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hermed sendes pd gaden, og allerede arbogens ogede sidetal giver et

hint om, at de fire unge musikforskere, der er rets artikelforfattere, har
meget pa hjerte. De har kastet sig over de forskelligste emner, der spreder sig over
de seneste fem arhundreder og afspejler meget forskellige erkendelsesinteresser.
Mere traditionelle tilgange til faget er stadig virkende og kaster frugtbare resulta-
ter af sig. Samtidig bleser nye vinde fra andre grene af humaniora og pavirker de
yngste generationer af musikforskere. Som fag udvider musikvidenskaben sig der-
for til stadighed og for nogle er der en vis befrielse i at kunne bevage sig over et
storre omrade og i hojere grad trakke pa og ga i dialog med den viden, som er
skabt uden for traditionelle, musikvidenskabelige vidensomrider. Den tvarfaglig-
hed, som var slagordet i 70’erne og 8o’erne, synes nu at sld igennem som almin-
delig praksis — og vel at marke snarere som en indstilling hos den enkelte forsker
end som samarbejder flere forskere imellem.

Denne tendens star klart hos norske Hallgjerd Aksnes, der har bidraget med
en artikel, som viser, hvordan nyere kognitionsforskning og metaforteori med
fokus pé en kropslig forstielsesramme kan bringes til anvendelse i musikanalysen
og kaste lys over hidtil lidet piagtede aspekter af musikken. Kognitionsforsk-
ningen har manifesteret sig som et af de centrale paradigmer i de seneste drs
humaniora, og Aksnes er blandt de forste nordiske musikforskere, som har truk-
ket pa den viden.

Frederik Pio tager ogsd udgangspunkt i nyere teoridannelser, men tager fat i
nogle helt andre tendenser. Han undersoger, hvordan den moderne musikviden-
skab sldr igennem i Danmark i 1920°erne med stor inspiration fra den stilhistoriske
tradition, primeart fra det tysksprogede omride. Blandt pointerne er, at denne
nye mdde at tenke musikvidenskab pd ogsd har pavirket vores mide at opfatte og
regulere musikalitet som sadan.

Ud fra den litterare og billedkunstneriske symbolisme diskuterer Esben Tange
konstituenterne i en sarlig musikalsk symbolisme, og afprover denne tilgang pa
Rued Langgaards Sferernes Musik, hvor han bl.a. paviser, hvordan Langgaard i
sin kompositionsteknik opfatter musikkens byggestene som storre blokke eller
momenter, der fungerer som betydningsbarende istemningsattelser.

Endelig analyserer Peter Hauge John Dowlands samling af 21 instrumental-
satser, Lacrimae, or seven Tears, og med udgangspunkt i elisabethansk filosofi og
astetik bruger han den analytiske nzrlesning til at give et bud pa, hvordan sam-
lingens overordnede struktur kan forstds som en illustration af datidens filosofiske
forestillingsverden.

Ogsa de ovrige dele af arbogen afspejler udvidelsen af det musikvidenskabelige
felt. Nogle rapporter og anmeldelser befinder sig stadig i dét, der tidligere var et
musikvidenskabeligt centrum, men beger med et musiketnologisk udgangspunkt
fylder meget, ligesom feltet populermusik er genstand for stor interesse. Ligeledes
giver arbogen indblik i den store aktivitet, der udfolder sig inden for feltet byzan-
tinsk musik, der har et af sine internationale tyngdepunkter i Kebenhavn.

D et er en velvoksen udgave af Dansk Arbog for Musikforskning, som



Nye forskere kommer til, men i den sidste tid har vi ogsd mittet tage afsked
med flere gamle kaemper, alle Doctores philosophiae. £resdoktor ved Koben-
havns Universitet Dan Fog dede i august 2000, og i lobet af 2001 dede professor
emeritus ved Aarhus Universitet Soren Seorensen samt professor emeritus Nils
Schiorring og dr.phil. Erik Wiedemann, begge Kobenhavns Universitet. De har
alle haft stor betydning for dansk musikvidenskab.

Ud over bogens skribenter vil redaktionen gerne takke University of Chicago
for tilladelse til at afbilde nogle illustrationer fra Mark Johnsons The Body in the
Mind, Rolt Wallin, C.F. Peters Musik-Verlag og Edition Wilhelm Hansen for til-
ladelse til at bringe nodecksempler, og Peter Hauge for hjelp med korrektur-
lzesningen. Ogsa en tak til redaktionskomiteen, hvis ekspertise og ideer vi har kun-
net trakke pa, og til drbogens redaktionssekreteer Emil Svendsen. Endelig en tak
til Statens Humanistiske Forskningsrad for den ekonomiske stotte til udgivelsen.

Kobenhavn og Arhus i marts 2002
Michael Fjeldsoe, Thomas Holme Hansen o Morten Michelsen



Dowland’s Seven Tears,

or the Art of Concealing the Art

By PETER HAUGE

In 1604 John Dowland (1563-1626) published Lachrima, or Seaven Teaves figvred
in Seaven Passionate Paunans, with diuers other Panans, Galiavds, and Almands.*
The collection consists of instrumental music in five parts and a lute part. There
are 21 pieces in all of which only six pavans were newly composed (nos. 2-7); the
remaining pieces are old songs and lute solos especially rewritten for the collec-
tion. The Lachrima, or Seaven Teares is no ordinary repertoire as it was the first
time consort music, specifically written for “the Lute, Viols, or Violons”, ap-
peared in England. At the time only very few publications of consort music had
appeared at all, apart from Anthony Holborne’s Panans, Galliavds, Almains and
Thomas Morley’s First Booke of Consort Lessons, which were both published in
1599. That the work was dedicated to Queen Anne, wife of James I and sister of
Christian IV of Denmark who was Dowland’s employer 1598-1606, reveals the
importance the composer attached to the volume. Dowland explains that writ-
ing, collecting and arranging the music “was begun where you [i.e. Anne] were
borne, and ended where you raigne”> This indicates that he had already started
preparing Lachrima, or Seaven Teares when, in the summer of 1603, he set out to
visit England on private business.3

Queen Elizabeth I had died in late March 1603, and shortly before Dowland
arrived in England, Anne had travelled south from Scotland to join her husband
in Westminster for his coronation on 25 July as the new king of Great Britain.
After the ceremonies in the Autumn of 1603, the court travelled to Winchester
where it remained approximately three weeks, avoiding the plague which raged
at the time.# According to Dowland’s dedication it was here he met the queen,
and presumably it was also here that he presented the collection to her.’ It seems
likely that on presentation of the manuscript to Anne and with a dedication to
the new queen, he received a gratuity which he might have used towards printing

I The collection has been dealt with by David Pinto, “Dowland’s Tears: Aspects of Lachrima”,

The Lute 37 (1997) pp. 44-75; and Peter Holman, Dowland: Lachrime (1604), Cambridge 1999.

However, Pinto and Holman do not study the music in detail, and their approach and conclu-

sions differ from those of the present article.

John Dowland, Lachrima, or Seaven Teaves, London n.d. [1604], dedication, sig. A2"; for an

interesting view on the missing date of publication, see Holman (1999) pp. 6-7.

3 Copenhagen, The Royal Archives, “Rentemesterregnskab” 1604-s, fol. so0".

4 John Stow & Edmund Howes, Annales, o1, A Generall Chronicle of England, London 1631, p.
828; and John Nichols, The Progresses of King James the First, London 1828, vol. 1, pp. 274-78.

5 Dowland (1604) sig. A2".



10 Peter Hauge

expenses. The remark on the title page, “to be solde at the Authors house in
Fetter-lane”, infers that Dowland was presumably the publisher and financed the
project himself. As he did not return to Denmark until 10 July 1604, he had the
opportunity to oversee the publication.® Thus the minor stop-press corrections,
which were made during the printing process, were most likely approved by
Dowland himself.”

The present article attempts to uncover the overall structure of the collection
and, in particular, to study in detail the seven Lachrime pavans (Table 1, nos. 1-7,
see p. 14). Since the first pavan of the collection, Lachrime Antique, was also
published in 1600 as a lute song with the title “Flow my teares”, a closer exami-
nation of the Lachrime is made on the basis of the poem. In addition, a music
analysis of the first seven pavans is also presented. The approach takes its point of
departure from concepts and theories (philosophical as well as musical), which
Dowland most likely knew and could have employed. Thus the poem is read in
the context of other contemporary poetry and philosophical writings, rather than
employing a twentieth-century framework; and the music analysis is based on
contemporary music theory, taking into consideration the modal systems, for
example, rather than major/minor harmonic tonality. The main purpose has been
to try to understand how the composer — through “long and troublesome worke”
giving the pieces “their last foile and polishment™ — may have arrived at the
structure he did, and how an Elizabethan intellectual might have read Dowland’s
collection of consort music.

Allegory, Symbolism and Dedicatee

As in the rest of Europe, the Elizabethans made extensive use of allegory. The
arts were often suffused with Neoplatonic-Hermetic doctrines and, in particular,
the popular Aristotelian-Ptolemaic cosmology. In this way the Elizabethan poets,
visual artists and architects experimented and sought new modes of expression
and to place man within the laws of the cosmic universe. Numbers and intervals,
for example, were interpreted as the manifestation and result of the ideas emanat-
ing from the divine creator, and by studying numbers, the philosophers thought
it possible to achieve divine knowledge of the correspondence between the uni-

6 “Rentemesterregnskab” (1604-5) fol. s00". Kenneth Sparr, “Some Unobserved Information
about John Dowland, Thomas Campion and Philip Rosseter”, The Lute Society Journal 27 (1987)
Pp- 35-37, shows that Dowland was in England on 5 May 1604.

7 E.g.: Dowland (1604) dedication (sig. A2"): Dowland’s name is missing in the British Library
copy (= BL); Lachrima Tristes (sig. C2Y, bassus, b. 20, third note): BL has a crochet, Manches-
ter Public Library copy (= ML) has the correct dotted minim; M. Iohn Langtons Panan (sig.
GrY, cantus, b. 20, first note): BL has a crochet, ML has the correct minim; M. Henry Noell his
Galiard (sig. IrY, bassus, b. 23): BL has the correct 4, ML has f. Corrected sheets were mixed
with uncorrected, since changes are found in both copies. On the music printing process in
late Renaissance England, see John Milsom, “Tallis, Byrd and the ‘Incorrected Copy’: Some
Cautionary Notes for Editors of Early Music Printed from Movable Type”, Music ¢ Letters 77
(1996) pp. 350-54.

8 Dowland (1604) sig. A2".



Dowland’s Seven Tears 11

verse (macrocosm) and man (microcosm).? Influenced by the melancholic tem-
perament (especially love melancholy), art was believed to be conceived through
a divine inspiration of which God was the ultimate source.'® Inspiration — and
hence art — would contain a hidden knowledge of man’s creation and his previous
happy position in Paradise. The goal was to achieve divine omniscience and thus
return to the sublime state of being as before the Fall from Paradise — a fall caused
when Eve enticed Adam to cat the forbidden fruit of the Tree of Knowledge.™
James and Anne were no exception in their appreciation of symbolism and alle-
gory. It therefore seems highly probable that Dowland’s important collection con-
tains microcosmical and macrocosmical correspondences and symbolism. A popu-
lar allegory is found already in the epigram following the title page. Here Queen
Anne is compared to Juno in power, Minerva in wisdom, and Venus in beauty:

Dedicated to Queen Anne. With you as queen three times blessed are the
Scots, the English, and the Irish: you the sister, wife, and mother of a king,.
You hold three realms joined; you hold three divinities in one, a Juno in
power, a Pallas in wisdom, and a Venus in beauty.'?

Dowland was presumably inspired by a popular mythological theme in which
Queen Elizabeth was presented together with the three goddesses. The implica-
tion was, of course, that Elizabeth excelled them in their respective virtues." The
reinterpretation of this mythological theme was a popular allegory associated with
Elizabeth. But in the epigram to the Lachvima, or Seaven Teares, Dowland has
applied exactly the same allegory to Anne. It was not uncommon to adapt the
various symbols and allegories of Elizabeth to Anne of Denmark, though it came

9 Cf. Isabel Rivers, Classical and Christian Ideas in English Renaissance Poetry, London 1979,
p. 179. On Elizabethan philosophical thought, see E.M.W. Tillyard, The Elizabethan World
Picture, Harmondsworth 1943/repr. 1972; Frances A. Yates, Astrea: The Imperial Theme in the
Sixteenth Century, London 1975/repr. 1985; John N. King, “Queen Elizabeth I: Representations
of the Virgin Queen”, Renaissance Quarterly 43 (1990) pp. 30-74; and Vaughan Hart, Art and

Moaygic in the Courts of the Stuarts, London & New York 1994. On allegory, see Michael Murrin,

The Veil of Allegory: Some Notes toward a Theory of Allegorical Rhetoric in the English Renaissance,

Chicago 1969.

On melancholy, see Frances A. Yates, “Inspired Melancholy”, Library Bulletin 34 (1981) pp. 27-

44 and Peter Hauge, “Musikkens filosofi eller filosofiens musik i senrenassance”, Nina Bendix

& Mogens Friis (eds.), Mum—/irbog, Aarhus 1992, pp. 9-32.

There might seem to be a paradox between seeking divine knowledge and being expelled from

Paradise for eating of the Tree of Knowledge. According the Mosaic Genesis Man was not

allowed to eat of the Tree; however, according to the Hermetic account of creation, Man had

been the true image of God and hence also in possession of divine knowledge before the Fall; cf.

Frances A. Yates, Giordano Bruno and the Hermetic Tradition, London 1964/repr. 1982, pp. 1-19.

2 Dowland (1604) title page verso: “ANNA REGINA / Sacrum. / Ter falix te Regina Scotus-
Anglus-Hybernus: / Tu soror, & coniux Regis, itemq. parens. / Juncta tenes tria Regna, tenes
tria numina in uno, / Iuno opibus, sensu Pallas, & ore Venus”

13 See also Richard Barnfield, Cynthin with certaine Sonnets, and the Legend of Cassandra, London
1595, Montague Summers (ed.), The Poems of Richard Barnfield, London n.d., pp. 49-55; and
Henry Pecle, The Avaygnement of Paris, London 1584, sig. E4". Thanks are due to Ian Harwood
for drawing my attention to Peele.



12 Peter Hauge

to an end after some years. Following the death of Elizabeth in 1603, the Oriana
symbol, for instance, was transferred to the new queen: Ori-Anna."# It is also
likely that the number of pieces in Lachrimas, or Seaven Teares is significant and
might contain symbolic allusions. Twenty-one (three times seven) was believed to
correspond to the total number of realms of both macrocosmos and microcosmos,
and it therefore had special connotations as it embraced the entire universe. The
collection could be seen as an entity in itself — “a lesser world” of man, who was
the microcosmos of the universe.’S Dowland’s collection was a man’s creation, as
man was the creation of God.

However, the political and diplomatic disputes between England and Den-
mark, which escalated into a dangerous climax in the winter of 1602, would seem
to suggest that the original dedicatee was Elizabeth and not Anne. Through the
diplomat Stephen Lesieur, Dowland was asked to procure information from the
Danish Court concerning some unsuccessful negotiations which had taken place
in Bremen during the Autumn of 1602. In return the diplomat promised that he
would make Dowland’s “true hart & seruice to her majestie knowen to [his]
good”, and that he would also be repaid.”® Dowland indicates that he begun
ordering the collection when in Denmark; hence he must have been working on
it during the winter of 1602 while Elizabeth was still alive. Keeping in mind
Lesieur’s promise of a reward and introduction to the queen, it is tempting to
conclude that the Lachrime, or Seaven Teares was originally conceived as an im-
portant part of Dowland’s endeavours to lobby for a post at Elizabeth’s court.
Unfortunately the queen died, and Dowland had to find another dedicatee, the
most obvious substitute being Anne of Denmark. On the accession of James and
Anne, ties between England and Denmark became more amicable, and it would
have been unrealistic for Dowland to petition actively for employment at the
new English court without offending his Danish employer. Had Elizabeth been
alive, and considering the continuing disputes, the matter might very well have
been completely different and in Dowland’s favour.

The Overall Structure

When arranging a volume of music, it seems logical to assume an order of some
kind, either in terms of tonality, type or title. Since there is no systematisation in

4 Roy C. Strong, “Queen Elizabeth I as Oriana”, Studies in the Renaissance 6 (1959) pp. 258-59;
Oriana was the Arcadian queen of shepherds.

IS Cf. Robert Fludd, Utriusque cosmi majoris scilicet et minoris metaphysica, physica, atque technica
historin, Oppenheim 1617-18, vol. 2, tract. I, p. 254, where the universe and Man are divided
into three areas corresponding to the three octaves of the Gamut, G-f".

Cf. Peter Hauge, “Was Dowland a Spy?”, Early Music Performer 6 (Aug. 2000) pp. 10-13; the
letter is discussed in detail in Peter Hauge, “Political Disputes between England and Denmark
1598-1606: Was Dowland an Informant at the Danish Court?”, forthcoming in The Lute 41
(200r1). Holman (1999) p. 20, suggests that the Lachrime were composed in England during
the winter 1604-5; thus, according to Holman, Dowland’s original idea could not have been
to dedicate the music to Elizabeth.

16



Dowland’s Seven Tears 13

terms of tonality,'” dance type or title must have been an obvious and important
factor for the publisher, who presumably in this instance was also the composer.
The pieces have indeed been placed in groups according to dance type: all the
pavans together (nos. 1-10), all the galliards together (nos. 11-19), and all the al-
mands together (nos. 20-21) (see Table 1, p. 14). It is also interesting to note that
the dances are placed in a hierarchical order. According to Thoinot Arbeau
(1589), the pavan was a processional dance, “beautiful, grave” and most appropri-
ate for “honorable persons” such as “kings, princes, and Signeurs graues” The
pavans are therefore placed first and are followed by the galliards which were
lively dances. The almand, the most ancient, was considered a plain dance of
“mediocre grauité”'® Within this arrangement of dance types, one would expect
additional systematisations — this time according to title.

When looking at Table 1, it becomes apparent that the King of Denmarks Galinrd
— the first galliard which is named after Dowland’s master and brother of the new
queen of Great Britain — is the centre of the whole collection. Two sets of Denaries
— ten, the most perfect and universal number — are placed on each side of the
piece, giving the impression of the king, not as an ordinary earthly man, but as a
very special and supreme person among all the dedicatees.™

When dividing the collection into three sections, each containing seven pieces,
the centre of the middle section is still the King of Denmarks Galiavd. This par-
ticular division is even hinted at in the title, Lachrims, or Seaven Teaves figvred in
Seaven Passionate Pauans. The number seven has a special meaning as it is com-
posed of three, signifying Trinity and the universe, and four, symbolising the
elemental world. Seven is also the unification of the intellectual (mind) and physi-
cal (body) worlds.?® On taking a closer look at the titles of rank in the middle
section, another pattern emerges: from the centre (no. 1) where the highest rank
is placed, they descend in importance (10-9-8 and 12-13-14) so the outer move-
ments have the lowest rank. Iohn Langtons Pauan seems misplaced since his title
is merely “M.> However, it appears that Langton was knighted in June 1603, and
as Dowland was in England by August that year, he must have been aware of the

17 See discussion below on music analysis.

8 Thoinot Arbeau, Orchésographie, Langres 1589, pp. 20", 39V, 67%; sce also Thomas Morley, A
Plaine and Easie Introduction to Practicall Musicke, London 1597, p. 181.

19 Heinrich Cornelius Agrippa, De occulta philosophin, Lyons 1531, John French (trans.), Three
Books of Occult Philosophy, London 1651, vol. 2, pp. 210-11: “The number ten is called every
number, or an universall number, compleat, signifying the full course of life: for beyond that
we cannot number, but by replication [...] This number also is as circular as unity, because
being heaped together, returns into a unity, from whence it had its beginning, and it is the
end, and perfection of all numbers, and the beginning of tens”

20 Agrippa (1531/1651) vol. 2, p. 193: “And the Pythagorians call it the Vehiculum of mans life,
which it doth not receive from its parts so, as it perfects by its proper right of its whole, for it
contains body, and soul, for the body consists of four Elements, and is endowed with four
qualities: Also the number three respects the soul [...]| The number seaven therefore [...] joyns

the soul to the body”
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ToNAL TYPE

Dance No. Title System Clefs Final
Pavans 1 Lachrima Antiquz : Ci C2C3 C4F4 A
2 Lachrima Antiquaz Noua : Ci C2C3 C4F4 A
3 Lachrima Gementes : Ci C2C3 C4F4 A
4 Lachrima Tristes b Ci C2C4C3F4 A
s Lachrima Coacte b Cr C2C3 C4F4 A
6 Lachrimz Amantis b Ci C2C3 C4F4 A
Lachrima Vera b Ci C2C3 C4F4 A
8  Semper Dowland Semper Dolens b CtC2C3C4F4 D
o Sir Henry Vmptons Funerall b CiC2C3Cs4F4 G
10 M. Iohn Langtons Pauan b G2C2C3 C4F4 F
Galliards 11 The King of Denmarks Galiard b G2C2C3C4F4 D
12 The Earle of Essex Galiard b G2C2C3C4F4+ G
13 Sir Iohn Souch his Galiard b Ci C2C3 C4F4 A
14 M. Henry Noell his Galiard b G2C2C3C4F4 G
15 M. Giles Hoby his Galiard b G2C2C3C3F3 D
16 M. Nicho. Gryffith his Galiard b G2C2C3 C4F3 A
17 M. Thomas Collier his Galiard]...] b G2G2C2C3F4+ G
18 Captaine Piper his Galiard b G2C2C3C4F4+ G
19 M. Bucton his Galiard b G2C2C3C4F4+ G
Almands 20 M'. Nichols Almand b G2C2C3 C4F4 C
21 M. George Whitehead his Almand b G2C2C3C3 F4 C

Tiable 1. Lachvimea, or Seaven Teaves (1604), sig. Br'.

event.?' The reference to Langton as mister is presumably an editorial blunder.>>
The third section, in which “Captaine Piper” is placed in the centre among the
ordinary misters and the only mistress, reveals a similar pattern. If Christian IV

2t William A. Shaw, The Knights of England, London 1906, vol. 2, p. 111. The piece appears with
the correct title in Varietie of Lute-Lessons: Necessarie Observations, London 1610, collected by
Dowland’s son, Robert.

22 It is possible that the error was emended in other editions similar to other stop-press correc-
tions; see note 7.



Dowland’s Seven Tears 15

and Captain Piper are the centres of their respective sections, the fourth pavan
must be the centre of the first section. It is tempting to suggest that the entire
collection corresponds to the three distinct realms of the christianised Aristote-
lian-Ptolemaic cosmology popular in the Renaissance:

1. The seven Lachrime pavans (nos. 1-7) correspond to the supercelestial
sphere above the planets (the abode of God), which was believed to
be constant, orderly, and eternal;

2. the titles of address (nos. 8-14) correspond to the planets;
the last seven pieces (nos. 15-21) correspond to the inferior and terres-
trial world, often described in terms such as inconstancy, corruption,
and generation.?3

The division into three sections or worlds explains why so little is known about
the dedicatees of the lowest, most inferior world, in which Piper is the most
prominent. He was a notorious pirate who captured, among others, Danish ves-
sels. Christian IV, placed in the planetary sphere, is thus in complete contrast to
Piper, emphasising the difference between the two realms. The severe disputes
between Denmark and England and a possible dedication of the entire volume to
Elizabeth would underline the hierarchy, with Christian IV in a position inferior
to that of the English queen and Piper placed in an even lower one. Though the
Danish king is the centre of the volume — and in that context an important figure
— it would, nevertheless, be Elizabeth who presided over and embraced the whole
collection (macrocosmos). Such a dedication would certainly have flattered Queen
Elizabeth.

