctioned or may have
their source in the self,
(5)

or both;

the student will be able to choose between personal and

public criteria of value as appropriate to his purposes in
different situations.
If it is agreed

that the development of a personal value

system should begin with the development of awareness of felt
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likes and dislikes,

it follows that the teaching of specif-

ic values should be approached with caution.
this remove the locus

Not only may

of valuing from the self:

it may also

remove it from the object which is supposed to be valued,
to the authority figure who has made the value judgment.
this is cognitive education of a sort:

Looked at in one way,
teacher provides
because.

the fact "This

is good" or "This

the fact "This

." and student learns and repeats

is good.

"

Unless

the proffered value,

is good

the student has already internalized
the process

the affective content of

will not be located in a personal experiential valuing of
the object, but will be related
safety from,

or acceptance by,

to the student's need for
the teacher.

From this pro-

cess can result a profession of values which are not validated in belief or action.

(See also p. 83

)

The student

should recognize the important difference between value
based upon a personal liking for an object,

and value pro-

fessed independently of real personal contact with the object,

in order to meet safety needs.

He may then come to

distinguish between the coercive imposition of value, and
the non-coercive statement of belief in value or demonstration of value criteria.
The student who develops a value system on the basis of
informed personal preference rather than the need for safety,
may be more free to change his values,
about

them.

(See pages 46-51)

and open to discussion

The extent to which values

in music are transmitted by authority,
seek satisfact 6n of safety needs

(or to which musicians

through proficiency in a

particular style) may be assessed by the reflection of this
mode of transmission in the rigid stylistic loyalties of many
musicians.

Their professional skill suggests a highly de-

veloped cognitive discrimination which they refuse to apply
to music of styles not sanctioned by the authority or subcultural group to which they give allegiance.
Education in valuing should begin with simple statements
of personal preference.

Within the writer's experience, many,
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even most, students are able to make such statements only
with difficulty.

Denied the opportunity for choice,

have no ability for it.

Of those who can choose,

they

a sub-

stantial number are able to decide what they clearly do not
like, but are loathe to express positive enthusiasm (which
might imply action,

commitment,

ation by teacher or self.)

obligation,

critical evalu-

To combat this negativity,

I

encourage statements of positive valuing in my classes, refuse to permit destructive criticism,

and refrain from im-

posing expectations or obligations upon students which are
not substantiated by a wise application of their own value
system.
The emphasis on personal valuing should never be lost.
Following statements of preference, we can discuss what
specifically is preferred,

This, move into the cognitive realm may be effected

value.
by,

and why the student finds it of

for instance,

asking the student to define his responses

and relate them to particular aspects of a piece of music.
Later, and especially in cases where he places high value on
a piece, he may be invited to speculate about the ways in
which the composer was able to so organize the music as to
prompt his response.

Implied here is the possibility of his

own manipulation of musical materials as a means of expression or communication.

Another possible result of this

search for the sources of his preferences is the discovery
of the distinction between musical and non-musical reasons
for his values.

For instance, he may discover that his love

of rock music is ignorant of musical value, stemming rather
from the musical preferences of his peer group.

(See Chapter

Eleven)
Cultural tradition inevitably makes itself manifest in
a personal value system.

In order for an individual to value

wisely his experience, he should be introduced to the normative,

traditional,

criteria of value applicable to a partic-

ular class of situation, or style of art.

These criteria

should not be presented coercively or dogmatically, but as
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explanatory information, as fact descriptive of other people's beliefs analogous to fact descriptive of properties
of a musical object.

The fate of

dividual's own value system is

these criteria in the in-

then a matter of his own

choice; he may internalize them or reject them.
Once in possession of such criteria,

the student is in

a position to distinguish experientially between subjective
valuing and objective evaluation.

For the musician,

such a

distincti on has relevance to his purposes of self-expr ession
or communication.

If it is to be successful, a public per-

formance of a work by Mozart must remain within certain limits established in the culturally determined criteria of
excellence for such a performance.

The performer whose pur-

poses include public acclaim cannot afford a determined rejection of these criteria in favor of an expression through
the music of his momentary feelings about the piano,
auditorium,
hand,

the audience,

and his love life.

the

On the other

there may be situations, private or public, where such

expression is appropriate.

In the life beyond music,

there

objective criteria are
are situations where subjective .2..!.
specially applicable.

No one is a better judge of his own

needs for a particular food or for warmth or love than the
person who is well-attu ned to himself.

The criteria here

are found in a practiced sensitivity to the messages sent by
the various bodily organs.

Alternatively,

the criteria of

value applied to a piece of scientific work have been set up
deliberately to neutraliz e and avoid subjective judgments.17
Both personal and cultural criteria offered in support
of a particular value judgment may be the subjects of evaluation in class discussion.

Are these criteria relevant to

the music to which they have been applied?

Has

the music it-

In the matter of public performance, or composition of
17
music for public performance, the main preoccupation of most
musicians is with the music itself. Traditional criteria are
thought of a not a means for bringing the musician into communicatio n with the audience but as values inhering in the
My belief is that as a heuristic the primary concern
music.
with the art object is the most useful. However, I also believe
that most musicians work for or against an audience, whether
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self been perceived truly?

Are the musical facts

the criteria have been applied real or imagined?

to which
Are these

facts significant in the musical style or peripheral to it?
Are the judgments of significance statements of dogma,

or

are they supported in the processes of the music under discussion?

Does the argument of support integrate its

in a logically consistent way?

If not,

facts

is it thereby inval-

idated?
to the actual criteria of value in music, I will

As

deal them a glancing blow in Chapter Twelve, but I do not
take it as within the scope of this study to treat them in
any detail.

We close the discussion of valuing and pass on

to the subject of affective differentiation.
The primary intention of this aspect of

the curriculum

is the extension and refinement of the subjective emotional
experience of the student, with special reference to music,
but with explicit provision for transfer

to non-musical stim-

Its objectives may be stated more specifically as fol-

uli.
lows:
(1)

The student will become increasingly sensitive to his

subjective emotional responses to musical and non-musical
stimuli;
(2)

the student will be able to demonstrate his awareness

of the emotional intent or content of music, whether he perceives
(3)

this affectively or cognitively;

the student will be able to demonstrate an increased

ability for quantitative and qualitative differentiations of
his emotional responses to music by introspective examination;
(4)

the student will be able to demonstrate an increased

ability for quantitative and qualitative differentiation of
his emotional responses to music,

through an increased abil-

ity to identify these responses with stimuli which can be
differentiated in a relevant manner;
or not this is consciously admitted.
Perhaps an understanding of one's own purposes in this regard will foreclose an
unnecessary alienation from, or identification with, the
audience, and its untoward effects on one's music,
(See page 39,)

180
(5)

the student will be able to demonstrate an increase in

the above abilities with respect to non-musical stimuli;
(6)

as an epiphenomenon of

the above,

the student will be

able to sustain a higher measure of affective arousal without cognitive disorganization.
As a first step in this instruction,

the student will

begin to develop an awareness of his own emotional responses
--the continuity of feeling tone suggested by Perls.

The

student listens to some music of a style which he understands;
while listening he opens himself to an awareness of his own
changing feelings as they are induced by the changes in the
music.
An extension of this exercise to non-musical experience
is borrowed from Perls.18

The student attends

series of objects in the environment,
response to them.
jects at first,
19
.
ening.

to a random

and to his affective

It is advisable to choose non-human ob-

since for many people these are less

threat-

Experience in each of these areas may illuminate and
clarify experience in the other.
comprehend the intention of

If a student is unable to

the exercise when he attends

to

the abstract stimulus of music, he may achieve understanding
in the world of ordinary experience.
For

the reader who has always been aware of the flow of

his own emotions,
ever,

this

these exercises may seem pointless.

How-

type of awareness is not the order of the day for

many people.

The teacher should,

of course, make this part

of his own experience before attempting to impart it to his
Perls, Frederick, et al (1951) p. 60.
18
19
Perhaps this reflects our urban experience of nature as
unthreatening by comparison with our experience of humans.
Also, if the isomorphic theory of Gardner and Spohn is valid,
most humans should expect nature to be benign rather than
malign.
If nature is for many of us an important source of
risk-free experience which we reflect in our own beings, it
is not surprising that Maslow finds it to be another of the
three main triggers for peak experience.
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students.

He may then be prepared for the student who is

unable to experience any emotional response, or the fearful
student, or the student who is defensively contemptuous of
the whole idea.
My own experience with the non-musical exercise seems
to me significant, although I don't know at present whether
it is general.

In attending to an inanimate object I find

that I am able in ordinary circumstances to trace the source
of the feeling-tone to positive or negative experiences with
related objects in ordinary life.

If I am unable to do this,

the feeling-tone reflects my aesthetic response to the object
Unless I begin with an aesthetic mental set, or the object
is overwhelmingly an aesthetic object,

the non-aesthetic af-

feet will preempt the aesthetic response.

This provides for

me some validation of Maslow's description of aesthetic experience:

the object is seen for itself, and one's percept

of it is not mediated by needs irrelevant to its "true" na20
ture.
These introductory exercises should be followed by discuss ions.

Aside from their educational value, such discus-

sions will serve to allay anxiety, bring problems into the
open, and validate individual insights.
After this introduction,
entiation begins.

the work of affective differ-

Students attend to musical and non-musical

stimuli; and attempt to relate their affective responses to
specific stimuli.

They may be asked "What part of the music

were you responding to when you experienced such-and-such a
(reported)

feeling?

What was it about that part of the

music which seems particularily responsible for the feeling?"
Or, alternatively, "To which particular aspect of the music
did your reported feeling draw your attention?"

As his ex-

perience grows, the student will begin to relate his affectTaken a step further, it is also an affirmative comment
20
on Cage's proposal that a sound will not 9e heard for its own
nature if we are preoccupied with its s :ection.. with other
sounds.
(It does not follow that the latter percept is less
worthy of aesthetic attention than the former: that is a matter of personal preference or stylistic experience.)
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ive experience to aspects of the musical stimuli in a systematic, and therefore increasingly differentiated manner.
The clearest differentiation of affect will result
from the association of subjective feeling with a precisely
defined aspect of the flow of stimuli.

Thus the affect

evokedby music will be differentiated by a clear perception
of the detailed pattern of the music, its dynamic tendencies,
its continuity in form with non-musical processes,

its per-

sonal and traditional intra-musical associations.
To the extent that affect is a response to purely
t1B.1sicalprocesses

some students may have difficulty in form-

ulating meanings for themselves in terms which have any relationship to non-musical experience.

The most usual solu-

tion attempted for this problem is the verbal description
of affect.

It has often been claimed that our vocabulary

for the description of affect is both sparse and crude.
However, I would suggest that our verbal resources are more
or less adequate to the description of mood in music,
the degree that this can be specified).

(to

A description of

mood is applicable to the whole of a relatively extended
formal section of a piece, characterized by some overall
It is when we consider the momentary flow

feeling-tone.

and change of feeling that words are especially inadequate,
because we are then attempting to represent something which
is in essence dynamic with symbols which are themselves static.
If, contrary to Langer's promise, music of itself does
not at first give form to inward experience, we must seek
other media of expression which clarify the affective content of music.

These should themselves be dynamic as music

and emotion are dynamic.
mind,

Physical movement comes first to

(thus returning a full circle to our original account

of music's affect).

However, any mode of representation in-

volving movement is potentially appropriate.
iconic mode,

The use of the

imagery of movement rather than actual movement,
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is another possibility.

This may, for instance,

form of private fantasy,

or more tangibly but less flexib-

ly,

take the

the form of moving film.
The choice of body movement suggests the possibility of

instruction in expressive movement in coordination with music instruction.

(Such instruction via the enactive mode is

valuable in the achievement of musical objectives other than
those proposed in this chapter.)
pose,

For this particular pur-

there is no necessity for instruction in communicati n

through movement.

Our aims are achieved if the student is

able to develop a private repertoire of movements which are
of differentiated affective meaning for him, and which he is
able to relate to differentiated musical stimuli.
in all cases,

Of course,

the sharing of these experiences is educational

and in this context communication of a sort does become a
factor.
The specifics of the representation may be suggested
by the notion of the continuity between musical and nonmusical experience--the mimetic nature of music in the broad
sense proposed in Chapter Nine.

One type of continuity

which has been reviewed already is the parallel between the
musical and subjective emotional sequences of tendency-inhibition-resolution.

In everyday terminology this sequence

is often described as tension-release, anticipation-deception, struggle-fulfillment, motion-rest.

Other similar

dyads suggested by various writers include activity-stability,

dissonance-consonance (not necessarily acoustic),

ante-

cedent-consequent, cause-effect, question-answer, problemsolution, chaos-unity, and norm-deviant.
volve some idea of motion.

Most of these in-

Meyer believes that many musical

connotations rely on a parallel between musical and nonmusical motion.
The processes of music and life
"
.are differentiated, not only by the course and
shape of the emotions involved in them, but also by
the quality of the motion. For instance, a motion may
be fast or slow, calm or violent, continuous or sporAladic, precisely articulated or vague in outline.
most all modes of experience, even those in which mo-
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tion is not directly involved, are somehow associated qualitatively with activity.
Spring, revolution, darkness, the pyramids, a circle-each,
depending upon our current opinion of it.is experienced as having a characteristic motion. 11 21
Another strong associative force derives from the metaphoric
relations between sounds and rhythms and
sensory modes,
instance,
1

For

as they are stabilized by our language.

the use of spatial terms

'high' and 'low', 'up' and

dow n': the aspiration of the upward line,
ing,

the terms of other

the effort of climb-

the completion of descending to stability and rest.
None of these associations are totally

require some learning of style.

Even so,

'natural':

all

the closer the

correspondence between the musical and non-musical form,
the more easily the association will be internalized.

I

remember my own highly emotional responses to the Liebestod
on first hearing.

It was not until some time later that I

realized that the effect of the music was partially attributable to its mimicry of the accelerating breathing of a
person in a state of increasing excitement.

However,

the

music was able to communicate this excitement in the absence of any conceptual understanding on my part.

For most

listeners there will be a number of affective musical devices to which they respond automatically.

For all listeners

there is a point at which their internalized understanding
of such devices in a particular style reaches its

limits;

beyond this point a conscious intellectual effort will be
required before affective meaning is comprehended.
To resort to such non-musical explication of affective
musical meaning has advantages and dangers.

In accordance

with the theory which states that a thing has meaning in terms
of its relationships

(see page 53), a musical entity will

have subjective significance in proportion to the extent of
its perceived musical relationships and the web of its associations with non-musical experience.
21

Meyer, Leonard B.

(1956)

p.

261

On the other hand,
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attention to non-musical associations detracts from the
possibility of total concentration on the music.

Given

that a human mind is capable of processing only a certain
.
.
22
amount o f in
th'1s may m e a n t h at
. format1on at any instant,
much of the musical import is lost.
of music which taxes
skilled listener.
is concerned,

There is any amount

to the utmost the capacity of the

As far as the instructional situation

it should be expected that some students will

find it helpful to develop a non-musical analogue of musical
affect,
ulum.

and this practice should be validated by the curricIn the cases of physical movement,

it is probable

that this will be of advantage only in the early stages,
since increasing skill in affective differentiation associated with music will eventually outstrip the movement capabilities of all but the skilled dancer.

Also,

ably wise to encourage the student to devote,

it is probor to be able

to devote, his whole concentration to the music, once he has
acquired sufficient insight from non-musical experience.
Discussion so far has centered upon the subjective experience of feeling evoked by music.

It has been suggested

that all such experience requires some minimum of learning
of musical style--even in cases where music is deliberately
In Chapter Nine,

mimetic of non-musical experience.

a par-

ticular type of extra-musical association was described under
the name of musical connotation.

Consideration of that type

of connotation which does not arise from any readily apparent
similarity between music and reference, but rather from
their repeated juxtaposition (as a word gains meaning by repeated association with a referent),

raises the question of

whether such connotations should be explicitly taught.
That answer seems

to depend upon the behavioral objec-

tives of the curriculum.
of objective are relevant:

For this issue two opposing types
that of giving the student a fac-

tual knowledge of the devices of a particular style,

or that

22
This is demonstrated in the art itself: the combination
of music and text involves a reciprocal relationship in which
there is compensation for the complexity of one element in
the simplicity of the other.
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of developing in the student skills
creative production in music.
no means mutually exclusive.
connotation seems

trary"

and attitudes useful for

These two objectives are by
And yet the teaching of "arbi-

entirely appropriate to the first,

and potentially dangerous for the second:

dangerous because

of the possibility of deterioration into the teac ng

of for-

In a curriculum which is directed towards the devel-

mulae.

opment of creativity,

the teaching of formulae risks the

validation of rigidity on the part of the teacher and the
stultification of spontaneity and creativity in the student.
The most valuable sources of creativity in listening, performance,

or composition,

do not reside in the perception

or application of formulae, but in a personal feeling for
the dynamic processes of self-expression and style.
If affective connotations are taught,

the student should

distinguish between the cognition of the affective intent of
the music,
this

and affect actually experienced.

Connotation in

context is analogous to evaluation in the context of

personal valuing.
If

the above accounts

of the affective relationship be-

tween music and the listener include a portion of truth,

do

they imply any criteria for the choice of music best suited
to the achievement of the objectives of affective education?
The first criterion which comes
the student must like the music,

to mind is this:

that

especially if he is to be-

come emotionally sensitive to it in the degree required for
peak experience.

Remember that this requires

ication with the music.
Eleven,
tion,

total identif-

As is argued at length in Chapter

this will mean that the early stages of music educa-

for the overwhelming majority of young students, will

take place with regard to styles of music not at present acceptable to many music teachers.
Whether or not instruction takes
ferred style of music,

advantage of the pre-

the student must at least have some

comprehension of the styles used if they are to convey any
more than the crudest affect.

Comprehension of either or
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both the associated or embodied meanings will contribute to
affective communication.

In the case of associated meanings,

the student will obtain the maximum affect where he is able
to interpret these as informing the emotional issues most
important to him in ordinary life.
If the "teleological" account of the emotions is correct,

one would expect music of teleological structure to be

the most efficient stimulus.
to Stockhausen.

That is to say,

prefer Mahler

Personally, I am disinclined to exclude any

music on the basis of such a theory, no matter how persuasive.
I prefer the pragmatic criterion of whether emotion is felt.
From the point of view strictly of affective objectives, it
seems best to assume that the music which evokes a response
from a student is at present the best music for him.
The theories of emotion presented in Chapter Four (see
pages 42-45)

are agreed in general that emotion is dependent

upon cognition.

Such cognition may be analytical or non-

analytical, or may even fail to register clearly in consciousness.

As with any other stimulus

to emotion,

a musical stim-

ulus may impress itself anywhere along the primary-secondary
process continuum.

If Meyer's theory is

correct,

the achieve-

ment of maximum affect requires a very high degree of cognitive comprehension of the musical patterning significant to
a particular style,

even though this comprehension is not

consciously articulated.

Therefore,

even if

curricular ob-

jectives are strictly limited to the affective realm,

a thor-

ough appreciation of relevant cognitive elements would be a
prerequisite to their attainment.
The relationship between musical cognition and affect is
not unidirectional.
nitive objectives,

Affective education also can serve cogsince emotional responses serve as effic-

ient indicators of the cognitive significance of musical
events.
Many musicians object to the educational use of music
for non-musical purposes.

It must be admitted that in the

past some such curricula have held a relentless grasp on the
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absurd.

I modestly admit that the program brewing here is

not absurd,

even though it includes objectives which extend

beyond music.

This is so for these reasons:

Firstly,

the

usual objectives of the music curriculum are accomplished.
The integrity of music is not threatened; on the contrary,
it is enhanced in the musical experience which is both cognitively and affectively sensitive.

Secondly, by extending

and integrating the total experience of the student, he becomes better able to sustain the affective arousal induced
by music,

even to the point of peak experience.

Thirdly,

because the curriculum is directed to the development of
values and affective understanding based not only on cultural criteria, but also on direct experience of
own affective processes,

it makes

the student's

a considerable contribution

towards putting him in touch with the sources of his
energy.

creative
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CHAPTER ELEVEN
LIKING AND EVALUATING MUSIC:
STYLISTIC PREFERENCES AND AESTHETIC DISCRIMINATION
Choices of stylistic preference in music are commonly
confused with the ability to make aesthetic judgments of music.

The jazz enthusiast assumes

the devotee of country

music devoid of taste and therefore incapable of aesthetic
discrimination.

Similar judgments may be made of the jazz-

lover or of the adherents of other styles by the audience
for art music.

This type of judgment is found in the music

education establishment as elsewhere,
educational research.