It seems most likely that Dowland, the composer, editor and publisher, was
very conscious of the way in which he compiled the volume of music, creating
sections and placing the movements in a specific order. He employed symbolism
and allegory to create an entity, suggesting a hidden meaning in the same way as
the universe contained secret knowledge. One is tempted to conclude that this
collection of music is a microcosm — that is, an image of the “true and real”
universe (macrocosm) — containing a proper Platonic correspondence: as Apollo,
the sun, is the centre of the universe, Christian IV is the centre of Dowland’s
universe — and of his creation: his most important volume of music.>#

The Text of “Flow my teares”

The lute song, “Flow my teares” (Fig. 1), was first published in the Second Booke
of Songs or Ayres (1600) where it has also been appended the title “Lacrime” There
is no indication as to whom the poet might have been, though it is possible that

23 Cf. Fludd (1617-18) vol. 2, tract. I, p. 254, ill.; and Rivers (1979) p. 73.

24 Dowland (1604) sig. A2": “In which time I haue endeuoured by my poore labour and study
to manifest my humblenesse and dutie to your highnesse; being my selfe one of your most
affectionate Subiects, and also seruant to your most Princely Brother, the onely Patron and
Sun-shine of my else vnhappie Fortunes”



16 Peter Hauge

it was Dowland.?S The first version of the tune, however, was as the lute solo
composed before 1506 when it appeared in William Barley’s A New Booke of Tabli-
ture presumably without Dowland’s authorisation.2® Hence the poem was writ-
ten to fit the music. It may reveal the ideas which lie behind the Lachrime pavans
as well as indicating a possible interpretation of the somewhat esoteric titles of
the pavans. The Lachrimae, or Seaven Teares from 1604 does not include the text;
however, the original tune — which appears as the first pavan, Lachrime Antique
—and the references to tears (“Lachrima”) in the titles of pavans 1-7 suggest that
performers would very much have been aware of the popular poem.

Flow my teares fall from your springs,

Exilde for euer: Let mee morne

Where nights black bird hir sad infamy sings,
There let me liue forlorne.

Downe vain lights shine you no more,
No nights are dark enough for those
That in despaire their last fortuns deplore
Light doth but shame disclose.

Neuer may my woes be relieued,

Since pittie is fled,

And teares, and sighes, and grones my wearie dayes,
Of all ioyes have deprived.

From the highest spire of contentment,

My fortune is throwne,

And feare, and griefe, and paine for my deserts,
Are my hopes since hope is gone.

Harke you shadowes that in darckness dwell,
Learne to contemne light,

Happie, happie they that in hell

Feele not the worlds despite.

Fig. 1. Second Booke of Songes or Ayres, London 1600, sigs. B2"-Cr", “Flow my teares’)
also titled “Lacvime”

25 Cf. Diana Poulton, John Dowland, London 1972/repr. 1982, pp. 126-27, 255-56; Winifred Maynard,
Elizabethan Lyric Poetry and Its Music, Oxford 1986, pp. 116-17; and Edward Doughtie, Lyrics
from English Airs (1596-1622), Harvard 1970, pp. 475-76.

26 Poulton (1972/1982) p. 118; and Holman (1999) p. 36.
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Mybreft by flames, enforce this moifture thence
In Chriftall loods , that thus their limits breake
Drowning the heart, before the tongue canfpeake.
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AndwreftedPittie, from a Tyrantsire :
And drops in time , do hardeft Marble peirce,,
ButahIfeareme,Itoohighafpire,
Thenwith thofebeames ,{o brighthad never thin'd,
Or that thou hadft, beenc fromthy cradle blind.
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11l 1. Henry Peacham, Minerva Britanna, or a Garden of Heroical Devices, London

1612, p. 142, “Hei mihi quod vidi”,

Many of the concepts mentioned in the poem might seem somewhat obscure.
When seen through the eyes of a contemporary intellectual, however, they reveal
an interesting picture of the aesthetics, philosophy and religion of the time. It is
evident that “tears” play a central role in the poem, and, together with “sorrow”
and “love” for instance, they were important concepts in the Elizabethan world
picture. Many of these ideas are defined and discussed in the emblematic litera-
ture and in books on courtly manners. In his Minerva Britanna (1612), Peacham
includes a curious emblem showing tears running from an eye placed in the sky

above a lake on which some boats are sailing (Ill. 1).27

27 Henry Peacham, Minerva Britanna, London 1612, p. 142.
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Combining the illustration with the epigram and the motto reveals the meaning
of the emblem. “Hei mihi quod vidi” (Alas, for I have seen) refers to Genesis
where God warns Adam not to eat the fruit of the Tree of Knowledge.?® But the
serpent persuades Eve to eat it by saying “your eyes shall be opened, ye shall be
as gods, knowing both good & evil” (Genesis, 111:5). Consequently, they are ex-
pelled from Paradise. The epigram explains that the “flames” result in tears trying
to quench the fire in the heart. “Flames” are beams of light, and light also sym-
bolised knowledge, and fits therefore nicely with Peacham’s motto.

But this process — in which eyes and ears were the two entrances leading
directly to the heart, the residence of the soul — is closely linked with the concept
of love, that is love understood both as Venus vulgaris and Venus coelestis: tears
and sighs become signs of man possessed of love.?? Elizabethan poets made ex-
tensive use of these philosophical ideas. Spenser writes in the Teares of the Muses
(1591):

What wrath of Gods, or wicked influence
Of Starres conspiring wretched men tafflict,
Hath powrd on carth this noyous pestilence,
That mortall mindes doth inwardly infect
With loue of blindnesse and of ignorance,
To dwell in darkenesse without souenance?

What difference twixt man and beast is left,
When th’heauenlie light of knowledge is put out,
And th’ornaments of wisdome are bereft?

Then wandreth he in error and in doubt,
Vnweeting of the danger hee is in,

Through fleshes frailtie and deceipt of sin.

In this wide world in which they wretches stray,
It is the onelie comfort which they haue,

It is their light, their loadstarre and their day;

But hell and darkenesse and the grislic graue

Is ignorance, the enemie of grace,

That mindes of men borne heauenlie doth debace.

28 “Video” can also be translated as to perceive, to learn or to comprehend.

29 Cf. Baldassare Castiglione, The Courtyer of Count Baldessar Castilio [...] done into Englyshe by
Thomas Hoby, London 1561, Walter Raleigh (ed.), The Tudor Translations, London 1900, vol. 23,
pp- 356-57. For Venus vulgaris and Venus coelestis, sce Edmund Spenser, Fowre Hymnes, Lon-
don 1596, J.C. Smith & E. De Selincourt (eds.), Spenser: Poetical Works, Oxtord 1912/repr. 1989,
Pp- 586-89, 593-96; and Castiglione (1561/1900) pp. 358-60. On love, light, fire and tears, see
Castiglione (1561/1900) p. 356. On tears and knowledge, see Desiderius Erasmus, Moriae enco-
minm, Paris 1511, Betty Radice (trans.), Evasmus: Praise of Folly, Harmondsworth 1971, pp. 188-89.
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Through knowledge we behold the worlds creation,
How in his cradle first he fostred was;

And iudge of Natures cunning operation,

How things she formed of a formlesse mas:

By knowledge wee do learne our selues to knowe,
And what to man, and what to God wee owe.3°

When comparing Spenser’s thoughts with “Flow my teares™, it is tempting to
suggest that Dowland’s sentence “Light doth but shame disclose” (Fig. 1, second
stanza), confirms that man through light gains the knowledge of his former
happiness and divinity as the image of God. However, he also realises the
reason for his disgraceful position in the terrestrial world.3' Dowland’s “last
fortuns” (second stanza) refers to the Fall; and “From the highest spire of
contentment, My fortune is throwne” (fourth stanza) refers to the expulsion
from Paradise to the unhappy earthly condition to which man now pertains.
The final stanza implores man to shun gaining knowledge of his former happi-
ness, for it is only possible as an ignorant to enjoy life on Earth, not realising
the former joy he once possessed. Man could regain the image and his lost
divinity through a painful process — painful, because he at the same time learned
why he fell from Paradise. Spenser’s “An Hymne of Heavenly Love” (1596)
reveals:

But pride impatient of long resting peace,

Did puffe them vp with greedy bold ambition,
That they gan cast their state how to increase
Aboue the fortune of their first condition,
And sit in Gods owne seat without comission:
The brightest Angell, euen the Child of light,

Drew millions more against their God to fight.

Th’Almighty seeing their so bold assay,

Kindled the flame of his consuming yre,

And with his onely breath them blew away
From heauens hight, to which they did aspyre,
To deepest hell, and lake of damned fyre;

Where they in darknesse and dread horror dwell,
Hating the happie light from which they fell.3

39 Spenser, The Teaves of the Muses, London 1591, Smith & De Selincourt (1912/1989) p. 48s.

31 See also John Milton, Of Education, London 1644, Ernest Sirluck (ed.), Complete Prose Works
of John Milton, New Haven 1969, vol. 2, pp. 366-67.

32 Spenser (1596) p. 594-
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The final phrase is echoed in Dowland’s fifth stanza, “Harke you shadowes that
in darckness dwell, Learne to contemne light” These ideas were widely referred
to — not only by poets, but also by the clergy.33 The theme of Dowland’s “Flow
my teares” was popular, perhaps because it was based on the large amount of
poetry and religious material which appeared during the late sixteenth century.
The connection between the Fall, the seven Lachrimae pavans and salvation was
emphasised most clearly by the Puritan lawyer, William Prynne (1633):

Alas there are but few that finde the narrow way | ...] and those few what are
they? Not dancers, but mourners: not laughers, but weepers; whose tune is
Lachrime, whose musicke, sighs for sinne; who know no other Cinqua-pace
but this to Heaven, to goe mourning all the day long for their iniquities; to
mourne in secret like Doves, to chatter like Cranes for their owne and others
sinmes. Fasting, prayers, mourning, teaves, tribulations, martyrdome were the onely
rounds [i.e. dances| that led all the Saints to Heaven.3%

The circular process of expulsion, acknowledgement of the reason for the Fall
(the idea of “nosce teipsum”, to know thyself) and the return to the heavenly
state was very much part of the Elizabethan philosophy and every-day life.3 There
was only one way for man to regain divinity: through a painful process in which
he is concomitantly reminded of the reason for his expulsion. At the same time,
the poet of “Flow my teares” tries to deter those who are not qualified to refrain
from even attempting to attain divine knowledge. It is only possible to enjoy life
in the material world in a state of ignorance of the previous paradisiac condition
in complete rest and tranquillity; and more important, the coveted process is
only for the select few.3® The position of the melancholic musician, singing “Flow
my teares” for example to the accompaniment of the lute, is profoundly tragic
when compared to his correspondent: the rational and wise Apollo presiding
over the nine Muses on Mount Parnassus, chanting divinely to the celestial lyre.
Then man’s unhappy earthly life becomes very noticeable.

33 See especially Godfrey Goodman, Bishop of Gloucester, The Fail of Adam from Paradice, Lon-
don 1629, p. 444 (repr. of The Fall of Man; or, the Corruption of Nature, London 1616). The
idea is also mentioned in William Ingpen, The Secrets of Numbers, London 1624, p. 89. See also
Henry Hawkins, Parthenein Sacra, London 1633, pp. 139, 148.

34 William Prynne, Histrio-Mastix. The Players Scourge, London 1633, p. 244; the “cinqua-pace” is
the fifth step (jump) of the galliard; doves are the attributes of Venus; cranes could symbolise
vigilance. Prynne seems to imply that “Flow my teares” is about the appraisal of Venus
coclestis.

35 Cf. Tillyard (1943/1972) pp. 79-83.

36 Philip Sidney, The Defence of Poesie, London 1595, Katherine Duncan-Jones (ed.), Sir Philip
Sidney, Oxford 1989, p. 249: “I conjure you all that [...] to believe, with me, that there are
many mysteries contained in poetry, which of purpose were written darkly, lest by profane
wits it should be abused”
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Analysis

Analysing early music from around the turn of the sixteenth century has created
a long series of important — and at times also controversial — discussions.3” An
approach based entirely on harmonic tonality has proven somewhat unsatisfac-
tory as it does not necessarily explain a composer’s possible pre-compositional
framework. Though modal designations can be more revealing, such an approach
can be rather problematic, too, and was so even in the Renaissance and early
Baroque. Contemporary theorists and composers often disagreed in the classifi-
cation of music according to the modal systems, depending on whether they
employed the traditional 8-mode system with its roots based firmly in liturgical
practice or the 12-mode system, including the Acolian and Ionian modes, which
Glarean proposed in 1547 mainly in order to remove the ambiguities and irregulari-
ties of the earlier system. Lechner, a pupil of Orlando di Lasso, maintained that his
teacher adhered to the 8-mode system; yet theorists such as Hoffmann (1582),
Raselius (1589), Calvisius (1600) and Nucius (1613) classified Lasso’s music according
to the 12-mode system.3® During the early seventeenth century, the conservative and
somewhat complex 8-mode system became more and more closely associated with
liturgical music, whereas the 12-mode system became associated with secular (in-
strumental) music.3® However, disagreements within a modal system also occur
depending on the composer’s or theorist’s approach; that is, whether they only
used the modes as a classification system, looking at the external characteristics
(range of individual parts, and final, i.c., the lowest sounding pitch of the final
chord), or as a compositional framework, studying the internal features (octave
species, melodic patterns, hierarchy of cadences, etc.). The dispute around 1600
between Artusi and Giulio, Claudio Monteverdi’s brother, is an excellent example;
that is, whether Claudio’s “Cruda Amarilli” belonged to the authentic Mixolydian
mode 7 (range: g/ final: G) or the plagal Hypoionian mode 12 (-5, C).4°

37 See in particular the seminal writings of Carl Dahlhaus, Studies on the Origin of Harmonic
Tonality, Robert O. Gjerdingen (trans.), Princeton 1990; Bernhard Meier, The Modes of Classi-
cal Vocal Polyphony, Ellen S. Beebe (trans.), New York 1988; Harold S. Powers, “Tonal Types
and Modal Categories in Renaissance Polyphony?”, Journal of the American Musicological Society
34 (1981) pp. 428-70.

On Lasso’s use of the 8-mode system, see Georg Reichert, “Martin Crucius und die Musik in

Tibingen um 1590, Archiv fiir Musikwissenschaft 10 (1953) pp. 210-12. Eucharius Hoffmann,

Doctrina de tonis seu modis musicis, Greifswald 15825 Andreas Raselius, Hexachordum seuw quaes-

tiones musicae poeticne, Nuremberg 1589; Seth Calvisius, Exercitationes musicae dune, Leipzig

1600; and Johannes Nucius, Musices poeticae sive de compositione cantus, Neisse 1613.

39 Calvisius, Melopoiia seu melodine condendae ratio, Exfurt 1502, sig. H3"; Calvisius (1600) pp. 36-
37; Adriano Banchieri, Lorgano suonarino, Venice 1605/repr. 1611, p. 39; and Girolamo Diruta,
Seconda parte del transilvano dinlogo, Venice 1609/repr. 1622, lib. 3, p. 1.

40 On the controversies, see Tim Carter, “Artusi, Monteverdi, and the Poetics of Modern Music”,
Nancy K. Barker & Barbara Russano Hannings (eds.), Musical Humanism and Its Legacy:
Essays in Honor of Claude V. Palisca, New York 1992, pp. 171-94; and Frans Wiering, “Internal
and External Views of the Modes”, Cristle Collins Judd (ed.), Tonal Structures in Early Music,
New York & London 1998, pp. 90-91.

38
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Taking a general overview of Dowland’s songs published between 1597 and 1603,
it becomes apparent that they are more or less kept within the same vocal range
— that is, ¢-¢", sometimes including the range up to g".4' Thus Dowland employs
the same ambitus independent of key signature (cantus durus, §, or mollis, b) and
whether the final be E, F, A or G — details which otherwise are important ele-
ments in contemporary music theory. External modal signifiers such as ambitus
and final will not, therefore, necessarily reveal the mode of Dowland’s songs, and
the distinction between authentic and plagal modes in terms of ambitus seems to
have been amalgamated. This was part of a process in which the ambitus of a
piece gradually lost its relevance for the distinction between authentic and plagal
modes. Contemporary theorists began to argue that a modal designation — espe-
cially in instrumental music which could employ a much wider ambitus than
vocal music — should instead rely on internal signifiers such as the melodic frame-
work and the hierarchy of cadential degrees.+>

Dowland’s Lachrime, or Seaven Teares is not, apparently, arranged according to
tonal types.#3 The only pieces with common external features are, indeed, the
seven Lachrime pavans (see Table 1):44 all employ the same clef combination
(low clefs), same transpositional system (cantus durus) and the same final (A),
and they can therefore be assigned to the same tonal type or modal category. But
this classification reveals only that the external features are retained or that the
overall framework is the same throughout pavans 1-7 — an observation which is
not surprising as pavans 2-6 are based on pavan 1, in modern terms a theme with
a set of variations.

The analysis will only address the Lachrime pavans and presupposes that
they were consciously composed and arranged by Dowland in a sequential or-
der: that is, the first seven pavans form one group connected by title (“tears™)
and same tonal type. A classification according to one of the two modal systems
is not the primary aim, though it may be the ultimate outcome of the analysis;
rather, what is important to study is how specific details are developed or
changed through the progression from pavan 1, Lachrime Antique, to no. 7,
Lachrvima Vere. In order to expose possible internal changes, the following essen-

41 John Dowland, First Booke of Songes or Ayres, London 1597; Second Booke of Songs or Ayres,
London 1600; Third and Last Booke of Songs or Aires, London 1603.

42> Cf. Giovanni Maria Trabaci, I/ secondo libro de ricercate, Naples 1615, p. 41.

43 Employing an “etic methodology” Powers (1981) seeks to place polyphonic music into tonal
types or modal categories by using the minimal, objective markers — final, transpositional
system and high or low clef combinations. The external distinction between an authentic/
plagal modal pair with same final and transposition is that the authentic mode, because of a
higher ambitus, employs high clefs (G2-C2-C3-F3) whereas the plagal mode will use low
clefs (C1-C3-C4-F4). Thus the untransposed () authentic mode 1 will have final on D with
the cleffing G2-C2-C3-F3; the untransposed (§) plagal mode 2 will have D as final and the
cleffing C1-C3-C4-F4. For an extensive discussion and the background for tonal types, see
Siegfried Hermelink, Dispositiones modorum. Die Tonarten in der Musik Palestrinas und seiner
Zeitgenossen, Tutzing 1960 (Habilitationschrift); and Powers (1981).

44 All the pavans are tripartite with each section repeated (AA-BB-CC).
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tial elements — according to contemporary music theorists — are examined:
melodic patterns of the initial phrases, including central intervals and notes;
cadences and cadential degrees; furthermore, the bass part in the initial phrases
is briefly examined.

Initial Melodic Patterns and Central Intervals

The melodic structure of the exordium of pavan 1 (Ex. 1a, b. 1) emphasises first
the stepwise descent of the perfect fourth, 2’-¢’; and perhaps even more strongly
the following ascending leap of the minor sixth, ¢’-c”. Not only is this interval
very audible but it describes also the upper limit of the ambitus of the cantus in
the first section.#s These two dominant intervals were associated with lament.#¢
The descending fourth, which is found throughout the seven pavans though
placed in different parts, shows no transformation in the first three pavans; how-
ever, in the four remaining pieces it is moved around finally ending up in the
bassus of pavan 7. The interval, E-C, is very dominant in the first pavan — not
only because it appears so clearly in the cantus, but it is also the first interval
employed in the quintus. In addition, the importance of the initial phrase of the
cantus, consisting of the descending fourth and the minor sixth leap, is emphasised
by its reappearance in semibreves in the final phrase of the bassus (bb. 22-23).

Contrary to the descending fourth, the minor sixth of the first pavan seems to
become more difficult to discern. In the second pavan (Ex. 1b), the distance
between the two notes, ¢’ and ¢”, is prolonged by ornamentation filling in six
extra semibreves; in addition, ¢’ does not occur in the quintus until bar 2, second
semibreve. In the quintus of pavan 3 (Ex. 1c), the interval becomes part of the
octave ¢-¢'. In pavan 4 (Ex. 1d), the interval is not employed in the first section,
but is rather found in the tenor in the middle section (b. 13). In the fifth pavan,
it occurs briefly as a diminution (crochets) in the quintus (Ex. 1e, b. 1); the me-
lodic features of the cantus, however, sketch the interval in augmentation, plac-
ing the ¢” on the third beat of the second bar, rather than on the fourth beat of
the first bar as in pavan 1. The interval is concealed even more in pavans 6-7 (Exx.
1f-g). In the quintus of pavan 6 (b. 1), an extra note and a rest has been inserted
between ¢ and ¢ In pavan 7 (bb. 1-2) the quintus outlines an ornamented de-
scending minor sixth. At the same as the minor sixth leap fades away, it seems
that the interval 2-c” gains in prominence.

45 The only other instance, in which the ascending minor sixth leap occurs, is in Dowland (1597)
no. 16, though this song belongs to another tonal type (final: E, cantus durus).

46 The descending fourth is found in numerous compositions of lament, cf. Ellen Rosand, “The
Descending Tetrachord: An Emblem of Lament”, Musical Quarterly 65 (1979) pp. 346-59; ac-
cording to contemporary theorists the upward minor sixth leap expressed “great pain like
lamenting” (“saltus per sextam mollem unicus [...] magnitudinem doloris exprimit, aptus
cjulatibus”), cf. Johannes Kepler, Harmonices mundi, Linz 1619, lib. 3, p. 75.
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Ex. 1. Initinl themes of the seven Lachvime. The music examples have been excerpted
from the British Library copy. The text in Ex. 1a has been added from Dowland’s
Second Booke of Songs or Ayres (1600), “Flow my teares”
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Ex. 1b. Pavan 2 (Lachvime Antique Noua).
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Ex. 1c. Pavan 3 (Lachvime Gementes).
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Ex. 1. Pavan 7 (Lachrime Vere).
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Cadences and Cadential Degrees+”

The so-called Phrygian cadence (or clausula in mi), which theorists considered a
normal procedure for ending on E, appears in abundance in the first pavan: the
clausuln tenorizans is placed in the lowest part descending from F to E while the
clausula cantizans, placed in one of the upper parts according to importance,
proceeds a whole tone upwards (D-E). During the late sixteenth century, this
semiperfect cadence was usually immediately followed by a cadence on A (Ex. 1a,
bb. 2-3).48 It should be noted that in the lute-song version, Dowland has placed
the text so that the punctuation follows the cadence on E; thus, since the cadence
was interpreted as a rhetorical pause (a comma, e.g.), it would seem that the
composer in this case has chosen to define the Phrygian cadence on E as more
important than the following one on A.4® An interesting pattern emerges when
comparing the final cadence of the second section of all the seven Lachrime pa-
vans. The Phrygian cadence, which is very audible in the first three pieces, changes
character completely in pavans 4-7 (Exx. 2a-g). Similar to the melodic frame-
work, Dowland slowly transforms the features of the Phrygian cadence and hence
also diminishes the importance of this cadential form: in pavan 2 by the insertion
of two extra semibreves, moving the final to a weaker beat (Ex. 2b); and in pavan
3 the composer has transposed the final in the bassus an octave up (Ex. 2¢). In
the fourth, the Phrygian cadence on E is avoided altogether by skipping the
semitone between E and F (Ex. 2d); rather, Dowland has concealed the clausuin
cantizans in the altus three to two bars before the end, disguising it even more by
ornamenting it (Ex. 2d, bb. 15-16). The clausula tenorizans has been placed in the

47 The cadence is defined as two parts moving from an imperfect to a perfect consonance
(most often an octave), not as a harmonic progression between two chords. One part de-
scends a tone from the penultimate to the final note (if a semitone, the cadence is semi-
perfect), this is a clausula tenovizans. When it became popular to end with a full harmony,
the clausuln tenorizans would (in a four-part texture) proceed a tone upwards, hence includ-
ing the third of the chord. The second part ascends a semitone cantizans
from the penultimate to the final note and is named a causula @
cantizans. The bassus, causula basizans, is fitted to the tenor and altizans

_,, tenorizans

cantus so the final note occurs a fifth above the tenor or an octave
below. In compositions of four parts, a clausula altizans is formed
above the tenor, ending on a fifth.

All cadential patterns (except clausula basizans) can be placed in whatever voice the compo-
ser wishes, depending on the importance of the cadence. However, to create the strongest
emphasis and perfection, the three different clausulne (cantizans, tenovizans, and basizans) are
placed in their respective parts (cantus, tenor, and bassus). Each mode is characterised by
having a distinct set of possible cadential degrees, ordered in a hierarchy of importance, which
is not necessarily the same in both modal systems or in the same pair of authentic/plagal
modes. According to Pedro Cerone (EI melopeo y maestro. Tractado de miisica theovica y pratica,
Naples 1613, p. 902), ¢.g., the authentic mode 9 (cantus: 22", final: A) has principle cadences
on a’, ¢", ¢ and minor ones on 4", f, 5"; the plagal mode 10 (cantus: ¢-¢”, final: A) has
principle cadences on 4/, ¢”, and minor ones on¢”, 4", 5"

48 Scc e.g. Calvisius (1592) sig. G8'.
49 Phrygian cadences occur in bb. 2, 6, 11, 16, 20; cadences on A in bb. 8, 19, 25.

o,
basizans
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quintus, weakening it, however, by a syncopation (b. 15). Dowland suggests a
weak Phrygian cadence on the fifth above E by placing clausula cantizans (a'-b')
in the cantus and tenorizans in the tenor (¢-5).5°

Ex. 2. End of second section of the seven Lachvima, transformation of the Phrygian
cadence. The music examples have been excerpted from the British Libvary copy.
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Ex. 20. End of second section of pavan 1 (Lachvime Antiqus).
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Ex. 2b. End of second section of pavan 2 (Lachvime Antique Nous).
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Ex. 2c. End of second section of pavan 3 (Lachrime Gementes).

59 Note that in this pavan the quintus is set below the tenor.
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Ex. 2e. End of second section of pavan s (Lachvims Coacta).
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Ex. 2f. End of second section of pavan 6 (Lachvime Amantis).
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Ex. 2g9. End of second section of pavan 7 (Lachvimae Vers).
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The final cadence of the second section of pavan 5 and pavan 6 (Exx. 2e-f) has
changed character. A complete transformation has taken place with no references
to the Phrygian cadence on E. Dowland has created a ‘new” way to approach E by
employing the clausuln basizans in the lowest part, thus moving a fourth from B to
E; at the same time, the dausuln cantizans moves upwards a semitone (D#-E).
The cadence of pavan 5 should be considered fairly strong as the voicings, clausulae
cantizans and basizans, have been placed in their respective parts, whereas the
tenorizans appears in the quintus. The cadence of pavan 6 would seem weaker as
the important clausula cantizans has been moved to the altus; however, the com-
poser has inserted two extra semibreves (b. 17), thus drawing attention to the
new cadential form on E. By employing DF in the dausula cantizans and B in
basizans, Dowland has avoided the Phrygian cadence in pavans s-6, thus remov-
ing a very audible and special feature of the first three pavans. In effect, Dowland
has normalised the cadence on E — a closure which was highly exceptional, and is
seldom found in polyphonic music of the time. In the second section of pavan 7,
the traditional Phrygian cadence appears again (Ex. 2g). In the final bars of the
third section (bb. 22-23), however, Dowland once more employs the fourth rela-
tionship between B and E as a clausula basizans (Ex. 3).5" Nevertheless, he quickly
changes the ascending semitone of the causula cantizans, placed in the tenor,
thereby weakening the cadence.
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Ex. 3. End of thivd section of pavan 7 (Lachvima Vere), cadence proceeding B — E — A.
The music example has been excerpted from the British Library copy.

When considering Dowland’s use of different cadential degrees, the middle sec-
tions clearly show a transformation (Table 2). The first three pavans, however, are
static in terms of cadential developments. The fourth pavan is the piece in which
experiments begin to appear as new cadences on C, G, E and B are tried out; in
addition, the cadences — and especially the Phrygian — employed in the previous
three pieces, have become somewhat weak in the fourth pavan. Pavans 5 and 6
display determined use of new ways of cadencing on E: in comparison with the

St The cadence is evaded (fugyita) and proceeds to ¢’ instead of ¢'. B, employed in a clausuin
basizans to E or as the root of a B major chord, is only found six times in the books of airs (cf.
note 41): (1597) nos. 15, 20; (1600) NOs. 1, 2, 21; (1603) NO. I.
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previous pavans, the cadence on E in the fifth is prolonged by extensive chromatic
alterations — even employing the rare A¥ In consequence of the displacement of
the cadential voicings in pavan 6, cadences become weak and unimportant until
the final one, precisely formed on E, is reached.’* Pavan 7, on the other hand, ends
the transformation by using some of the cadential methods of pavans 1-4; that is,
the cadence on G is borrowed from no. 4, the cadence on C from nos. 1, 2, 3 and
4, and the final Phrygian cadence of the second section from nos. 1, 2 and 3.

Pavan Cadences Accidentals

I E* C (D) ctG#

2 E* C Fé G

3 E* C (A) F¥ GH

4 C G (A) (E) (B¥) (E*) F¥ CF G# Df Bb

5 EBA (D) F# CP G# DF AF B
6 E (A) (B) F¥ CF G# Df Bb

7 E* C G (D) F# G# B

Brackets indicate a weaker cadence, either because of the placement of
the voicings (see note 47) or because of the length of the cadence.
* indicates a Phrygian cadence.

Tible 2. Pavans 1-7: cadences and accidentals in the second sections.

Comparing the end of the first sections of the Lachrimae pavans, the placement of
the cadential voicings reveals a similar pattern (Table 3). Pavans 1, 2 and 3 are
static; in pavan 4, the placement of the clausuln altizans — the less important of
the clausulne — is moved from quintus to altus. Pavan s has the same voicings as
pavans 1-3; but in pavan 6, the dausula tenorizans is moved to the quintus, and
back to the tenor in pavan 7. The final cadence of all the third sections is retained
with the same voicings throughout the seven pavans. In no. 4, however, the fifth
degree above the final is not used — instead the third (C#) is doubled thus omit-
ting the altizans. As in the case of other details, this also draws attention to the
fourth pavan as the centre of the seven pavans.

The Bassus

The initial phrase of the bassus of pavans 1-6 also changes character. In pavans 1-
3 it begins with a closed, circular or static movement, starting on A and returning
to A (Exx. 1a-c). Again, pavan 4 is exceptional, since the bassus has a four-bar
long descending line (Ex. 1d), which turns into an ascending line in both pavans
s and 6 (Exx. 1e-f). The initial phrase of the last pavan, however, is the stepwise

52 On cadential voicings see note 47.
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Pavan 1 2 3 4 S 6

Section |1 2 3|1 2 3|1 2 3|1 2 3|1 2 3|1 301 3
Cantus |c cl|c c|c c|c clc c clc clc C
Altus C C C a a ¢ a ¢
Tenor t a t|t a t|t a t]|t¢t t|t at a t|t at
Quintus| a ala a|a a at ajt t a a
Bassus |b t b|/b t b|{b t b|b bbb b|/bbb|bt b

c: clausula cantizans
a: clausuln altizans
t: clausula tenorizans
b: dausula basizans

Table 3. Cadences at end of sections of pavans 1-7, placement of the cadential voicings,
clausulae cantizans, tenovizans, basizans and altizans.

descending fourth which otherwise is found only in the upper parts of the previous
pavans. Thus Dowland has created a mirror image in the seventh and last of the
Lachvima pavans. The composer has opened with a device which, when trans-
ferred to the bass, implies a Phrygian cadence on E (Ex. 1g).

Music Analysis: Conclusion

Though the external signifiers — final, transpositional system and clef combina-
tion — suggest a static outer form of pavans 1-7, an analysis of some of the
significant internal elements indicates that fundamental changes truly take place,
especially during pavans 4, s and 6; pavans 2 and 3, however, are kept within the
framework of the first pavan. Tables 2 and 3 indicate that pavan 4 is the central
piece in which interesting developments begin to appear: there is no emphasis
on the minor sixth, e-c”, as in the first three pavans and especially as in the first
pavan; rather, it is the interval, a~¢”, which seems to be stressed. In addition,
cadential degrees other than those employed in the previous pavans are implied
and emphasised in pavan 4, and in the middle section of the pavan use is sud-
denly made of new accidentals (D#, BP). That pavan 4 is the centre, is also
indicated in the overall hierarchical structure of the collection (Table 1). Some
details, such as the cadential hierarchy, the use of additional chromatic alterations
in the middle sections of pavans 5 and 6 and the changes in the melodic frame-
work, are continuously developed. It is evident, nevertheless, that pavan 7 halts
this development and returns to employing elements exploited in the first three
pieces.

How are these melodic and cadential transformations, which slowly and subtly
take place during the seven Lachrime, to be interpreted? Many details suggest
that the first pavan should be classified as a mode 3 piece: the minor sixth, ¢-c”,
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is the repercussios3 of mode 3, and the Phrygian cadence is the most important
cadence of modes 3 and 4. Though the final of these two modes is E, it is very
common to find pieces ending on A instead — A is the co-final and appears as a
consequence of the Phrygian cadence. In addition, the same initial melodic con-
struct can be found in polyphonic music which contemporary theorists desig-
nated as being in mode 3. Thus Lasso’s motet, “In me transierunt” (1562) which
was seen as a text-book example of mode 3, shows very similar characteristic
features as Dowland’s Lachrime Antique.5* Lasso employs the same melodic pat-
tern as Dowland does in the first bars of the quintus.S Furthermore, Lasso makes
extensive use of the Phrygian cadence and his bass-line is similar to the one Dow-
land employs in the second pavan. It is possible to categorise the first three pavans
as being in mode 3 of the octenary system; however, the characteristic elements
of mode 3, giving the pieces their archaic form, are slowly transformed indicating
that Dowland is consciously playing with the traditional features of the 8-mode
system. In the fourth pavan, for example, the composer suggests a weak Phrygian
cadence on the fifth above E (Ex. 2d, cantus-tenor). In the 8-mode system, B was
used extremely seldom as part of a clausula basizans (B-E), and if employed, it
was certainly as a transitional cadence.5® Even according to the 12-mode system,
in which the B theoretically was considered a regular cadential degree, theorists
argue that because of its harshness cadences on A and C preferably should be
employed.’”

Many of the alterations can therefore be characterised as extending the bounda-
ries of the octenary system — at times even going beyond it. Does this conse-
quently indicate that Dowland’s compositional construct was not the traditional
8-mode system, but rather the 12-mode system according to which A and C are
proper finals and not merely co-finals? Some elements would seem to adhere
better to Glarean’s 12 modes: the external signifiers, that is the final, range and
octave species (cantus: ¢-a’-¢") suggest mode 10 (see also note 47). The melodic
structure of pavans 4-7 would seem to confirm this classification.s® It is also in
these pavans that the minor sixth leap (the traditional 7epercussio) is avoided. The
pitch C has become a cadential degree rather than part of the interval E-C — this

33 Repercussio is the interval of repercussion, that is the interval between the final and a secondary
focal note. The repercussio is often part of the melodic framework, and the notes are usually
employed as cadential degrees.

54 Orlando di Lasso, Sacrae cantiones quingue vocum, Nuremberg 1562, EX. Haberl (ed.), Orlando
di Lasso: Samtliche Werke, Leipzig 1908, vol. 9, pp. 49-52. On modal designations of Lasso’s
piece, see e.g. Joachim Burmeister, Musica poetica, Rostock 1606, p. 73; Hoffmann (1582) sig.
Ds"; Raselius (1589) sig. G7Y; Calvisius (1600) p. s1; and Nucius (1613) sig. 14".

55 For modern discussions on the melodic patterns of modes 3 and 4, see in particular Meier
(1988) pp. 226-34; and Bernhard Meier, Alte Tonarten. Dargestellt an der Instrumentalmusik des
16. und 17. Jahviunderts, Kassel 1992, pp. 72-86.

56 This development was already implied in pavan 4 in which the second section begins with a
brief cadence on E, employing the clausula basizans (bb. 9-10).

57 E.g. Calvisius (1592) sig. H4".

58 On the melodic patterns of modes 11 and 12, see Meier (1992) pp. 86-95, 135-40.
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also agrees with the dodecachordal system. It is only because of the internal fea-
tures (vepercussio, Phrygian cadence, e.g.) that pavans 1-3 are not so easily classified
as mode 10. Though it would be highly original, it is also possible that the com-
poser has utilised both modal systems: the traditional and conservative 8-mode
system for pavans 1-3, and for the remaining four pavans Dowland has employed
the more modern 12-mode system. This would also be in accordance with the
allegorical interpretation.

The confusion was presumably just as great for Dowland’s contemporaries as it
is for us today. Especially modes 3 and 4 created many obstacles and disagreements
among theorists trying to classify music by studying internal characteristics. The
close relationship between modes 3, 4 and modes 9, 10 is very much accentuated
by theorists adhering to the 12-mode system.5? It is also possible that Dowland
merely used a tonal category (final: A, low clefs and cantus durus) as his basis, and
on this chose to create a framework employing characteristic features associated
with the traditional Phrygian modes. Within the tonal category, these features
have slowly changed to such an extent that the link with the original framework,
as found in pavan 1, has vanished; however, it is partly established in the seventh
pavan where both new and old devices are found. While Dowland experiments
with the internal features, it does not interfere with an overall classification of the
Lachvime to a specific tonal category. Whatever classification system Dowland
might have adhered to, the conclusion remains that significant, internal charac-
teristics are, indeed, slowly changing from pavan 1 to 7.

Synthesis: Text, Symbolism and Music

The music analysis suggests that the first three Lachrime form one, nearly static
group. These pavans would fit mode 3 of the traditional 8-mode system or are
kept within an archaic framework of mode 10 of Glarean’s 12-mode system. The
introductory bars of the bassus outlines a closed or ‘circular’ movement. No un-
usual musical devices are employed. Also the titles (and interpreting them in terms
of number symbolism) indicate that the three pavans can be seen as constituting
one group — an allegory of the celestial world in which the first pavan is “the
fountaine of all vertue and power”%° The number one was indivisible and con-
sidered the source of all numbers (but not a number itself) and associated with
the divine creator;®' this symbolism relates to Lachrime Antique (old/original
tears), the archetype of the following Lachrimae.5* The second pavan, Lachrime
Antigue Nove (new old/original tears), is the first creation based on the original

39 See e.g. Gioseffo Zarlino, Le istitutioni harmoniche, Venice 1558/repr. 1573, lib. iv, cap. 22-23, pp.
401-2, 416; Calvisius (1592) sig. H4"; and Giovanni Maria Bononcini, Musico prattico, Bologna
1673, pp- 138, 140 (ex.).

Ingpen (1624) p. 30.

Ingpen (1624) p. 12; and Agrippa (1531/1651) vol. 2, p. 174.

The Latin terms have been translated using Thomas Thomas, Dictionarium linguae latinae et
anglicanae, London 1587.

60
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and marks the beginning of division and development.®3 The third pavan, Lachri-
ma Gementes (groaning tears), is the first of two to have a title unambiguously
indicating lament. The second and third pavans, approaching the fourth, move
further away from the original source of the celestial world.

Similarly, pavans 4, 5 and 6 make up another group, representing the elemen-
tal or material world. The number four symbolised the “perpetuall fountain” of
nature and production, and was considered highly significant as it embodied the
material world (four winds, four seasons, four temperaments, four elements,
e.g.).%% Many details found in the fourth pavan, Lachrima Tristes (grave or bitter
tears), have changed character: the confrontation between new and traditional
methods of approaching a cadence on E is evident; the repercussio is avoided; and
for the first time, the bass line reveals a determined descending octave (Ex. 1d),
perhaps symbolising man’s fall from the celestial world to the terrestrial. What at
first sight would seem to be a mistake might be intentional: the clefs of the tenor
and quintus of pavan 4 have been exchanged (Table 1) as well as the ambitus of
the two parts. But the melodic material of the initial phrase of the tenor and
quintus is the same as in the first three pavans. In spite of the change of clef, the
clausula tenorizans is still found in the tenor as in pavans 1-3, and s (see Table 3),
and not in the quintus, as one might expect if the parts were misplaced.® This
detail is obvious for those placed around a table reading the music for the first
time, and it seems that Dowland thus has been able to draw attention to pavan
4, presumably provoking a minor delay between pavans 3 and 4.

From a music-analytical point of view, pavans 5 and 6 can be seen as a dy-
namic development of ideas sown in the fourth pavan. Pavan s, Lachrime Coacts
(i.e. to prove, to mix),% is interesting, because both number and title refer to an
alchemical process of mixing two opposite forces — feminine and masculine (2+3),
for instance.%” Five was dedicated to the god Mercury; and mercury as a metal
was an important ingredient in the alchemical process of finding the Philoso-
phers’ Stone.8 Tt is apparent that Dowland is experimenting in pavan s (Table 2):
63 Ingpen (1624) p. 13; and Agrippa (1531/1651) vol. 2, pp. 174-76.

64 Ingpen (1624) p. 30; and Agrippa (1531/1651) vol. 2, pp. 183-87.

65 Richard Rastall, “Spatial Effects in English Instrumental Consort Music, ¢. 1560-1605” Early
Music 25 (1997) pp. 282-83, argues that the reversal of the clefs is probably an error.

Holman (1999) p. 56, believes that the title, Lachrime Coacte, “‘enforced tears” or perhaps
‘insincere tears’ or even ‘crocodile tears’ suggests a connection with one of the most striking
melancholy types: the revenger or malcontent” However, when reading Thomas (1587), one
arrives at a different conclusion: “Coactus: Assembled, gathered, growne togither, constreined,
forced, compelled, wrought”; “Cogo ex Con ¢ Ago: To gather, to assemble, to bring togeather:
to make thicke: to close or knit togeather: also, to constraine, to driue in, to make to goe in
by force, to compell or force: to restraine, to conclude & inferre necessarilie: to proue by
strong argument: to set or bring in order, to milke a beast”

Ingpen (1624) p. 39; and Agrippa (1531/1651) vol. 2, p. 188. A common alchemical interpretation
of “solve et coagula” was the loss and transformation of form; Roger Bacon, The Mirror of
Alchimy, London 1597, p. 32, explains: “This solution and congelation [...] are the solution of
the bodie, and the congelation of the Spirite, and they are two, yet haue but one operation”
That is, secking the knowledge to attain the primal state of being as Adam and Eve in Paradise.

66
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he has employed six different accidentals in the middle section in comparison
with five in both pavan 4 and 6; in addition, no obvious use of the archaic
elements — the repercussio and the Phrygian cadence — are found. After bringing
together opposite forces, the sixth pavan appears: the number is the most perfect
in nature as 1+2+3 equals I x 2 x 3; God created the World in six days, and it is also
the number of redemption;%9 six was dedicated to the goddess of love, Venus,
and the title of the sixth pavan is Lachrime Amantis (the lover’s tears). Love, the
desire of divine beauty (Venus coelestis), was an important part of the process in
regaining divine knowledge and the former position in Paradise. In Lachrima s
and 6 the initial phrase of the bass has become an ascending line (Exx. 1e-f),
which could be interpreted as man’s awakening desire to return to his former
position. Comparing the second sections of pavans 1-3 with 4-6 (Table 2), it be-
comes evident that Dowland is experimenting with the cadential degrees and the
use of accidentals, thereby emphasising the grouping of the pavans. The B, which
was highly irregular as a cadential degree in the 8-mode system and very seldom
used in polyphonic music, gains more and more prominence through pavans 4, s,
and 6 (the elemental world).

In pavan 7, Lachrimae Vers (true tears), Dowland changes direction, employing
elements which are in accordance with both modal systems. The descending
fourth, which is very audible in the first pavan, where it is found in the highest
part, occurs also in the seventh, but transferred to the lowest part (Ex. 1g). In the
second section of Lachrime Vere, Dowland returns to the original use of the
Phrygian cadence; yet he does not avoid exploitation of the B in order to form a
cadence on E (Ex. 3). Thus the composer has successfully combined the use of
old and new procedures within the same piece. While Lachrime Antique is the
original source and foundation of the following pavans, Lachrime Vers is the
synthesis of pavans 1-6. This process could be compared with Agrippa’s comment
that seven symbolises that the “soul joins the body” — that is, the celestial and the
elemental worlds are coalesced, and together with the opposition experienced
(original tears and tears of lament) they become ultimately a complete entity
expressed through the seventh pavan, “the true tears”7°

The circle has now been completed as described in the poem “Flow my teares”
Is that what Dowland wished to portray in the music? That is, by employing a
development of specific internal characteristics, the composer has sought to illus-
trate (or rather to make audible) the common and highly popular Elizabethan
notion of the Fall of man — a concept which for the Elizabethan intellectual con-
veyed the whole meaning of life. From a state of complete tranquillity in the
celestial spheres (pavans 1-3: near-static, archaic), man was expelled (pavan 4:
irregular characteristics begin to appear) and through a painful learning process
(pavans s5-6: full-blown experiments), it was possible to regain the previous state

69 Ingpen (1624) p. 44; and Agrippa (1531/1651) vol. 2, p. 191.
79 For different conclusions, see Pinto (1997) p. 61; and Holman (1999) p. 6o.
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of happiness (pavan 7: the coalescence of old and new devices). It is Lachrime
Antigque, the old/original tears, which through a slow process are metamorphosed
into Lachrimae Vers, the true, uncorrupted tears. It is tempting to suggest that this
is what Dowland refers to when stating in the dedication to Queen Anne:

Vouchsafe then (worthy Goddesse) your Gracious protection to these
showers of Harmonie, least if you frowne on them, they bee Metamor-
phosed into true teares.””

RESUME

I 1604 udgav John Dowland Lachrima, or Seaven Teares. Samlingen, der bestdr af 21
instrumentale dansesatser, heriblandt de syv beromte tarepavaner, er dedikeret til
dronning Anne, Christian IV’s soster. Narvaerende artikel soger at belyse samlin-
gens overordnede struktur med inddragelsen af tidens allegoriske og symbolske
begreber.

Samlingens mest originale satser — de syv Lachrime-pavaner, som specielt frem-
haves i titlen — er genstand for en narmere analyse, der bestir af to dele: 1) da
den forste pavane Lachrime Antique er et arrangement af hhv. Dowlands lutsolo
“Lachrima Pavan” og hans lutsang “Flow my teares”, er en fortolkning af digtet
sammenholdt med andre digte fra perioden, ligesom den clisabethanske filosofi og
astetik er inddraget; 2) den musikalske analyse tager sit udgangspunkt i samtidens
musikteoretiske begreber. Hele analysen sammenstilles med de enkelte pavaners
latinske titler og plads i samlingen.

Sdledes afdaxkkes det, hvordan Dowland madske har sogt at illustrere den
umaddeligt populare filosofiske forestilling om menneskets higen efter at opna
samme lyksalige tilstand som Adam og Eva for uddrivelsen fra Paradiset.

7' Dowland (1604) sig. A2".
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En indkvedsning af symbolismen og en sevlig musikalsk
symbolisme inden for det moderne

Af ESBEN TANGE

n af ‘det modernes™ vigtigste fremtraedelsesformer er symbolismen, der i
Danmark fik en vasentlig stemme i tidsskriftet Taarnet. Heri skrev tidsskrif-
tets redaktor Johannes Jorgensen i 1893 artiklen “Symbolisme™:

Kunstneren derimod fatter, instinktmassigt og intuitivt, Tilverelsens sande
Vasen. Han foler sin Sjels Sammenhang med Naturens Sjal og aner bag
Tingenes tilsyneladende Ligegyldighed en hjemlig Verden, hvori hans Aand
har en evig Indfedsret.