For instance,

and extends even into
it is sometimes assumed

that an increased ability to make aesthetic judgments

of mu-

sic should lead automatically to a preference for art music.1
Erneston,

in an otherwise well-ordered study,

attempts a

measure of "musical taste", defined as a combination of attitudes, preferences,

and aesthetic discriminations in music.

This is essentially a stipulative definition of taste,
can be misleading.

and

Since an individual's taste rating will

depend on his liking for the musical style highest in the
investigator's scale of values,

it is possible that a person

with a love for rock music and a very high discriminatory
ability could be found to have taste inferior to that of a
person with a preference for art music but mediocre ability
for aesthetic judgment.
The small amount of information available on the matter
can be interpreted to indicate that the aetiologies of stylistic preferences and discriminatory ability are different.
former originates in cultural loyalties

and the latter in

musical experience.
1

Hare, Robert Y.

(1958);

Erneston, Nicholas

(1961).

The
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Attempts have been made to measure experimentally the
effects of musical experience on the ability to make aesthetic judgments of music.
Some have concluded that exper2
.
3 s·1nce
ience has no effect;
more h ave f oun d th e opposite.
the ability to make all but the most gross discriminations
must depend upon familiarity with the musical style in question,4 it must result more from experience than genetic endowment.

What should be in question (apart from the validi-

ty and reliability of the measuring instruments)

is

the type

of musical experience best able to increase the ability to
discriminate within a particular style.
It is not surprising that all of the studies of student
preferences in music have discovered that the music most popular with most students is the currently "popular" music.5
Robinson and Hirsch asked a sample of eight hundred Michigan
high school students to indicate on a three-point scale
their feelings

about the current hits.

liked the hits "a lot";

Seventy-five percent

less than one percent disliked them!

It is interesting that such preferences are maintained despite musical training,6 and in the case of one experiment,
7
despite an increase in discriminating ability.
An understanding of music of an unfamiliar style can be induced by
exposure or

training,

and the music liked more as a result,

8

but this need not be sufficient to overturn prior preference
where the latter is an expression of both aesthetic enjoyment and social need.
class of

twelve-year-olds which met weekly to listen, by its

own choice,
rics,

Recently I conducted a rather low-key

to some current rock songs.

We discussed the ly-

their musical expression, and the structure or form

2 Cowles, Clifton V. (1963); Rubin, Louis (1952).
3 For instance: Deihl, N. Charles (1963); Erneston, Nicholas
(1961); Kyme, George (1968); Parker, Olin G. (1961)
4 Meyer, Leonard B. (1956, 1967).
5 Baumann, Victor H. (1958); Blyler, Dorothea(1960) ;Erneston,
ibid; Fott, Solie (l.958); Nash, Louis (1962) ;Nelson, Carl (1954,
1956); Robinson, John P. and Hirsch, Paul(l970) ;Rubin, ibid;
Stephenson, Jack R. (1955).
6 Daniels, Neil M. (1934); Erneston; Fott; Nash; Nelson;Rubin
7 Rubin, Louis (1962)
8 Crickmore, Leon (1968); Kyme, George (1967)
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of the music.

After half a dozen meetings, we listened to a

number of repetitions of a movement from one of the Brandenburg Concerti.

The students

ply their new skills

found

that they were able to ap-

to this at first unfamiliar piece,

with this understanding came a grudging like tor it.

and

I asked

how they felt about this piece compared to the rock music
which had previously occupied our attention.

The nature of

their stylistic allegiance was suggested by one girl who
said politely,

"Well,

it's very old-fashioned,

isn't it?"

The origins of a preference for art music seem to be
found typically in the home background.

Two studies have

discovered such a preference in some children from the middle SES;

9

this preference seems

to be confined to the middle

and upper SES but does not pervade them.
derive from felt needs,

Attitudes

to music

and stylistic preferences can be ex-

pected to be a consequence of the needs met by the aesthetic
content of music of a particular style and by the social context in which it is to be experienced.

The subcultural

habitats of popular and art musics are different and may
therefore be directed to the satisfaction of different needs,
or of the same need for people of different subcultural loyalties.

As

a means of elaborating this theme,

the reader

is here offered a diversionary expedition into the area of
linguistics,

from which it is hoped that certain relation-

ships discovered between socio-economic background and linguistic style can be applied to an understanding of musical
preferences.
According to Basil Bernstein

1 0

and dialect are socially determined:

the forms of language
a child's speech is

shaped by the social structure in which he finds himself and
which defines his psychological reality.
Bernstein distinguishes between "restricted" and "elaborated"

codes of speech.

These are defined according to

the probability of predicting for any one speaker,
9

10

Gernet, Sterling K. (1 9 39) ; Rogers, Vincent
Bernstein, Basil (1965)

in any

(1 9 56)
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particular social context, which lexical or syntactic elements will be used to organize a verbal communication.
The major function of the restricted code is to "define and reinforce the forms of social relations by restricting the verbal signalling of individual experience."

The

probability of predicting the lexical or syntactic forms of
the restricted code is high.

Lexical prediction is con-

fined to more or less ritualistic situations:
services, protocol,
and so on.

army commands,

religious

cocktail party routines,

Syntactic prediction is of more interest because,

according to Bernstein,

it is related to the general living

situation of low SES populations--although all populations
may use a restricted code in some contexts.

It occurs in

populations where social relationships are based on a common
and extensive set of self-consciously held identifications
and expectations.

Since there is a strong communal under-

standing of beliefs and intentions,

the vocabulary is able

to be limited and the speech structure simplified.

Speech

is not prepared to clearly fit a given referent; meaning is
conveyed not through what is said, but where and how it is
said and not said.

"Language is used to increase consensus

rather than to signal individual differences."
likely to be concrete,

Meanings are

descriptive, or narrative.

However,

the range of expression is extended considerably through a
rich repertoire of non-verbal gesture;

this more than speech

accounts for individual differences of style in communication.
The major function of the elaborated code is the preparation and verbal delivery of relatively explicit meanings,
in a social context where the intentions of the other person
cannot be taken for granted.

In this case syntactic pre-

diction is much more difficult.

The speaker expresses his

own unique experience through speech calculated to fit the
experience,

the listener,

and the social context.

The

elaboratedcode is much more concerned with differences and distinctions than the restricted code.

Since the means avail-

able and used for the verbal expression of meaning are so
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enlarged, non-verbal gesture is much reduced by comparison
Bernstein associated the elabor-

with the restricted code.

ated code with the middle and upper SES rather than the
lower SES.
The child internalizes

the social structure through

his developing medium of language, according to this language expert.

The lower class child learns a form of lan-

guage which symbolizes a normative arrangement of a local
group rather than the individual experience of its members.
The middle class child, by comparison,

receives pressure

to express himself in a relatively individuated manner,

and

the social context provides a suitable range of speech
Since the schools have been de-

models for the purpose.

signed to meet the needs of the middle class,

the language

experiences of lower and middle class children upon entering
school are different.

The middle class child is pressed

into an experience of symbolic and social development, whereas the lower class child's experience is one of change
rather than development.

The latter is, of course, much

more demanding and difficult.

Bernstein maintains that we

should recognize the values of both codes; we should especially realize the virtues of the restricted code: "a metaphorical range of considerable power, a simplicity and
directness, a vitality and rhythm."
The reader is here invited to run over the description
of the restricted code of speech with this question in mind:
Are there styles of musical expression to which this set of
characteristics may be applied?

Is there a music which has

as a major purpose the definition and reinforcement of the
social relations of a group with self-consciously held common identifications and expectations?

Which has a narrow

vocabulary, simple structure, and highly predictable syntax?
Such a description seems applicable to folk music, but,
by and large, seems inappropriate to art music.

I would like

here to apply this description especially to the music of
the youth culture of the West and the U. S. A.:

that is,

the simpler styles of music in favor with the mass of the

all
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youth subculture at any particular time and place.

At pre-

sent this music would include the various types of rock
music,

folk music,

country music,

and so on.

Let me attempt to translate Bernstein's description of
the restricted code of speech into this musical context.
It seems

clear from the general impression I receive

from conversations and experiences with members of the youth
culture,
music has

and from certain more public phenomena,

that this

as a primary purpose the reinforcement of social

relations within the group.

How else,

for example,

to ac-

count for the repetition of occasions such as Woodstock,
where the possibility of actually hearing the music with any
more clarity than that provided by a cheap transistor radio
is minimal.

It also may be true that the reasons

for gath-

ering to hear art music in this day and age are partly social,
but it does seem to me that the aesthetic occasion here
overwhelms the social occasion,
standing.
sensed

opera first-nights notwith-

The social function of popular music can also be

through the lyrics--not necessarily through what they

say, but because of the way that they resort to cliche and
stock phrases--a sort of phatic communication made possible
by the common understandings and desires of the members of
the subculture.
Bernstein associates the restricted code with the lower
SES

and the elaborated code with the middle and upper SES.

It seems

clear that popular music finds

levels of society.

However,

an audience in all

preference for differing styles

of popular music varies among a number of cultural groups
clearly identifiable by factors such as race,

status,

graphical location.

teen-age sample,

there was a .87
ence.

In Robinson and Hirsch's

correlation between race and musical prefer-

Black students

like black music; white working-class

students were oblivious

to the current black hits and fav-

oured conventional Burbank-style rock tunes.
areas

surveyed,

or geo-

In the Michigan

country and Western music was popular in the

rural areas but disliked in the cities.

Protest songs were
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the preference of a relatively small group

(13%)

of white

middle and upper SES students of above average accomplishment in schooi.11

It would not be surprising to discover

that the members of each of these geographically or racially defined groups share self-consciously held values, identifications, and expectations.
To an extent commensurate with its popularity, popular
music uses a restricted vocabulary, simple structure, and
highly predictable syntax.

Thus:

symmetrical melodies,

sim-

ple repetitive forms, predictable harmonic progressions,
common.

are

Yet it is also true that at its best, popular music

in some idioms is powerful in its simplicity, directness,
and vitality,

as attested by its recurring influence on the

composers of art music over the centuries.
The range of expression of popular music is limited by
comparison with the more elaborate art music,

although for

its adherents it is probably deeply moving, on occasion.

This

may be explained by the theories which account for music's
ability to convey emotion.

Musical structures are mimetic
12
.
. in
. a way
.
1 processes,
o f h uman emotiona
b ut are mimetic
which accords with the probabilities and conventions expected
by the audience for a particular style.

13

This mimetic func-

tion may be served by both popular and art music; however,
the stylistic assumptions of the latter are more varied and
extensive, and less strictly bound by convention,
dardized.

less stan-

The communication of emotion through art music

can be effected in part by the manipulation of the large
structure of a piece:
form

movement.

for instance,

In popular music,

local inflection and ornament;

the return in the sonatathe focus is more upon

the overall form is not of

interest to its audience.
The importance of inflection in popular music finds an
analogue in Bernstein's description of the restricted code
of speech, wherein the unique and individuating element of
11
12
13

Robinson, John P., and Hirsch, Paul (1970) pp. 43-44.
Langer, Suzanne K. (1951) Chapter 8.
Cooke, Deryck (1959); Meyer, Leonard B. (1956).
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self-expression is contributed by non-verbal gesture.

I

would claim that the equivalent gesture in music is not
non-phonic, but is the semi-improvisatory, ornamental, perhaps relatively unpredictable gesture which decorates the
basic musical structure.

In current popular music,

such

gesture is less well demonstrated by the oiled automata of
tin-pan alley than by the black rock singers such as Aretha
Franklin.
The restricted codes of speech and music seem therefore
to communicate for similar purposes and by similar means.
The analogy may be confirmed by a brief comparison of the
elaborated code of speech,
ern art music.

and some characteristics of West-

By comparison with popular music,

is able to express more explicitly its meanings:
seeks

art music
that is,

it

to define and differentiate, boldly or subtly, by means

of inflection, but also through form or structure,

the broad-

est possible range of musical and emotional meanings.

This

range of expression is made possible by a much enlarged vocabulary and a greatly extended syntax.

These,

in turn,

imply a lower probability for the successful prediction of
future musical events within a piece.

According to Meyer's

theory of emotion and meaning in music, within certain limits
this re]ative unpredictability is basic to the arousal of
tension and the expression of emotion through music.
While it is true that the restricted code of music is
favoured by many who customarily use an elaborated speech
code,

evidence suggests

users

of the elaborated code--that is, by some members of

the middle and upper
ing for students

that art music is preferred only by

classes.

It seems,

then,

that except-

from families active in art music, most

students have a preference for music which is favoured by
the subcultural group in which they hope to find satisfaction
for their basic social needs.

Recall that Simpson's study
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of teenagers in socio-econ omically disparate communitie s
14
..
revea 1e d one d om1nant
nee d : th e neeu. for b e 1 ong1ngness.
'.
Recall also Aronoff's demonstrat ion of the ca ial relation15
ship between dominant need level and cultural forms.
Considering the common belongingn ess need,

the current empha-

sis on the fact of a subculture of youth,

and the supposed

general alienation of its members from the larger society,
it seems most likely that satisfacti on of belongingn ess needs
will be sought primarily through the peer subculture.
The society from which youth is alienated is everywhere
present in its institutio ns and their physical manifestat ions-buildings, machinery, and so on.

As products of this soci-

ety, young people perhaps need to reassure themselves of the
existence of their own subculture;

this can be achieved by

representi ng it in some tangible form over and beyond the
existence of its members.

Music is thus offered self-con-

sciously as an important symbol of this subculture , and devotion to the favored styles of music is a confirmati on of the
existence of the subculture and of one's membership in it.
In the face of this fairly apparent phenomenon, music
education seems to insist on dealing with music in any other
style than those in which young people are most interested.
There is a scattered recognitio n of the power of these youthful loyalties, but most teachers in my experience are more
interested in advocating their own stylistic preference s than
in indulging those of the students.1 6
Teachers of English are confronted with a similar situation with students whose native dialect is a restricted code
whose practices are in conflict with those of the Standard
English required by the convention al syllabus.

The most

See p. 12.
14
See pp. 5-8.
15
Recall again Simpson's study: indoctrina tion of school
16
children with democratic principles was ineffectua l against
an authoritar ian personalit y structure maintained by high
safety needs.
It seems that musical taste cannot be made mandatory. Only those students who are free of pressing belongingness needs would be likely to be able to go against the
musical preference s of the people who meet those needs.
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recent and, it seems to me, the most enlightene d curricular
developmen ts in the teaching of language skills insist on
the importance of respecting the restricted code, both for
its intrinsic values,

and for its essential role in provid-

ing a means to membershi p in the individual 's own social
17
stratum or subculture.
Neverthele ss, arguments are advanced to justify teaching the student language skills other than those associated
with his own untutored use of the restricted code.
be expected,

As might

the English teachers of this persuasio n sub-

scribe to the tenets of social psycholog y and its concept
of role-playing.

A person's psycholog ical reality is de-

fined by his culture through his internali zation of the
language forms it offers him.

To be able to choose between

roles according to their appropriat eness to circumstance,
he needs to have a repertoir e of linguistic styles.

When

the culture does not provide a range of styles, education
should attempt to make up the deficit.

This is the case

with students who are limited to the restricte d code;

the

student acquires a range of linguistic styles and thereby
is able to extend the limits of his own personality.
It is also argued that language serves the purpose of
articulat ing and refining one's own experience , and communicating and sharing this with others.

The process of

building language skills is the process of building more
accurate and extensive verbal equivalent s of one's own experience, and so modifying these as to be able to share the
experience.
What does the English curriculu m have to teach the
music educator?

What should be the role of the music edu-

cator when confronted with students whose stylistic preferences are not his own, especially when the student preferences are socially motivated as suggested above?
17

For instance, Barnes, Douglas (1966)

Dixon, John (1967).
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The sources of the most powerful motivations towards
musical experience are more or less beyond the control of
the music educator, since they originate in the family or
in the peer group.

In the older student the family influ18
and peer influence becomes
ence is often on the wane,

pervasive.

The music educator can seek to fight peer in-

fluence but the odds and reason are against him.

Alterna-

tively, he can attempt to teach, using the preferred music
as a vehicle.
Oddly enough, many attempts to do the latter fail.
If the function

Perhaps this can be explained as follows.

of verbal language is to permit the sharing of experience,
The people with

this seems equally true of popular music.

whom a youth shares this experience are his peers.

In the

sharing, the ties which bind them and of which they are so
needful are confirmed.

The music teacher, heedful of the

dictum to "teach the child where he's at", perceives the
nature of the students' musical preferences and introduces
popular music into his classes.

However,

the dictum is

usually interpreted as applying to cognitive level; in the
case of student interest in popular music, cognitive level
is irrelevant to the judgment of "where he's at".

The

teacher's non-membership in the subculture, and his cognitive interest in the music may mark him as an intruder;
and he then may be forcibly rejected by the students.
"This is our music; we don't want you school teachers messing around with it and ruining it for us".

The teacher is

not accepted into it except under unusual circumstances, as
he is not a normal part of the youthful consensus.
But perhaps to seek a solution in the introduction of
popular music as the cognitive content of the music curriculum is, as it were,
caase.

treating the symptom rather than the

Better to create a situation in which the basic psy-

chological needs are satisfied.

According to Maslow's theory,

18
Rogers, Vincent (1956); he discovered a slightly decreasing interest in art music and an increasing interest
in popular music with progression through adolescence.
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such a solution would have important ramifications:
son who achieves

the per-

continued satisfaction of his social needs

begins to develop a new set of values, which happen to coincide in large measure with what are usually considered to
be artistic values, and which include a continuing desire
for the development of his own unique creative capacities.
In my experience,

even relatively small gestures in

this direction have paid off handsomely.

When teaching any

class which is going to require a creative effort from its
members,

I spend a lot of time during the first meetings to

help the students

to get to know each other as people.

The

consequent reduction of anxiety allows much more free creative expression.
The physical setting should be designed not merely for
the efficient dissemination of cognitive knowledge, but in
order to encourage the formation of a musical community.
such a community exists,

If

the general need for belongingness

will motivate the student's physical presence.

Once the be-

longingness need has been satisfied for a period,
to the theory of hierarchical needs,
and self-expression will be felt,

according

the needs for esteem

and in a musical community

will be satisfied through musical activity.

In such a setting

it is possible that music can be learned in part as an infant
learns

to speak:

standing

the student comes

to an intuitive under-

through need of and love for his social surround-

ings and the music which pervades

them.

(See Chapter Eight)

It is my strong belief that the student should give his
energies

to the music of his preference, whatever that may be.

The teacher can provide assistance in the cognitive domain
by helping the student to achieve the skills appropriate to
expression in that particular style.

It would be wise to

provide also for future changes of preference,

and for the

elaboration of the student's initially restricted code of
musical expression;

this

could be achieved by bringing him to

a conceptual understanding of his

own music which is

capable
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of transference to as many other styles as possible.
the musical community,
able.

Within

all musical styles would be accept-

However, successful attainment of the psychological

objectives of this community should ensure that musical preferences are more a consequence of aesthetic considerations
than of social determinism.
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CHAPTER TWELVE
TOWARDS A TAXONOMY OF FUNDAMENTAL CONCEPTS OF MUSIC
Foreword
Before proceeding with this
reservations as
onomy

to its content.

chapter,

I must state some

Firstly,

although

(as presented in the Appendix,

page 285)

is

the taxelaborate,

there is little doubt that it is only a first step in a task
which is by itself a sufficient topic for a dissertation.

I

expect that additional work would involve some changes in
content and organization,

rather than further elaboration.

More mature thought may lead to a more economic statement of
essentials,

and a clearer arrangement of

categories.

With

an opportunity for more extensive cross-cultural validation,
there probably would be further reason for the modification
of content.
Secondly, I have had some misgivings about the place of
a taxonomy, which is by definition atomistic,

in a study which

argues for a holistic approach to education.

Upon reflection

it seems

that the source of my doubts is less in the struc-

ture of the taxonomy than in the fear that the parched and
abstracted feeling which overcomes one when reading it should
be transferred to the teaching situation.

Nothing could be

more deadly than to dispense these concepts

in isolation

from any vitalizing musical impulse, be the presentation random,
teen,
used.

sequential, spiral,

or intergalactic.

In Chapter Four-

I describe a teaching situation in which they may be
Essentially the intention is

framework which permits
teaching a fact,

to provide a conceptual

the teacher to act opportunely,

in a musical context,

at

the precise moment

it is most valuable to a student--without becoming lost himself in the process.
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To the extent that there is a sequence apparent in the
taxonomy, it is a logical one.

This does not accord with

any intended sequence in the teaching situation,

and actually

may conflict with a sequence which takes into consideration maturational factors.