Den sande Kunstner er derfor ngdvendigt Symbolist. Hans Sjal gen-
kender bag de timelige Ting den Evighed, hvoraf hans Sjzl er udsprungen.
[...] Virkeligheden bliver for ham kun en hgjere Verdens Symbol.?

Johannes Jorgensens artikel i Taarnet kan opfattes som en programerklering for
symbolismen i Danmark. Aret inden skrev den ostrigske forfatter og litteratur-
kritiker Herman Bahr sit programskrift om symbolismen, hvori han ger rede for
en overleveret symbolisme — forstaet som romantikken fra Goethe til Wagner og
Victor Hugo — og si en ny symbolisme, hvis kodeord er nerver og stemning.’
Igennem det sansebare symbol vil den nye symbolistiske kunstner fastholde og
udtrykke den stemning, der forer ind til selve nerven — til den enkelte kunstners
mentale tilstand. Men samtidig har den symbolistiske kunstner ogsa kontakt med
en storre verden uden for det rent menneskelige. Han genkender den “Evighed,
hvoraf hans Sjal er udsprungen”, som Johannes Jorgensen skriver. Bide i roman-
tikken og i symbolismen er der en grundforestilling om, at verden er metafysisk;
at verden er storre og mere end den erfaringsverden, vi normalt opfatter. Men i
modsatning til symbolisterne, der i trods mod naturalismens andlese materia-

* Narvarende artikel er baseret pa forfatterens kandidatspeciale, Esben Tange: Symbol og symbo-
lisme ombring dr 1900 eksemplificeret ved Rued Langganrds Sfervernes Musik, Musikvidenskabeligt
Institut, Kebenhavns Universitet, 1999. Specialet bestir af en teoretisk diskussion af symbo-
lisme og musikalsk symbolisme, en symbolistisk betydningsanalyse af Rued Langgaards Sferer-
nes Musik (1916-18) samt en indkredsning af en sarlig symbolistisk musikastetik galdende for
Rued Langgaards musik i drene 1915-24.

I Jf. diskussionen af ‘det moderne’ nedenfor s. 43.

2 Johannes Jorgensen: “Symbolisme” (1893), Taarnet. Udgivet af Johannes Jorgensen 1893-1894.
Fotografisk optrykt med efterskrift oy vegistre ved F.J. Billeskov Jansen, Kobenhavn 1981, bind 1, s. 5.

3 Hermann Bahr: “Symbolisten” (1892), Gotthart Wunberg (ed.): Die Wiener Moderne. Litera-
tur, Kunst und Musik zwischen 1890 und 1910, Stuttgart 1981, s. 248-54.
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lisme insisterer pa en dndelig dimension i tilvarelsen, kunne romantikkens kunst-
nere referere til en panteistisk verdensanskuelse, idet troen pa en enhed mellem
Gud og verden stadig var intakt. Denne tro er baseret pa en lengsel efter en
< : b) . . . . .

gylden tidsalder’, der ganske vist fortoner sig i en fjern fortid, men ikke desto
mindre er styrende for den romantiske forestillingsverden:

Vor Zeiten, wohl unendlich fern, mufd die Welt einmal eine universale har-
monische Einheit gewesen sein, ein goldenes Zeitalter, in dem es keine
Trennung, keine Grenzen gab, weder zwischen Mensch und Natur, noch
zwischen den Kiinsten.#

Til trods for at den romantiske bevidsthed er praget af identitetskrise og tabs-
folelse, da der er et misforhold mellem den umiddelbare virkelighed og den al-
ment givne forestilling om en oprindelig universal harmonisk enhed, si er der
altsa netop denne forestilling at soge tilflugt i. Derimod gzlder det for symbolis-
terne, at “oventil er Udsigten lukket for det moderne Menneske”’ hvilket er en
indirekte reference til Friedrich Nietzsches manende formulering: “Gud er dod™®
og en papegning af, at der ikke lengere er nogen religios og etisk konstant at
henvise til, hverken i menneskelivet eller i kunsten. Ikke desto mindre forsoger
den symbolistiske kunstner at opbygge en metafysisk forankret virkelighedsfor-
stdelse, der kan udfylde det dndelige tomrum, som gudstabet har efterladt. Der-
ved bliver det ogsd muligt at skabe en dndelig klangbund for symbolet.

Det mangetydige symbol

Denne dndelige klangbund er oftest af synkretistisk karakter, idet symbolisterne i
hgj grad ma skabe og udtrykke deres metafysiske forestilling ved hjzlp af de over-
leverede filosofiske og religiose systemer, der nu forbindes pd en ny made. Dette
kan bl.a. opleves i Alexander Skriabins orkestervaerk Prometheus. Ilddigt (1908-10)7
og i Rued Langgaards Sferernes Musik, der begge refererer til en teosofisk fore-
stillingsverden.® En konsekvens af, at den enkelte kunstner ma opbygge et eget
betydningsunivers af synkretistisk art eller valge ud blandt tidens mere eller mindre
veldefinerede filosofiske og religiose retninger, er, at den dndelige klangbund,
som symbolet opererer i, udger et udstrakt kontinuum, der kan opfattes som den
symbolistiske tidsdnd. Skiftende elementer af dette kontinuum gores sa til kerne-
punkter hos den enkelte kunstner og i det enkelte kunstvark. Af samme grund er
symbolbrugen og dermed ogsd det symbolistiske kunstvark som siadan i udstrakt
grad individualiseret:

4 Peter Rummenholler: Romantik in der Musik, Kassel 1989, s. 13.

5 Jorgensen (1893) s. s3.

6 Friedrich Nietzsche: Saledes talte Zarathustra, Kobenhavn 1983, s. 9. Varket er skrevet 1883-8s
og forste del, hvori gudstabet tematiseres, udkom 1883.

7 Faubion Bowers: “Prometheus: The Poem of Fire”, i partituret til Alexander Skriabin: Prome-

theus. The Poem of Fire, London 1980, s. iii.

Teosofien er en vasentlig forudsatning for ikke blot Sferernes Musik, men for en rakke varker

i Langgaards symbolistiske periode 1915-24; jf. Tange (1999) s. 89-100.
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Das gleiche Symbol mag fiir den Autor etwas anderes bedeuten als fiir den Le-
ser, und fiir den einen Leser etwas anderes als fiir den anderen. Aus alledem geht
hervor, daf8 ein Symbol nicht in einer einzigen Schicht des Geistes wurzeln
und sich nicht auf einer einzigen Ebene des Seelenlebens bewegen kann [...].9

Som en konsekvens af symbolets mangetydighed kraver det et eksplicit studie af
en rakke faktorer at aflese symbolerne i et symbolistisk kunstvark, bl.a. indsigt i
den pagzldende kunstners metafysiske forestillingsverden samt klarlegning af,
hvordan denne afspejler sig i symboler i vedkommendes kunstvarker. Disse sym-
boler sanses gennem stemningen, der ofte er et labilt univers med udgangspunkt
i en konkret kunstnerisk virkelighed og med trade ud i det “moderne nerveliv?,
som den danske litteraturkritiker Valdemar Vedel i 1888 betegnede tidens dnde-
lige atmosfare.’® Som en konsekvens af det kaldte symbolisterne sig ogsd synte-
tister, idet de mente deres kunst bestod af en syntese, hvor det ydre og det indre
— natur og sind — smelter sammen, og hvor form, betydning og sansning bliver ét.

Distancering

Pa samme tid som det symbolistiske kunstvark er praget af en syntese, hvor en
rekke elementer samles til et hele, er det ogsa et splittet og sammensat vark, da
det afviser naturalismens mere virkelighedsnare motivafbildning. Proportionerne
er ofte atypiske og sammensxtningen af elementer forer til en distancering fra de
velkendte konfigurationer. Distancen opstdr, idet det naturalistiske forleg for
kunstvarket pd den ene side kan skelnes og pa den anden side slores af de kunst-
greb, der foretages. Der er altsd et skin af det bekendte, men samtidig en om-
formning, som sxtter det kendte i en distanceret belysning.

Distanceringen er fundamental i den symbolistiske kunst, da den symbolistiske
betydningsdannelse delvis er en konsekvens af de brudflader, der opstar ndr vante
logiske sammenhange mellem forskellige elementer i kunstvarkets fremtoning
nedbrydes. Sammen med betydningsfelter placeret uden for det konkrete kunst-
vark er brudfladernes karakter og indhold styrende for kunstvarkets endelige
betydning, og som en folge af dette er der i princippet ingen granser for, hvilke
motiviske elementer det symbolistiske kunstverk kan besta af. Af samme grund
er symbolisme ikke en stil.

Symbolismus ist kein Stil; er bedient sich jedoch vielfiltiger Stilmittel, die er
seiner jeweiligen Aussagetendenz anpafit, und gleicht damit dem Manieris-
mus. Alle symbolistischen Mittel dienen zunichst der Verfremdung, der Auf-
16sung konventioneller Naturvorstellungen: die Natur mufd gleichsam aufge-
lockert werden, um neue Vorstellungen beinhalten zu kénnen.™

9 Hans H. Hofstitter: Symbolismus und die Kunst der Jahvhundertwende, Koln 1965, s. 45-46.

1o Henrik Wivel: Den store Stil. Dansk symbolisme og impressionisme omkring dr 1900, Kobenhavn
1995, S. 24.

' Hofstitter (1965) s. 78.
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Due to copyright conditions
this illustration has been removed.

Please refer to a printed copy of the issue.

1. 1. J.E. Willumsen: Frugtbarhed, vadering (1891).

I forlengelse af ovenstiende arbejder Hofstitter med begrebet permutation.™
Permutationen opstdr, ndr der i det samme kunstverk sammenfores forskellige
elementer, som ud fra en naturalistisk kunstopfattelse ma opfattes som fremmed-
legemer i forhold til hinanden. Dette kan forega pa to niveauer, der er indbyrdes
uathengige: naturalistisk permutation og stilistisk permutation. I tilfelde af en
forandring eller kunstig praegning af et naturalistisk motiv — som f.eks. afbildning
af fantasi- og fabeldyr — drejer det sig om naturalistisk permutation, og i tilfelde
af en sammenforing af forskellige stilarter i det samme kunstvaerk er der tale om
stilistisk permutation. Som en folge af den stilistiske mangfoldighed, der praeger
den stilistiske permutation, fremgir det ofte, at den symbolistiske kunstner i
samme vark bidde benytter sig af fortidens og samtidens stilistiske hovedretnin-
ger. Herved understreges det, at symbolismen som navnt netop ikke er en stil,
men snarere en @stetisk strategi og virkelighedstilgang.

Tingen

Samtidig med at der benyttes en anden logik end den overleverede i sammensat-
ningen af det symbolistiske kunstvarks delelementer, dyrkes sxrlige fysiske frem-
tradelser ofte i en usedvanlig grad. Derved opstar der et usedvanligt sanseligt
udtryk, der kan sammenfattes i begrebet ‘tingen’

12 Hofstitter (1965) s. 81-91.
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J.E. Willumsens radering Frugtbarhed (1891) (se ill. 1) er trods en primitivistisk
stil bade et eksempel pa en usedvanlig samtidighed af verkelementer og et mon-
stereksempel pa dyrkelse af ‘tingen’ hvilket kommer til udtryk i de omhyggeligt
udpenslede tern pa den gravide kvindes forklede samt i det sindrige net af forgre-
ninger, der skabes ud fra et enkelt aks” knopskydninger. Herved fremelsker de
ornamentale forgreninger en ‘tingens’ egen @stetik og tilforer kunstvarket et dyna-
misk element i samspillet med det motiviske udgangspunkt. Denne dyrkelse af
‘tingen’ kan have et utal af former. Hos symbolistiske digtere kan det komme til
udtryk i en serlig sprogtone eller i eksponeringen af et serligt miljo, og hos
komponisterne kan der f.cks. opleves en forkarlighed for serlige instrumenteringer
eller akkordmassige strukturer.

I ‘det moderne’ fir det materialistiske i form af ‘tingen’ en anden betydning
end det havde i naturalismen, da det i ‘det moderne’ dyrkes for sin evne til dels at
vare eksponent for det strengt personlige, der er knyttet til en subjektiv sansning
af genstande og elementer praget af serlige materialistiske karakteristika, dels for
at udgere det punkt, der giver adgang til en dndelig dimension hinsides ‘tingens’
fysiske fremtraedelse. I tilfeldet med Willumsens Frugtbarhed understottes dette
skift i betydning af det digt, der indgar i selve motivet.

Lart ancien a son ancienne langue ~ Den gamle kunst har sit eget sprog
que le monde peu 4 peu a appris &  som man lidt efter lidt lerer at
comprendre. Un art nouveau a une  forstd. En moderne kunst har et
langue nouvellement formée que le  nyt sprog som man ma lere, for
monde doit apprendre avant de la  man forstar den.'3

comprendre.

Henrik Wivel kalder Willumsens radering for “et programvzark for halvfemsernes
symbolisme”'# idet teksten varsler en moderne kunst med et nyt sprog: symbo-
lismen. En del af det nye sprog kommer i dette tilfzlde til udtryk ved, at selve
kunstvarket ikke blot bestdr af traditionelle motiviske elementer, idet teksten er
ridset ind i stalpladen og omslynger aksets rod, som var det en del af motivet. To
forskellige medier — et billedligt og et tekstligt — er altsa forenet og kan saledes
tilfore hinanden betydning, lige savel som de hver iszr, isoleret set, kan formidle
en egen betydning. I praksis er Willumsens Frugtbarhed bade en programerkla-
ring for den nye symbolistiske kunst som siadan, og sd desuden et symbolistisk
billede i sig selv, der pa samme tid skildrer og besvarger frugtbarheden. Og for at
ingen skal vaere i tvivl om betydningen af Frugtbarhed, har Willumsen if. Henrik
Wivel endda forsynet raderingen med en ledsagende forklaring: “En frugtsomme-
lig Kvinde og et af sig selv stadig spirende Ax som Symbol paa Formeringen™'S

Ganske vist er der ikke noget nyt i, at et kunstvaerk som f.eks. Willumsens
radering har en titel, ligesom der heller ikke er noget usedvanligt i, at kunstneren

13 Oversattelse i Leila Krogh: Katalogboyg. J.F. Willumsens Museum, Kobenhavn 1986, s. 12.
4 Wivel (1995) s. 26.
15 Wivel (1995) s. 26.
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har knyttet ledsagende forklaringer til kunstverket. Derimod er det nyt, analogt
med ‘det nye sprog’ som navnt ovenfor, at teksten, og det teksten formidler, er
blevet en integreret del af kunstvarket, siledes at tekst og — i dette tilfxlde et
visuelt — kunstnerisk udtryk begge er blevet forudsatninger for opfattelsen af
kunstvarket i sin helhed. Dertil kommer at Frugtbarbed er et godt eksempel pa
skabelsen af en szrlig stemning, der ofte praeger symbolistiske kunstvarker. Litte-
raturforskeren Bo Hakon Jorgensen betoner det symbolistiske kunstvarks “be-
strebelse pd at suggerere en stemning af betydning”™® hvilket oftest foregar ved
sd at sige at forlenge og fastholde en stemning i tid. Pd dette felt har musikken et
fortrin, da toner netop udspiller sig i tid og kan fastholdes over lengere strak,
hvorved en sjxlelig tilstand kan rodfastes. Men ogsa forfatteren eller billedkunst-
neren kan opbygge en stemning. Enten ved hjzlp af et sliende billedligt udtryk
eller ved hjalp af en sarlig dyrkelse af ‘tingen’. I tilfeldet med Frugtbarhed op-
leves dette iser via det vidt forgrenede aks, der lader til at fortsette udover
raderingens flade. Derved oplever man som beskuer, at dette blot er spiren til
et maske uendeligt fletvaerk af indbyrdes relationer, hvilket stemmer godt overens
med udsagnet om frugtbarhed, da det ufedte barn stadig kun star pa tersklen
af det egentlige jordiske liv. Willumsens Frugtbarbed udtrykker altsa en stem-
ning af spirende liv, der i sin natur som uendeligt forgrenet og uoverskueligt
forlengst har sprangt den tilstillede billedramme. Herved viser stemningen sig
ogsa i princippet at vare allestedsnarvarende og af syntetisk karakter; den raekker
ind i menneskets psyke, den indhyller virkelighedens fysiske fremtoning, og i
kunstvarket skaber stemningen en sanselig baggrund og foruds®tning for sym-
bolernes virke.

Symbolistisk kunst

Med udgangspunkt i den prasenterede forstielse af symbolismen som en histo-
risk forankret virkelighedstilgang og selvstendig wstetisk retning opfattes den
symbolistiske kunst som en metafysisk kunst, der udspiller sig i det tomrum,
gudstabet har efterladt. Herved refereres der bade til lighedspunkterne og for-
skellene mellem symbolbrugen i henholdsvis romantikken og symbolismen, da
den metafysiske dimension er geldende for bide den romantiske kunst og den
symbolistiske kunst, mens gudstabet er et sarligt vilkir, der kun er geldende for
symbolismen omkring ar 1900 og frem.

Det enkelte symbolistiske kunstvark er praget af sansebare symboler, der ud-
trykkes igennem stemninger. Heri indgir en dyrkelse af ‘tingen, men samtidig
forudsattes det, at den enkelte kunstner er i stand til at skabe en andelig betyd-
ning af syntetisk karakter igennem de stemningsbarne symboler.

16 Bo Hakon Jargensen: “Feberen i blodet — om suggestion og symbol”, Bente Scavenius (ed.):
Grib tiden, Kobenhavn 2001, s. 188.
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Musikalsk symbolisme og ‘det moderne’

De symbolistiske kunstformer par excellence er poesi og malerkunst.”” Derimod
er symbolisme ikke anerkendt som en musikalsk betegnelse.”® Det er dog muligt
at indkredse en selvstendig musikalsk symbolisme inden for Carl Dahlhaus’ for-
stielsesramme for en selvstendig musikhistorisk periode fra 1889 til 1914, som
karakteriseres som ‘det musikalsk moderne’, og som er baseret pA Hermann Bahrs
beskrivelse af ‘det moderne’’® Ganske vist havde begrebet ‘det moderne’ ikke
nogen entydig betydning omkring 1900,%° og tillige falder en del af de varker,
der kandiderer til at kunne forstas inden for begrebet ‘det musikalsk moderne’,
uden for den tidsramme pd 25 dr, som Dahlhaus opstiller for perioden. Men da
‘det moderne’ blev opfattet som en bred forstielsesramme for tidens andelige
selvforstdelse,?! udgor det ogsd en vigtig forudsetning for — samt et selvstendigt
spor i — den efterfolgende tids kunstopfattelse og dermed ogsd en mulig @stetisk
strategi for den umiddelbare eftertids komponister.

Hos bl.a. Hermann Bahr fir man en fornemmelse af, hvilken forandrende
kraft ‘det moderne’ udgjorde i datidens samfund. I hans essay “Die Moderne” fra
1890 er tonen desperat og defaistisk, og sproget er praget af religiose billeder
bade i beskrivelsen af ‘det moderne’ som en undergangskultur og i prasentationen
af den mulige udfrielse i kraft af ‘det modernes tro’

Es geht eine wilde Pein durch diese Zeit und der Schmerz ist nicht mehr
ertriglich. Der Schrei nach dem Heiland ist gemein und Gekreuzigte sind
iiberall. Ist es das grofie Sterben, das iiber die Welt gekommen? [...]

Daf} aus dem Leide das Heil kommen wird und die Gnade aus der Ver-
zweiflung, dafl es tagen wird nach dieser entsetzlichen Finsternis und daf}
die Kunst einkehren wird bei den Menschen — an diese Auferstehung, glor-
reich und selig, das ist der Glaube der Moderne.??

Kunsten er altsd det medium og den andelige kraft, der skal udfri menneske-
heden af den lidelse, som Bahr bl.a. omtaler som “den store ded”?3 Et af de

7 Digteren Charles Baudelaire opfattes af mange som en stamfar til symbolismen, der siden blev
praeget af bl.a. digteren Stéphane Mallarmé i Frankrig. Ogsa billedkunstnerne Paul Gauguin og
Odilon Redon var centrale skikkelser i symbolismen. Blandt de forende danske reprasentanter
finder man bl.a. Johannes Jorgensen og Sophus Claussen samt J.E. Willumsen og Johan Rohde.
F.eks. er ordet “symbol” eller “symbolisme” overhovedet ikke navnt i New Grove Dictionary of
Music and Musicians (1980).

19 Carl Dahlhaus: Die Musik des 19. Jahviunderts (Neues Handbuch der Musikwissenschaft 6),
Laaber 1980, s. 280.

2© Tange (1999) s. 8.

21 Dahlhaus opfatter ikke sin tidsramme for ‘det musikalsk moderne’ som ufravigelig. Afhengig
af hvilke kriterier man satter, kan ogsi 1908 og 1924 opfattes som afslutning pa det ‘det mo-
dernes’ epoke og dermed som den egentlige begyndelse pa ‘det 20. arhundredes musik’. Dahl-
haus (1980) s. 281.

22 Hermann Bahr: “Die Moderne” (1890), Wunberg (1981) s. 189.

23 Herved skaber Hermann Bahr en forbindelse mellem en bibelsk dommedagsforestilling og ‘det
modernes’ virkelighed praget af gudstabet, som det formuleres af Nietzsche med “Gud er dod”



44 Esben Tange

musikverker fra artierne omkring 1900, der forholder sig til — og forseger at ride
bod pid — denne situation er Langgaards Sferernes Musik, der selvom det er kom-
poneret 1916-18 her henregnes under ‘det moderne’. Varket har tillige en rakke
symbolistiske karakteristika, da det er praget af en distancering fra kendte musi-
kalske formtyper og stilistiske udtryk og inddrager et metafysisk betydningsfelt.
Dette ses bl.a. i form af en rakke deloverskrifter, der er knyttet direkte til passa-
ger i den musikalske tekst (se ill. 2).

SPHARENMUSIK

Eine Lebens- und Todes-Fantasie
fiir Soli, Chor, grosses Orchester und ein fernes Orchester

von

RUD LANGGAARD

geb. 1893 in Kopenhagen

Wie Sonnenstrahlen auf einem mit duftenden Blumen bedeckten
Sarg. —

Langsam
mristen f 2t e
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Wie Sternenschimmer an einem bliulichen Himmel bei Sonnen-
untergang. —

Horner elc
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langsam—-—"

Wie die Brechung der Sonnenstrahlen in den Wellen. —

Langsam—"" e
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Wie Tauperle schimmert in der Sonne an einem schénen
Sommermorgen.

Sehnsucht — Verzweiflung — Extase.

mﬁ;—}i g ==—====—  Weltseele — Abgrund — Allerseelen.
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N . > > > etc.
_,_ﬁﬂ -:*.:_‘ e Ich will —1

Chaos — — — Ruin —,-— fern und nah —

Blumen welken — —

Blick durch Trinen auf die Sonne — — —

Ein menig belebt. —

22 b opbey e

&y:_tir F :ivifgv‘ i o s Glockenreigen: Siehe, er kommt — — —
Viol. p ‘ | ¥ye L ’5 l:

Blumenevangelium — aus weiter Ferne.

Der neue Tag — —

Das Ende: Antichrist — Christ. — — —

11l 2. Programbladet til uropfovelsen af Sfevernes Musik i Kavisruhe den 26. november
1921. Genyivet efter Bendt Viinholt Nielsen: Rued Langganrd. Biografi, Kobenhavn
1993, 5. 78-79.

Deloverskrifterne udger i Sferernes Musik en vasentlig del af de ekstramusikalske
elementer, der sammen med det klingende tonevark indgar i symboldannelsen.
Ved hjelp af eksempler fra netop Sferernes Musik og med udgangspunkt i den
overordnede symbolismeforstaelse, som er sammenfattet i afsnittet om symbolis-
tisk kunst, beskrives der her en rakke karakterer, der er eksplicitte for den musi-
kalske symbolisme: Momenter, permutationer, stemning, en anden logik og betyd-
ningsdannelse.
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Momenter

[...] besynderlig sferemusik med allehinde mere eller mindre pragnante
motiver aflgst af en fabelagtig larm med ni pauker og underlig hurtig klokke-
bimlen. Stil: hér Mahler, dér Schreker og dér Strauss, men alle misforstiet.>4

Som den tyske anmelder bemarkede ved opferelsen af Sferernes Musik i 1922, er
varket bl.a. praget af stilblanding.>S Dette er et typisk trak ved den symbolistiske
musik og forer oftest til en sammensat storform, som ikke folger et traditionelt
udviklingsforleb med en fortlobende progression. Derved nedtones den tidslige
dimension, da der ikke udfoldes et samlet tidsligt forlob i hele varkets udstrak-
ning, men til gengald forer manifestationen af en fortlobende rakke af klanglige
gestalter til en rakke musikalske tilstande praeget af serlige rumlige karakteris-
tika. Disse klanglige gestalter bestar ofte af en egen tonestruktur og klangfarve,
som ikke bliver til som folge af en musikalsk bearbejdning gennem f.eks. tema-
tisk og tonal udvikling. I stedet prasenteres disse klanglige gestalter som kom-
plette blokke, der som regel optrader i det musikalske forlob uden forvarsel.
Dette giver sclvfolgelig problemer i forhold til de traditionelle analysemetoder
knyttet til musik i den klassisk-romantiske tradition, der bade tonalt og form-
massigt er baseret pa en forestilling om sammenhang og udvikling. Derfor har
Bendt Viinholt Nielsen i forbindelse med arbejdet med Langgaards musik skitseret
en formmodel, hvor musikken opfattes som bestiende af en raekke ‘momenter.

Et moment kan sd defineres som et antal takter, der er “stemningsbarende”
i kraft af en egen melodik, harmoni, rytme, klangfarve og styrkegrad. Mo-
menter er den uorganisk konciperede musiks byggeklodser, der i princippet
er uathengig af tematiske og motiviske forhold, men som hver for sig er
karakteriseret ved stilistisk egalitet. Stil, gestik og klangfarve er lige sa vigtige
karakteristika som en melodisk bevagelse. Et moment kan siledes vare alt
fra et tema med akkompagnement til en to takter lang, vildt gestikulerende
passage, der indgdr som kontrastelement i en sats.?%

I kraft af den s@rlige sammensztning af musikalske parametre har hvert moment
en musikalsk identitet og er ofte barer af en egen stemning analogt med den

24 Anmeldelse 18. maj 1922, Berliner Lokal-Anzieger, af opforelsen af Sferernes Musik i Berlin den
10. maj 1922. Citeret efter Bendt Viinholt Nielsen: Rued Langgaard. Biografi, Kobenhavn 1993,
s. 100.

25 Ogsi i dag opfatter mange Rued Langgaards musik som usammenhangende og fragmenta-
risk. Dette kom bl.a. til udtryk ved den engelske forsteopforelse af Langgaards Symfoni nr. 4
Lovfald, der er beslegtet med og komponeret samme dr, som Sferernes Musik blev konciperet
(1916). Symfonien blev spillet den 16. oktober 2001 i Birmingham og den 18. oktober skrev
Andrew Clements bl.a. folgende i sin anmeldelse i The Guardian: “There’s a programme of
sorts (each section has a seasonal title); but it doesn’t help to tease out the often clotted
textures and abrupt transitions. The style is late Romantic, with more Wagner and Strauss
than Brahms in the mix, but sometimes textures are allowed to pile up in an almost Ivesian
way: the proportions are strange, and the thematic integretation almost half-hearted”.

26 Viinholt Nielsen (1993) s. 275.
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betydning, som navnes i afsnittet om symbolistisk kunst. Foruden den stemning,
som skabes med musikalske virkemidler, er der ved begyndelsen af en rakke af
momenterne knyttet de tidligere naevnte deloverskrifter. At stadfeste, hvor det
ene moment slutter og det naste begynder, bygger nedvendigvis pi en fortolk-
ning, men netop i tilfeldet med Sferernes Musik er denne fortolkning enkel at
foretage, da momenterne er si godt som identiske med varkets umiddelbart op-
fattelige struktur. Dette er ogsi tilfeeldet i overgangen mellem de to sidste momen-
ter: moment 21 (takt 549-98) og moment 22 (takt 599-620), der ma opfattes som
varkets kulmination (se eks. 1, s. 48-49). De to momenters afsluttende karakter
er understreget ved den sidste deloverskrift “Das Ende: Antichrist — Christ. -7
som er knyttet til motiver, der forste gang optrader i begyndelsen af moment 21
(jf. oversigten over deloverskrifter).

Moment 21 bestar af i alt 5o takter praget af eskalerende nuancer og tempo.
Under hele forlgbet har kor og pauker udholdt en d-mol akkord samtidig med,
at der har varet en gennemgaende klokkeringning pa C. Ind over dette statiske
tonebillede er der i stigende grad skyllet kaskader af D-dur pragede skalabevagel-
ser i blasere og strygere. Dette kaotiske lydbillede afloses s brat i takt 597 af en
pauke- og bakkenhvirvel samt strygertremolo, der alle skal fastholdes i et minut.?”
Derefter folger en generalpause og det afsluttende moment 22 intoneres af en
B-dur septimakkord i strygere, pauker og harpearpeggio i fjernorkestret (dog
tilfojes akkorden en sekst, da der spilles g i forstecello-stemmen). Desuden svober
et sdkaldt ‘glissando-piano’ momentet i et kromatisk klangteppe ved at lave
glissader op og ned ad alle klaverets strenge. Alt i alt er overgangen mellem
moment 21 og moment 22 et musikalsk sceneskift med @ndringer inden for de
fleste musikalske parametre.

Permutationer

En direkte konsekvens af det momentopdelte forleb er en distancering i forhold
til en traditionel musikalsk udvikling. En lignende distancering gor sig geldende
som folge af de tidligere navnte stilistiske og naturalistiske permutationer, der
kendetegner det symbolistiske kunstvaerk. I den musikalske symbolisme opstir
der stilistiske permutationer ndr forskellige stilistiske udtryk — ofte fra forskellige
historiske perioder — sammensattes i ét musikalsk forleb. Naturalistiske permuta-
tioner opstdr, nar et givet musikalsk udtryk gradvist undergar en forvandling, hvor-
ved f.eks. en kendt satstype mister sin musikalske identitet og karakter.

Sfurernes Musik er praget af stilistisk permutation i en rakke af momenterne i
det midterste hovedafsnit, da Langgaard her liner stilistiske elementer, der enten
oprindeligt er knyttet til tidligere tiders musik eller blot adskiller sig fra de ovrige
stilistiske elementer, som optrader i varket. Dette sker bl.a. i overgangen mellem
moment 21 og moment 22 (se¢ cks. 1).

27 Akkorden i takt 597 i strygerne er en formindsket firklang (noteret cis-e-g-ais), der kan opfat-
tes som en ufuldkommen dominantnoneakkord (cis-e-g-b), der efter det lange D-dur/mol-
tonale afsnit fungerer som en halvslutning over et orgelpunkt pa tonen d i de ni pauker.
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Els. 1. Rued Langgaard: Sferernes Musik, t. s94-60s. Overgangen fra moment 21 til
moment 22. Copyright © 1917 Edition Wilhelm Hansen AS, Kobenhavn.
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Naturalistisk permutation finder man f.eks. i moment 12, der har overskriften
“Blumen welken” (se eks. 2). Dette afsnit begynder med en klassisk strygersats
med D-dur-preg, som med sin karakteristiske leg med den store og lille septim
har lighedstraek med Carl Nielsens stil. Efterhinden undergar momentet dog en
naturalistisk permutation, da de melodiske elementer bliver kortere og satsen bliver
mere gennemsigtig og munder ud i en kadence for soloflgjte. Satsen krakelerer sa
at sige indefra og dor derefter ud, hvilket skaber en distance til den livskraft og
soliditet, som brugen af en kendt og velfunderet musikalsk teknik og stil signale-
rede. Derved skabes der med musikalske midler et udtryk, der kan komplemen-
tere det billede pd uddeen og tab, som pa det ekstramusikalske plan formuleres
med titlen “Blumen welken”

333 [MOMENT 12]
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Stemning

Den symbolistiske kunsts karakter af at udtrykke sig i stemninger understottes i
den musikalske symbolisme af en musikalsk form praget af momenter, da disse
ofte har en statisk karakter, der fastholdes over tid. Derved kan den tidligere
nxvnte suggestion udstrakkes i en grad, sa den har mulighed for at manifestere
sig som en folelsesmassig og sjelelig tilstand hos lytteren, alt imens det opleves,
at tiden sa at sige gar i std. Den s@dvanlige bevidsthedsmassige samtidighed af
mange indtryk og folelsesmassige impulser samles til en mere entydig tilstand,
hvor det bliver muligt at ane den betydning og enhed, som symbolet reprasente-
rer og giver adgang til. Der skabes dog aldrig nogen entydig overensstemmelse
mellem lytteren og symbolets bagvedliggende betydningsfelt, da dette har myste-
riets karakter og derfor kun kan anes i glimt.

Stemningsforlebene bryder med den sxdvanlige dialektiske udviklingslogik,
hvor forskellige udtrykselementer konfronteres og skaber en organisk dynamisk
udvikling, da den stemningspragede musik netop ikke er dynamisk, men i stedet
er praget af naesten umarkelige @ndringer eller abrupte skift, hvor der skiftes til
en helt anden musikalsk tilstand. I nogle tilfelde, som f.cks. Charles Ives” The
Unanswered Question (1908) kan et helt vark vere underlagt den samme stem-
ningstilstand, mens der i andre varker forekommer en rakke stemningsafsnit.
Dette er tilfaeldet med Sferernes Musik hvor moment 12 med den uddeende stryger-
sats og den afsluttende flojtesolo udtrykker en forfaldsstemning. Moment 21 med
sit udholdte tonevirvar udtrykker derimod en stemning af pulserende bersark,
der pludselig afsluttes med en veritabel nedsmeltning af den musikalske sats. Nar
musikken igen begynder i moment 22, er det i en fjern flimrende stemning pra-
get af svage nuancer og med et gennemsigtigt lydbillede tilfort himmelske klange
af harpen i fjernorkestret.

En anden logik

Til trods for at opdelingen af et symbolistisk musikvark i stemningsbarne momen-
ter skaber en form for klarhed og overblik i det musikalske forlob, giver det ikke
nogen overordnet fortaelse af vaerkets indhold og betydning, da det ikke — pa det
storformale niveau — er opbygget efter logiske principper af musikalsk art. Deri-
mod er det muligt, at der viser sig en anden form for logik, hvis de musikalske
elementer sammenholdes med det bagvedliggende betydningsfelt, og der derved
tages hojde for, at den symbolistiske kunst er en metafysisk kunst, der udspiller sig
i det tomrum, gudstabet har efterladt. Spendvidden i dette felt slis i Sfarernes
Musik allerede an i Langgaards mottolignende forord:

Die himmlische und irdische chaoti- ~ Den himmelske og jordiske kaoti-
sche Musik von roten, glithenden ske musik fra rede, glodende
Saiten, mit denen das Leben mit strenge, som livet spiller pd med
Raubtierkrallen spielt — mit der rovdyrklor — dette liv med dets

regenbogenfarbigen Krans um ihr regnbuefarvede krans om sit
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Antlitz mit dem stereotypen — marmoransigt og det stereotype,
doch lebenden — dimonischen dog levende, demoniske smil som
Licheln wie von Lilienwinglein. fra liljekinder.23

Den grenselose dimension, som musikken her forbindes med, tilfores yderligere
en metafysisk karakter, nar man ser pd det udviklingsforleb, som Langgaard har
udtrykt med de 15 deloverskrifter (jf. oversigten). Pa dette verbale, begrebslige
plan gennemgar varket et udviklingsforleb, der abstraktionsmassigt gir fra en
ner fysisk verden til et hojere andeligt stade. Fra begyndelsens konkrete sanse-
berusede billeder (f.eks. “Wie Sonnenstrahlen auf einem mit duftende Blumen
bedeckten Sarg”) over sterke jeg-bundne folelsesudbrud (f.cks. “Sehnsucht — Ver-
zweiflung — Extase” og “Ich will — I”) til en religios forestillingsverden (f.eks.
“Blumenevangelium — aus weiter Ferne” og “Das Ende: Antichrist — Christ ——-").
Og at der virkelig er tale om et udviklingsforlob at metafysiske dimensioner, kan
man forvisse sig om ved at studere Langgaards tanker om Antikrist — Krist, der
var et kernebegreb for ham, og som han formulerede i manuskriptet “Fremtidens
Frelser og Kunsten?® Her tager Langgaard udgangspunkt i en oplevelse af sin
samtid som materialistisk og dndeligt forarmet. Pa den baggrund kritiserer han
den institutionaliserede kirke og plederer i stedet for, at kunsten kan udgere en
religios etisk vardi — “Kunsten som Talsmand for Kirkens Aand” —; men inden
kunsten og dermed menneskeheden kan na sa vidt, skal kunsten fortolke det Lang-
gaard kalder “‘Jeg’ets’ Storhedsfantasier”3° Eller sagt med andre ord:

Altsaa det musikalske Drama som religios, ja, kristelig etisk Vejleder. (Tanke-,
Ord- og Musikdrama) hver paa sin maade: Antikrist som Herold for Krist
(Aab. 17.17).

Thi i “Jeget” er ogsaa “det onde™ lad os da i Guds Navn ogsaa lere at
kende dets Vasen tilbunds “um sehend zu werden”,

En dramatiseret Musik-Gudstjeneste: En ny Kunst.3!

Rued Langgaard forestillede sig, at jeget i sidste instans satter sig i Guds sted i
skikkelse af Antikrist. Kun ved at udleve og erkende dette kan vi komme til en
virkelig forstielse med det guddommelige, mener Langgaard. Set i det perspek-
tiv er Sferernes Musik en skildring — og gennemlevelse — af vejen for menneskehe-
dens fremtidige dndelige frelse. Antikrist der forvandles til Krist. Og dermed er
der ogsd lagt en overordnet metafysisk forstielsesramme ned over varket som
sddan, og i serdeleshed momenterne 21 og 22 “Das Ende: Antichrist — Christ -7

28 Rued Immanuel Langgaard: Sferernes Musik for Soli, Kor o5 Orkester, Kobenhavn 1919, s. 3.

Dansk oversattelse i Viinholt Nielsen (1993) s. 80.

29 Rued Langgaard: “Fremtidens Frelser og Kunsten” (1923), manuskript, 32 s., DK-Kk RLS
139a. If. Viinholt Nielsen er manuskriptet skrevet i forbindelse med et foredrag, Rued Lang-
gaard afholdt i den romerskkatolsk orienterede forening Academicum Catholicum i november
1923; Viinholt Nielsen (1993) s. 116.

39 Begge citater: Langgaard (1923) s. 25.

3t Langgaard (1923) s. 25. Originalens understregning og ortografi.
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der nu kan tolkes langt mere pracist. Den for omtalte fjerne flimrende stemning,
som optrader i moment 22 efter den musikalske bersaerk og nedsmeltning i mo-
ment 21, kan nu fremstd i et forklaret sker, da det, som kunne opleves som mang-
lende musikalske logik, nu kan opfattes som en transcenderende proces hvor
musikken — og med den tilhorerne — haver sig op pd et hojere dndeligt stadium,
cfter at det gamle er giet til grunde.

Betydningsdannelse

Med udgangspunkt i det sidste eksempel kunne man maske tro, at det bare gjaldt
om at finde den rette nogle til et givent symbolistisk musikvark, hvorved alle
musikalske delelementer ville vise sig i et fint menster, som passede ind i en
overordnet metafysisk idé. Men det er ikke kun det symbolistiske kunstvarks
overordnede metafysiske forstielsesramme, som kaster betydninger ind over ver-
kets fysiske fremtoning. Processen gar ogsd den anden vej, da der er elementer i
varkets konkrete fremtredelse, som tilforer betydning til det udenforliggende
betydningsfelt. Foruden almindelige musikalske virkemidler som melodi, tonali-
tet og dynamik kan det ogsa dreje sig om sanselige elementer, der er knyttet til
den tidligere nevnte dyrkelse af ‘tingen’. F.eks. s@rlige akkordstrukturer, motiv-
typer eller en karakteristisk instrumentation, som enten har en almen kulturel
symbolvardi eller maske kun en privat symbolvardi for komponisten.

En af de ‘ting’ Rued Langgaard dyrkede var klokker,3* der bl.a. i form af ror-
klokker, kirkeklokker og orkestrale klokkeimitationer indgdr i rigt mal i hans
musik, bl.a. i Sferernes Musik. Klokkerne lader bade til at vare knyttet helt kon-
kret til Marmorkirken i Kobenhavn og i mere overfort forstand til kirken som
institution, religiose handlinger og religiositet i bredere forstand.33 Set i det lys
er det interessant, at den massive klokkekimen, der kan heores i moment 21 i
Sfurernes Musik 34 er fuldstendig fravaerende i det efterfolgende moment 22, der
via den sidste deloverskrift er knyttet til Krist.

Sammenholdes dette fravar af klokkeringning i den afsluttende transcende-
rende musik med Langgaards Antikrist-Krist-forestilling, der som tidligere nevnt
bl.a. er en kritik af den officielle kirke, kan den berszrk og folgende nedsmelt-

32 Dette kommer bl.a. til udtryk i et erindringsglimt, som Rued Langgaard gemte pa hele livet,
og som ma formodes at vare en af hans absolut tidligste erindringer, da Langgaard pa det
pigaldende tidspunkt var godt et ar gammel: “1894 ‘Parsifal’ i Musikforeningen. Jeg (Rued
L.) i Barnevognen i garderoben I Koncertpal®et — afmagtig ‘grebet’ af de underlige afslut-
tende gralsklokker (Forste Akt). Folte mig i Slegt dermed. - - Haableshed i Barnevognen”
Notesbog, Rued Langgaards privatarkiv, kapsel 3, Hindskriftsafdelingen, Det Kgl. Bibliotek,
Kobenhavn. I denne lille sorte notesbog har Langgaards hustru Constance Langgaard oprin-
delig noteret “Opskrevet efter Udtale af Rued Langgaard” Siden er dette dog streget ud, sa
der nu stir “Notater af Rued Langgaard” Dateret 1952. Valger man at opfatte erindrings-
glimtet som indbildning, er det dog stadig et udsagn om Langgaards fascination af klokker, da
han under alle omstendigheder har folt sig i ‘slegt med” de omtalte gralsklokker.

33 Viinholt Nielsen (1993) s. 283.

34 Denne klokkekimen begynder allerede ved moment 20 (overskrift: “Der neue Tag —”) og
fortsaxtter derefter uafbrudt i 72 takter.
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ning, som foregar i moment 21, opfattes som en oplesning af den kirke Lang-
gaard kendte fra sin samtid. Dette betyder dog ikke, at Langgaard undsiger det
religiose eller kirken som sadan i Sferernes Musik, hvilket bl.a. skyldes den tidli-
gere nevnte B-dur-septimakkord, der i begyndelsen af moment 22 heres i bla.
harpen.35 Bendt Viinholt Nielsen paviser, hvordan netop septimakkorder — og
iseer B-dur-septimakkorder — hos Langgaard er et personligt skabnesymbol, der
pd samme tid er et symbol pd Marmorkirkens klokker og et evighedssymbol.3¢
Det vil altsa sige, at selvom det konkrete klokkesymbol er fravarende — de kimen-
de rorklokker afsluttes brat inden det afsluttende transcenderende moment —; sd er
den religiose dimension stadig til stede, men i en ny form i kraft af septim-
akkorderne. Derved viser det musikalske materiale i Sferernes Musik sig at vere i
stand til at prage karakteren af den forvandling, som er omdrejningspunktet i
Langgaards Antikrist-Krist-forestilling. Samtidig er det ogsa et eksempel pa den
indbyggede dynamik, der kan vare mellem forskellige niveauer i et symbolistisk
musikverk, samtidig med at det bevarer sin syntetiske karakter.

Perspektivering

Der er selvfolgelig andre analytiske tilgange til et symbolistisk vark som Sferernes
Musik end den her anvendte. Det kan man f.eks. se ved at lese Erik Christensens
analyse af Sferernes Musik,37 hvor han sztter fokus pa interaktionen mellem veer-
kets rumlige og tempomassige kvaliteter i forbindelse med en umiddelbar audi-
tiv perception af varket. Men ensker man at forsoge at forstd den mening og den
betydning, der er knyttet til et symbolistisk kunstvark, sa ma man forsoge at
sammenholde det i sin totalitet. Og det vil sige, at der bade tages hejde for
ekstramusikalske elementer af metafysisk karakter og konkrete sansebare vark-
elementer. Det er min overbevisning, at dette med fordel kan gores i en rakke af
Langgaards varker fra iser 10152438 men ogsa hos andre komponister mellem
ca. 1890 og 1925.39 Bl.a. lader varker af Gustav Mahler, Alexander Skriabin og
Charles Ives sig ikke i tilstraekkelig grad forsta ved hjelp af en traditionel analyse.
Og samtidig er der ofte til deres vaerker knyttet et andeligt program, der er pra-
get af en symbolistisk virkelighedsforstaelse.

35 Foruden B-dur-septimakkorden i begyndelsen af moment 22 hores der i ovrigt fra takt 603 en

rakke af septimakkorder i koret.

Viinholt Nielsen (1993) s. 283-84.

37 Erik Christensen: The Musical Timespace, Aalborg 1996, s. 10-21 0g 48-67.

38 Tange (1999) s. 96-100.

39 Symbolismens hovedar var drtiet 1890-1900, men den virkede i drtierne efter som en @stetisk
reference og mulig dndelig samt kunstnerisk strategi. Ogsa efter 1925 er det muligt at finde
varker, der kan opfattes som symbolistiske.
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SUMMARY

Starting from an understanding of symbolism as a historically situated approach to
reality, which evolves from an experience of God’s absence, the article characterizes
the symbolistic works of art. These are of a metaphysical nature and characterized
by perceivable symbols, which finds expression in atmospheres (‘Stemninger’).
At the same time distinct physical appearances in the works are cultivated, which
are summarized in the idea of ‘the thing’ Using Rued Langgaards The Music of
the Spheres (1916-18) as a case in point, a specific symbolism of music is outlined
within the concept of ‘die musikalische Moderne’” (Dahlhaus). Symbolistic works
are characterized by violation of the traditional logic of musical development.
They are composed of larger elements, which in and between themselves are
exposed to permutation, leading to transformation and the juxtaposition of
essentially different stylistic modes of expression. From that, and in interaction
with extramusical factors, another kind of logic and semantics can arise in sym-
bolistic musical works.



Dansk musikvidenskabs integration

af Adlers stilkoncept
En ny betingelse for tenkningen af musikalsk
subjektivitet i det 20. avbundrede

Af FREDERIK P10

rtiklen stiller skarpt pd, hvorledes Guido Adlers stilbegreb installerer sig i

dansk musikvidenskab i de forste artier af det 20. drhundrede. Begrebet leses
her som symptomatisk for en bredere redefinition af den musikvidenskabelige
faglighed som sadan i denne periode. Samtidig registreres en forskydning i opfat-
telsen af, hvad ‘videnskaben om musikken’ kan siges at vare. En forskydning, der
medbetinger en ny opfattelse af musikalsk subjektivitet.