For instance, the sequence in

which pitch intervals become differentiable by a child,

is

not the sequence in which intervals are placed according to
complexity of frequency ratios.
ance in a learning situation,

These issues are of import-

and in some circumstances

the

taxonomy should be re-ordered to take account of them.

In the nineteenth century,

the period for which many of

our music schools prepare their students, it was possible to
regard a training in the theory of diatonic system as fundamental to an understanding of that part of the musical uniThe

verse which could be taken seriously by a Westerner.
outer limits of this world were represented,

for instance,

by the "exotic" idioms of Eastern Europe; even these could
be heard as dialects of a single tonal language.
Debussy's excited encounter with the gamelan orchestra
is Paris in 1889 was a precursor of an increasing responsiveness of the West to the truly foreign languages of non-Western
music.
tions,

With the acceleration of twentieth century communicathe notion of the exotic is in discard.

Represent-

ative examples of the extant music of all times and all cultures are now available to us in our living rooms.
to some of this music,
music

Exposure

for instance the Indian or Japanese

recently fashionable,

can result from a chance

affair with a popular radio station.

Familiarity with other

styles may require more initiative on the part of the listener: perhaps a walk to the nearest record store.
The idioms of non-Western music are amongst the multitude of influences

contributing to the diversification of

Western music.
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Reflecting or anticipating the philosophi-

cal and technological changes in our culture, Western music
has become eclectic, pluralist, and rapidly changing.

Con-

current with the continuing development of traditional
styles we have experienced the constant emergence of new
styles, some totally at variance with the traditions of
music as we have known them.
ized and compartmentalized,

As society has become specialso has music.1

In our recent past, music could be conceptualized with
reference to a single set of stylistic assumptions which
changed--or "progressed"--cumulatively towards some present
or future perfection.

With the appearance of competing

styles in the present century,

critics and musicians have

extrapolated from this idea of progress a prediction that
eventually a single style of music would prevail,
undergo cumulative development.

and itself

This view is evident in the

regular pronouncements by composers or artists that, with the
advent of some particular style (in whose success they are
not altogether disinterested), all which went before is no
longer possible:

the art of a new era has begun in this mo-

ment.
The problem,

and it is indeed a problem for teachers,

is that we are not so far faced with the clear emergence of
a single style.

On the contrary:

prehends a multiplicity of
their

own

extremes

of

for their reduction.

our present situation corn-

conflicting styles, some with

dialect, and there is no apparent trend
2
Meyer
argues for the likelihood that

we have entered a state of "fluctuating stasis" in which all
manner of styles co-exist,
tive change;

each one undergoing non-cumula-

our attention will focus upon a succession of

styles as they find their way to center stage for a period,
retiring then to make room for others.
1
This is not meant to imply a congruence between the
actual compartmentalization of musical audiences and any
other division of society.
2
Meyer, Leonard B. (1967) Chapters 5 through 9.
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If Meyer is right we must contend in the foreseeable
future with a pluralist culture.
style does prevail,

If he is wrong,

and one

it is reasonable to prepare for the

eventuality that this style will reflect the rapid changes
apparent in other cultural situations.
How,

then, should we conceive the cognitive content of

a basic education for the citizen of music in the late twentieth century?

The rationale for a continuation of training

in the procedures of eighteenth century chorale writing as
fundamental to education in music theory surely was strained
The probability is remote of

to its limits fifty years ago.

finding any single style which is able to meet this purpose.
It would be possible to train the student in the style which
currently appeals to him--and this is

certainly a logical

consequence of much of the argument of preceding chapters.
But if it is the job of education not only to facilitate the
student's development within the limits of his own present
world, but to prepare him for a larger and partially unpredictable world of

the future,

then music education must con-

tend with one or the other of two possibilities.
these possibilities require recognition of

Both of

the likelihood

that for the student who takes reasonable advantage of opportunities to extend his musical experience,
future is not easily predicted.

the musical

This is so because he will

find himself either in a world of stylistic pluralism with
enormous possibilities of choice, and/or in a world of rapidly changing music for which an education in the static
facts of one particular style is not a preparation.
For either of these event u a 1it i es , (and they are b o th
in some way already with us), a cognitive curriculum which
is applicable to all possible musical experiences would seem
to be the ideal solution.

Unfortunately, there is a catch:

music lives only in the content of particular styles;

con-

cepts which can be applied with equal force to two styles
of music of totally different assumptions may be so general
as to be useless.

Nevertheless,

in the present circumstances,
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the search for a set of more or less universally applicable
musical concepts has much to recommend it.
The development of a taxonomy of fundamental musical
concepts

is justifiable not only because of its relevance to

the present state of music.

It is also of advantage in an

education for self-actualization, since it provides a practicable basis

for the design of a curriculum which is styl-

istically neutral.

An individual is th4s allowed to choose

freely the style in which he wishes to work.

The opportunity

for such choice has been presented here as crucial to psychological growth (e.g.

see pages

29-30).

Even in a mass edu-

cational situation a teacher may speak to students

of diverse

stylistic interests in terminology which is meaningful to
them all.
A cognitive education utilizing concepts which are easily
transferrable across musical styles speaks also to the future freedom of an individual, since it permits the future
learning of new styles or of changes in an older style, with
a minimum of cognitive accommodation. (See page 66)

The

student is ready cognitively for the absorption of new musical styles and experiences.

This experience of the plur-

alist musical culture may be generalized also to an understanding of other aspects of our pluralist culture which
demand more tolerance and comprehension.
Lastly,
of

this

music.

it has been my personal experience that concepts

type are very effective in assisting creative work in
The reason may be that they provide a conceptual

structure in which creative problems can be clarified without
at the same time narrowing unnecessarily the range of solutions.
The problem of

the development of a taxonomy of funda-

mental musical concepts may be approached from two directions,
neither of which is by itself sufficient for a solution.
Firstly:

although musical styles and cultures

change or differ,

musical experience of some sort is common to man as a species.
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(See pages 161-168)

We may then posit some basic relevant

mental operations which persist through cultural change or
differentiation.

One problem with this approach is that

although these mental operations may remain constant, our
theories of them do not, and can be assumed to be incomplete.
Nevertheless,

as suggested in the Introduction, we choose

a viable theory which is useful for our purposes.
The other part of the investigation must be directed
to the discovery of characteristics of music, as we know
it, which approach universality.

In practice, the two ap-

proaches quickly become interdependent.
For the ethnomusicologist one of the more difficult
problems is to notate in the field, music whose form and
content are basically unfamiliar,
with the Western notation system.

and perhaps incompatible
Dreaming that this prob-

lem might be solved with the invention of a machine which
could notate mechanically every detail of a performance,
Charles Seeger devised the Melograph, which was indeed able
to notate graphically every fine detail of frequency and
amplitude.

Ironically,

this type of instrument has not

found general use because it provides too much information.
To make musical sense of the graphic rendering of a performance requires abstraction of the stylistically significant
parameters, ignorance of which motivated the initial demand
for the instrument.

Just as a knowledge of the chemical

composition of the parts of a machine lends no understanding
of its purpose,4 so possession of the totality of microscopic
data about a body of music may not be relevant to musical
experience
us.

on the macroscopic level which is important to

For all musical experience except (possibly)

that advo-

cated by transcendentalism, some selection of the significant aspects of the musical object is necessary.

Univers-

ality cannot be achieved in this context through a knowledge
of the totality of the particulars of the world's music.
3
4

Nettl, Bruno (1964) pp.
Polanyi, Michael (1966)

120-126
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A bird's-eye view of all of music reveals
most fundamental characteristics,
is sound.

two or three

the most obvious of which

We do not conceive of sound which occupies but a

moment of time as constituting music;
is required.

a succession of sounds

Therefore we may say that music is a disposi-

tion of sounds in time.

(One has read that music requires

the organization of sounds in time, but this eliminates the
chance succession of sounds which is music for some people.)
It should be noted that this apparently innocuous definition
may be valuable heuristically in permitting all sorts of
operations which are not contemplable under the definition
of music,
rhythm,

implied in many texts, as consisting of melody,

and so on.

This definition is not sufficiently rigorous since it
accepts many phenomena,

such as speech, which are not music.

In fact, it is difficult to provide a concise, verbal, definition which includes all of music and excludes all nonmusic, and which is not circular.

In the West, perhaps the

most effective qualification of our definition results from
invoking the notion of the aesthetic.

For the present con-

text, I will define an aesthetic experience of a disposition
of sounds in time as one in which the inherent properties of
this sound object are of intrinsic interest, and of interest
also for their felt relations to significant human experience.
Music is then "the disposition of sounds in time for an aesthetic purpose."
As already stated in Chapter Nine,

the concept of the

aesthetic is not articulated in some musical cultures, but
can be justified as applying to .2..!!£
experience of all music.
Of course there can be differences of opinion as to which
dispositions of which sounds are aesthetic.

This is a reason

for the present stylistic diversity, and basis of musical
criticism.
The major divisions of a taxonomy of fundamental concepts of music will be sound, disposition in time,

and re-
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lations to human experience.

For the pure transcendentalist,
the taxonomy should perhaps stop somewhere short of this div-

is ion.

For everyone else,

there is some interest in the

relationships between these sounds.

At this stage, we may

introduce the basic mental operations mentioned on page 206,
and suggest that the perception of these relations is equivalent to the perception of shape and pattern in music.
The perception of relations among sounds and durations
requires some degree of abstraction of the qualities to be
compared,

as has been shown with respect to the experience

with the Melograph.

It is clear from the same experience that

such perception is not independent of cultural predisposition
since that which is abstracted should be stylistically significant.

On the other hand,

it is in the nature of aes-

thetic or artistic perception (B-cognition,
Chapter Four)

as discussed in

that the object be perceived as wholly and con-

cretely as possible.

Perhaps the paradox can be resolved by

stating that with a perception in which preconscious processes play a large part, so many relationships can be ingested
that concrete and abstract perceiving become compatible.
(See pages

53-55,

90, 92.)

We may therefore consider possible characteristics of
sound stimuli,

and how they might be classified by a percep-

tion seeking musical significance.

The significance of such

a percept will be further qualified in the context of the
types of relationships found between sounds in the various
musical styles, whether such styles are exemplified in the
Finally,
music of an era or in the composition sui generis.
we can consider the formation of sounds and durations into
musical patterns perceptible through these relationships.
At each stage we will seek to also state the possible relations of these aural phenomena to affective and cognitive
experience.
As a rule the individual concepts presented in this
taxonomy are not universally applicable.

It is clear that
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a search for such concepts would be an exercise in futility.
The intention has been to find concepts wnich are powerful
and economical in the description of diverse styles of music.
In any particular musical instance some of these will be
useful and the others will be passed over. (See pages 65-67.)
The taxonomy is organized in six parts dealing with precompositional conceptions of

the single sound term in

time,

a sequence of widening relationships,
of musical pattern formation.

and the determinants

A condensed version follows;

an elaborated version will be found in Appendix B.
I.
II.
III.

Conceptions of

The single sound stimulus,

out of musical context.

Two or more simultaneously occurring differentiable
sound stimuli;

IV.

time.

considered out of musical context

The single sound term in its contextual relationships.

V.

A sound

term of

two or more simultaneously occur-

ring differentiable sound stimuli,

in its contex-

tual relationships.
VI.

The disposition of sounds in time:

the determinants

of musical pattern formation.
Conceptions of

I.

time

This part offers

a means of conceptualizing the various

possible objective divisions

of time,

and also the psycholog-

ical factors affecting the perception of time (subjective
time).
as

It does not deal with rhythm.

a percept of patterned durations,

Rhythm is defined here
and is

therefore treated

in Part IV.
Objective time is considered in four main categories,
suggesting a range of possible means of division of
from

division into equal durations,

divisions,
gories,

to non-regular division.

there is

time,

through less regular
In the first three cate-

a further classification according to

whether the division is hierarchic.

Thus a non-hierarchical
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equal divisions of time provides us with the phenomenon of
musical pulse.

A regularily recurring emphasis of one pulse

or duration over the other pulses

results in a simultaneous

equal division of time into longer durations,
archical division of
music as metre.

time.

and

thus

a hier-

This is the phenomenon known in

The fourth category includes

a concept of

time which is becoming important to Western consciousness,
and is fundamental in some other cultures:
a continuum divided at the point of
This,

that is,

time as

the ever-moving present.

and the other concepts in the fourth category,

are

finding their way into the organization of Western art music.
The phenomena

of subjective time are not usually con-

sidered in an exposition of music theory, but become more
relevant as the concepts of
importance.

Category Four,

above,

gain

The subjective phenomena described here in-

clude the experience of duration as dependent upon the inhibition of a felt tendency.

This is,

of course, precisely

the source of affective experience of music,
Meyer

(see Chapters Nine and Ten).

qualities of

The effects of various

the stimulus on the judgment of duration are

briefly summarized in the following section.
section,

as proposed by

In the third

there is a description of the subjective experience

of present, past and future.

The perceptual present may be

conceived of as the quantitative limits of an aural stimulus which permit it to be perceived accurately and automatically (see pages 237-239);

this has some relevance to the

design of structural motives in music.

The conceptual pre-

sent is the term applied to one's experience of hearing simultaneously a motif, phrase, movement,
is the subjective equivalent of
objective time.

and symphony,

and

the notion of hierarchical

This concept may be extended to take in the

idea of a temporal horizon, which is the present experience
of

the duration of past and future,

vant in,

for instance,

and is musically rele-

the comprehension of the high level
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metric balance of a piece.
logical tempo,
introduced;

Finally,

the concept of psycho-

or perceived rate of change of events,

is

this is of obvious importance to musical exper-

ience.
A.

Objective time
1.

The equal division of time,

equal division of
1.1

and varients of the

time.

Equal division of

time, by means

of regularly

recurring points of reference
a.

non-hierarchic organization of points of ref-

erence
b.
1.2

hierarchic organization of points of reference
Regular variation in a prevailing equal (metric)

division of time.
a.

non-hierarchic organization

b.

hierarchic organization

1.3

Irregular variation in a prevailing equal div-

ision of

2.

time

a.

non-hierarchic organization

b.

hierarchic organization

Non-regular division of time.
2.1

Time as a continuum with the moving present as

the only reference point.
2.2

Division of

time according to criteria other

than those described in Al.
B.

Subjective time
1.

Experience of duration as
1.1

feeling.

Experience of duration depends upon inhibition

of a felt tendency.
1.2

The duration experienced depends upon the inter-

action of personality and context.
2.

The estimation of duration.
2.1

Affective judgments:

depend upon factors of

personality and context.
2.2

Judgments as functions of

psychology of perception.

the physiology and
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3.

The perception of duration as hierarchical.
3.1

The limits of the perceptual present.

3.2

The temporal horizon:

experience in the present

of the past and the future.
3.3

The experience of psychological tempo or rate

of change.
II.

The single sound stimulus out of musical context.
Sound is described and classified, but beyond this clas-

sification is not compared with other sound.
sents

This Part pre-

the basic classification adopted for this and the fol-

lowing three sections:

silence,

sound,

and their extra-musi-

cal referents.
In the absence of context,

silence cannot be relative,

and therefore no further description is necessary.
classified as noise,

tone,

Sound is

or a combination of the two;

any

of the three types of sound may be qualified by amplitude and
spatial characteristics.
It is difficult

to describe the subjective experience of

noise with the sort of precision available for the description
of pitch.

Three main possibilities are offered.

tronic music comes

From elec-

the concept of the sound envelope.

is an extremely precise description;

This

unfortunately it is

as discontinuous with the actual percept of noise as is the
description of color or pitch in terms
description in terms

of wavelengths.

The

of sound source is more generally useful;

we often speak of sounds as metallic or wooden,
ing from a particular instrument.

or as issu-

The classification of

sources is taken from Sachs and Hornbostel, and is cross7
ulturally applicable.
The third possibility, colloquial
description,

is loose and unsystematic, but should be mentioned

since it is probably used widely.
A sound is described as tone when it is perceived subjectively as characterized by a single fundamental frequency,
7

Nett!, Bruno (1964)

pp.

210-214.
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with or without timbre.

Tone is described with reference to

the pitch of its fundamental, and its timbre (sound envelope
or sound source).
The extra-musical references of the above single sounds
are described as affective or cognitive, although in practice
the two overlap.

Affective references are classified accord-

ing to whether the affective response must be learned,

and

according to whether the affect results from a direct response to the sound, or to a cognitive reference of the sound.
Cognitive references are classified according to the formal
similarity between sound and referent,

and thus according

also to whether or not the association must be learned.
A.

Silence

B.

Sound
1.

Noise.
1.1 Described in terms of the frequency and amplitude characteristics of the sound envelope.

1.2 Described in terms of sound source.

2.

a.

natural sources.

b.

electronic sources.

Tone.

2.1 Described in terms of frequency characteristics
of a fundamental (pitch).

2.2 Described in terms of frequency and amplitude
characteristics of the whole stimulus

(pitch and

timbre) .
2.3 Described in terms of the sound source.
3.

Noise and tone both present.

4.

Amplitude characteristics of the single sound stimulus

5,

(additional to above).

Spatial characteristics of the single sound stimulus.
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C.

Extra-musical reference.
1.

Affective reference
1.1

Direct,

unlearned affective response in

listener
1.2

Learned,

affective response

1.3

Affective response in listener to musical

representation of cognitive reference

1,4

Cognitive response in listener to musical

representation of affect
2.

Cognitive reference according to formal similarity between musical stimulus and referent
2.1

Imitation

2.2

Analogue (musical sign)

2.3

Cultural or private association (musical

symbol)
III.

Two or more simultaneously occurring sound stimuli,
considered out of context
This part presents phenomena which are essentially a

special instance of those of the second section.

However,

there are a number of additional considerations.

For in-

stance, when two or more tones are involved, we must discuss
harmonic notions of consonance and dissonance, and their affective referents.

The combination of timbres is of import-

ance to later consideration of the formation of pattern
through timbre.

A.
1.

Addition of two or more noises;

considered

with respect to

2.

1.1

respective sound envelopes

1.2

respective sound sources

1.3

respective spatial locations

Addition of two or more tones of different,

definite fundamental pitch
2.1

conditions for subsumption into a single

sound percept.
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2.2

relationship of

the constituent tones

the fundamentals of
(consonance and dis-

sonance)
2.3

relationship of constituent tones with

respect to timbre
3.

Addition of two or more stimuli of varying
pitch.

4.

Addition of noise stimuli and tone stimuli.

5.

Constituent stimuli with respect to relative
amplitude characteristics

6.

Constituent stimuli with respect to relative
spatial characteristics.

B.

IV.

Extra-musical references.
1.

Affective reference.

2.

Cognitive reference.

The single sound term in its

contextual relationships

It is difficult to differentiate precisely the qualities
accruing to a sound term through its membership in a compositional system,
tern.

and its membership is an actual musical pat-

However,

this section intends

the former as its main

emphasis.
As promised,
Section II.

the basic divisions are those found in

In context,

and may be functional.

silence can be considered as relative,
Noise can be conceptualized partially

in terms of the types of sound expected in the tradition or
context,
its

and its

affective reference will be qualified by

consistency with,

or departure from,

these norms.

The description of the contextual relationships of tone
becomes complex.

The pitch system in which a tone has mem-

bership may be considered not only for its intervallic content but also for the nature of its deployment in a composition.

A number of basic concepts

to me to cover,

describing the latter seem

in various combinations, most if not all of

the possibilities on this level of abstraction.
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The duration of a sound term here becomes relative to
the prevailing temporal division in a piece, and it achieves
a certain valence accordingly.
such as timbre and amplitude,

Aspects of the sound term
are also considered in relation

to traditional and contextual norms, and other factors.
The affective reference of the single sound term is extended here, because it is able to participate in a musical
process.

In any context where norms are understood the

sound term may increase tension by departure from them.

In

the special case of a content in which relationships are implicative, it may arouse tension by inhibiting a tendency,
e.g.

towards resolution.

Cognitive references of the single

sound term in context may be classified as in Sections II or
VI,

the main difference being the extension of possible ref-

erences as the musical entity becomes larger.
A,

B.

Silence
1.

Defined.

2.

Function in context.

Sound
1.

Noise.
1.1

The sound envelope of the sound term in

its relationship with the envelopes of surrounding terms of context, or expected terms of tradition
1.2

The normal or abnormal use of the sound

term, defined by its source, with reference to
the use of such sources in context or tradition
1.3

Audible sound of any description which is

not intended as part of the musical context.
2.

Tone
2.1

A tone of definite pitch, as a member of

a pitch system,

the latter being considered for

the nature of its frequency relationships.
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2.2

A tone of definite pitch as a member of

a compositional pitch system consideEed for
characteristics of symmetry,

serial exposure

of terms, hierarchical and implicative relationships.
3.