Musikwissenschaft

Tonefysiologen Hermann von Helmholtz’ store musikvidenskabelige syntese Die
Lehre von den Tonempfindungen (hvori han med Hugo Riemanns ord: “[...] be-
greift das gesammte Gebiet der exakten Tonwissenschaft”)" ser dagens lys i 1862.
Hermed demonstreres det mulige i at skrave fra fysikken over fysiologien til
astetiske stilproblematikker inden for en hidtil uset, enhedslig musiklerdom.
Omtrent samtidig skrives der pa anden vis et vigtigt kapitel i musikvidenskabens
historie. Friedrich Chrysander undfanger aret efter i december 1863 — i egenskab
af redaktor for en ny musikalsk arbog — konceptet om institutionaliseringen af en
enhedslig videnskab om tonekunsten:

Wissenschaft nennen wir dies im 4dchten und vollen Sinne; und um es
anzudeuten, dass wir hier in ihren Kreis eintreten, uns ihren strengsten
Anforderungen nicht entzichen und ihr nach Kriften in ihren ganzen Um-
fange dienen mochten, lassen wir die Jahrbticher unter dem Titel fiir -
sikalische Wissenschaft’ ausgehen. Das ganze Gebiet der Tonkunst soll darin,
und moglichst gleichmaissig, bedacht werden [...].2

Der er dermed tale om et tidsskrift, “[...] die sich das Ziel setzt, das Gesammt-
gebiet der Tonkunst nach einheitlichen wissenschaftlichen Grundsitzen zu behan-
deln”3 Idet man her vil leve op til de “strengeste fordringer”, markeres det, at
man nu vil lade musiklerdommen trade ind i den kreds, hvor man beflitter sig

! Hugo Riemann: Die Natur der Harmonik, Leipzig 1882, s. 178.

2 Friedrich Chrysander: “Vorwort und Einleitung?, Jahvbiicher fiir musikalische Wissenschaft 1 (1863)
s. II (min fremhavelse).

3 Chrysander (1863) s. 11 (min fremhavelse).
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pd en eksplicit videnskabelighed. Denne ny videnskabs objekt er den “helhedslige
tonekunst” behandlet efter “enhedslige videnskabelige principper”, og en tidlig
markering af et egentligt forum, der kan samle lerdommen under én musikalsk
videnskab, er dermed pd vej til at institutionalisere et centralt trak, for hvilket
Helmholtz epistemologisk dbner. Det ny, institutionelle koncept, som Helmholtz’
videnskabelige demonstration i Chrysanders pen udmenter, er, at ¢én institutio-
nelt samlet videnskab nu har /sele tonekunsten som sit objekt.

Efter to bind gar arbogen ind, men konceptet er lagt frem. Vi skal sdledes via
Allgemeine musikalische Zeitung* frem til 1885, for Chrysander i redaktionelt sam-
arbejde med Adler og Philipp Spitta fir sesat deres Vierteljahrsschrift fiir Musik-
wissenschaft. Pa basis af den oprindelig af Chrysander i 1863 fremsatte idé om en
samlet musikalsk videnskab udarbejder Adler et egentligt koncept. Dette munder
ud i det for eftertiden uhyre indflydelsesrige forseg pa at etablere et teoretisk
grundlag for en sidan ‘musikvidenskab’s Dermed indloser Adler videnskabsuni-
versalisten Helmholtz’ oprindelige vision om “[...] die Grenzgebiete von Wissen-
schaften zu vereinigen [...] einerseits der physikalischen und physiologischen Akustik,
anderscits der Musikwissenschaft und Aesthetik”® Med Adler kodificeres viden-
skaben om musikken ud fra en formel sidestilling af den historiske og den syste-
matiske dimension, siledes at man nu betoner “die Vereinigung jener verschie-
denen Richtungen der Kunstwissenschaft zu einem selbstindigen Ganze”’ Da
det enhedsvidenskabelige ideal (inspireret af positivismen) smitter af pa ands-
videnskaberne, resulterer dette i at musikhistorien nu ogsa vil vare en metodisk-
empirisk specificeret videnskab.

Jahns og Chrysanders store Mozart- og Hiandel-biografier i anden halvdel af
1850’erne udgor den tidligste markor af de filologiske og kildekritiske metodo-
logiers ankomst inden for den historiske lerdom og erstatter et @ldre historie-
filosofisk udsyn. Disse tidlige innovationer peger frem mod et brud med de hirde,
eksakte discipliners monopol pa et ekspliciteret videnskabsideal. Saledes bestem-
mes den danske musikforsker Knud Jeppesens (eksplicit Adler-baserede) stilhisto-
riske Palestrinadisputats ogsa senere som “|...] the first truly scientific examination
of a style”® Dette som historisk besindelse pd “[...] der Analogic der kunst-
wissenschaftlichen Methode mit der naturwissenschaftlichen Methode”® Adlers
fortjeneste er at have etableret en indflydelsesrig konception af musikvidenskaben
i et historisk og systematisk spor. Som integreret i denne bestrabelse knesetter

4 Allgemeine musikalische Zeituny begyndte at udkomme i 1863 og overtages i 1868 af Chrysander,
der gor den til et forum for musikhistorisk forskning.

5 Guido Adler publicerer sit udkast “Umfang, Methode und Ziel der Musikwissenschaft” i Vier-

teljahsschrift fiir Musikwissenschaft 1 (1885).

Hermann von Helmbholtz: Tonempfindungen als physiologische Grundlage fiir den Theorie der

Musik, Braunschweig 1862, s. 1.

7 Adler (1885) s. 20.

Tan Bent: “Musicology”, New Grove Dictionary of Music and Musicians 12 (1980) s. 842 (min

fremhavelse).

9 Adler (1885) s. 1s.



Dansk musikvidenskabs integration af Adlers stilkoncept 59

han det stilkoncept, om hvilket hele den varkorienterede musikhistorie kommer
til at rotere langt op i det 20. arhundrede. Adlers stilbegreb bliver ikke en kate-
gori snevert hjemmehorende under den historiske analytik, men bestemmes som
emblem for en musikvidenskabelig faglighed som sidan, som symbol pa dialek-
tikken mellem det historiske og systematiske spor. Stil “[...] bedeutet die ideelle
Zusammenfassung all der Momente, die ein Kunstwerk, eine Kunstschule, eine
Kunstlerindividualitit, eine Kunsttypus und eine Kunstoriginalitit ausmachen.
Es liegt in ihm die hochste Synthese in Einzel- und Gesamterscheinungen”'®

Adlers reformation af musikhistorien i det 20. drhundrede stammer til dels fra
hans oprindelige beundring for en af 18o0o-tallets store figurer Philipp Spitta, der
med sin Bach-biografi ikke bare markerer et hovedkapitel i musikkens historio-
grafi, men samtidig kan antyde hvorledes dette felt fir en dansk formidling. ™
Sdledes studerede den schweiziske musikforsker Peter Wagner hos denne store
skoledanner fra Berlin. Og da en ung Erik Abrahamsen i begyndelsen af 1920°erne
valfarter fra Kobenhavn til Freiburg i Schweiz for at forberede sin disputats, er
det netop Peter Wagner, han opseger. Der gir saledes over to spor en lige linie
fra disse hendelser i Tyskland til bade Jeppesen, (der i sommeren 1922 promo-
veres til Dr.phil. under professor Adler, som bekleder den musikvidenskabelige
lzerestol ved universitetet i Wien) og til Abrahamsen. Disse to figurers betydning
— som initierende organisatorer af musikvidenskabens institutioner i Kebenhavn
og Arhus — kan neppe overvurderes.

Subjektet og det musikalske sprog

1. Abrabamsen og Jeppesen

Nedenstdende er hverken angreb pa eller glorificering af stilvidenskaben, men et
forseg pa at se dens fundering og dens praksis som et vilkar, vi mere eller mindre
i dag er henvist til som en historisk betingelse for den tradition, vi er produkter
af. Det er et forsog pa at se stilskolen som betingelse for miden, hvorpa man har
forholdt sig til musikalsk subjektivitet i det 20. arhundrede. Der peges pa nogle
kundskabsteoretiske @ndringer i den universitere musiklerdom, som bliver syn-
lige med Angul Hammerichs afsked i 1922 som docent i musikhistorie, og som
markerer den efterfolgende institutionalisering af faget som musikvidenskab under
Erik Abrahamsen. I diskussionen af stilvidenskaben vil jeg tage udgangspunkt i
Abrahamsen og Jeppesen, da man kan se deres indsats som prisme for den trans-
formation af vidensformerne, som stilvidenskaben affoder.

Knud Jeppesens disputats, Palestrinastil med serligt Henblik paa Dissonansbehand-
lingen, bestemmes af forfatteren som et indspil i “Stilens Historie, som Guido
Adler kraver den i sine for den nyere Musikhistorie grundleggende Arbejder Der
Stil in der Musik og Methode der Musikgeschichte”"> Jeppesens vark er en sats-

1o Guido Adler: Methode der Musikgeschichte, Leipzig 1919, s. 113.

' Philipp Spitta: Joh. Seb. Bach, Leipzig 1916 (1873).

12 Knud Jeppesen: Palestrinastil med serligt Henblik pan Dissonansbehandlingen, Kobenhavn 1923,
s. 16, noten.
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teknisk, empirisk pavisning af de stiltrak, der kendetegner Palestrinas musikalske
produktion forstiet som fuldendelsen og “Stil-kulminatonen™3 af den middel-
alderlige, kirkelige vokalpolyfoni: “[...] i ham leber alle Stromme sammen, fra
ham forer der Traade dybt ned i Tiderne, helt ned til den graa Middelalder og
Gregor’s sang”'4

Erik Abrahamsens disputats Le chant grégorien et la chanson populaive en Dane-
mark er ligeledes “[...] en Paavisning af, at de i den nyeste Gregoriana-Forskning
opstillede Stilprincipper for den kirkelige, middelalderlige Monodi ogsaa gzlder
som Konstruktionsprincipper for den middelalderlige danske Melodik™" Ogsa
her er der tale om at “[...] bringe dansk Musik ind under de Synspunkter, den
nyere Musikvidenskab anlegger'¢ ved at pavise parallelle stiltrek mellem den
gregorianske sang og den danske folkevise.

11. Subjektet

Adlers stilbegreb er karakteriseret ved at rumme en dialektik mellem det ano-
nyme stilsprogs indre egenbevagelse og subjektets fuldendelse af denne beva-
gelse. Dermed forsoger Adler at begrunde stilens dannelse og udvikling inden
for en ‘rammelov’.'” Stilen som den lovmassige ramme for musikkens udvikling
kan for Adler ikke blot forstis som en ydre udsmykningseffekt eller stiliseret for-
siring af et musikalsk udtryk. Det er en éndre udvikling, der er pa spil. Allerede
med hans dissertation fra 1880 ser man en bestrabelse pd at ordne tonefremtrea-
delser i “Formalgruppen” efter deres “[...] gemeinsamen Eigenthiimlichkeiten'8
En siadan formgruppe kan f.ecks. sammenfattes af genren “Messe” eller “Motet™
Det er disse figurationers tidslige sammenkadning, der senere bliver overtaget af
forestillingen om “Stilgesetze” i tiltreedelsesforelaesningen i 1898.' Stilbegrebet
funderes efterfolgende i Der Stil in der Musik (1911) og Metode der Musikgeschichte
(1919). Det vil imidlertid vare en tilsnigelse at betragte Adlers formgrupper i
1880 blot som tidlige eller uudviklede stilkategorier. Nar han i 1885 taler om
“Kunstgesetze™© og dermed gor den organiske udvikling galdende som lov-

13 Jeppesen (1923) s. 13

4 Jeppesen (1923) s. 12.

15 Erik Abrahamsen: Le chant grégovien et ln chanson populaive en Danemark, Kobenhavn 1923,

s. 206 (der citeres fra det danske resumé).

Abrahamsen (1923) s. 20s.

7" Guido Adler: Der stil in der Musik, Leipzig 1929 (1911), s. 2. Om musikvidenskabens discipli-

ner hedder det hos Torben Krogh at: “enhver af dem er vigtig for vor Strazben mod det store

Hovedformaal: at fastsiaa Musikkens Love”; Torben Krogh: “Indledning til Musikvidenska-

ben” (1924) s. 22, Musikvidenskabelige arbejder, Det Kongelige Bibliotek, Ny kgl. Samling,

2264-2°.

Guido Adler: “Die historischen Grundclassen der christlich-abendlindischen Musik bis 1600,

Allgemeine musikalische Zeituny 15 (1880) s. 725, 721.

19 Guido Adler: “Musik und Musikwissenschaft. Akademische Antrittsrede, gehalten am 26.
Oktober 1898 an der Universitit Wien”, Jabrbuch der Musikbibliothek Peters 5 (1898), s. 34
Stilbegrebet nevnes dog ogsi sporadisk i 1880-athandlingen (s. 737).

20 Adler (1885) s. 9.

16

18
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massig, bliver det samtidig klart, at denne selvberoende uddifferentiering af form-
grupper rent historisk afkobler subjektet. I 1885 er musikhistoriens kategorier sa-
ledes ikke individets kategorier:

In hochster und letzter Instanz aber wird die Geschichte der Musik die
kiinstlerischen Schopfungen als solche betrachten, in ihrer gegenseitigen
Verkettung, dem wechselscitigen Einfluss olmne besondere Riicksicht auf das
Leben und Wirken einzelner Kiinstler, die an dieser stetigen Entwicklung
Theil genommen haben.>!

Ved at opgrave lovmassighedens gentagne repetitioner pa bekostning af sub-
jektets labile valg og omvalg vil videnskaben “[...] zum wichtigsten Resultat ihrer
Forschungen: zur Fixieruny der fiir die einzelnen Zweige der Kunst geltenden hichsten
Gesetze, gelangend [...]7** Her hviler denne praksis imidlertid stadigvaek pa sam-
menstillingen af historiske grupper, “[...] gewohnlich musikalische Formen ge-
nannt>?? Det er refleksionen af dette problem (subjektet overfor formgrupper-
ne), der over tid forskyder lesningen af musikalske former hen mod en stilkritisk
praksis. I 1919 hedder det siden: “Man darf [...] nicht Stiluntersuchung mit Form-
und Satzbestimmung vertauschen, sich nicht mit ihr begniigen”#

Det er i denne proces, at det individuelle og det almene flyder sammen. Der
er tale om en lovmassig udviklingslogik i det musikalske stof, som selv geniet er
indfattet i og henvist til. Stilvidenskaben paviser stilen som ydre symptom pi
kunstens underliggende, indre bevagelse. Dette forudsaetter en malbeskrivelse,
der muliggor en skelnen mellem stilens opstigning, blomstring og forfald. Ram-
men for dette perspektiv er evolutionistisk og organisk. De store stilkapitler i
musikhistorien “[...] hat seinen Aufstieg, seine Hochbliite und seinen Nieder-
gang und jede dieser Etappen hat ihre Symptome, ihre Kriterien?S Stilhisto-
rikerens modus operandi er at pavise stilelementer i forhold til f.eks. harmonik,
metrik, melodik og form. Disse fojes derefter sammen i et overordnet stilmon-
ster som summen af disse elementer. De overordnede monstre, der samler en
rekke elementer under sig, ordnes derefter kronologisk i en periodisering af epo-
ker. Idet perket hermed bliver den ny genstand for musikhistorien, bliver stil-
begrebet den tildragelse, mod hvilken musikvidenskabens grene konvergerer:
“Die Stilfragen sind das Sublimat aller theoretischen und historischen Unter-
suchungen und Feststellungen”?® Symptomatisk for Adlers stilbegreb er, at det
som nxvnt mere bliver et musikvidenskabeligt end et snzvert musikhistorisk
koncept.

)
~

Adler (1885) s. 8 (min fremhavelse).

Adler (1885) s. 19.

Adler (1885) s. 8.

Adler (1919) s. 185.

Adler (1o11) 5. 27. Ogsa Jeppesen (1923) s. 233 anskuer stilen i dens “blomstringstid™
Adler (1911) s. 1.
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111. Triaden

Vendingen mod det musikalske menneske som en kategori, der konstituerer den
musikhistoriske diskurs som stilvidenskab, lader til at vare knyttet til det ny kon-
cept om en egentlig musikalsk videnskab. I forlengelse heraf er den desuden
knyttet til en historisk, teoretisk og praktisk triade, hvor stilkritikken som praktik
kommer til at artikulere en syntese af denne treklang hos Adler. Idet Spitta ved
offentliggorelsen af Adlers koncept for en musikvidenskab slutter op om det som
et “[...] vollstindiges wohldurchdachtes Program”7 og Adler bekraftende refe-
rerer Spittas videnskabsteoretiske position nedfaldet i artiklen “Kunstwissenschaft
und Kunst”,?® si kan man hos dem se et sammenfald omkring refleksionen af den
moderne videnskabeligheds musikalsk-kunstneriske status i denne periode. I for-
leengelse heraf kan man desuden se en fordring om en triadisk kompetencevifte,
hvor den historiske musikvidenskab udover teoretisk-historiske momenter inte-
grerer den musik-praktiske kunnen:

Was der Musikgelehrte von der Kunst notig hat, ist Einsicht in ihre Tech-
nik und die Gabe kiinstlerischer Nachempfindung. Durch praktische Ubun-
gen muss die eine erworben, die andere entwickelt und verfeinert werden.
Aber sie sollen nicht dem Konnen dienen, sondern Mittel zum Wissen werden,
und dieses Ziel setzt ihnen Grenze und Mass.?9

Disse “praktiske ovelser” (der jo bade kunne tenkes at vare af ren teoretisk karak-
ter eller omfatte konkret musikudevelse) understreges her eksplicit som tjenende
en “Wissen” som lerdom, frem for en “Koénnen” af musikalsk-praktisk karakter.
Formuleringen lader altsd til at tage hojde for, at der er en musikalsk udevelse
inde i billedet, som imidlertid begrenses af det sigte, der gores gxldende for
denne praktik. At den musik-praktiske kunnen, i det omfang den inddrages,
altsd bor tjene lerdommen. Tydeligere bliver dette hos Adler i forbindelse med
hans sporgen til varker, der star “[...] unter der Schwelle der kunsthistorischen
Bewegungsrichtung, sei es als Augenblickserzeugungen, als dusserliche Zweck-
erscheinungen, oder als Stilversuche der Lebrer, Theoretiker und Forscher zu Ubunys-
zwecken?™3° For at uddybe den musik-praktiske dimension, der tilsyneladende
tages for givet som led i den videnskabelige musikhistorikers arbejde, refereres
der sammesteds til “[...] die der Einarbeitung dienenden Experimentalstiicke, die
ein Historviker schreibt, um sich etwa in den Stil |...] einzuleben” 3

Doktrinen om en triadisk faglighed bliver dermed knyttet til stil i dens egen-
skab af overbegreb for den musikvidenskabelige praksis. Idet de centrale viden-
skabsteoretiske tekster i denne periode kommer fra Spitta og Adler, ser man, det

27 Guido Adler: Wollen und Wirken. Aus dem Leben eines Musikhistorvikers, Wien 1934, s. 29.

28 Adler (1885) s. 19. Se hertil Philipp Spitta: “Kunstwissenschaft und Kunst”, Zur Musik. Sechzehn
Aufsitze, Berlin 1892, s. 1-15.

29 Philipp Spitta: “Denkmaler Deutscher Tonkunst’, Grenzboten 52 (1893) s. 25 (mine fremhavelser).

39 Adler (1919) s. 61 (min fremhavelse).

31 Adler (1919) s. 61 (min fremhavelse).
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er musikhistorikerne (Chrysander inkluderet), der reflekterer musikvidenskaben
og kunstvidenskaben som helhed. Ud fra denne refleksion, og fordi de ogsa er
optaget af at italesette musikhistorien som videnskab, konceptualiserer de tone-
kunstvidenskaben som sidan og bringer deres egen disciplin i kontakt med de
eksakte videnskaber. Dermed varetages historiedisciplinens behov for at vare
videnskab i skyggen af de allerede succesfulde naturvidenskaber. Indlevelsen i stilen
bliver knyttet til premissen om musikkens sproglighed og dermed til fordringen
om at kunne tale sproget. Stilvidenskabsmanden gir med afsxt i en praktisk for-
trolighed med dette sprog ind i en #eoretisk analyse med henblik pa at komme til
en historisk forstaelse af varket. Den satstekniske analyse af varket som historisk
storrelse fores videre i en form og med et kendskab til det musiktekniske, der i alt
vasentligt udspringer af en praktisk udovelse af musikken. Nér geniet ikke over-
skygges af den anonyme, selvberoende udviklingslogik i det musikalske mate-
riale, er det netop som fuldender — som suveran artikulator — af en indre beva-
gelse. At tale det musikalske stil-sprog perfekt er at udtrykke sig ubesvaret.

At musikkens bestemmelse som sprog nu i professionel grad tilsiger evnen til
at ‘tale det’, ses ogsa i den uddannelsesmassige profil blandt musikhistorikerne,
der skifter fra en juridisk-okonomisk i anden halvdel af det 19. arhundrede (Carl
Thrane (1837-1916), Vilhelm Carl Ravn (1838-1905), Angul Hammerich (1848-1931))
til instrumental konservatoriebaggrund for den efterfolgende generation (Erik
Abrahamsen (1893-1949), Knud Jeppesen (1892-1974), Torben Krogh (1895-1970)).
Den teoretiske, historiske og praktiske musikkundskab samler sig altsa i en kom-
petencemassig triade i den stilvidenskabelige praksis, og markerer dermed et brud
i forhold til Hammerich-generationens frem for alt kulturhistoriske og alment
registrerende fremstilling af musiklivet.3* “Ulykken har [...] overalt varet den, at
Teoretikerne manglede historisk Sans, medens Historikerne paa deres Side mang-
lede Sans for det Musiktekniske. Og Problemer som de her anslaaede kan kun
loses, hvor Sans for begge disse Ting samtidig er tilstede” siger Jeppesen. Men
samtidig er “Musikken [...] paa sin Vis et Sprog. Musik-Historikerens Opgave
folgelig: dette Sprogs Historie” 33

Symptomatisk for dette brud i den metodiske praksis er, at bade Jeppesen,
Abrahamsen og Krogh er henvist til disputere i udlandet.3# Fakultetet i Koben-
havn anforer over for Jeppesen i denne anledning, at man “ikke [mener] at vare
i Besiddelse af tilstrakkelig Sagkundskab til at kunne bedemme den af Dem [...]
indsendte Athandling”35 Der sker altsd en @ndring, idet musiklerdommen med
stilvidenskaben praciserer sin terskel for videnskabelighed.3°

32 Triadetenkningen er i studicordningen under Hammerich fraverende, jf. Arbog for Koben-
havns Universitet (1915-1920), del 1, s. 293-94.

33 Jeppesen (1923) s. 15, s. 16.

34 Krogh disputerer i 1922 i Berlin pa athandlingen Zur Geschichte des déinischen Singspiels im 18.
Jabvbundert, Kobenhavn 1924.

35 Jeppesen (1923) s. 5.

36 Jf. Adler (1919) s. 35-36.
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Dette kan opstilles i tre punkter: (a) Den ekspliciterer sit analytiske perspektiv.
Jeppesen opstiller eksempelvis “4 stilistiske Momenter [...] i forhold til hvilke
det er af storst Interesse at betragte Palestrina-Stilen. (1) Ordmaleri, (2) Kroma-
tik, (3) Homofoni, (4) Dissonans™37 (b) Den definerer sin genstand og markerer
dermed et brud med den @ldre tradition:

Musikkens Historie altsaa: Sprogets Historie, Musikvarkernes Historie.
Ikke: Personalhistorie, Kulturhistorie, Paleografi, Musikinstrumenternes
Historie, Liturgiens Historie eller hvad nu alle disse forskellige Discipliner
hedder. De kan vare udmarkede hver for sig, men henregnes til egentlig
Musikhistorie kan de ikke.38

(c) Den opererer pa et kinrt metodisk grundlay: den musikteoretiske, satstekniske
bestemmelse af musikkens historiske karakter funderes i antagelsen af dens evolu-
tionistiske sprogkarakter.3® Man kan sige, at musikken i det satstekniske bringes
til at afslore sin egen historiske indskrevethed. I den ny praksis finder musikken
sig udleveret til det stilvidenskabelige blik som et empirisk objekt. Ledetraden er
empirisk-satsteknisk og viser musikkens bestanddele isoleret og lokaliseret i vark-
partituret. Proceduren er i kraft af dens videnskabelighed principielt gentagelig
(dvs. metodisk reduktiv). Dermed forklares et verk som havende den musikalske
vardi det har.