Temporal aspects of

the sound term considered

in relation to the system of temporal division.
3.1

Duration, valence and implication of

sound term relative to pulse and stress in
system where time equally is divided.
3.2

The same, where time is divided non-reg-

ularily.
3.3

Experience of duration of sound term

according to characteristics of subjective time.
4.

Sound term considered with respect to timbre

characteristics of
4.1

tradition and context.

Normality or departure from normality of

timbre characteristics of sound term with respect to tradition,
4.2

Valence lent to sound term in consequence

of its
4.3

timbre.

Implicative relationships of sound term

consequent upon its
5.

and context.

timbre.

Sound term considered with respect to amplitude

characteristics of
5.1

tradition and of content.

Congruence with or departure from normative

amplitude.
5.2

Valence of sound term consequent upon its

relative amplitude.
5.3

Implicative relationships of sound term con-

sequent upon its relative amplitude.
6.

Spatial placement of source of sound term in

relation to locations of other sources.
6.1

Sources static or moving.

6,2

Functionality of placement of sources.
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C.

Extra-musical reference of the single sound term

consequent upon its contextual relations.
1,

Affective reference.
1.1

Relation of tension to departure from

norms of tradition or content.
1.2

Relations of tension tendency, inhibition

and resolution, in implicative tradition.
2.
V.

Cognitive reference.

A sound term of two or more simultaneously occurring

differentiable sound stimuli, in its contextual relationships
As with III, Part V i s
preceding section.

essentially a special case of the

Consonance and dissonance here become rel-

ative to their content, in accordance with perceptual reality.

The primary organization of a musical context on a lo-

cal level may be vertical or horizontal, and we can here consider the possible membership of constituent stimuli of a
simultaneity, which out of context can be vertically organized only,
A,

in a horizontal Gestalt.

Sound.
1.

Noise.
1.1 Sound envelopes of terms considered in contextual relationships.
1.2

Sound sources of terms considered in con-

textual relationships.
2.

Tone.
2.1

Consonance-dissonance of combined stimuli

in relation to that of content and tradition.
2.2

Registral placement of constituent stimu-

li in relation to that of surrounding terms,
and that normative in tradition.
2.3

Simultaneity considered with respect to

the characteristics of a compositional pitch
system,
2.4

as in IV B 2.

Membership of constituent stimuli in a

Gestalt which is vertically and/or horizontally
organized.
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3.

Temporal characteristics of simultaneity con-

sidered in content (See IV B3).
Timbre characteristics of simultaneity consid-

4.

ered in content (See IV B4).
Amplitude characteristics of simultaneity con-

5.

sidered in content (See IV BS).
6.

Spatial placement of terms of simultaneity

considered in content (See IV B6).
B.

Extra-musical reference of a simultaneity consequent

upon its
1.

contextual relationships.
Affective reference.
1.1

As in IV C 1.1

1.2

As in IV C 1.2

1.3

Variation of tension with dissonance as con-

textually determined.
2.
VI.

Cognitive reference.

Disposition of sounds in time:

the determinants of pat-

tern formation in music.
The ability to extract meaning from a musical experience
depends in large measure on the desire and ability to perceive significant relationships or patterns in the musical
object and its extra-musical references.

(It has been sugg-

ested already that these associations need not be made consciously.)

The first section of Part VI summarizes

tors upon which

this

the fac-

ability rests.

A number of objects

can be perceived as together form-

ing a larger entity or pattern, when they seem to cohere
with each other more than with similar adjacent objects.
Factors influencing such coherence include relative temporal
or spatial proximity,

and relative qualitative similarity.

Such factors may operate on any or all musical parameters,
although our experience in any particular style may lead us
to give our attention to the patterns
ected parameters.

formed along some sel-
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The simplicity of the above description is compr.omised in
two special instances.

Firstly,

exact repetitions of a musi-

cal term or pattern cohere initially, but with extended repetition a point of "saturation" is reached where the listener
no longer senses a cohesion between these terms by comparison
with any adjacent term.

If there is eventual replacement by

a contrasting pattern,

the repetitions may be seen retrospect-

ively as cohering to form a larger pattern.
Secondly, where a pattern perceived previously as cohesive is repeated in a varied form,

the previous perception

may stabilise any disintegrative forces in the variation.
(Seel.lb, in Appendix B)
Although the factors affecting cohesion between sound
terms and between sound patterns are in many ways the same,
the relationships between patterns require consideration of
additional characteristics,

resulting from the fact that a

pattern has a shape or contour which may be varied.
B2,

In section

the factors influencing the stability and completeness

of a pattern are enunciated, and the type of relationships
expected with such patterns described.
The relationships between patterns may be formal and/
or implicative.

A formal relationship is described in

terms of the relative similarity of form of two patterns.
This similarity may be perceived retrospectively as music
unfolds, but in the case of an expectation of a strictly
formal relationship, no predictions about the nature of subsequent patterns are made on the basis of the form of a previous pattern.
When a relationship between patterns is perceived as
implicative,

the first pattern is seen as somehow implying

or causing the second,

and predictions can be made about

the nature of later patterns on the basis of earlier ones.
Our musical expectations in this respect are extrapolated
from our ordinary experience of cause and effect.

Just as

in the non-musical world our inference of causal relation-
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ships can only result from the perceived repetition of
particular sequences of classes of events, so in music
implicative relationships will be inferred only with repeated perception of a recurring type of sequence in musical
events.

Since such a sequence in music is not a function of

natural physical phenomena,

generally it will be expected

only in a musical style whose practices are stable and wellestablished, and only J2..Y.
a person whose experience of the
style is extensive.

However, what may be called "directional"

forces may be found in less established styles.

In such cases

a type of implication may be associated with any regular
change along some parameter.

These implications are more

likely to function on a local level than to determine the
structure of a whole work.

(e.g.

the section in which

pitches push upward in Ligeti's Atmospheres--and possibly
the following compensatory section of low pitch.)
The extra-musical references of music depend much more
upon musical pattern and process
single sound term.

than upon the nature of the

The taxonomy concludes with an extensive

description of such references.
A.

Factors determining the listener's motivation and abil-

ity to perceive relationships among musical elements.
1.

Factors affecting motivation.
1.1 Attitude to music.
1.2 Listener's knowledge that a style does or does
not require the perception of relationships of various types.

2.

Factors affecting ability.
2.1 Listener's possession of a cognitive style which
is congruent

with the perception of significant

relationships in a musical style.
2.2 Listener's perceptual experience with

'natural'

and culturally defined musical relationships.
2.3 The presence and clarity of natural and/or culturally determined relations between the terms of
the musical object.
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B.

Characteristics of the elements of a musical object

which influence their perception as constituents of musical pattern.
1.

Characteristics of the musical object influencing

the perception of cohesive or disintegrative relationships between its terms.
1.1 Factors of temporal duration and succession
contributing to a perception of patterned durations
or rhythm.
a.

closeness or separation in time of successive

sound terms or patterns.
b.

effects of perception of cohesion or disinte-

gration in a perviously occurring variant of the
present succession of terms or patterns.
1.2 Factors of sound quality.
a.

Timbre.
i. Identity of timbre of successive terms or
patterns: perceived at first as cohesive,

then

cohesion decreasing to point of perceptual saturation, when perceived as disintegrative;

the

whole again perceived as cohering when contrasting
section begins.
ii. Similarity of timbres of successive terms
or patterns

(relative similarity produces co-

hesion).
iii.

Influence of perception of cohesion or

disintegration in previously occurring variant
of present succession.
iv.

Cohesion resulting from perceived implications

of one term or pattern for another, with respect
to timbre.
b.

Single tones or patterns of single tones.
i. Repetition of a single tone or pattern of tones:
saturation phenomenon; see ai.
ii.

Succession of different tones; effects of many

factors,

including interval size, stylistic norms, etc.
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c. Simultaneities or patterns of simultaneities.
i. Repetition of simultaneity or pattern of
simultaneities;
ii.

saturation phenomenon.

Repeated transposition in one direction of

a simultaneity, such that saturation may be reached
iii.

Succession of different simultaneities or

patterns of simultaneities.

Cohesion affected by

some factors as control cohesion of successive
single tones;

additionally relations of relative

consonance and dissonance must be considered.
d. Textures, or patterns of textures.
i. Repetition of figure--ground relationship in
successive patterns: a saturation phenomenon.
ii.

Depending on tradition and context,

cohesion

will be affected by variation or contrast between successive textures, and by implicative
relations, operation of the Law of Return, and
the closure of structural gaps.
e. Amplitude.
i. Regular change in amplitude cohesion.
ii.

Consequences of contrast in amplitude of

successive sound terms or patterns.
2.

Relationships between musical patterns influencing

the perception of a continuation of musical process.
2.1 Patterns which are perceived as stable and closed.
These tend to stand in formal relationship to subsequent patterns.
a. Factors contributing to stability of a pattern.
b. Factors contributing to closure.
c. Types of formal relationships between musical
patterns.
d. Functional relationships of stable and closed
patterns tend to be retrospective or "evident".
2.2 Patterns which are perceived· as unstable or incomplete. These may stand in implicative relationship to subsequent patterns in a style in which such
relationships are expected.
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a. Factors contributing to instability of a pattern.
b. Factors contributing to incompletene ss of a
pattern.
c. Types of implicative relationship s resulting
from instability or incompletene ss of pattern.
d. Formal relationship s between an incomplete
pattern and another pattern.
C.

Extra-musica l reference of musical process.
1.

Affective reference.
1.1 Music may express and/or communicate and/or evoke
affect.
1.2 A musical process and its affective correlates
may be associated psychophysio logically,

formally,

or abstractly.
1.3 There are affective correlates of musical contour
or movement in temporal or intervallic space.
1.4 There are affective correlates of implicative
relationship s in musical pattern.
1.5 Experience with a type of musical pattern may
lead to an expectation for certain patterns of affect,
which may itself be resolved.
1.6 Affect may derive from a cognitive reference of
music.
2.

Cognitive reference.
2.1 Musical process may be mimetic.
2.2 Musical process may be analogous in form to the
cognitive referent.
2.3 The association between musical process and cognitive referent in the form of mental imagery may be
synesthetic.
2.4 The association between musical process and cognitive referent may be arbitrary.
2.5 Mimetic associations tend to natural definition
and other associations to cultural or private definition. All culturally accepted associations probably
must be learned.
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CHAPTER THIRTEEN
THE DEVELOPMENT OF MUSICAL IMAGERY
Most musicians receive their earliest formal exposure
to the concepts and practices of our musical traditions in
the context of instrumental instruction and/or classes in
"musicianship" and ear-training.

It would be presumptuous

to attempt to generalize too far on the teaching practices
of thousands of individual instrumental
in the privacy of their own studios.

teachers working

However, one's own ex-

periences suggest that instruction ccnters upon the translation of printed musical symbols to a particular instrument
(piano students rarely would be asked to sing from sight),
associated with an attempt to pass on the "oral tradition"
of a musical style which is not adequately expressed through
musical notation.

In addition there is a great concentration

upon the motor skills necessary to the performance of certain
styles of music on this instrument.
The content of musicianship courses is by comparison
public,

readily available in outline through music school

catalogues, and by necessity relatively standardized because
taught in the classroom rather than to individual students.
The Catalogue of the University of California at Berkeley describes the course in "Basic Musicianship" as follows:
"Fundamentals of music, including notation, sight-singing,
ear-training,

The course

and beginning linear analysis."

for music majors also includes".
duction to the literature of music."

.dictation,

In a typical course,

the Western notational system is explained.
pitch intervals,

and an intro-

Rhythmic figures,

and short melodies are heard,

the student

imitates them vocally, and attempts to notate them.
rhythms and melodies are sung from sight.

Notated

Relationships of

melodies to their tonal center are investigated.

At a more
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advanced stage,

the student notates intervals,

short phrases in homophonic or contrapuntal styles
ly,

four-part Bach Chorales)

piano.

and

chords,

(typical-

as presented to him on the

Formal analysis of short works from the literature,

presented on piano or by recording, may be undertaken.
phasis

is upon the cognitive,

pitch and rhythm.
differentiates,

Em-

and above all on elements of

The student listens,

imitates,

recognizes,

and notates.

One of the major preoccupations of the theorists of
Western music in recent centuries has
pitch relationships.

lain in the area of

It therefore seems

to attempt to develop the

to be good practice

ability to classify and differen-

tiate intervals of pitch and duration.

However,

the proces-

ses of instruction presently employed encourage the student
to abstract

these qualities from the whole sound,

and

there

is almost no attention given to the vivid perception and retention of the latter.

(That the qualities of pitch and dur-

ation happen to be those which are most easily described in
a precise and mathematical way,

and that student performance

therefore can be neatly evaluated,

is (perhaps inadvertently)

consistent with present educational practice.)
emphasis of this

curriculum suggests

The cognitive

that the musical exper-

ience can be reduced to an arrangement of pitches and durations,
more or less disembodied from the other elements of expression
and sound which make up the whole musical entity.
Maslow's

But recall

contention that the artist's perception is essentially

non-rubricizing; both scientist and artist should "See reality whole.11

1

of composers

We have already seen the testimony of a number
to the fact that they image and fantasize vivid-

ly the whole musical sound,

even though in each case pitch

relationships formed the parameter of most consequence to the
musical argument.

Even if one accepts

the implicit premise

of the present instructional methods that most attention
should be given to such parameters,
1

Maslow, A. H.

(1954)

p. 267

recent changes in the
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traditions of Western art music have made sound itself more
functionally central to musical meaning.2
In short,

it seems desirable that the abstract and cog-

nitive emphasis of present basic instruction in music be reconsidered.

A more inclusive and aesthetically complete pro-

gram is advisable.

Such a program would include many of the

skills presently taught,

arranged in accordance with the con-

siderations put forward in the discussion of the Taxonomy.
It would also attempt to develop in the student the ability
for vivid auditory imaging,

for reasons discussed in Chapter

In terms

of the model of mental function-

7, and to follow.

ing,

this

chapter is devoted to the development of particular
in the iconic mode,

functions

and in the symbolic mode.

including

the secondary functions,

The intrapersonal realm also occu-

pies our attention since the techniques for utilizing primary
process imagery require fine subjective judgments

of the state

of consciousness.
An examination of the present curriculum in the light of
the objective of developing auditory imagery,

and of the re-

search on mental imagery, has proven fruitful in suggesting
directions
1)

that should be taken by the proposed

Although

vantageous

curriculum.

the student is sometimes told that it is ad-

to be able to "hear" music internally,

actual

classroom practices do not require him in any literal sense
to develop this

ability,

which lead to its

nor do they suggest procedures

development.

The student is often specif-

ically encouraged to hear pitch and rhythm patterns, but this
should and will be distinguished from imaging of all aspects
of a musical stimulus.
2
"It gradually became clear to us dull-witted musicians
that sound has determinants other than frequency: pitch, duration, amplitude.
.attack and decay, call it morphology, how
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Expressed more specificall y in terms of imagery,
student is not asked to
musical stimuli,
imagery,

(ii)

(i)

form a vivid memory image of the

to extend the period of recall of such

to form aural imagination imagery,

(iii)

the

or

(iv)

to

develop control of imagery.
2)

Richardson has shown

3

that an endowed capacity for

vivid imagery is not automatical ly manifested.

The develop-

ment of imaging ability depends on its utility in meeting some
environment al demand on the individual.
imagery,

In the case of aural

the only demand normally made by Western culture is

related to verbal ability--but even in this case there is no
real need for vivid phonetic imagery,
case of the poet or actor.

except perhaps in the

Vividness makes itself felt here

in the message conveyed by the words; word as sound,
tinct from word as phonic symbol

as dis-

is at most an auxilliary

to the conveyence of this meaning.
The development of aural imagery in m st instances results
only from the_special demands of the environment -as created by the musical community,

for example.

I know of

no proposed aural analogue of eidetic imagery; but if there
is such a trait,

it could well disappear during childhood as

does eidetic ability,

and for much the same reasons.

such an ability could be shown to exist,

If

a musical environ-

ment would be especially suited to ensure its maintenance and
development.

There is an argument for the application in

early childhood of a program directed to
3)

In the present curriculum,

these ends.

the student gives select-

ive attention to rhythmic or pitch aspects of
not to the whole sound.

the sound, but

The concentrati on upon these two

parameters is further intensified by requiring the student
to notate them.

Also,

since most examples are presented on

a sound begins, continues, and dies away.
.And needless to
say, each sound is unique and is not informed about European
history and theory.
.I see now that as long as one distinguishes as I formerly did, problems remain; if one stops
thinking, all those things distinguish ed spring back suddenly
John
Needing no excuse."
into one thing: sound in space.
Cage, quoted by Peter Yates (1967), p. 3 12 .
3
Richardson, Alan (1968)
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the piano or voice,

the student is not exposed in this situa-

tion to a variety of sound sources.4
Neisser argues

that aspects of a stimulus which do not

receive attention and coding by secondary processes are not
remembered.
If

true,

(This theory is presented later in this chapter.)

this would mean that even in the case of students who

go beyond the recognition of intervals
for the sounds heard,

to an imaging capacity

the image would probably be accurate as

to pitch and duration, but crude in other aspects.
4)

In estimating relative duration and interval size,

the student is at least tacitly encouraged to mediate his
aural image in two ways.

Firstly,

kinaesthetic mediation is

introduced by asking the student to clap the rhythm or sing
the interval or melody presented.

Kinaesthetic sensations

gradually build into a frame of reference which assists in the
correct judgment of

these intervals.

Secondly visual media-

tion is introduced by relating interval sizes to a mental
"space-frame."

For instance, upon hearing a pitch interval,

the student identifies it by relating it to a mental image
of a piano keyboard,

or a notational staff.

There is exper-

imental evidence to support the efficacy of this practice.5
However,

this mediation takes

the listener one stage of

abstraction further from the original sound.
Until recently this has been almost unavoidable. However,
4
taped programs utilizing a variety of sound sources are now
available. It is my experience that students have great difficulty in recognizing pitch intervals produced by sources other
than piano, when their training has been confined to piano
sounds.
See also Petzold, R.G. (1969).
5
Carlsen, James C. (1965) quotes Hargiss, Creitz, Dale P.
(1943) in Dissertation Abstracts. Note that in remedial reading training the student is discouraged from "sub-vocalizing".
Requiring students to sing a heard melody before analyzing it,
may assist the development of the ability to recognize intervals; however, this may lead also to a type of sub-vocalizing
which confines the mental image to the limitations of the
voice: to the one line which can be sung, to the timbre of a
singing whisper, to the maximum speed of the voice. Leon Crickmore has developed a test of music appreciation based on Gestalt theory (Perls et al). The aesthetic appreciation of music
was found to correlate with a syndrome of responses, one of
which was an absence of mental pictures. The better listeners
tended to inhibit visual imagery. I suspect that "imagery" here
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The reader is reminded that

the childhood ability for

vivid imaging of any type fails as a consequence of competition from alternative and more efficient modes of conceptualization, usually verbal.

Also,

recall that imagery in

other sensory modalities, especially visual,

is more vivid

than aural imagery in more than ninety-five percent of the
general population.

Where the visual mode is dominant, it

seems likely that the student will rely upon it as much as
possible, and that auditory imaging will not develop in the
face of competition from another and dominant mode.
generally,

More

the natural tendency after a lifetime of abstrac -

tionand conceptualization in other areas, is

to form some

sort of symbolic representation of music also,
a concrete and vivid image.

rather than

This is not to imply an argu-

ment against appropriate conceptualization, but is to propose that instruction take place in such a way that the
ability to conceptualize is not gained at the expense of
the abilities being discussed here.

This might be achieved

by postponing the mental operations of abstraction or conceptualization until after a full realization of the concrete
image of a sound.
Hyman and Anderson have demonstrated that in some cases
alternation between concrete and abstract modes of conceptualizing can be helpful in problem-solving.

(See page 125 .)

This discovery was not made in a musical context, but may be
true of musical problems.

However,

alternation is possible

only when both modes are functioning.
5)

I have referred to the processes involving visual or

kinaesthetic (or verbal) mediation of the musical auditory
images as conceptual or abstractive processes.

However,

it

could be said that these abstractions provide a "concreteness" of a type.

To image sound without accompanying kinaes-

denotes a pictorial accompaniment to the music rather than an
auxilliary to the measurement of the intervals and so on.
It
would be interesting to know whether Crickmore's test could
discriminate between visual imagery which is closely related
to intervallic perception, and pictorial imagery, or whether
all imagery is harmful. (On the other hand, according to Ernst
Bacon (1963, p.143), Beethoven said that he "sees pictures"
when listening to music.)
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thetic or visual or verbal mediation in a sense is to remove
the concreteness afforded by the possibility of a physical
response in these modes.

In a survival situation an inabil-

ity to rehearse in these modes

a response to threat would

render a subject vulnerable to attack.

While music itself

may not seem to constitute a physical threat,

a person with

safety-need orientation may feel a desire to respond to
music,

as

to all other environmental forces, in such a way
His response,

as to maintain "control" over it.

then,

might

include a sort of mental rehearsal in any mode which is comfortable,
this mode:
ing,

of any aspect of the music which lends itself to
thus,

foot-tapping,

finger-drumming, sub-vocaliz-

or visual imaging of relatively tangible or quantifi-

able aspects of the music.

To listen with complete attention

but with no attempt at such "control",

or "shadowing",

induce discomfort akin to floating rudderless

at sea.

a feeling might be of almost subliminal intensity,

could
Such

and yet

be sufficient to deflect the perceptual processes back into
more familiar modes.
Although this phenomenon,

(if verified),

could be expected

to impair seriously the growth of imaging ability,

I suspect

that there is a simple solution for those who are not too
seriously deprived psychologically.

All students should be

offered an insight into the problem;

it should then be sug-

gested that this insight be recalled at times when the act of
abandoning non-auditory mediation of
a feeling of unease.
vivid imagery,

the musical image causes

In addition to opening the way to more

this will also provide a valuable exercise in

the observation and gentle control of a subtle mental process.
(All of

the above is,

of course,

conjectural and subject to

validation.)
The last point suggests a broader objective for a program intended to increase imaging ability.

As

already shown,

the ability for mental imaging is correlated with measures of
mental health and creativity.

A parallel hypothesis may be

drawn from that proposed for the relationship between crea-
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tivity and mental health:

to increase the ability to image,

and especially the ability to consciously apprehend primary
process imagery, may contribute to mental health.

The pro-

posed curriculum provides an opportunity to make such a contribution.
6)

Neither the conventional nor the proposed curricu-

lum is of use to all individuals, not is success or failure
in either one a sure indication of musical ability.

Copland

mentions that some fine musicians have had only limited abili ti es fo r au r a 1 imag in g .

(S ee pa g e 11 7 , n .3 )

I a 1s o have

informal evidence of something that is rarely discussed: some
more than competent musicians have had trouble with apparently elementary skills in,

for instance, pitch dictation.

In one case known to me a student failed pitch dictation
examinations, and yet was able to make very fine adjustments
of intonation in the performance of some very demanding
chamber music.

In another case a similarly

incompetent

student was within two years awarded a national (Australian)
scholarship for the study abroad of musical composition,
and also commissioned to write music for Australia's pavilion at Expo 70.
A number of experiments have been described which show
that good visualizers are better able to perform mentally
tasks of spatial manipulation, but have no advantage in tasks
of spatial reasoning.

(See pages 125-126,)

Apparently,

to

develop the ability to image--or to perform the skills conventionally required in musicianship class--does not necessarily lead to an ability to produce images (translatable
into artifacts)

of objective aesthetic value, nor to make

good aesthetic judgment.
Nevertheless, it seems clear that the skills in question are valuable to those who possess them.

We therefore

pass on to a consideration of the means of developing vivid
memory and imagination imagery for music.
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A solution to the problem of initiating the development
of aural imagery is suggested by some of the experimentation
6
surrounding a phenomenon known as "echoic memory".
"Auditory information is always spread out in time;
no single millisecond contains enough information
to be very useful.
If information were discarded
as soon as it arrived, hearing would be all but impossible.
Therefore, we must assume that some
"buffer", some medium for temporary storage is
available in the auditory cognitive system."7
This temporary storagercalled echoic memory, must be at least
of such a length as to contain a series of verbal stimuli
making up a normal-sized segment of meaningful speech;

there

is evidence to suggest that it may include several such cognitive units.

The memory should be sufficiently "fine-grained"

to permit secondary process recoding of data relevant to the
purpose of the listener.
Although Neisser discusses echoic memory in terms of
speech perception, it seems to this writer that there are
no prima facie grounds for supposing the sensing and transient storage of musical stimuli to be effected through a different mechanism from that processing verbal stimuli.

In

this respect the difference between musical and verbal communication might be compared to the difference between
abstract and representational painting.

(Echoic storage is

analogous to 'iconic storage'--the transient storage mechanism for visual images.)

In representational art, or more

aptly, in representational non-art, such as graphs or unfamiliar non-verbal street signs,

the intended meaning is inex-

tricable from the objects represented.
abstract art,

In the case of

the meaning lies more wholly within the inter-

nal relationships of the painting and its emotional effect
upon the viewer.
Echoic memory is difficult to distinguish from short-term
memory, but its existence has been demonstrated experimentally.
6
Neisser, Ulrich (1966) Chapter 8.
Ibid, pp. 199-200.
7
8
Ibid, pp. 201-206. Echoic imagery may also seem to be a
type of after-imaegry. However, Richardson's definition of
after-imagery requires that it be a phenomenon emanating from
the sensory organ rather than the cortex.
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In a number of small and informal experiments with what I
believe to be echoic memory, I have gained the impression
that immediately following its presentation,

a listener can

bring to mind a relatively vivid image of an aural stimulus,
which however fades rapidly at a rate consistent with that
which might be expected from an echoic memory.

This is so

even when the stimulus is novel and complex (although it
should be short), and when the subject's ability to form a
long-term memory image, or an imagination image, of a similar stimulus is quite limited.
ness

It seems also that the vivid-

of the image varies with the quality of the attention

directed towards stimulus and image.
The echoic memory may or may not be the most vivid aural
image of a given stimulus that the average individual can
achieve.

But according to Neisser, it will never be a "raw,

uncoded,

tape-like record of the stimulus", but will inevit9
ably be modified by preattentive processes.
Philosophy and

psychology have long argued the problem of how closely we
can know reality.

Our perception is qualified both by the

limitations of our sensory equipment,
given it,

and by the instructions

consciously or unconsciously, to select from the

whole stimulus that which we consider relevant to our inter10
Murphy and Spohn
therefore state that what one knows
ests.
as reality is "socially defined, by a cultural tradition,
by a specific human group in which one grows".

and

Cultural tra-

ditions may influence our cognition of a stimulus even in the
preattentive stage.

Nevertheless, an inability to form a

faithful objective image of a stimulus is a part of the same
general human condition from which art grows,
concern us too much.

and need not

Perhaps it suffices that we perceive

clearly within our own cultural frame of reference.11
The duration of echoic memory has been variously estimated at between two and sixteen seconds.
9
10
11

During this time it

Ibid, p. 200.
Murphy, Gardner and Spohn, Herbert (1968)
See also pages 145-147, 193.

Chapter 12.
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decays rapidly; Erikson and Johnson have demonstrated that it
12
contains little useful information after ten seconds.
The
duration depends in part on the complexity of the stimulus,
being shorter as complexity increases.

With regard to longer

term memory also, Sheehan and Slatter reported that it is
more difficult to obtain a vivid memory image of a complex
13
. 1e v1sua
·
tha n a s1mp
1 st1mu
· 1us pattern.
A formal curriculum directed at the development of imaging ability should seek to maintain the relatively vivid
echoic image for its maximum duration in order that the student may call up the image a number of times in the process
of transferring it to longer term memory.

For this,

and

more obvious reasons, musical stimuli should be presented in
a series graduated from simplicity to complexity.

Judgments

of simplicity-complexity of course can be made in part on a
common sense basis.

These would include consideration of

pitch relationships and succession, rhythm, timbre,13a texture, variety of expression, and so on.

The Law of Pragnanz,

which states that psychological organization tends to symmetry,
regularity, and completion, offers another criterion for the
construction of a graduated series of exercises.
In addition to the above, the experimental psychology
of perception offers some data not available to the operations
of the common sense.

Fraisse describes the limitations to a

stimulus series which permit its perception in the subjective
present.

On this level the judgment of the limits of the per-

ceptual present is physiologically rather than intellectually
based.

Since the duration of this present varies with its

perceptual content,

it seems reasonable to propose the percept-

ual present as a naturally occurring reference point in the
measure of stimulus simplicity-complexity.
12
Neisser, Ulrich (1966) p. 205.
Richardson, A. (1969) p. 46, p. 47.
13
13a For a discussion of a "timbre scale", see Hickman, A.T.
(1969).
Trythall developed a programmed course in musical
dictation (1968).
He maintains that student errors increase
sharply when the number of 'items' in a question exceeds seven.
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The relevant data offered by Fraisse
lowing:

1 4

include the fol-

The perceptual present contains a maximum of five
(excepting in circumstances

to seven successive elements,

explained below), provided that their temporal separation
There is a biological capacity,

falls within certain limits.

which is independen t of intelligence, and is even found in
certain bird species,

to perceive number within these limits

without actually counting.

The upper limit between succes-

sive sounds if they are to belong to the same perceptual
present is

The optimum duration associatin g

two seconds.

from 0.3 to 0.5 sec-

two sounds into one cognitive unit is
onds.

Fraisse believes that this data explains his observ-

ations

that the time interval between successive tones of a

melodic theme (of unspecifie d style)

ranges from 0.15 to 0.9

second.
The number of stimulus sounds of identical quality perceptible in one unit of

the perceptual present depends upon

the duration between sounds:
DURATION

0.17

0.37

0.63

1. 2

1. 8

NUMBER OF
SOUNDS

5. 7

5. 7

5. 4

4.0

3.0

The perceptual present therefore varies between
and
0.8

4.2 seconds

and its duration depends upon content.
Many more sounds
limit,

can be perceived within the same time

if they are grouped into cognitive units of from two

to five stimuli.

We can perceive, without counting,

four or

five such groups comprising a maximum of twenty to twenty-five
sounds.

This maximum requires an optimum speed of succession

of 0.18 seconds between sounds and 0.36 seconds between groups.
In these circumstances the maximum duration of the perceptual
present does not exceed five seconds.
Parentheti cally, it is interestin g to note that the span
of recognition, in a single fixation,
14

Fraisse, Paul (1963)

pp.

88-98.

of a visual stimulus,
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can be extended through a series of exercises using a tachistoscope.

While it is not clear that there is any parallel

between the visual span of recognition and the maximum limits
of any of the variables of the perceptual-auditory present,
or whether the extension of the latter is even desirable,
this latter possibility could be kept in mind.
The musical objectives of this exercise would require
that a subject be able to recall with some faithfulness to
the stimulus originally heard the sound of,
clarinet.

for instance, a

There is an assumption here that if the individ-

ual attends carefully to enough instances of the clarinet
sound, and if he is active in forming images of these sounds,
eventually he will be able to call to mind a clarinet sound
which is generalized from all the particular instances in
his experiences.

If each person is able to perceive a rela-

tively vivid echoic image of a sound,

15 but the image as an

echoic phenomenon fades to nothing after ten seconds or so,
then the above objectives cannot be achieved unless the echoic image can pass into longer term memory.
According to Neisser, echoic memory is,
ing,

strictly speak-

a result of relatively passive preattentive processes:

as such echoic data are not available for later recall.

To

pass from echoic storage into the next stage of memory--the
short-term "span of immediate memory" or "active verbal
(musical?) memory"--the echoic data must undergo secondary
processing such as segmenting, grouping, or coding, which
prolong their life in memory at the cost of changing their
nature.

In the case of verbal data,

a series of sounds would

be organized in this way such that its non-phonic reference
becomes apparent and its communicative purpose is realized.
This secondary processing Neisser calls analysis-by-synthesis.
The analysis-by-synthesis theory of perception and
understanding proposes that perception is a "variety of silent
calculation."

According to the individual's experience,

It will be necessary to discover the range of individual
15
differences in the vividness of the echoic image, and the relation of the vividness to the temporal lapse following presentation of the stimulus. A scale similar to that used in the Betts
Test would seem appropriate.
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preferences,

and expectations, he "makes a hypothesis about

a (received verbal) message, applies rules to determine what
the input would be like of the hypothesis were true, and
16
checks to see whether the input is really like that."
That
is, "hearing an utterance,

the listener constructs one of

his own in an attempt to match it.11

1 7

Perception, according

to this view, is essentially an active constructive process.
"To construct something attentively is to (see)

it clearly.

Such objects can then be remembered; that is, they can be
·
.
111 8 Even ei"d etic
is
.!_!i;_Constructe d as visua
1 images.
. imagery
.
.
1 9
not "reproductive", but is a reconstruction.
"The distinction between echoic and active memory
(is that) one is passive, the other active; one is
continuous, the other segmented; one is composed
of sounds, the other of speech; one seems to decay
rapidly, the other can be renewed indefinitely
through rehears al." 2 0
The perceptual process of analysis-by-synthesis is most
efficient when guided by expectations which are appropriate
to the intended message of the data.

It is difficult to

understand English when one is expecting French: "one need
only to be told that Pas de la Rhone que nous is an English
sentence beginning with Paddle".

2 1

Neisser's contention in

this regard supports Meyer's theories of musical meaning.
"For instance, to the listener practiced only in the music of
the eighteenth and nineteenth centuries,

the cadential form-

ula which closes and completes many pieces written during the
Renaissance will seem to be a semicadence.

.However,

to a

listener who understands the Renaissance style, the same
cadencewill be a final, satisfactory conclusion.11

2 2

16
Neisser, Ulrich (1 96 7 ) p. 1 94 . The hypothetical message
in music would be formed with regard to stylistic proabilities and could also refer to non-musical referents such as
mood, emotion or program. Such a percept may be analogous on
a low hierarchical level, to Meyer's "evident meaning" (Meyer,
L.B. (1 956) pp. 3 7 -8) .
17
Ibid, pp. 194- 2 00 , 30 1 . This theory is analogous to
Bruner's "hypothesis-testing".
Ibid., p. 30 1 .
18
19
Ibid., p. 155. Also Stromeyer, Charles III (1970) pp. 76-80.
20
Ibid., p. 2 26 .
Ibid., p. 2 90 . It is difficult to understand this sentence
2 1
when one is expecting French. "Pas du Rhone que nous" is correct.
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Neisser's treatment of the transfer from echoic memory
to immediate memory discusses only the problems associated
with verbal language.

As mentioned,

this transfer of verbal

data involves a change in its nature, because our primary
interest in language is the non-phonic message it carries.

23

Of course this interest is qualified to a greater or
lesser degree in the case of poetry, where the actual sound
of the words is important to the overall aesthetic effect.
Indeerl,

in the case of poets like Sitwell the sound is more

important than the reference.
The transfer to immediate memory of echoic memories of
music in general has less need to be effected at the cost of
phonic qualities since it is in these that the meaning of
music resides.

Presumably,

the optimal recoding would be

related to a sensitive appreciation of musical style.

A lit-

era! reading of Neisser suggests that the sensory datum is
inevitably changed into some less sensory and more abstract
form for long-term storage.

When one considers the nature

of non-verbal communication and memory, it seems more reasonable to suppose that echoic data are organized in such a way
that they are meaningful in relation to the rules of common
usage usually applying to such data,

and in relation to the

purposes and experience of the individual.

If one listens

to the music of Bach, one recodes the experience in terms of
form, key,
and so on.

texture, modes of continuation and closure,

timbre,

It is true that all these parameters can be des-

cribed and remembered verbally--or even visually--but are
probably best remembered as sound.

If the music were in

what Meyer calls the "transcendentalist" idiom, recoding would
be minimal, since this genre calls for a non-interpreting,
non-abstracting immersion in the uniqueness of each sound as
it is presented.

In this case it may be that one is also

not required to remember; it is certain that one is required
22
Meyer, Leonard B. (1956) p. 128.
23
However, the medium of verbal storage is always partially
auditory. (See Neisser, pp. 223-5, for experimental evidence.)
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.!l2S. to recode.
It is worth noting that according to the theory of analysis-by-synthesis, if the attention given the stimulus or the
echoic memory is abstractive,

these aspects of the stimulus

excluded from the abstraction will not be remembered.

The

unremembered parts of the echoic datum are "neither 'filtered out'

or

'attenuated';

of analysis-by-synthesis.11

2

they fail to receive the benefits
4

When attention is given to

pitch, but not to timbre or articulation,

the latter will

not be remembered clearly.
There is experimental data relating to transference.
Additional to the factors presented already as pertinent to
stimulus complexity are some relating to ease of recall.
Essentially these have to do with the relationship of the
speed of presentation of a series of stimuli,
plexity.

and its

corn-

Rapid presentation is effective when the stimuli

are so organized, e.g. by grouping,
ing is required.

that very little recod-

Slower presentation is necessary when the

subject himself must recode the information.25
The use of automatic repetition as a means of
of verbal material is not very effective.
of "rehearsal" for retention in memory is

transfer

The best method
the use of various

means of grouping or recoding, such as interpretation, impo26
sition of rhythms, finding of rules.
(However, when the
intention is

to remember a series of musical sounds,

single sound, in its

original and uninterpreted form,

not immediately clear whether there is

or a
it is

an alternative to

automatic repetition.)
The basic musicianship program may then be conceived to
include training in the recognition,

differentiation, and

recallof musical elements which are of relevance to the assumption of the musical styles being considered.

In early train-

ing the choice of these parameters would be in accord with
the factors discussed in Chapter Twelve.
24
2 5
26

Neisser, Ulrich (1967)
Ibid., pp, 220-222.
Ibid., p. 223.

p.

213.

Current practices
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in ear-training offer some useful guidelines for the development of the conceptualizing and differentiating aspects
of the curriculum.

However, I would propose that all these

activities be set in a matrix in which the primary objective is the development of vivid aural imagery.
The program visualized would be presented per medium
of high quality tape recordings.

It would utilize a com-

prehensive range of sound sources, including conventional
instruments singly and in combination,

and perhaps also in-

cluding electronically produced or mediated sounds.

These

would be used in the production of a series of musical
segments of carefully graduated complexity and aesthetically satisfying structure and expression.

The latter

requirement could be satisfied by discovering appropriate
examples in the various musical traditions, printed and
recorded.

The evaluation of simplicity or complexity must

be made with reference to the manifold variables already
described:

consideration of Pragnanz "good form", manipula-

tion of the variables of the perceptual present with beginning examples contained within this

time-span,

and judgment

of the complexity of the relationships of all the musical
constituents of a particular example and the degree to which
their perception will be aided by the familiarity of the
average student with the musical style exemplified.

The

effectiveness of the series as a teaching instrument could
partially be evaluated in accordance with the criteria
applied to programmed texts.
Ideally the program would be used for individualized
instruction in a language-laboratory setting equipped with
high class reproduction units.
taped musical segment,
immediately recalls,

The student listens to a

giving it his full attention.

He

and recalls again, as vivid and complete

an echoic image as possible.

He continues to recall this

image at intervals of a few seconds until it ceases to decay,
or until an experimentally determined optimal duration of
recall is attained.

At this point it might be appropriate
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to attempt to notate these aspects of the pattern which can
be notated, including not only elements of pitch and rhythm,
but also dynamics, articulation,

and expression.

Experiment-

ation with non-conventional notation should also be encouraged, especially when it attempts to symbolize aspects of
the sound pattern which are inadequately represented by conventional notation.
Accompanying the taped examples would be a printed text.
This will provide the notated descriptions of each example
against which the student checks his own answers,

and instruc-

tions for proceeding with the program.
Typically,

the next exercise presented to the student

would be intended to develop his control of the image.
Crampton describes a technique which could be adapted to
such purposes:

the student attempts to hold an image of the

sound already presented--for instance, a sustained note on a
clarinet.

Later, he attempts to alternate between images of

two previously heard sounds--for instance two notes on the
clarinet.
In general, when the student is able to image successfully
a musical segment, he attempts to vary the elements of the
For example, he might be asked to rear-

example in some way.

range the order of the pitches as shown by notated instructions
in
the
printed text, or, to change in some way the articulation of dynamics.
clearly as possible;

The requirements would be given as

the student then attempts to construct

a vivid mental image of the sound pattern,

and when satis-

fied with his attempt checks his image against a realization
presented on the tape.

(Naturally,

an exact correspondence

between image and tape need not be expected, given the approximate nature of the correspondence between notation and sound.)
This program would achieve its greatest value in the
development of an ability to experience and utilize vivid
musical imagination imagery.
alized curriculum,

As the next step in the form-

the student is asked to construct images

of musical segments which depart from the segment already
heard by the addition of elements which have not been heard
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in that segment.

At first,

the departure would be slight--

perhaps the addition of a pitch adjacent to those already
heard.

The deviations would gradually depart more radically

from the heard stimulus, as the student gains in experience
and ability.