Stilvidenskabens norm

1. Det ydres indre

“Musikvarkernes Udviklingshistorie”#© bliver samtidig dndens udviklingshisto-

rie, sdledes at en varkproblematik affoder en psykologisk problematik. “I Pale-

strina-Stilen [...] er alt indtil den mindste Toddel lagt under Loven”, men samti-

dig er musik “noget der foregaar inden i Mennesket” De nye udtryksmidler, som

stilvidenskaben afdakker, er “som Regel til stede [...] en rum Tid, forinden den

afgorende Proces, [...] det psychologiske Nedslag finder sted”#' Den stilhisto-

riske fremstilling af sproglovene i musikken star siledes grundleggende i forhold

til ideen om en indre, bagvedliggende instans, som det ydre tonemateriale i sin

udfoldelse bliver et symptom pa. “Varkernes Historie kan [...] gives to Retninger:

Tonevarkernes Historie set ind mod den samlede Tonestillistorie og Tonever-

kernes Historie set ind mod Tonekunstnerens sjxlelige Liv24* Dermed ser man

stilvidenskabens empiriske lovmassigheder deducere sig til en indre subjektivitet.
Et eksempel pd dette er Abrahamsens diskussion af spergsmalet om national

identitet. Han havder, at “Den gregorianske ‘Buelov’ er fra den rituelle Musik

37 Jeppesen (1923) s. 3.

38 Jeppesen (1923) s. 17.

39 Jeppesen (1923) s. 16-17.

40 Jeppesen (1923) s. 17.

41 Jeppesen (1923) s. 95.

42 Erik Abrahamsen: “Om musikhistorisk Undersogelse” (1924) s. 14 (min fremhavelse), Musik-
videnskabelige arbejder, Det Kongelige Bibliotek, Ny kgl. Samling, 2262-2°.
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gledet over i den verdslige Monodis Konstruktionsprincipper” Buebevagelsen

udger som stiltrek den enkelte frases bane observeret i forhold til tonehojden.

Bueloven udtrykker altsd en stilvidenskabelig antagelse om, at der “over den ritu-

elle latinske Tekst [i den gregorianske sang, E.P.] og over den verdslige danske

Poesi [i folkevisen, E.P.] haver sig ssmme Tonekonstruktioner [...]743 “Den xldste

nationale Tonekunst”, skriver Abrahamsen om den danske folkevise, “har varet

undergivet den tonepsykiske Kausalitets Love. Den danske Tonekunst har da sin

Rod i de to stove Racers Musiklkultur, den romanske og den germanske, idet den evolve-

ver fra disse to Racers Tonestil bliver den sig sely bevidst som dansk”*++
Nar det er en “Del af det moderne musikvidenskabelige Arbejde [az] paavis|e]

[...] den tonepsykiske Kausalitet [...]*5 er det altsa med afset i antagelsen af en

drsagssammenhang, hvor en musikalsk subjektivitet bliver den centrerende instans

i forstielsen af et kunstnerisk udsagn. En national musikalsk identitet fremstilles

sdledes pa baggrund af en stilvidenskabelig pavist analogi i tonestilen.#¢ “Bag ved

[...] Tonefolelse[n] skjuler der sig sikkert én eller anden psykisk Forteelse, om

hvilken Kilderne ikke direkte giver Oplysning, men som man ved Analogislut-

ninger synes at kunne naa ind til [...]247 Den musikalske karakter af en national
subjektivitet er dermed givet inden for rammerne af en lovmassighed, der vidner
om “gotisk Sjel i dansk Toneckunst”*® siledes at det nationale serprag til dels
fremtrader som en funktion af en videnskabelig pavist udviklingslogik hen mod en
seregen dansk folketone. Med den bevidsthedsmassige problematisering af ud-
trykket bliver musikkens overszttelse til det psykiske udtryk for en “tonetanke”,
hvis renhed og klarhed vidner om menneskeandens udfoldelse i det musikalske
stof. “Tonefolelse[n] [...] fore[s] fra det psykiske ud i det fysiske [...] 49 siledes
at “Toneforbindelse[n] som [...] besjxlet [...] paa ingen Maade [kan] benegtes™5°

Det stilhistoriske perspektivs filosofiske fundering, hvor “Indflydelsen paa vore

Folkeviser fra [...] Gregoriana-Traditionen viser os [...] det evolutive Princip i

Musikhistorien”’! resulterer siledes i en bestemmelse af varket i forhold til en

national, musikalsk identitet. Den stilanalytiske besindelse pd stilens indre logik

star sdledes i et gensidigt forhold til problematiseringen af en subjektiv dimen-
sion, idet den musikalske bevagelse gir fra det “[...] Indre ud i den ydre Verden,

fra den tonepsykiske Sfaere ud i det tonematerielle Omraade”’* “Toneklangene i

deres sammenhang med Tonestilarternes Historie”, hedder det et andet sted, “daxk-

43 Abrahamsen (1923) s. 229.

44 Abrahamsen (1923) s. 234.

45 Abrahamsen (1923) s. 206.

46 Abrahamsens position blev efterfolgende anfagtet, bl.a. af en person, hvis arbejde Abraham-
sen havde taget udgangspunkt i, nemlig Thomas Laub. Se hertil Laubs kritiske anmeldelse af
Abrahamsens athandling i Musik. Tidsskrift for Tonekunst 11 (1923) s. 143-45.

47 Abrahamsen (1923) s. 221.

48 Abrahamsen (1923) s. 234.

49 Abrahamsen (1923) s. 235.

59 Jeppesen (1923) s. Is4, noten.

ST Abrahamsen (1923) s. 234
52 Abrahamsen (1923) s. 219.
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ker over, — er Udtryk for — et sjxleligt Liv?$3 Idet lovmassighederne indirekte
antydes som “baarne af Stilens inderste Vilje”’# bliver stilvidenskaben normativ
pd en dobbelt made.

11. Stil som vamme om et musikalsk udtryk

Stillovmassigheden bliver til dels en ekskluderende doktrin ud fra tanken om stilen
som den konvention, man kan folge eller afvige fra. “Den fri Kvart, der forekom-
mer paa 1 i Takten, betyder [...] i sig selv noget ganske unormalt”;s eller “...]
man iagttage[r] at det unormale ved Vendingen falder bort”5¢ Jeppesens begreb
om “Snylte-Dissonans™7 er tillige symptomatisk for, at afvigelsen fra en stilnorm
i sig selv behaxftes med en negativitet, der rekker ud over bruddet pa et givent
regelsaet. Overskridelsen er med andre ord ikke relativ til reglen, men forskyder
sig fra konventionen, idet den behzftes med en (snylte-)natur’. Dermed kom-
penseres der for, at stilbegrebet udger rammen om en udveksling mellem en
specifik historisk situation og en heri indskrevet kompositorisk praksis, der som
kunst bejler til det overhistoriske. Det naturlige bliver det selvindlysende.

Stilvidenskaben anskuer ikke bare den historiske proces i en retningsbestemt-
hed, men antyder et organisk stilbegreb, under hvilket man i stilkulminationen ser
hejdepunktet af en udviklingsproces. Man paviser altsd med kulminationen den
rene udfoldelse af noget, der allerede har varet givet i en mere primitiv form pa
et tidligere stadium. Det kvalitative kommer nu til at ligge i bestemmelsen af den
enkelte kunstgenstands placering og funktion i en lovmassig, historisk udvik-
lingslogik. Der sluttes fra en rakke punktvise, empiriske nedslag i enkeltvarker til
en metodisk sikret antagelse af en organisk-historisk, overgribende proces. Stil-
historien leegger altsd en plan ind i den kunstneriske genstand. Varket bliver et
frosset punkt i et overgribende flows egenbevagelse.

Det er imidlertid selve den filosofiske fundering af stilrammen, der i denne
sammenhang abner for problematiseringen af en videnskabelig sanktioneret norm
pd et andet niveau, hvor “der spezifisch kiinstlerischen Qualititen der dusseren
Erscheinung [...] natiirlich mit den inneren Eigenschaften auf das Innigste zu-
sammenhingen”s® Det er samtidig her, man kan antyde det i stigende grad van-
skelige for stilskolen ved at komme uden om en bestemmelse af den musikalske
subjektivitet ved at fremhave den historiserende tenknings dictum om at “[...]
hvad der er virksomt i verdenshistorien, virker ogsi i menneskets indre”5° Musik-
historikeren bliver saledes ifolge Abrahamsen ikke “[...] staaende ved det fxlles

53 Abrahamsen (1924) s. 1s.

54 Jeppesen (1923) s. 214.

55 Jeppesen (1923) s. 94, noten.

56 Jeppesen (1923) s. 153 (se 0gsa s. 209, 256, 261).

57 Jeppesen (1923) s. 169.

8 Adler (1o11) s. 12.

59 Wilhelm von Humboldt (1767-1835), en af historismens reprasentanter, citeret fra B.E. Jensens
artikel “Historisme”, Finn Collin & Simo Keppe (eds.): Humanistisk Videnskabsteori, Koben-
havn 1995, s. 146 (min fremhavelse).
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ejendommelige [dvs. “det der binder Tonekunstens Varker sammen i stilarter”]
men [soger| gennem dette falles ¢jendommelige [...] at naa frem til en For-
staaclse og en Forklaring af det individuelle”?° Ideen om udvekslingen mellem
det subjektive og objektive fremstdr ligeledes i antagelsen af Mesterens subjektive
“Viljesretning” der kommer til syne i den suverene artikulation af musikkens
“Sproglove” At kunne indoptage og dermed reprasentere dette materiales egen-
bevagelse i sin rene form er med andre ord maden, som komponisten stiller sin
egen integritet (‘sans for’) til skue pa:

Hvorledes kan der blive Plads til Geniet, den enkelte, i en Fremstilling, der
i saa sterk Grad har Blikket rettet mod det Kollektive, Kompakte. Hertil
maa svares: Geniet er den store Sprog-Barer, den store Sprog-Fornyer. [...]
han [taler] paa de manges Vegne, men han taler sterkere og sandere end
de. [...] ingen teknisk Vanskelighed hindrer ham i hans Vej mod Udtryk-
kets Skarphed, Sprogets lysende Klarhed.%!

Med antagelsen af musikken som et sprog er det geniet, der taler sandest; han
kan, hvad han vil, fordi han er barer af det sprog, der kulminerer i stillovmaes-
sigheden, som stilvidenskaben beskriver. I det musikalske sprogs klarhed bliver
sandheden lovmassig og rummer dermed bade historiens enhed og individets
sandhed: “[...] fra Stilen saaledes erkendt falder det skarpeste Lys over Menne-
skeaanden i dens forhold til Musikken”%? Det satstekniske overlejres med andre
ord af det musikpsykologiske.®3 Dermed er antydet det vilkdr for betydnings-
dannelsen, som stilkonceptet gor gaeldende. Den stilvidenskabelige objektivering
af musikken i en hird, “empirisk deskriptiv’%# klarleggelse af sprogbrugen base-
rer sig altsd samtidig pa en helliggorelse af musikken som udtryksmedie for en
radikal subjektivitet. Dvs. “Menneskeindens Forhold til Musikken: Den indre,
den egentlige Musikhistorie” %S

111. Fra udtrykkets subjektivitet til stilens enhed

Sporgsmilet er, hvorledes den stilvidenskabelige praksis problematiserer subjek-
tets musikalske udtryk. “Inden for musikhistorien og musikastetikken [er] [...] i
vor tid [ ...] fuldbyrdet, hvad man ville kalde ‘et metodeskifte’ %% siger Abraham-
sen i 1924 og fortsatter:

[...] der findes her et Skaxringspunkt mellem den nyere Musiker-Biografi
[den moderne musikhistorie efter filologisk inspiration, der samtidig be-
sinder sig pd og giver rum for individualiteten, EP.57] og den nyere Astetik.

60 Abrahamsen (1924) s. 1I.

Jeppesen (1923) s. 20.

Jeppesen (1923) s. 84.

Jeppesen (1923) s. 117.

64 Jeppesen (1923) s. 16.

65 Jeppesen (1923) s. 84 (min fremhavelse).
66 Abrahamsen (1924) s. 2.
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Den psykologiske Astetik har jo som man vil forstaa, den allerstorste Inte-
resse af at faa Kildemateriale bl.a. fra Musikhistorien |[...] som Historikeren
med sin historiske Indsigt kan garantere Psykologen er xgte og vidnefast.8

Som led i det metodiske nybrud, Abrahamsen her registrerer (fra en musikhisto-
risk disciplin til en ny musikvidenskab), bliver subjektiviteten psykologisk afstemt i
forhold til — eller bliver et integreret led i — musikhistorien. Ogsa for Jeppesen vil
“Forst en saadan Disciplin [...] med fuld Ret kunne fortjene Navnet Musik-
Psychologi”%® Musikestetikken, der her har det musikalske kunstudtryks vesen
som genstand, stir altsd som psykologisk gren i forhold til den musikhistoriske
disciplin. Det var jo ogsa i forhold til disse to discipliner, der var sket “et metode-
skifte” udmontet i den ny Adler-inspirerede stilvidenskab:

Idet den musikhistoriske Biografi arbejder [...] for den psykologiske Musik-
astetik [...] belyse[s] den enkelte Kunstner saavel som Kunstneren over-
hovedet [...] hans sjxlelige Disposition [...] hans Form for Foling med
Livet [...] han[s] besvare[lse af] det aandelige i Tiden, som kommer til
hans Erfaring, og det omfang i hvilket saadanne Folelsesreaktioner farver
hans Forestillinger og dermed hans Kunst — idet denne Videnskab belyser
alt dette, hjelper den jo samtidig Musikhistorien til at faa en ganske ander-
ledes fast videnskabelig Basis under dens Behandling af Musikken, Tone-
stilen i forhold til Kunstnerindividualiteten.”°

Musikvidenskabens tredeling i teoretisk, historisk og praktisk kundskab tenker
altsd det historiske stilperspektiv i relation til den subjektivitet, der ytrer sig i det
musikalske udtryks vasen: “Notwendig ist die Erforschung des Ausdruckcharak-
ters im Zusammenhalt mit der Personlichkeit des Kiinstlers [...]”7" Sledes bliver
der indirekte investeret en musikalsk subjektivitet i en stilvidenskabelig praksis,
ligesom epoken samtidig bliver forstielig pa baggrund af en indre logik i det
musikalske materiale.”>

Stilvidenskaben forholder sig altsa i en vis forstand fordoblende til sin gen-
stand, idet det ydre rummer noget indre, der igen er reprasenteret i det ydre. De
trek, der samlet jagttages som stil, rekker ud over sig selv og vidner om en

67 Jf. “Tonestilen [har] ikke alene [...] en Sammenhang, en Oprindelseshistorie [...] ude i Tone-
stilarterne men [har] samtidig [...] en Oprindelseshistorie inde i Komponistens Hjerne”; Abra-
hamsen (1924) s. 11. Dette er ikke eksplicit Abrahamsens position, men han tager den til efter-
retning i formuleringen af sin position.

Abrahamsen (1924) s. 13.

69 Jeppesen (1923) s. 17.

7¢ Abrahamsen (1924) s. 13-14 (min fremhavelse).

7t Adler (1911) 8. 12.

72 Kunstnerens musikalske subjektivitet er tavst til stede som det, stilvidenskaben skyggebokser
med gennem varkanalysen: “Die stilistischen Eigenbedingungen der spezifisch musikalischen
Hauptformen [...] verlangen jede fiir sich Betrachtung und Feststellung — das ‘Objektiv’ der
Gattung neben dem ‘Subjektiv’ des Kiinstlers, der darin schafft”; Adler (1911) s. 240.

68
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fornuftsbestemthed som et trak iboende virkeligheden. I det omfang musikken
fremstar som indskrevet i sin historiske sammenhang, viser den samtidig ud over
denne virkelighed. Stilvidenskaben underkaster sig den enkeltstiende, empiriske
genstands karakter, men pdberaber sig samtidig en enhed og sammenhzng, der
reekker ud over varkets konkrete vaeren og gor det til vidnesbyrd om en ikke-
fysisk fornuftsmassighed. Det er i varkernes indre, naturngdvendige sammen-
hang, at stilen giver sig selv som en indre tildragelse. Men samtidig inkarnerer
stilen lovmassigheden i dét ydre musikalske stof, som “Menneskeaanden proji-
ceret i det musikalske” kommer til syne i:

[...] ogsaa for Musikken galder den klassiske Lov om Enhed i Mangfol-
dighed, Evnen til at finde Lighed i det tilsyneladende Forskelligartede |...]
[det] indvundne Materiale maa [...] tjene til Opbygning af Sproglovene,
Lovene for Musikkens Udvikling, der atter oversat i det Psychologiske an-
tager Skikkelse af visse Krav og Viljesretninger [...] af dybeste Betydning
for Kendskabet til det menneskelige Sjxleliv overhovedet, thi Musikken er
det modtageligste, folsomste Stof hvori Menneskeaanden nogensinde har

fundet sit Udtryk.”3

Idet stilens enhed bliver lovmssig finder det indre, musikalske udtryk sig udle-
veret som den stilvidenskabelige genstand. Nar stilen som sproglov setter ram-
men for vurderingen af det subjektive ud fra den tekniske musikanalyse, kan man
sige, at tenkningen af den subjektive og objektive dimension skerpes over for
hinanden. Stilens renhed bliver samtidig udtrykkets sandhed. Dermed traekker
det musikalske menneske stilhistorien efter sig pa sin vej frem mod sandheden
om sig selv. Lovmassigheden i musikken er udtryk for ideen om, at fornuften er
noget vi kan afdekke som vaerende i verden, ikke en instans vi blot benytter os af
i beskrvivelsen at verden. Sammenhangen og enheden er iboende virkeligheden
(dvs. ontologiske storrelser). Stilvidenskabsmanden gennemforer en fornuftsmas-
sig plan, der udfolder en grundleggende orden. Nér komponisten handler i over-
ensstemmelse med en lovmassig udviklingslogik i stilen, er det altsd udtryk for
en dvalen ved den fornuft, der rader i det musikalske materiale selv. Adlerskolens
enhedsprojekt udtrykker ideen om sammenhang, genkendelse og transparens som
udslag af det musikalskes mode med den vesterlandske metafysik. En metafysik
for hvilken stilvidenskaben bliver den ny referenceinstans.

Genkendelse, nerver og musikalitet

Den tilbagevendende bevagelse op mod en stilkulmination som det videnskabe-
ligt paviste forbilledlige og dermed efterlignelsesvardige indstifter genkendelsen,
hvori sandheden begribes. Man kan sige, at den videnskabelige stilanalyse be-
straber sig pd at pavise formtrak eller monstre, der kan bringe den foreliggende
genstand ind i en genkendelse i forhold til en stilkonvention. Stilvidenskaben

73 Jeppesen (1923) s. 16-17.



70 Frederik Pio

identificerer med andre ord for at genkende. Derved bekraftes enheden og sam-
menhangen i det kunstneriske udtryk, man forholder sig til. Musikken bliver
dermed givet os i et naerver. Nér Jeppesen taler om den indre musikhistorie, si er
det en erkendelse, der trader frem i og med bestemmelsen af musikken som
stilanalytisk genstand. Sledes er det i det videnskabeligt paviste ydre, at Adler ser
en indre, selvberoende bevagelse.

Nar den stilvidenskabelige skole intensiverer eller skerper disse to niveauer
over for hinanden i tenkningen af musikken, er det bl.a. ved at lokalisere en
‘kausalitet’ mellem de to niveauer i deres parallelitet. Dermed bliver den subjek-
tiverende/objektiverende tenkning af musikken nu grundlag for en videnskabelig
praksis, hvis filosofiske fundering som navnt netop tilsiger en genkendelse af
musikken i et nervar. Stilens indre sandhed er givet i varkets ydre representation
af denne sandhed. Det indre traeder via dette princip frem i det ydre, og det er i
den anerkendende genkendelse at narvaret tildrager sig og dermed forener repra-
sentationens to led i en enhed.

Det er pd baggrund af denne situation, at identifikationen af en musikalsk
essens ¢ mennesket bliver forstdelig som den instans, hvor reprasentationens
dobbelthed kan forliges. Mennesket er der, hvor musikken giver sig bade som
subjektivt og objektivt fenomen. Det musikalske menneske er med andre ord
der, lwor naerveret tildvager sig. Det suverene forankringspunkt “des musikalischen
Stils”74 Stilvidenskaben kan dermed aldrig fa lagt afgerende afstand til mennesket
og nd en eksakt videnskabelighed. Som simultant subjekt for viden og objekt for
viden vil mennesket altid indfore en ustabilitet i stilvidenskabens videnskabelige
pratentioner. Stilanalytikkens o0dus operandi forudsxtter “[...] dafl der Forscher
sich einerseits mit den Kunstwerken, anderseits mit den das Kunstwerk apperci-
pierenden Subjekten beschiftigt””s Dermed bliver det klart, at udstansningen af
det musikalske menneske i en musikalitet stabiliserer stilprojektet i dets grundvold.

For at gribe musikken i dens organiske bevagelse og dermed se den som en
naturliy afspejling af en ideal, naturnodvendig stilbevagelse, ligger der en bestem-
melse af det musikalske menneske som integreret moment i stilkonceptualiseringen
af musikken. Med det musikalske menneske kan mellemvarendet mellem det
subjektive og det objektive med andre ord forliges, saledes at den cirkulzre henvis-
ning mellem disse to kan bringes til opher. Den sande (og dermed videnskabe-
lige) viden er med andre ord henvist til at fiksere det dynamiske for at indstifte
vished og n@rvar. Narvaeret fuldendes jo netop ved at lukke denne dobbelthed,
i hvilken det musikalske fremtrader. Dette er et vilkar, stilskolen ma tage pa sig.
Narveret kulminerver ved at bestemme det ubestemte. Ligesom stilhistorien ma vare
lovmzssig, fordi det ubestemte unddrager sig metafysikken, pd samme mdide ma
momentet af ikke-viden i den grundleggende musikalske erfaring unddrage sig
stilvidenskaben i dens filosofiske fundering. Nar dette ikke er tilfeldet, er det

74 Adler (1911) . i.
75 Adler (188s) s. 12.
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fordi det musikalske menneske ud af nodvendighed er integreret i den stilviden-
skabelige praksis og dermed konsoliderer fordringerne indbygget i stilkonceptet.

Idet den stilhistoriske lovmassighed gor de satte vardier selvberoende (dvs.
adlydende en videnskabeligt pavist lov), bestemmes de dermed som eksisterende
i og for sig selv og dermed uathangigt af det musikliv, hvor al verdi hidrorer fra:
i mellemvarendet mellem mennesker. Dermed kommer den stilvidenskabeligt
sanktionerede musikalske vardi i modsatningsforhold til det ovrige musikliv,
idet lovmassigheden som abstrakt lov nedvendigvis md swtte sig ud over livs-
sammenh®nge og sociale kontekster som konstituerende for musikalsk verdi.
Netop som “[...] der metaphysische Teil der Stilkritik”7 tilhorer den musikalske
stils vaerdier det indre, det selv-identiske og dermed det ubetingede. Stilverdien i
sin indre dimension er en vardi uathengig af musiklivets ssmmenhange og hvad
der i ovrigt matte foreligge i virkelighedens verden. Afgerelsen af vardi skubbes
ud af verden og ind i en hinsideshed, der samtidig beroligende kan bringe det
evindelige sporgsmal om, hvorfor tingene er som de er, til ophor.