Once again,

a criterion performance would be

available on tape for the purpose of student self-evaluation.
As is usual with programmed instruction,

the student

would regulate his own progress through the program, with
Success

assistance from instructions in the printed text.

in the more conventional aspects of the program is easily
assessed through reference to the notated answers provided
Evaluation of success in the construction of

in the text.

images can only be subjective, and would be quantified on
scales analogous to the Betts or Gordon scales.

Here, it

should be kept in mind that the maximum possible vividness
of aural imagery in any individual is probably genetically
determined.

Each person should evaluate his own perform-

ance by comparison with his own previous best standard,
rather than in relation to some absolute criterion which he
has never experienced.

Especially, he should not devote too

much time to the attempt to achieve a more vivid image of
a complex stimulus than has been achieved previously with a
relatively simple stimulus.

The use of these scales would

be especially applicable to progress through those parts of
the program designed to develop control over imagery,
imagination imagery.

and

A high rating leads directly to more

difficult tasks while a low rating suggests the necessity
for more experience at the same level of difficulty.
This program obviously has the potential for great complexity.

In its simplest form, examples would be presented

in a straight-forward sequence on tape,

and the student would

work through this sequence as presented, perhaps occasionally
passing over an example as recommended by the text.

However,

it would also be possible to have a branching program in which
the student moves at different speeds through each of the
three strands: memory imagery,
ation imagery.

In this

case,

controlled imagery,

and imagin-

the programming becomes so
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complex that computer assistance would probably be necessary to its viability.

There is precedent for the use of a

compu t er in
ear-training
programs. 2 7
.
. .
In the case of some students it is hoped that imagination
imagery would become free of the structure outlined above,
and begin to serve directly the subject's needs as a creative individual musician.

In this event,

of course,

the abil-

ity to construct vivid imagery is only a tool in the larger
creative process.

The nature of the image will be the con-

sequence of an aesthetic sensitivity which may be unrelated
to imaging ability.
If this program as presented here is effective in its
full dimension, it could be argued that its completion by a
student should be the cue for a graceful withdrawal of the
delegates of formal education.

"You cannot teach anyone to

compose", one hears from many teachers.
b

The student can only

supplied with certain information, with certain perceptual

and executant skills,

and must then be left to explore the

shape of his own imagination.

To mount a general argument

against this latter position is no more possible than to
effect a proof of it.

To justify further discussion here of

the development of imagination imagery, I take refuge in
my general contention that the methods and objectives of any
educational program should be clearly stated,

and that the

student should decide for himself its relevance to his needs.
In Chapter Five,

imagination imagery is defined in such

a way as to specifically exclude "imagery which is voluntarily constructed to achieve novelty and which lacks vividness
112 8
That is to say, the
of color and clarity of detail.
imagery described in the context of the above curriculum
would be more accurately classified in Richardson's terms as
memory imagery.

Imagination imagery is rather a production

of the preconscious than a voluntary construction of the con27
28

Kuhn, Wolfgang (1967)
See p. 1 2 1.
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scious.

The use of imagination imagery as strictly defined

therefore would seem to be a special case of voluntary regThis brings with it a number

ression to the preconscious.
of problems.

For instance,

ience such images is

the ability to consciously exper-

correlated to the level of psycholog-

ical deprivation or health.

Since this has been discussed

in Chapter Five, we pass on to another issue:

the roles of

conscious and preconscious in any attempted utilization of
imagination imagery.

The student feeling his way into this

area should perhaps be made aware of

the very delicate bal-

ance which must be maintained between these two functions if
the preconscious is to be made available to the conscious.
Various experimenters have discovered that imagination
imagery tends to fade if subjected to too much conscious
29
.
attention.
"The inspired moment may sometimes be described
as a kind of hallucinatory state of mind: one half
of the personality emotes and dictates while the
other half listens and notates.
The half that
listens had better look the other way, had better
simulate a half attention only, for the half that
dictates is easily disgruntled, and avenges itself
3 0
for too close inspection by fading entirely away."
On the other hand,

a deep regression into the preconscious

will have as a consequence the inability for later conscious
recall of

the preconscious thoughts and images.

Crampton's

suggested non-interfering observation of imagination imagery
seems in this setting,

to encounter two difficulties:

the problem of recall,

and secondly,

the direction of this

imagery into the auditory and musical mode
scious control has been abandoned.
model of the creative process,
the experiemt of Harmon et al
tially met by previous

3 1

when much con-

Recalling the Wallas

and the support given it by
2

this problem could be par-

conscious immersion in a musical prob-

lem, with in some cases a following incubation period.
29
30
31

firstly

Kubie, Lawrence (1958) pp. 54-55.
Copland, Aaron (1 9 5 2) pp. 52-5 3 .
See pp. 1 1 0- 1 1 1 .
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In the instance of creative work which is less inspirational than routine, one imagines a relative ascendance of
conscious over preconscious processes, but a greater participation of preconscious processes
ory imagery.

In this case,

than is the case with mem-

the effective use of imagination

imagery may imply an ability to control the image.
reminded of, again,
that her paintings

the case of Marianne Milner

3 3

One is
who found

of tranquil landscapes presented instead

images of violence and chaos.

When Clark investigated the

use of imagery in mental practice of basketball, one subject
"reported mentally attempting to bounce the ball preparatory
to shooting only to imagine that it would not bounce and
stuck to the floor.

This disturbed him to the point where

he could not successfully visualize the shooting technique.11
If

3

the clarinet and the oboe refuse to accept their desig-

nated places in an imaginary texture, use of voluntary controlled imagery for orchestration could be only of serendipitous value.
The means of utilizing imagination imagery must vary
with circumstances and the individual.
ponderables,

There are many im-

and after a certain point the individual must

be left to establish relationships with his own preconscious
processes.

It is most unlikely that these will ever present

a musician with a completed work.
bution may not even be phonic:

On occasion,

their contri-

emotional or formal or pro-

grammatic correspondences may appear which must be translated
into music via the secondary processes.

Their best use may

not even take the relatively literal and linear form so
far presented.

Erickson gives a fascinating account of

Aldous Huxley's method of harnessing his deeper mental pro35
cesses to h.is creative
·
en ds.
H ux 1ey was abl e to enter at
will a state of "Deep Reflection" with which he customarily
began his day's work.

While in this state of mind he allowed

33
Milner, M. (1957)
34
Richardson, A. (1969), pp. 56-57.
35
Milton H. Erickson (1965) in Tart,
Chapter 3.

Charles

(1969),

4
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his preconscious to play over certain problems which had been
chosen previously.

Although he was able to perform such

tasks as taking notes, or answering the doorbell or the telephone, in general he was totally unable,
consciousness,
period.

after returning to

to recall any thoughts or events during this

One gathers

that the insights gained during the

state of Deep Reflection found their way into his work
partly through use of the pencilled notes, but primarily as
thoughts materializing from nowhere during the process of
writing.

Obviously in Huxley there was an unusually highly

developed knowledge of and sensitivity to inner process; the
implication of a cause-effect relationship in a situation
where there is no recall, and therefore no conscious knowledge, of the cause,

and its effective use in creative pro-

duction is about as distant as it can be from the predominant modes of thought in Western society and classroom.

It

is possible that the gulf between the sensibilities of Huxley and the average intelligent Western is explained as much
by the latter's unthinking acceptance of the prevailing belief
about the limitations and nature of human mental processes,
as by any almost universal incapacity to exceed the boundaries of linear thinking.

We know that everybody is capable

of relatively vivid imagery in dreams and conditional upon
psychological health,

can be taught the conscious observa-

tion of such imagery in,

for instance,

the hypnagogic state.

Huxley apparently discovered a personal means of controlling
and recalling such imagery.
To my knowledge,

there has never been a program in music

education with the objective or techniques or theoretical
background proposed for this one.
own terms,

To make it viable in its

and to assess its usefulness in comparison to

current practices will require the application of appropriate
techniques of evaluation.
There are two reasons for casting this program into a
self-instructional tape-and-text programmed-learning format.
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the desire to use a large variety of sound sources

Firstly,

requires as a practical necessity that they be prerecorded
on tape.

Secondly,

this program attempts to integrate instruct-

ion in recognition of intervals of pitch and duration and all
other relevant musical phenomena, with the development of
auditory imagery.
or traits involved,

It is possible that for each of the skills
there will be a different distribution

of individual differences.

Programmed learning of the

branching type is an effective way of coping with these differences in such a way as to permit the maximum benefit for
each individual.
The internal viability of such a program can be assessed
in accordance with a number of criteria applied in the past
to this genre.

Decisions must be made about the optimum size

of the successive "steps" of the sequence:

that is, how much

information should be added in one step to that already known.
Such a decision will be related to the consideration of the
number of errors which should be expected in an average
student's progress through the program.
will produce no errors,

A small step size

and bolster self-confidence.

A small

number of errors will permit the diagnosis of individual prob lems.

A large step size will produce more errors but also

in some situations require of the student a more creative
response.

(See pages 66-68.)

Decisions must also be made about which aspects of the
program are to be sequential,

and which random.

For instance,

it is difficult to see a logical and intrinsic basis for
deciding upon a sequential order of presentation of the various orchestral instruments as sound sources.

On the other

hand, Spohn has discovered a hierarchy of difficulty of interval recognition which suggests a natural sequence of pres36
·
. h interva
en tat.ion of pitc
1s.
Since this program calls for constant behavioral responses by the student,

in a sense it defines its own objectives.

One needs to be sure that some sort of internal momentum
Tryhall, Gilbert (1968). The sequence is as follows:
36
Octave, M2, m2, P4, PS, M6, M7, m3, tritone, m7, m6.
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built up during its development does not define the final
objectives for the researcher.

In other words, the program

should be shown to be effective in achieving its originally
intended or carefully modified objectives.

I state these

objectives here in the form of hypotheses to be proved:
1)

Subjects will be able to attain mental images of sound

stimuli of increasing complexity,

as determined by some

formula as yet to be specified.
2)

Subjects will be able to obtain mental images of sound

stimuli of increasing duration, when complexity is constant.
3)

The vividness of memory image of a sound source, as

measured by an analogue of the Betts Scale, will increase.
4)

The length of recall of a vivid memory image of a sound

source will increase.
5)

The ability to control aural imagery,

as measured by an

analogue of the Gordon Test, will increase.
6)

The ability to obtain vivid aural imagination imagery,

as defined by the procedures of this formal program, will
increase.
7)

There will be an increase in a generalized ability to

obtain clear aural images which are a combination of memory
and imagination images.

For instance, as a consequence of

attending to many limited and specific examples of the sound
of a clarinet,

there will grow an ability to invoke a clear

mental image of the clarinet sound in the performance of
some work previously unheard by the subject.

This ability

will be measured with the aid of Betts and Gordon analogues
and a taped criterion.
8)

The increase in all the above abilities will be greater

for(a)students who have completed this program than for students who have spent the same number of instructional hours
in conventional ear-training programs, or (b) students of a
zero control group.
9)

"The ability to grasp in its completeness and detail a

musical idea heard,1137 will be higher in the students of the
37 Kyme, George (1967) p. 2, quoting Claude Palisca's account
of the Yale Seminar's definition of musicality.
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experimental group than the students of the control groups.
This might be measured by asking students to detect the
presence and nature of the differences between two slightly
varying performances of a number of musical phrases drawn
from a variety of musical idioms.

The differences would

vary in nature and discernibility.
10)

The increase in ability to recognize and notate inter-

vals of pitch and duration will be comparable in experimental
group and the control groups, and in both of these will
exceed the increase in the zero control group.
All the above variations will be determined by administration of pre- and post-tests, and subjected to tests of
statistical significance.
It is proposed that Hypothesis 9 will be true because
the students in the experimental group are encouraged to
immerse themselves in the whole musical idea, whereas the
students of the control groups are encouraged to perceive
the idea in an abstracting fashion.

Consequently, the con-

trol students are likely to perceive differences only in
those parameters of interest to them.
In the case of Hypothesis 10, experimental and control
group subjects will be called upon to perform similar tasks
of interval recognition and notation during instruction.
However,

it is possible that since the objectives of the

experimental group are less concentrated upon these specific skills than those of the control groups, so much less
time will be spent on them in the experimental group that
the hypothesis will be proved invalid.

It may also be shown

that within the time limits of the instructional period,

and

especially with a non-infant sample, the withdrawal of some
of the means of non-auditory mediation handicaps the ability
to recognize pitch intervals.

Therefore, on this basis also

the hypothesis may be disproved.
It would be interesting to know whether the effectiveness of either experimental or conventional programs, or
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both, has any influence upon aesthetic or executant skills
in music other than those taught as part of these programs.
Neither program is self-justificatory.

Correlations

could

be found between changes in imaging or discriminatory skills,
and skills in performance,

or composition, or a measure of

sensitivity such as the Kyme Test of Aesthetic Judgments in
Music.38

Further, it might be found that unless aural imagery

is of a certain quality as measured on the Betts or Gordon
analogues it is of no practical significance in the performance of musical skills.
recognition.

The same may be true of interval

Perhaps some skills benefit more than others

from the development of imaging ability.

Such considerations

suggest the possibility of developing procedures which determine an individual's need or lack of need for this program
or a variant of this program.
Our knowledge of the nature and range of abilities in
forming aural imagery is very limited.

The construction and

implementation of this program lends itself to the collec39
t1on
.
o f compre h ens1ve
·
to aura 1
an d accurate
data re 1at1ng
·
imaging abilities,
oped.

and the extent to which they can be devel-

If successful,

this program might also provide a model

for similar attempts to develop and measure imagery in the
other sensory modes.
38
Ibid.
39
Accurate within the limits of the proposed self-report
procedures.
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CHAPTER FOURTEEN
IMPROVISATION AS THE CORE OF A
BEGINNING MUSIC CURRICULUM
"When I am, as it were, completely myself, entirely
alone, and of good cheer--say travelling in a carriage, or walking after a good meal, or during the
night when I cannot sleep; it is on such occasions
that my ideas flow best and most abundantly."
W. A. Mozart
In the extended detail of Maslow's description of selfactualization, one may lose sight of the special importance
of the development and expression of individual capacities.
(See pp.

11,

17,

27,

Maslow's account,

137 .)

This emphasis is discernible in

and is reinforced in a peculiar way by the

consequences of its omission by Shostrom (page 22,

footnote)

The capacities especially recommended for development
by this study are the creative capacities: because of a hypothesized reciprocal relationship between psychological growth
and increasing creativity, and because of their present cultural relevance

(see pages

with our main thesis,

82-83,

113-115).

In accordance

the creative capacities should be nur-

tured upon information from all realms of the instructional
model--personal,

interpersonal,

and non-personal.

To know one's needs can be to ameliorate them,
29-32),

(pages

to advance to a higher level of functioning (Chapters

One to Three)

at which,

according to Maslow,

capacity to be more creative.

(Pages 18,

one has

84-85.)

the

Attention

to the personal and interpersonal is then partially justifiable as a means

of releasing energy for direction to the non-

personal world.

But self-knowledge is gained not only from

introspection--in fact,
can be defeating;

too much unleavened self-examination

self-knowledge results also from interaction

with the larger world

(page 32).

Maslow asserts

that the
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self may be defined through the experience of delight in
such interaction (pages 38-9); in Murphy's description,
"joy" is the subjective outcome of an establishment of
harmony between organism and environment (page 162).

But

in advocating delight Maslow did not intend to by-pass the
inevitable experiences of frustration with a phenomenal
world which suffers manipulation only in accordance with
its own laws (page 34) .1

The self is thrown into sharp

relief against these conflicts.

The development of a

reasoning tenacity in the face of such frustration would
seem to be an important personal and educational objective.
There is then a reciprocal relationship also between
the development of self-knowledge and the pursuit of a
knowledge of the world, provided that the former is sought,
or accepted when evident.

With this same proviso, an inti-

mate relationship may be hypothesized between the following
characteristics:

It is the task of education both to grapple with the
inward problems of psychological growth,

and to enhance

contact with the phenomenal world, extending its horizons
beyond the limits of an individual's unaided vision,

and

increasing his ability for fruitful and mutually beneficial
interaction.

Music and the other arts

position in this scheme.

can occupy a unique

The materials of music are physi-

cal data which respond, or at least appear to respond, to
human manipulation with that unyieldingness characteristic
of the rest of the physical world.

But music is at the same

time an embodiment of personal expression and interpersonal
communication, having the potential to provide for one familiar with its terms an intimate knowledge of the state of
Maslow complained of students who "laid some dead cat
1
at (his) door," ignorant of the occasional need for plain
old hard work (1970).
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another's being, or expression of his own.

In attempting

the creative manipulation of musical materials, a student
who is not handicapped by an exclusively formalist or subjectivist philosophy of music is dealing simultaneously
with laws of the human psyche, of human culture,
physical phenomena.

and of

(See page 86.)

As a student I had the idea (and no-one ever told me
otherwise)

that when confronted with a fact one must rush

on it, overpower it,

and drag it back to the cave where it

could be kept under constant surveillance.

It seemed to

follow that when teaching I should lead an orderly procession of my prisoners,

chained and gagged, before the stu-

dents in order that they might be again beaten down,
at a time, and with the least trouble.

one

Now I have come to

suspect that (1) while one fact is being overcome twenty
others are escaping unnoticed;

(2)

that if I can find a

suitable way to declare an invitation, many would settle
into my cave, or those of my students, of their own accord.2
Gagne has been able to show that learning is more
efficient when facts are presented in a careful stepwise,
3
But it is possible that he
rather than random, order.
assumes here a genre in which facts are learned,
fore presented, singly.

and there-

Given this assumption, he perhaps

is describing the means by which a patterned organization
of facts presented one by one can be most quickly discerned
by a student.
There may be circumstances, or areas of knowledge, in
which this type of presentation and learning is the most
efficient:

for instance, any area of knowledge which is

essentially a human construct based upon notions of linear
causality.

In other circumstances,

there is an alternative

which is potentially more efficient and more alive: that the
student "be in the world" in which reside all relevant phenomena.
2
3

(See Chapter Eight)

It is in such a world that we

See Neisser, Ulrich (1966) pp.
Gagne, Robert (1967)

103-122.
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learn our native language, and in which we might more efficiently learn a foreign language than in a lecture hall or
text book.

It is in such a world that a real experimental

scientist makes his discoveries, rather than in the cut4
and-dried routine of the school laboratory.
It is in such
a world that one might reach an understanding of music.
The student will benefit from his sojourn in a musical
world in accordance with his way of being while there.

It

has been suggested that in creative work the student will
realize the greatest integration of his powers.

Accordingly,

this chapter will describe the conduct of a world in which
the student gives himself to the improvisation of music as
a central activity.

The student lives in this world not

just as a musician, but as a whole person, grappling creatively with the personal and physical elements of music and
its social content, simultaneously finding knowledge of the
world and the self.

(See pages 132-134)

In this setting, the student "gets" music as a whole,
rather than as a sequence of selected facts which can never
sum to the whole.
teriously.

Much of his learning occurs almost mys-

He is able to produce music full of complex

relationships long before he applies to it any articulated
conceptual knowledge (just as does a professional composer).

5

Through this ability, it may be argued, he does demonstrate
a type of non-verbal conceptual understanding.

In attempting

to communicate musically he experiences personally the nature
of musical communication, and thus the intentions of other
composers.

All his future encounters with music will be vit-

alized by the immediacy of this improvising

experience.

He comes to think of himself as a person who is musical in
some degree, who can use and appreciate music in everyday
life, who can be active in music independently and on his
own initative.
4
See Brandwein, Paul (1961) Of course, the text book has a
place in these larger worlds, and some adults learn much more
efficiently with its assistance.
Also, just as an infant can speak before he understands
5
that language is conceptual and syntactical. See also pp. 68-70.
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The means for the student's entry into this world is
simply a confrontation,

in a situation to be described, with

what Bruner describes in general as "actively engageable
materials."

These are,

first and foremost,

the musical

sound sources to be utilized in improvisation.

Additionally,

we may include the student's perceptions of the use of these
sources by others

and of music in general,

and also his own

life experience as he sees fit to translate it into musical
terms.
The basic format for a class in improvisation as it
will be discussed here is as follows:
or small groups of students,

are asked to select instruments

and to devise a piece of music.
where they can work,

Groups move to some location

and reassemble at the end of

to perform for each other.
structed,

Individual students,

the session

While the pieces are being con-

the teacher moves around the groups

problems as presented to him.

to respond to

I have reason to believe that

such a class would succeed even in the hands of a musically
incompetent, but otherwise skilled teacher.

However,

the role

of a musically skilled teacher will bear extended discussion.
The improvisation class, when constituted as suggested
above,

is unusual in that within a single class period one's

teaching effectiveness is evaluated by the incidence of
successful improvisations.
taught improvisation,
were forthcoming:
of any class,
enjoyable.

In the situations in which I have

certain other very clear assessments

to wit,

a rapid abandonment by today's youth

or at least any class

in music, which is not

A sensitive teacher therefore will have in class

morale an indication of the success of his
will be suggested below,
sideration,

teaching.

As

the latter is not a peripheral con-

even when curricular objectives are strictly

musical.
Many students

feel extremely vulnerable in any situation

in which they are called upon to be creative.
Maslovian theory,

According to

one would expect this insecurity when func-

tioning at the top level of

the cognitive hierarchy to cor-

relate with some measure of psychological deprivation.
tivity is an early casualty in any move towards

Crea-

the safety-
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need level of psychological functioning.
anxiety becomes,

The greater the

the less will be the inclination to risk,

and the ability to utilize the preconscious.
It is most important that the teacher engineer a supportive classroom atmosphere,
val and admiration,
or ridicule.

characterized by mutual appro-

and unsullied by destructive criticism

Even constructive criticism will be damaging

if the class has not reached a certain level of assurance.
The main objective is to sustain student self-confidence and
motivation.

A few well-based but poorly-timed criticisms

may have the effect of slowing a student's development for
weeks.
Insecure students will sometimes attempt to reassure
themselves through destructive criticism of the work of a
classmate.

In some cases the uncertainty is expressed

through an apparently unmotivated hostility for another
student.

The use of encounter techniques may be justified

here in the interests of achieving purely musical objectives.
In a recent instance of such hostility between two eight
year old boys, I deliberately placed both in a two-man
improvisation group and sent them off to a practice-room.
When I visited the room five minutes later I found them
glowering at each other from opposite corners.
I really liked them both,

I told them

and could not understand why they

seemed to dislike each other.

However, since this was

clearly the case, we should have it out right now.

They

were amazed to find themselves invited to push against the
other's shoulders.

After a couple of minutes of this they

both collapsed into giggles, shook hands,
making up a piece of music.

and succeeded in

The original aggressor is still

hostile, but no longer interferes with his former "enemy".
Students should not be asked to compete with each other,
and the teacher should not be drawn into making judgments of
rank among student works.

Motivation need not depend upon

competition, nor should it be assumed that musical talent is
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correlated with an ability to survive a competitive situation.
Group membership may be varied from session to session
to avoid patterns

of domination of static groups by their

strongest members.

Alternatively,

it may be advantageous

to allow group membership to stand unchanged in order
students
work.

to gain intimate acquaintance with each other's

In this

erably,

for

case,

the music produced may improve consid-

providing inspiration and momentum for

the whole

class.
Once confidence and momentum build, musical standards
develop with or without the assistance of the

teacher.

Students know whether they are working up to their best
standards,
Judgments

and are usually embarrassed by their own lapses.
can be made as to the opportune moment for con-

structive criticism, but will then be sensitive to the
effects upon student motivation,

under the general premise

that the greater a student's output in the early stages,
the more he is likely
generous,

to learn.

but not given unless

to retain his

As
due,

to praise,

it should be

if the teacher wishes

credibility.

The method of teaching content in this situation seems
to be very complex.

It will be proposed that much of the

teaching of concepts

and skills should

of that time given to improvisation.
confine ourselves

take place outside
For

the moment, we will

to the proceedings during the improvisatory

session proper.
The improvisation session must begin with a decision on
the part of the

teacher whether to set a specific musical

problem or to request simply

that a piece be composed.

is a matter for day by day judgment.
the most effective,

and also fits

The latter is often

a reality of the creative

situation which is overlooked in most early courses
writing of music:

This

in the

it is as important that one be able to

sense a creative problem as that one solves

it.

On the other
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hand,

there may be reasons for setting a specific problem:

for instance, to extend the students'

repertoire of musical

skills or understanding, or to act as a guide when students
are finding it difficult to begin a piece.
The specifications which seem most effective in assisting the groups to produce are those which suggest large musical form, or extra-musical reference, such as suggested by
some of the categories of Part VI of the taxonomy.

More de-

tailed requirements often seem to backfire in this context.
Specification in very general terms allows a maximum of stylistic freedom,

and therefore the greatest possibilities for
The setting of a

the transfer of learning between styles.

text is sometimes very valuable in suggesting new forms, or
in extending the students'

ability to represent emotion or

character musically.
Beyond this point, teaching style becomes problematical.
It seems to be a generally shared conception of the teacher's
role that he should inform,

guide, talk,

take control of

every item of information in a classroom from the moment a
session begins until its conclusion.

This has been my view,

at least; unless I spread information by the bucketful, I
felt guilty and redundant.

Unfortunately,

this style of

teaching is not effective in the improvisation class.6

I

shall therefore attempt to describe a style which is productive.
In general,
standards.

the teacher's style is

passive

by the above

Students progress most when left to their own

resources, with analysis and criticism reduced to a minimum.
This may have to do with the fact that the skills involved
in improvisation are extraordinarily complex when considered
analytically,

and are probably organized most efficiently on

a preconscious level.

The usual style of teaching forces the

6
I state this on the basis of my own experience, and that
of two colleagues.
Hardly an impressive sample, but convincing to me at least.
One of these is an excellent conventional
teacher, who nevertheless has borne out the suggestions to be
made here.
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student on to a secondary process level where thought is
linear, and where he becomes self-conscious and sometimes
anxious.
I am not implying that the teacher is redundant in
the improvisation class.

But the instruction which is help-

ful may be peculiarly indirect, a pedagogical sleight-ofhand which teaches one thing while pretending to teach another.

For instance, if a beginning student is blocked or

over-constrained in his improvising, it sometimes helps to
ask him to play a given

stinato

figure on a keyboard with

the left hand while improvising with the right.

The ostin-

ato should be sufficiently difficult to require some attention for its correct execution.

The student is told to con-

centrate on playing the ostinato accurately, and to allow
his right hand to play as well as it can.

Secondary pro-

cesses are thus diverted to the ostinato, and the melodic
line is released to the care of the preconscious.

The osti-

nato has the additional function of providing some order or
structure for the sometimes chaotic melody line--a structure
which is very reassuring to the student.

The chaotic right

hand may be accepted with pleasure at this stage, especially
if spiced with some gestural flamboyance.

Melodic order emer-

ges as the student's attention is drawn to repetitions of
shape or pattern.
Students progress more in this situation if they feel
adequate to its demands,

if they think they are progressing.

Although occasional failure is inevitable, and probably
desirable since it sweetens success,
help a group which feels blocked.

the teacher can often

This is especially likely

at the beginning of a session: no-one knows where to start,
or has any ideas.

Unless something is done quickly,

the

group may be overcome with a sense of futility, and nothing
will be learned in that session.

The procedure to be suggested

works on the primary assumption that the group should find
its own way out of the impasse.
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Tell the group that you will return in five minutes,
by which time you want to hear the opening of a piece.

Upon

returning, you may find that the group does or does not have
an opening, which it may or may not like,

and which it does

or does not know how to develop.
If the group has an opening which it likes, but has no
some general suggestions as to form

ideas for developing it,
may help.

One may offer specific suggestions,

ing directly their effect.

even demonstrat-

More often than not the group

will listen patiently and then do something entirely different.
Since one's objective is usually to have the group produce
something, rather than to perform the teacher's ideas,

this

must be accepted as one of the peculiarities of the situation.
Sometimes one feels like insisting that a suggestion be followed;

the group may be successful in this, or it may be para-

lyzed,

unable either to perform the teacher's suggestion or

to continue with its

The abil-

own ideas in any coherent way.

ity to make use of such instruction probably varies with age
and experience.
When the group dislikes its

opening,

one can find ways

to indicate its virtues and potential for development.
the opening really is poor,
start again as below,

and the students know it,

If
either

or help them improve it, beginning

always with their own material.
If the group has no opening,

ask each member to play a

short phrase on his instrument --anything will do.
derfully effective to ask for the "worst,
phrases"

they can manage.

It is won-

crummiest, ugliest

The group or the teacher chooses

from these phrases an opening for the piece,

and the group is

left to work with it.
An improvisation may progress well at first,
founder in the middle.
of ways.

(1)

and then

The teacher may intercede in a number

Record the piece as so far devised,

the group listen to the recording.

and have

This provides a different

perspective from which new possibilities may appear.

(2)Divert
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the group's attention from the problem for a few minutes.
Then play a recording of a short and aptly chosen piece of
music,

or recall the whole class and have them perform

their pieces as presently constituted.

This provides a

short incubation period in which material is presented
which could result in a reshuffling of associations on a
preconsciou s level.
of its piece.

(3)

The group returns to the completion
An experienced group may try one of

the voluntary regression exercises
(4)

(pages 106-112, 278 - 284).

Play doctor to the improvisation.

As already suggested,

the incidence of favorable prognoses is minimal;

nevertheless,

there are times when this approach is definitely indicated,
and can be successful.
If the student is
tional situation,
hands.

to become independent of

the instruc-

evaluation should be primarily in his own

He will be helped in this by hearing his work on tape

recordings.

The teacher is

constantly evaluating, of course,

but need not pass on his opinions

to the student.

They are

most usefully voiced when applicable to a particular problem
with which the student requests assistance.
especially,

In this case

they should take into account both the student's

musical purpose and the teacher's own biases.

In Chapter

Eleven, I have indicated that I do not believe that a teacher
should force his stylistic preferences on the student, subtly
or otherwise.

However, when a student has settled upon a

traditional style of his own accord, his work certainly can
be evaluated within the criteria of
In this

that style.

context it may be well to recall a distinction

made previously between artistic expression and communication,
and to add a third type of intention-- evocation.

By "expres-

sion", we understand some sort of statement or outpouring of
a person based upon what he feels or thinks, but not deliberately formed as a means of

communicati on with another.

By "communicat ion", we intend the delivery of information of
some sort to another person.

This information may or may not
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be an expression of the state of the sender.
communicate effectively,
ble to the receiver;

If it is to

it must take some form comprehensi-

in some circumstances,

the molding of

form according to aesthetic criteria will contribute to
effectiveness.

A form of communication may be designed to

evoke in the receiver predetermined response.

Aesthetic

criteria may be a factor here, but they need not be.
sforzando may startle,

A

and yet not be justified aesthetically.

Education is especially concerned with imparting the
forms of musical communication which make content comprehensible.

And yet,

insofar as the content of this communication

is personal, education must also attend to the conditions
which encourage musical expression.

In music, form and con-

tent may be difficult to distinguish;

nevertheless,

it is

in some sense true that the forms are without point if the
content is meaningless.
Music instruction should accept expression as developmentally prior to communication,
children.

especially with very young

A musical expression is a manifestation of some

internal state which may not be otherwise apparent to its
originator.

With help from the teacher,

self can be clarified,

this knowledge of

and later turned outwards,

the forms required for communication in a culture.

taking on
It is

important that expression not be judged as communication
until the time is ripe for the student to accept the distinction.
Evocation may be used as an educational tool,
cidate communication problems.

to elu-

The musical means to evocation

as for instance in television background music, offer the
clarity of caricature in this respect.
A final note on evaluation.

It is sometimes suggested

that improvisation classes include student discussion of each
group's pieces, sometimes followed by a short session for
revision.

Always keeping in mind that I recount only my own

experience, I have not found such discussion to be very helpful
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as judged by its effect on students' work.
useful, but more often it seems

Sometimes it is

to be quietly resented.

teacher must make his own judgments

Each

on a day to day basis in

this matter.
Mention should be made of the notation system and its
place in this context.

In general, notation should not be

introduced until the student has a functional need for it.
Such need may develop from:
own,

difficulty in remembering one's

or another's improvisation;

difficulty in communicating

economically to other members of a group
devised for them to play;

the music one has

insecurity in devising or remember-

ing aural patterns in the case of a student who is visually
a need for formal perspective on a lengthy piece;

oriented;

a desire to contemplate,
As

a rule,

to find ways out of an impasse.

the student will not use notation until he has a

firm aural concept to which to apply it.
Students may benefit from developing their own notation
systems as a prelude to familiarity with the conventional
system.

The latter has the disadvantage in the improvisatory

context,

of bias towards

simple durational ratios.
diatonic

the diatonic system and towards
The student who tends

towards non-

music and complex rhythms will be hampered if

obliged to notate his inventions.
Students will gain entry to the larger musical world
through exposure to recorded music in a wide range of styles;
the music should be chosen to demonstrate the solutions
by real composers

found

to the problems which exercise the students.

A teacher with a good knowledge of repertoire will be able
to find examples on the spur of

the moment.

Others may pre-

pare selections to illuminate those sessions in which they
set problems of form.
If the reader considers

the nature of the teacher's role

as so far suggested, he will see that it is marked by openness,

restraint,

flexibility,

inventiveness,

a talent for

injecting the needed concept, only at the opportune moment.
Preconceptions as to musical style,

lesson content,

or instruc-
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tional objectives must be couched in the broadest terms.
For all that, it is not so difficult to bring off in practice; because so much of the momentum is provided by the
students,

the usual formal structure in which a teacher

keeps his bearings and his sense of usefulness becomes redundant.
To the extent that this process succeeds, some other
systems, such as
icism.

the Orff system,

are open to marginal crit-

In this case preconcepti ons do get in the way.

removal of notes

from an instrument so that a student cannot

make a "mistake" has
pitch system,

The

the effect both of tying him to a single

and an innocuous and anachronist ic one at that,

and of removing the possibility of serendipito us discovery
of pleasing dissonance and its use in the formation of musical pattern.

Students simply do not need some of the guid-

ance given by the Orff system;

their work is richer and more

varied without it.
The stylistic preoccupati ons of music education seem to
have blocked the

investigati on of any natural sequence of cre-

ative musical development in the child, along the lines under7
taken in visual art.
The only information known to me has
to do with interval discriminat ion (without this as a topic,
educational research would surely be lost),
vals used in early playground calls.

and the inter-

I am able to offer some

very informal observation s of young children placed in an
improvisato ry situation, with percussion instruments,

and

allowed to proceed with minimal instruction.
The average pre-school child will belt the daylights out
of an instrument,

random as

to pitch and rhythm.

The first

sign of order will be the appearance of a pulse, or a variation of energy level.

the impulse seems to be

At this age,

primarily physical and rhythmic, with the sound providing
satisfying evidence of a direct hit.

The first attempts

order pitch are very often visually oriented.
7
For instance, Arnheim, Rudolf
Miriam (196 7)

(1954)

to

For instance,

Chapter 4; Linstrom,
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a child will play all the notes in order from one end of the
instrument to the other.
played as a pulse.

Sometimes a single note will be

Each note of the series may be played a

specified number of times.
There is an early interest in what might be called form,
especially when children of, say six or seven years upward,
are making up a piece together.

The means to form usually

involve the counting of a number of repetitions of some
event, with the use of a different player for each class of
event.

The number rarely has any metric or rhythmic signif-

icance--one could almost believe that number itself is the
object of fascination.
Some children will introduce literary content,
to tell a story in music.

attempting

The story will influence musical

form and content, but symbolism is private and elusive, and
its presence is apparent only with the parallel verbal cornmentary which is usually part of the improvisation.

The corn-

mentary often reveals an emotional content which is difficult
to discern in the music.

This must be treated as expression

rather than communication.
Real musical form and content tend to appear suddenly,
and are usually in the diatonic tradition.

This is not to

imply that the diatonic tradition fits some natural law.

The

child's model is in this case the other music he has experienced.

Langer points out that music has no model in nature,

unlike visual art.

But music itself provides the most recog-

nizable model, and is after all a part of everyone's environment;

even if not as "natural" as the primeval forest,

it

ranks at least with the house that most children draw, which
never was seen on valley or mountain.
The reasons for the statement on page 260

that most of

the direct teaching of musical skills and concepts should take
place outside of the actual improvisation session, should now
be apparent.

This direct teaching may serve as a warm-up for

improvisation if conducted immediately beforehand;

content
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will often be manifested in the following improvisation.8
It may include musical listening experiences,

exercises in

convergent and divergent production of musical patterns,
exercises

to establish experientially the continuity between

musical processes and their references in ordinary life,
and exercises is deautomatization and voluntary regression
to primary process.
The average pre-college student seems to dislike analy zing or concep tuali zing music heard,

to the point that he

will raise spirited objections if permitted by the class
atmosphere.

Laziness may be an element here, but I suspect

there is more to it.

Since it is

that the student become aware of

educationally important
the detail of musical pat-

tern and structure, I suggest some strategies which seem to
work:

(1) Take advantage of the students'

piece,

and ask "What exactly did the composer do to make you

feel like that?"
lyrics.

(2)

enthusiasm for a

Approach a vocal piece through its

How do they make the student feel?

make him think of?
effect, or is

What do they

Is it just the lyrics which have this

the student influenced by the music?

the music contribute?

How does it make its effect?

What does
(3)

Pre-

sent a piece which will be experienced as chaotic but which
has surface appeal, e.g. Gesange der Junglinge, and show that
it becomes intelligible when some of the formal elements are
perceived.

One can make the analogy of bringing a stereo-

scopic photo into focus,

or cracking a code.

Conceptual

instruction should consider the issues raised with reference
to the taxonomy.
A listening session may occasionally be prefaced by one
of the exercises in "deautomatization".
will be found on pages 107-109,
278-279.

The relevant theory

and the exercises on pages

8
This may be so because the warm-up serves as part of the
preparatory stage in the Wallas model of the creative process.
(See page 98)
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Exercises in convergent and divergent production of
musical pattern can be devised on the basis of one's musical understanding, or more systematically with reference
to the taxonomy and a psychological model such as Guilford's Model of the Intellect (see pages 98-101).

Thus,

the student may be asked to vary a given phrase in accordance with some of the categories of VIB,
flexibility,

2ciii,

(creative

or divergent production of transformations of

figural (or semantic?)

information.)

Beginning, or insecure, students are often grateful for
the structure of such exercises.

The exercises given below

as examples require approximate or exact imitation (convergent production), various forms of variation and invention
(creative fluency and flexibility), and some types of ornamentation and elaboration (divergent production of implications).

Although the student's ability in these exercises

will depend upon his sense of security,
tion proper,

as in the improvisa-

teacher evaluation may be a little more strin-

gent--provided that the difficulty of the exercises is appropriate to the student's experience.
tended to impart musical skills,

These exercises are in-

to increase the student's

ability to perceive the detail of musical pattern and process;

they inevitably will be instrumental also in imparting

some aspects of a musical tradition.
Exercises with pulse, tempo, and metre.
young.

Remedial for older students.

Mainly for the very

With the young the

teacher can launch into these exercises without speaking.
This is very effective in bringing the class

together and di-

recting attention to the music.
1)

The class

claps accelerando,

of various tempos.

ritardo,

With a young class,

attention-getter and a release.
upward voice glissando.

and steady pulses

the accelerando is an

It may be combined with an

The changing tempo may be used to

demonstrate what a steady pulse does not do.
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2)

Convert pulses into metre with louder clap on downbeat.

With older classes,

one can demonstrate beginning, middle,

and end-accent.
Teacher, or one part of class, claps the pulse.
The
3)
remainder claps only every second or third or.
.etc., pulse.
4)

One part of class claps pulse.
three.

two,

The use of words of an appropriate number

.etc.

of syllables s ems

The remainder divides by

to help students with this exercise.(apple

§trawberry ( 3 ) , huckleberry ( 4 ) , etc.) With increasing

(2),

skill, students may be called upon to change instantly from
one division to another without changing the tempo.

It is

strongly recommended that physical movement be introduced to
reinforce all early rhythmic instruction.
pulse,

To internalize

a very interesting exercise requires that a ball be

bounced so as

to hit the floor simultaneously with a regular

beat supplied by the teacher.

The whole upper body must be

engaged for the successful performance of this exercise.9
Exercises in rhythmic imitation and invention.
1)

The class mimics short rhythms as

2)

The class sits in a circle.

clapped by the teacher.

Each member in turn makes up

a short rhythmic figure which the class mimics.
3)

As in 1) and 2),

except that any sound made with body or

voice may be used.
4)

The class takes a given rhythmic figure and each member

"reorchestrates" it with different body or voice sound.
5)

Any of the above, using percussion instruments.

6)

The teacher gives a rhythmic figure.

the figure once and

Each member repeats

then makes a rhythmic variation.

should use a single sound color (clapping or drum,
first,

etc.)

at

in order to keep attention on the rhythm.

7)

One member devises a rhythmic figure.

it,

and then varies it.

tion,

Students

and then varies it,

The next repeats

The next member repeats this variaand so on.

This demonstrates

the

9 For this and many other insights into the functional relationships between music and movement, I am indebted to my colleague, Sheila Kogan.
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principle of continuing variation.

The class might notice

the difference in effect between this and the less radical
variation of numbers.
As

the class may attempt to sustain

an added discipline,

a pulse throughout the whole exercise.
8)

The whole class

claps

the pulse quietly.

turn improvises rhythmically,

either freely,

predetermined number of measures.

Each member in
or within some

Two may improvise in

"conversation".
The teacher should be sparing with verbal instruction.
He may sometimes demonstrate a principle of variation;

it is

better for the most part to allow the student to make his own
and then to demonstrate the general principle

discoveries,
involved.

The student may be able to perform a pattern which was
previously too difficult if the teacher clarifies its inner
structure.

For instance,

a young student may find it impos-

sible to mimic this rhythm:
Rather than repeat it for him a multitude of times,

its repe-

titious nature can be made evident by the removal of the
up-beats in m.l and 2:
Some of the principles of rhythmic variation which may
be expected to appear very quickly in students' work include
reversal of rhythmic pattern (e.g.

becomes

) ; other rearrangements of constituent figures;
prolongation;

ornamentation or its opposite.

Exercises utilizing pitch, with voice or instrument.

With

voice it is advisable to limit the number and range of tones
used,

and to apply it only to the easier exercises.

sequence of
1)

these exercises

The

is flexible.

Mimic the contour or rhythm of a given short figure.
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2)

Mimic exactly a given short figure.

Ask very young students to make up something on the piano.
3)
The teacher imitates this as accurately as possible, however
garbled it is.

The student discovers that he or she has made

up a specific piece of music, which is validated by the teacher.
4)

Two or three students form a group.

instruments,

Using three pitched

they take turns to improvise within the limits

of a predetermined number of measures.

The pulse and metre

should be maintained.
5)

Improvise a melody, using a given rhythmic figure.

6)

Improvise a melody over a given ostinato.

For two stu-

dents.
7)

Two or three students improvise over a given ostinato.
In 6) and 7) the student playing the ostinato must main-

tain a steady pulse or tempo.
8)

Mimic a given melodic motive or devise own motive.
(a)

Rhythm ally

vary the motive.

(b)

Construct a melody using a motive as the basis for

rhythmic and/or melodic variation.
9)

Mimic a given melodic motive or devise own motive.
(a)

Construct a sequence with this motive.

(b)

Retrograde the motive.

(c)

Invert the motive.

(d)

Construct a melody using the motive in repeated

and/or transposed and/or retrograde and/or inverted forms.
10) Musical conversations are becoming an established means of
introducing the contrapuntal texture to beginning improvisation students.

Some of the suggestions given below are orig-

inal.
Most students begin by improvising according to whim,
and there is no relation between the musical statements of
the participants.

The teacher can point out that no-one is

listening to anyone but himself in this conversation.

One

way that the listener could know that the participants were
conversing would be for them to include in their own statements
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something said by another party to the conversation.

10
Schafer

suggests that each player repeat exactly the conclusion of
the preceding player J s phrase, using it as the beginning of
his own.

This makes a good exercise,

although there is no

need in general for such inflexibility.
In verbal conversation it is bad manners to interrupt
another person.

Musical conversations may begin on this

principle, mainly with the purpose of allowing each player
to hear all that his predecessor is saying before giving
attention to his own statement.

However, it then can be

suggested that musical conversations have a different style
of etiquette in which interruptions and overlaps are accepted
and valued.
ing'

overlap.

Distinguish between interruption and an 'agreeWhen students take this up, the teacher may

expect that everyone will speak simultaneously and continuously.

Given the opportunity,

the students will realize

that the texture must become thinner,

and that this can be

achieved by resting occasionally.
Conversations may be placid,
laconic,

amusing, and so on.

argumentative, boisterous,

Different players may assume

different musical characters.
The antecedent-consequent or question-answer relationship may be introduced in this context.
or small groups.
a question.

Students form pairs

One student devises a phrase intended as

The next tries to answer this question.

The

group decides whether each phrase functions as intended.
If an answer sounds like another question, it is treated as
such, with the following player attempting to answer it.
The player who finally finds an answer acceptable to the
group then begins another conversation with a new question.
When the players become skillful enough to find answers
quickly, a variant may be tried, in which the conversation
10

Schafer, Murray (1965)

Chapter 5.
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is extended by responding to a question with a question.
This becomes more amusing if each response at first seems
to be an answer, but is ingeniously converted at the last
moment into another question (interrupted cadence).
again,
11)

Once

players may assume different musical characters.

Exercises in the elaboration of a single tone.
In the simplest instance,

the teacher demonstrates

the

static nature of a short melodic phrase which begins and
ends on the same tone,

as compared to one which,

begins and ends on adjacent tones.

for instance,

The student then devises

as many elaborations of the single tone as possible.
12)

The student devises as many elaborations as possible of

a move from the beginning tone to an adjacent closing tone.
13)

The stepwise move from one tone to another tone at a

distance of a third or more may be described as a trip by
freeway.

The student looks for a slower, more interesting

route via the backroads.
14)

The student is introduced to the notion of interval
With respect to melodic motion,

size.

the relationship of

conjunct or disjunct melody to the size of constituent intervals is demonstrated.
of the notes
sonance

With respect to simultaneous sounding

of any interval,

the notions of relative con-

or dissonance are introduced,

along with some treat-

ment of their affective correlates.
The student devises a series of pieces,

each with a

single prevailing interval used melodically and/or harmonically.
Studentsmay benefit from exercises designed to establish
experientially a continuity between the processes of music
and life.

This proposal is made in full awareness

may appear to be a bi as towards
such an approach.

II

that there

romanticism" imp licit in

Such is not the intention

tion of any concept of program music.

nor the promo-

The objective is rather

to bring musical creation into direct relationship with
things of importance in the students'

ordinary lives

so vit-
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alizing both.

Continuity may be shown between musical pro-

cesses and forms of verbal discourse,
of animate or mechanical objects,

the physical movement

the implied physical move-

ment of static objects, mood and the flow of emotion, or its
physical expression, and interpersonal encounter or its dramatic rendering.
Music may provide a metaphor of verbal discourse.

The

exercises above in "musical conversation" are representative
of a range of possibilities which includes argument, question
and answer, narrative or speech or rambling monologue, jokes,
expletives.

These forms can be used to introduce the idea of

musical character and of musical implication.

The joke is

especially enjoyable and valuable since when achieved by syntactical means, it requires that the student set up a musical
tendency which is resolved in a surprising fashion.
The musical representation or accompaniment of physical
movement has been discussed in Chapter Ten; it is formalized,
of course, in the various dance genres.

Movement may serve

as an intermediary between some other form of feeling or expression and its musical interpretation:
dramatic improvisation may be transm ted

for instance, a
into mime and then

symbolized musically.
The aspect of movement most easily translated into music
is, of course, its rhythm: each movement may be imagined to
collide with a musical instrument.

We may improve upon this

simple view by considering also the possible musical expression of the swiftness of the movement, its persistence and
duration, the ground it covers, its lightness or heaviness,
its goal, its direction or contour, the emotional state suggested, whether it can be broken into sections or phrases,
and the apparent sustention and release of muscular tension.
Physical movement may find expression in musical parameters other than rhythm.

The most obvious of these is pitch.

Many of our terms descriptive of pitch and melodic "contour"
are borrowed from the vocabulary of visual space.

Obviously,
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has no spatial characteristics.

pitch

alternative terms

to describe

11

And yet if we seek

high" and "low" pitch--even

specially invented terms with no spatial reference--we quickly
discover them to be less satisfactory.

The spatial terms

used to describe pitch now carry for us a special freight
of allusion which weighs heavily in our interpretation of
the emotional content of music.

The association of the ris-

ing melodic line with an increasing output of energy (as in
climbing a mountain)

or with aspiration (to Heaven,

ward thrust of the steeple, placing on a pedestal)
Thus

the upis typical.

the spatial references of pitch may be represented in

physical movement.
The implied physical movement of inanimate objects is
worthy of brief mention.

This may involve an image of,

e.g.

how a heavy rock would move if rolled down a hill,

or a

feeling for the directional forces of a painting.

The latter

seems

to me to be a matter of cultural learning, which could

be taken up only by students possessed of

the necessary ex-

perience.
The emotion which a student seeks

to represent musically

may be at a greater or lesser remove from his own feelings.
He may be asked to identify with the emotional content of a
painting or poem,
telling,

and to express

this musically.

The most

and the most risk-laden, exercises will seek to give

expression to an emotion presently felt as a result of classroom interactions.

This use of musical expression risks es-

tablishing an association between music and the student's
strongest anxieties and should not be initiated unless
teacher is

totally confident of his grasp of

the

the situation.

Less risky strategies may ask the student to "make up some
music for a friend/ an enemy I a loved animal I a feared animal."
To vivify and give form to such a relationship,

the student

might first arrange a dramatic improvisation or mime which
is then translated into music.

This type of association will

be elaborated in the imminent discussion of the use of dreaming.
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Maslow has equated artistic with concrete perceivin g
(see page 5 2 ) .

There is probably a greater participa tion

of primary processes in concrete or artistic perceivin g
than in analytic perceiving;
tion of Ehrenzwei g.11

this,

at least,

is

the conten-

Deikman describes the process of

moving from ordinary habitual perceiving to artistic perceiving as "deautomatization".

Any of

the exercises which

will be described with reference to voluntary regressio n to
primary process are effective in deautomat izing perception.
1)

the student may be asked to enter a meditativ e or

Thus

hypnagogi c state for a minimum of
the end of

about five minutes.

this period he gently approaches the waking state,

being careful to avoid physical movement.
and he is

At

Music is played,

asked to give his attention to it, making no

attempt to conceptualize, or to abstract patterns, or to
focus on any parameter, but allowing pattern to emerge if it
will.
As

a variant on this technique the student may listen to

the piece before and after a meditatio n period of at least
ten and preferabl y twenty minutes.
ness seems

(The state of

conscious-

to change significa ntly after about twenty minutes.)

The two musical experiences may be compared retrospectively.
2)

Ask the students

to sit relaxed and very still:

to the humming in your ears.

Listen to

Listen

the different pitches.

Can you hear the very high ones?
Which is
The lowest ones?
loudest?
Does the one you concentrate on change in loudness?
Allow your attention to pass out to the sounds in the
environment.

Listen to them all without cutting out ·

Now listen for their direction from you.
sharp sounds, or long sounds, or sounds
that change pitch,

Listen for

that modulate,

or differences in loudness, or differences

in timbre.
Now stop discrimin ating and listen to them all.
11

or

Ehrenzwei g B. (1957)
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3)

Play for a long time a single, slowly changing sound,
Experiment with loud,

or a simple ostinato.
sound.

And soft sound.

Does the dynamic level change as

What other changes are noticed?

attention increases?
Close the eyes,

room-filling

and listen to all the sounds in the

room.
The use of meditation as a means of access to the preconscious for the purpose of increasing creative ability
There are many techniques

has been discussed in Chapter Six.

of meditation; some of these are described below and on pages
108-109.

The use of meditation is difficult unless students

are already predisposed in its favor.

Some find it threaten-

ing or embarrassing in prospect, and anxiety-producing in
actuality.
Techniques.

(1) Students repeat aloud with the teacher a

single liquid syllable (e. g., Aum).

After a minute,

the

students think the syllable, allowing it to undergo change
in sound or frequency,

and gently favoring it with their

attention over other thoughts.
(2) Students breathe gently and fairly deeply.

With each

inward breath they imagine inhaling a number and taking it
deep into their chest or stomach.
is left in the stomach,

On exhaling the number

and is joined by the next number

upon inhalation.
Students probably should not discuss with each other
their experience during meditation.

This is a private exper-

ience and not to be judged by comparison with that of another
person, or forced into the mold of another's experience.
However, discussion of its effects on perception and
problem-solving does seem in order.

At least the teacher

must have some indication of its value as a technique.
As with dreaming,

(see pages 110-111), meditational

techniques may be useful for problem solving only following
a period of intensive preparation.

Once the student has

approached the stage where primary process imagery is beginning to appear, he may begin to favor thoughts concerned with
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A minimum of control should be

the creative problem.

exerted over these once they have taken hold.
Emergence from the meditative state should be taken
slowly and gently.

Apparent solutions

lem should be rehearsed immediately,

to the creative prob-

to avoid forgetting.

Two methods of inducing the hypnagogic state were reported on page 110.

The technique favored by the writer

involved a regression to the dreaming state and a sharing
with the class

of the events in that dream-world.

Experience

suggests these objectives or consequences:
(1)

As students and teacher reveal themselves in this

apparently trivial, but in fact deeply meaningful way, interpersonal bonds of

class members grow.

There is a consequent

reduction of safety motivation and an increased willingness
and energy available for creativity.
(2)

With careful handling,

there will result some inte-

gration of personality and reduction of anxiety as primary
and secondary processes
scious material finds

are brought together,

and as uncon-

ready and sympathetic outlet in the

social environment of the classroom.
(3)

There is development in the student of an under-

standing of his own thought processes.
iences

The student exper-

the fact that there is a type of thinking which is

effortless and uncontrolled and which is extraordinarily
creative in its own way.

This may be compared with the style

of thinking formerly regarded as normative,
the two styles clarified.

and the uses of

He will also discover ways to

bring these two types of thinking together,

in the interests

of directing the former or freeing the latter.

The student

will also come to understand the effects of a too conscious
attention on the workings of the creative mind.
(4)

In the solution of creative problems students find

a powerful source of unexpected imagery and association.
imagery will be found to be unique to each individual.
will thus come to think of himself as a creative person.

This
Each
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(5)

This experience adds to the richness and range of

emotion, both important to creativity.

(6)

The student discovers that dangerous ideas can be

entertained and even expressed, without implying action
which is unacceptable to others and which may bring danger.
He is thus able to become more open to inward experience.
The rejection of suppression and repression as mechanisms
for the control of impulses and images is characteristic of
the creative personality.
Classroom atmosphere for the dream session must be as
described for the improvisation session (pages 259-260
student must be able to report

) . The

image or emotion without

fear of a hostile reaction from the teacher, and must be able
to count on the teacher to protect him from the possible hostility of his peers.

(I have never witnessed any such hostil-

i ty.)
The teacher will have some indication from the type and
sequence of imagery reported whether primary or secondary
processes are involved.

In some circumstances the reporting

of secondary process fantasy, or the failure to volunteer a
report, may be an indication of anxiety.

·
W er 1.in 12 points
out th e futi·1ity
·
o f interpreting
.
.
d reams

to children.

However,

the very fact of consciously accepting

and/or relating to others a dream image, in itself seems to
be therapeutic.
suggests,

This effect can be enhanced when,

as Werlin

teacher and student make light of his dream mon-

sters and overcome them.
The dream session should be fun.

Aside from the obvious

initial differences between this and the rest of classroom
routine, it should be treated matter-of-factly.

With the accum-

ulation of experience its lessons will find a place in the
work of the class as a whole.
Students and teacher may be asked to report previous
dreams or fantasies,
12

or to dream in class.

Werlin, Elena G. (1967)

p. 237.

In either case,
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there should be a period of total silence in which students
make themselves comfortable,

close their eyes,

and recall old

dreams or permit new ones,
There will be a difference between remembering an old
dream, and dreaming it again.

In the latter case, unless

the student forces control on the dream, it may be expected
to change.

Of course, it does not matter which he reports.

After the dreaming, students may volunteer to share
their dreams;

in the state of maximum coercion (which should

be used sparingly) where the teacher asks each student in
turn to report his dream, it must be made very easy for a
student to refuse.
As suggested on page 110,

the teacher may in effect

direct the content of the dream by suggesting the first image.
It is then possible to ask for, or in some measure, avoid,
dreams about more or less emotionally loaded subjects: animals, parents,

teacher,

friends, enemies, or perhaps Jungian

archetypes.
The use of dreams and daydreams as a source of artistic
expression and communication will develop naturally from the
fact of

sharing them.

and sparingly,

Students may report dreams accurately

or with elaboration.

The latter need not be

accurate; in fact it may use the dream only as a starting
point.

In this case, we approach artistic communication.

Elaboration will occur; it should not be called for, but
should be praised when apparent.
Following the verbal report students may be requested to
express the dream content through some non-verbal medium:
physical movement, painting, or music,--or through a verbal
elaboration which might include a dramatization using himself and other class members.

With regard to the latter,

the provision of hand puppets may offer a valuable means of
expression and release for younger students,

especially in

cases where the student is anxious about dream-content.

He

hen will be able to shelter behind his puppet-characters.
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The student may be asked to represent the content, lJ:.2.!l,or movement of his dream in music.

It seems to be a

useful practice to ask first for a physical demonstration of
the movement in the dream.

The actual experience of making

the movement may help in the translation of the dream image
into music.
In the early stages it is probably better to precede
this non-verbal expression with the verbal reports, because
of the effect upon classroom morale.

However, once the lat-

ter is securely established the musical expression may precede or sometimes replace these verbal reports in order to
avoid dissipating the energy and the contact with the preconscious built up during dreaming.
Most dreams are primarily and unavoidably visual.
ever,

How-

for musical purposes we are less interested in visual

facts than the development of access to this source of creative energy and transformation, which happens to be visual
in form but which also includes experiences of emotion and
movement which are translatable into music.
Some exercises:

(1) The student dreams.

Following a

verbal report of the dream, which may include a physical
demonstration of movement or mood,

the student may attempt

to find a musical expression of the emotional content of
the dream, or to find a means of communicating this content
musically, or to evoke these emotions musically in his classmates, or to express,

communicate, or evoke musically the

physical movements of the dream.
If the dream contained any potentially musical sounds,
the student may attempt to translate these into actuality, or
to revise them for use as the basis for a piece of music.
(2)

The class dreams.

There is a pause, either to

relate the dreams, or preferably to recall them in the conscious mind.
Each student attempts to dream again the same dream.
During this time some music of high emotional content is
played.

The class discusses the apparent effect of the music
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upon their dreams.

This should reveal the essential private-

ness of such effects, but may also offer an opportunity to
demonstrate the formation or prior general acceptance of the
connotative reference of some aspect of the music.

The iden-

tification of such aspects should be attempted.
Each member of the class makes up a short and easily

(3)

remembered piece of music.

This music is introduced as an

aural image in a subsequent dream.

The effects of dream and

music on each other are noted.
The students with whom I have worked are not music(4)
ally skilled.
Any attempts to have them generate music in
the course of a dream have met with almost total failure.
This may not be true of skilled musicians.
A more promising line to follow is the introduction
into the hypnagogic state of musical problems in which the
student has already steeped himself.

Although my opportun-

ities to try this have been minimal it seems that this stage,
representing the stage of preparation of the Wallas model,
may be a necessary prelude to any preconscious work during
the incubation period of the dream state.
The creative problem will preferably be of the student's
own devising, and thus of importance to him.

Failing this,

he might be asked to produce many variations of a simple
melodic theme.

After sufficient immersion in the problem,

he may be asked to attempt to find a single variation which
Provided that his aural
is most aesthetically satisfying.
imaging ability is sufficient to the occasion, he may invoke
the dream state to do this.
The student must judge how much to control the dream and
how much to let it take its course.

The solution to the mus-

ical problem may not appear during the dream state.

Once a

certain amount of time has been given to the music it may
be allowed to disappear from consciousness and the dream state
continued.
later.

The solution may appear spontaneously some time

Any such image must be subjected to conscious eval-

uation and reworking in the interests of artistic communication.
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In recent years we have seen an attempt

to bring clarity

and rigor to the statement of curricular objectives
means of their accomplishment.

and the

In some circumstances it has

become possible to give an extremely concise definition of
short-term objectives,
strategies

and to design reliable and efficient

to achieve them--for instance, programmed

instruction in a sequence of cognitive facts.
However,

looking back on this study,

one might reflect

on the tremendous variety and complexity of the factors
involved in the education of the whole person.

Education

conceived in these terms requires of the teacher that he
be able to go beyond the limits of the carefully planned
but narrowly defined cognitive objectives.

However

efficient cognitive instruction may become,

the remainder

of the educational enterprise will demand qualities in the
teacher which cannot be prepared lesson by lesson.

He

should be scientist in differentiating the classroom
effects of his various actions,
educational objectives.

and relating them to his

But he must also be artist in his

ability to bring order to a bewildering array of unpredictable
and simultaneously occurring causal sequences.

To fill this

vastly important and complex role of the teacher, we should
seek only the most skillful, intelligent,
advanced human beings.

and psychologically