Idet stilskolen skubber denne indrehed ind bag musikkens liv og endegyldigt
begrunder vardisporgsmal, bringer den imidlertid samtidig noget andet i musik-
ken til standsning. Nar musikhistorien forstds som lovmassig, adlyder den jo blot
sin egen indre sammenhang og dermed den transcendente stilbevagelses abstrakte
monotoni: spiring, blomstring, forfald. Men dermed stter denne position sig
samtidig pd en fordring om at sidde inde med noglen til en mere sand og essen-
tiel musikalsk verden end den foreliggende. Musiklivet som vardisetter og kvali-
ficator af musikalsk verdi i mellemmenneskelige, relationelle og dermed betin-
gede rammer fir dermed en sekundzer status i forhold til stilens bagvedliggende.

Den begrundende essens for den stilbevagelse, der er konstituerende for mu-
sikalske verdibestemmelser, er altid allerede i sin suverane indrehed hinsides den
virkelige verden. Den er i sin bagvedliggendehed producent af ubetingede ver-
dier, som musikken i sin udvikling mad tage til efterretning. Smagsdommen over-
flodiggores, idet at det musikalske nu er afledt fra den historiske udviklingsbanes
objektivitet: “Wenn frither ‘Geschmacksurteil’ [...] massgebend waren [...] sind
jetzt prinzipielle Anordnungen zu treffen, deren Hauptgesichtspunkt die Beriick-
sichtigung der Stilentwicklung ist”?77 Det er denne musikalske drsagsjagt, som
kodificeres videnskabeligt med stilkonceptet og som falder tilbage pd mennesket
i det 20. drhundrede. Det, der vagtlegges her, er ikke sporgsmilet om denne
position sd kan siges i virkeligheden at have sandheden eller falskheden pa sin
side. Der aftegnes blot et historisk vilkdr, vi er henvist til.

Idet stilens udviklingslove folger det musikalsk uudvikledes vej over kulmina-
tion til forfald, da bliver denne skoles effektuering af en “Rangstellung””® — med
sin historiske pegen pa de hojeste og laveste musikalske vardier — samtidig nog-
len til forstaelse og vaerdisettelse af den med stilvidenskaben samtidige tonekunst.

76 Adler (1919) s. 185.

77 Adler (1919) s. 63.
78 Adler (1019) s. 53.
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Det er altsd historien, der vardisetter nutiden (og ikke omvendt): “[...] Urteil
und Verstindnis sollen gehoben und geliutert werden durch das Beispiel der
Geschichte [...]77° Det med stilskolen samtidige musikliv bliver altsd genstand
for en mistro, der grunder i stilkonceptets cirkelbevagelse mellem en foreliggende
musikalsk virkelighed som konstitueret pa en bagvedliggende, mere sand virke-
lighed. Heri er samtidig givet stilvidenskabens vished omkring at matte berigtige
musiklivet i dets udfoldelse.

Det er pd denne baggrund, at man i 1898 kan pikalde en “[...] gefahriicher | ...]
Vehemenz, mit der sich die aus der klassischen Zucht entlassenen Kunstjiinger
der Hypermodernen in die Arme werfen”8° Det er ndr en orden (som her Adlers)
i praksis bliver udfordret og overskredet, at dens granser og afgraensninger bliver
synlige: “Der Kunsttheoretiker [...] erzieht den Jiinger zu seiner Lebensaufgabe
und begleitet den inspiriert Schaffenden als Lebensgefihrte. Sieht der Kunst-
gelehrte, dass es nicht zum Besten der Kunst ausfillt, so will er ihn auf die vichtige
Babn fiihren”3" Det er her, at stilvidenskabens skyggeboksning med det musikal-
ske menneske lober i armene pd det 20. drhundredes moderne ‘musikalitet’3> Til
dels som biprodukt af en ny stilvidenskabelig vilje til (musikalsk) viden:

Man kann alle im organischen Entwicklungsgang gelegenen, bedingenden
Faktoren des Kunstschaffens als die o&jektiven Erfordernisse des Kunststiles
bezeichnen, denen die aus der individuellen Anlage des Kiinstlers stam-
menden stilschaffenden Momente als subjektive gegentiberstehen. Beide sind
im Kunstwerke selbst untrennbar verbunden. 83

Det er i cksaminationen af denne dobbelthed, at det musikalske kodificeres. Dette
sdledes at evalueringen af et individuelt, subjektivt niveau bliver problematiseret
i ssmmenh®ng med det videnskabelige koncept “stil” som rammen for effektu-
eringen af lovmassighed i musikken. Musikkens indre spejler sig med andre ord
i menneskets indre. Idet en stilvidenskabeligt sanktioneret musikalsk norm ven-
der sig mod individet skarpes en specifik og autoritativ logik, inden for hvilken
det musikalske udtryk indregores. Det er altsa med den stilvidenskabelige kodifi-
cering af forholdet mellem tonekunstens indre og ydre, at der afsattes en effekt i
forhold til subjektets musikalske erfaring. Sand viden om det, der musikalsk kom-
mer til udtryk og dermed vidner om en musikalsk erfaring, er altsd lige s meget
identifikation og dermed fiksering af intensitet, som det er erkendelse og indsigt.
Det er det, der gor at stilvidenskaben og musikalitetens normer pa dette tids-
punkt far et felles fodfaste relativt til den samtidige musikalske krise, hvis monu-
ment for eftertiden er blevet fortzllingen om tonalitetens sammenbrud.

79 Adler (1898) s. 38.

80 Adler (1898) s. 33 (min fremhavelse).

81 Adler (1885) s. 15 (min fremhavelse).

82 Se hertil Frederik Pio: “Foucault mellem musikalitet og musikvidenskab”, Musik og Forskning
25 (1999-2000) §. 163-300.

83 Adler (1o11) s. 6.



Dansk musikvidenskabs integration af Adlers stilkoncept 73

Videnskabens fordobling

I Abrahamsens indleg — i den ‘docentkonkurrence’ pa Kebenhavns Universitet i
1924 der skal afgore, hvem der efterfolger Hammerich i den musikvidenskabelige
lzerestol — er inspirationen fra Adlers videnskabskoncept klar:

Den efterhaanden almindeligt benyttede Betegnelse ‘Musikvidenskaben’
dxkker trods ordets Entalsform, ikke over nogen enkelt Disciplin. Tager vi
dette Ord i dets snaxvreste Betydning betegner det tre Discipliner: Musik-
historie, Musikteori og Musikastetik. Tager vi det i en videre Betydning,
betegner det yderligere en raekke Discipliner, der under den ene eller anden
Form har Tonen som Genstand for Forskning, — og Begrebet ‘Musikviden-
skaben” kommer i saa Tilfelde til at omfatte, foruden de tre nzvnte Fag,
endvidere Tonepsykologi og Tonefysiologi, dertil kommer de Discipliner
der beskaftiger sig med Tonen som saadan, dens Opstaaen, dens Udspred-
ning i Rummet, dens Kvalitet.34

Idet Abrahamsen gir sejrrigt ud af denne konkurrence og dermed tiltreder docen-
turet, fir Adlers konception fra 1885 en institutionel formidling herhjemme. En
formidling, hvis kodning af den skenne musik som musikalsk ingenlunde er adskilt
fra en ny vidensproduktion om det musikalske menneske. Adlers systematik bestar
af fire sgjler: 1. Teori (harmonik og rytmik samt deres relation); 2. Tonekunstens
astetik forstaet som en “[...] Wertschitzung der Gesetze und deren Relation
mit den appercipierenden Subjecten behufs Feststellung der Kriterien des musika-
lisch Schinen™S 3. Pedagogik (didaktisk formidling af satslere samt metodik).
4. Musikologi (etnografi). Med undtagelse af den fjerde og sidste disciplin er
de her anforte punkter (sammenfattende den systematiske viden over for den
historiske) beslegtede med det program, under hvilket musikvidenskaben med
Abrahamsen gennem 1920’erne og 30’erne gradvis institutionaliseres som et histo-
risk og teoretisk studium overlejret af en praktisk musikkompetence. Dertil kom-
mer at @stetik bliver et selvstendigt fag pa studiet til magisterkonferensen.

Hos Abrahamsen hedder det i et brev til Undervisningsministeriet i 1935: “I
de ti Aar jeg har fungeret som Larer i Musikvidenskab ved Universitetet, har jeg
efter bedste Evne sogt at omlagge Faget efter de stilvidenskabelige Krav, der i
vort Slegtled gor sig gaeldende”8¢ Nir den ny stilvidenskab under Abrahamsen
med @stetik og pedagogik gradvis integrerer en diskurs, der problematiserer den
musikalske adferd og det musikalske udtryk, er det altsi sammenfaldende med
importen til Danmark af Adlerskolens konception af stil’ som det formidlende
led mellem en historisk og systematisk — og i forhold til den tidligere Hamme-
rich-epoke — nu bredt defineret teoretisk, praktisk og historisk musikvidenskab.
Med oprettelsen af skoleembedseksamen i bifaget sang i 192587 effektueres denne

84 Abrahamsen (1924) s. I.

85 Adler (1885) s. 17.

36 firbog for Kobenhavns Universitet (1934/35) . 225.
87 /irbog for Kobenhavns Universitet (1924/25) s. 139.
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tredeling, samtidig med at det musikhistoriske studium dret inden ombenavnes
til musikvidenskab.8¥ Med tredelingen institutionaliseres altsd en egentlig musik-
videnskab i moderne form.

Det er ved at tenke stilvidenskabens praksis i forhold til dens filosofiske fun-
dering, at det bliver muligt at antyde de effekter, der opstar. I den cirkulare be-
vagelse, hvor stilen pa én gang er indregjort, filosofisk forudsztning og ydre,
videnskabelig pavist kendsgerning, problematiseres som nzvnt det musikalske
menneske som den suverane instans, der kan bringe denne cirkulere bevagelse
til ophor. Det er i dette perspektiv ikke sa meget varket som stilgenstand, men
mere den musikalske adferd, der pa én gang samler, pa den ene side individets
intentioner, subjektivitet, opfattelser og smag, og pa den anden side individets
konkrete, iagttagelige musikalske adferd. Stilbegrebets indre logik fir med andre
ord med dets praktiske funktion som videnskabeligt, institutionaliseret koncept
en afsmittende effekt i forhold til onsket om at se den stilvidenskabeligt sanktio-
nerede idé om nxrver og enhed realiseret pa individniveau; dvs. at komme til
kiavhed over det menneske, fra hvilket den stilvidenskabelige genstand udgar. 1 forhold
til den musikalske adferd vokser der en straben efter at overskride dens ydrehed
med ‘udtrykkets dybde’ som metafor for en indre instans’ enhedslige nzrver.
Bade det generelle koncept om musikalitet og om stil finder deres reprasentation
i henholdsvis den enkeltes adferd og det enkelte vark. Idet disse enkelttildra-
gelser fastholdes i reprasentationen, bliver de indirekte tilordnet en smagsmassig
virkelighed.

Transformationen af lerdommen

Nar professoren i musikvidenskab begyndende i lektionskatalogen for efteraret
1939 udbyder “gennemgang af musikhistorie (med musikastetik)” samt medde-
ler, at man sammen med sanglektoren vil “atholde ovelser i stemmedannelse”, er
dette symptom pa et — i forhold til Hammerich-generationen — nyt metodisk
kontrolleret videnskabsbegreb, der i praksis ikke lengere lader sig frigore fra den
musikalske udovelsespraksis. Den stilvidenskabelige triade bliver en triangulering
af det musikalske menneske. Dette bl.a. fordi den stilvidenskabelige integration
af xstetikken (navnt hos Abrahamsen bade som spekulativ og som psykologisk-
erfaringsvidenskabelig leere om udtrykkets vaesen)® i en stilhistorisk ramme nu
arbejder pd at finde et “[...] bestemt Kendetegn, der kunde vise Vejen frem til en
Bestemmelse af det Astetiske selv”9° Jeg mener, at denne brudflade, hvor musikler-
dommen under humaniora gradvis kapper sin rodfzstethed i en livspraktisk hori-
sonts dannelsesopdrag for at blive en selvlegitimerende, metodisk kontrolleret
videnskab, er en central betingelse for forstdelsen af det 20. arhundredes musika-
litetsbegreb. Hvor humaniora i sin klassiske funktion var redskab for en almen
dannelse, bliver opdraget i den moderne musikpadagogiske diskurs nu en inte-

88 Avbog for Kobenhavns Universitet (1923/24) s. 26.
89 Abrahamsen (1924) s. 12.
99 Abrahamsen (1924) s. 13 (min fremhavelse).
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greret del af en ny stilvidenskab. Bade institutionelt, med indforelse af faget sang
som bifag sideordnet det musikvidenskabelige konferensstudium i 1925, og meto-
disk, med en psykologisk-astetisk udtryksdimension problematiseret inden for
en stilvidenskabelig ramme. Med til billedet horer ogsa, at stilvidenskabsmanden
Abrahamsen selv forestod undervisning i faget sang i gymnasieskolen.9!

Med indforelsen af skoleembedseksamen i sang konsolideres denne forskyd-
ning i kraft af den ny nyttefunktion, som institutionen nu tager pa sig som ud-
dannelses-fabrik’ Dvs. som institution bliver den nu honoreret i dens egenskab
af producent af kandidater og samfundsmassigt nedvendig know-how.9> Musik-
studiet er blevet en videnskabelig erkendelsesform og ma legitimere sig i over-
ensstemmelse med denne status.

Ovenstiende er symptom pa en stigende modsatning i forholdet mellem den
erfarede kunsterkendelse og livspraksis. Det er i den brudte forbindelse mellem
disse to, at en musikalitet kan installere sig som referenceinstans til en nys institu-
tionaliseret, videnskabelig erkendelsesform, der nu ogsd problematiserer den sub-
jektive, musikalske dimension. Og denne handelse er netop bundet op med dnds-
videnskabeliggorelsen af musik som stilvidenskab. Ser man pa ‘stilus’-begrebets
ctymologiske herkomst betegnede det oprindeligt ‘skriveredskabet’ ved de grask-
romerske, retoriske skoler. Begrebet er i forbindelse med den spirende historisk-
filologiske videnskabeliggorelse i Tyskland af musikstudiet i det 19. arhundrede
ikke bare et stilvidenskabeligt koncept, men ogsd (som en gestus til sin antikke
oprindelse) en metafor for det, med hvilket man udtrykker sig. “Der Griffel (‘sti-
lus’), mit dem der Kiinstler seine Gedanken zum Ausdruck bringt, bekommt da eine
metaphorische, symbolische Bedeutung |[...] [als] das eigentiimliche Geprige |...]
der kiinstlerischen Mitteilung”93 I lyset af det brud jeg har sogt at skitsere, bliver
det 20. drhundredes menneske med sin ‘musikalitet’ barer af nye symbolvardier.

Abrahamsens indtraeden i docenturet markerer en @ndring, der lader sig regi-
strere pa en rakke punkter. (i) Konceptmuassigt forskyder lerdommen sig kund-
skabsteoretisk sig fra almen-kulturhistorisk optagethed af det almene musikliv over
mod stil-ideen som ramme om varkernes historie, som de udfolder sig pa bag-
grund af en formalisering af ideen om et evolutionistisk stil-sprog. (ii) Musik-
historiens genstand er under Hammerichs pen ikke skarpt afgranset. Den er for

91 Jf. Nils Schiorring: “Musik”, Kebenhavns Universitet 1479-1979, Bind XI: Det filosofiske Fakul-
tet 4. del (ed. PJ. Jensen), Kobenhavn 1979, s. 385-86.

92 Med etableringen af musikvidenskab som moderne universitetsfag bliver figuren ‘den musik-
lzerde’ bestemt efter ny kriterier. Fortidige aktorer som Chrysander, Kiesewetter, Kochel og
vor egen Hammerich var ud af hgjborgerskabet, og dermed var en del af forudsztningen for
deres licbhaver-virksomhed okonomisk uathangighed. Med overgangen til et formaliseret ud-
dannelsessystem bliver den musiklerde nu ‘universitetsprofessor’. En figur der adlyder et an-
det st af betingelser. Det er her at filologer, jurister og embedsmand som bl.a. K. Winter-
feldt og A.W. Ambros gradvis erstattes af Adlers og Riemanns generation. Dvs. professions-
folk med en erhvervsmassigt vaegtlagt musikvidenskabelig skoling. Se hertil H. Riemanns lille
opsats “Gelehrte und Kiinstler”, Musikalisches Wochenblatt (1893), s. 410-11.

93 Adler (r911) s. 5 (min fremhzvelse).
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cksempel musikmindesmarkernes, -instrumenternes, -foreningernes og -institu-
tionernes historie.94 Med varkoptikken lokaliseres det musikhistoriske objekt nu
i partituret. Hvor musikken tidligere var givet i en kulturel sammenhang i gan-
ske vid forstand, bestemmes musikken nu som til dels losrevet fra verden i et rent
indremusikalsk, satsteknisk perspektiv. (iii) Subjektet for den akademiske musik-
diskurs kan ikke lengere lignes fuldkomment ved ‘musikhistorikeren’. “Stilviden-
skabsmanden’ overlejrer nu dette billede. (iv) Pa niveauet for teoretiske valy (cller
strategier) forskyder musikstudiet sig fra — i Hammerichs tid — at udfolde en
musikhistorisk praksis til med stilvidenskaben at blive en syntetisk (teoretisk/histo-
risk/praktisk) disciplin.

Det bemarkelsesvardige er, at begrebet om en ‘musikalitet’” dukker op om-
trent samtidig med overgangen til en institutionaliseret (stil)videnskabeliggorelse
af menneskets frembringelser i en musikhistorisk ramme. (Man ber ikke her for-
veksle det kronologiske sammenfald med en kausalitet). Dermed antydes det, at
genoprettelsen af det universitere musikstudium med Hammerichs tilknytning
fra og med anden halvdel af 1890’erne ikke kan siges rent epistemologisk at mar-
kere et brud med fortiden. Genoprettelsen er mere et symptom pa en begyndende
transformation inden for musiklerdommen, der forst afgorende treeder i karakter
herhjemme i perioden fra 1924 frem til 1938, hvor et teoretisk, historisk, praktisk
hovedfag i “Musik” oprettes. Overgangen kan sammenfattes i stikordsform:

a. Fra en deskriptiv til en normativ praksis

b. Fra musikhistorie til musikvidenskab

c. Fra offentlige musikforelesninger uden for rammerne af en studie-
struktur (1896-1916), frem til oprettelse af en konferensuddannelse i
“musikhistorie” (1915) og dermed et systematisk, meriterende studie-
forleb. I 1922 ensker man nu “at ombytte Betegnelsen ‘Musikhistorie’
med det videre ‘Musikvidenskab’ 295 Der oprettes dermed et docentur
i musikvidenskab, der betegner den historisk, teoretisk, praktiske triade
i form af magisterkonferensen, suppleret med bifaget sang

d. Fra Hammerichs private (1895-1896) og midlertidige docentur (1896-
1916) til et personligt docentur (1916-1922). Abrahamsen besztter i
1924 det nyoprettede, normerede docentur, der i 1926 omdannes til
et ordinzrt professorat

e. Inspirationen fra et livspraktisk dannelsesopdrag erstattes af et pro-
fessionaliseret, nytteorienteret, kompetencegivende studium

f. Fra en almen kulturhistorisk, registrerende fremstilling af musiklivet i
alle dets facetter til et metodisk kontrolleret videnskabsbegreb med
en eksplicit genstandsspecifikation

94 Se Hammerichs verker: Musikforeningens Historie 1836-1886, Kobenhavn 1886; Kjobenhavns
Musikkonservatorium 1867-1892, Kobenhavn 1892; Det historiske Orgel pan Fredeviksbory Slot,
Kobenhavn 1897; og Musikmindesmarker fra Middelalderen, Kobenhavn 1912.

95 /irbog for Kobenhavns Universitet (1923/24) s. 26.
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g. Fra et historisk musikstudium til en historisk/teoretisk/praktisk musik-
videnskab, hvor stilvidenskaben problematiserer den musikalske sub-
jektivitet som integreret del af sin praksis

h. Hvor den spekulative musiklerdom var redskab for en almen, selv-
begrundende dannelse, saxtter stilvidenskaben nu en gensidig cirku-
lzer henvisning mellem sit filosofiske grundlag og den videnskabelig
paviste kendsgerning. Videnskaben bevager sig hen mod en meto-
disk selvlegitimering.

En videnskabelig sand viden om musikalske frembringelser har en tendens til at
installere mennesket i en athangighed af den historisk specifikke made, der ‘vides
pd) idet der swttes en betingelse for den enkeltes vurderinger og handlen. Ideen
om det musikalske menneske som barer af en ‘musikalitet’ er ikke en ahistorisk
idé¢, men ret beset en relativ ung foreteelse, som ikke stir i et ubetydeligt forhold
til opkomsten af en videnskab om musikken. Homo Musicus som barer af det
dannelses-surrogat, vi i dag kalder ‘musikalitet’ bliver i dette perspektiv en umis-
kendelig moderne tildragelse. Som Adler udtrykker det: “Der Stil durchdringt das
Ganze [...]29¢

Konklusion

Nar Jeppesen snakker om “den indre, den egentlige musikhistorie”, er det symp-
tomatisk for metafysikken, der jo vil se de materielle musikalske varker som blotte
fremtradelsesformer for en mere sand virkelighed, der er bagvedliggende. Der-
med bliver den materielt og faktisk foreliggende virkelighed reduceret til netop
det, som det musikalske menneske vil forsta som virkeligt: nemlig det — bag det
ydre skin liggende — forste, oprindeligste, hojeste drsagsprincip (om dette benav-
nes Gud, And eller Kunst er ret beset lige meget i denne forbindelse). Mennesket
konstituerer dermed stilvidenskabeligt den ‘objektive’ musikalske virkelighed ved
at afkreeve den en tilbageforsel til en indre begrundelsessammenhang, som musik-
historiens tildragelser kan afledes fra. I forlengelse af denne metafysik, som stil-
videnskaben baserer sit projekt pd, ser man jo ogsi stilvidenskabens onske om at
ville se mennesket som det bevidste og suverent betydningssettende centrum for
ethvert musikalsk udsagn i dets totalitet.

Man har endvidere set, hvorledes der i stilskolen huserer et uudtalt enske om
i den kunstneriske erkendelse at se en principiel genkendelse. Den sande viden
genkender altsd det uforanderligt musikalske, der som musikalsk stil treder frem
i sin historisk specifikke egenart. Men der er samtidig tale om en genkendelse,
der tenkes ud fra idealiseringen af et indre narver i mennesket, som dér, hvor
tonekunsten musikalsk tildrager sig, erfares og med andre ord bliver levende. Det
videnskabelige, musikalske menneske fungerer dermed i praksis som referent for
det stilvidenskabelige projekt i dets bestrabelse pa en organisering af kunstlivet.

96 Adler (1o11) s. 12.
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Det er med stilvidenskaben, at det musikalske sprog pavises og identificeres.
Stilskolens objektivering af musikkens sprogkarakter (det er sproget, der skaber
begreber og dermed tingsliggor) bringer det musikalske til at betegne en ‘musi-
kalitet’ i mennesket. Det er med stilsprogets musikalske grammatik som repra-
sentation, at der installeres en indre, centreret idealitet, som antages at trykke sig
ud. Musikken objektiveret som stil-sprgg konnoterer med andre ord en substans
bag reprasentationen, som betydningen i sidste instans kan fundere sig i og vise
tilbage til. Den stilkonceptuelle objektivering af musikken i en sprogkarakter implicerer
altsi ideen om ¢t musikalsk, essentielt subjekt.

Dette er symptomatisk for den klassiske fordom om, at videnskaben blot af-
spejler og systematiserer de evidenser, der oprindeligt gav sig til kende i det men-
neskelige subjekts bevidsthed. Men her har jeg netop prevet at vende pracis denne
vanetenkning om: at der intet er i videnskaben, som ikke forst har kendt sin
naturlige, selvindlysende plads i subjektets transparens for sig selv. Nir stilskolen
indleser en uforanderlig og guddommelig sandhed nedenunder og bagved de
skiftende perioders mestervarker, er dette jo blevet anledning til det katterske
sporgsmil, om det ikke pracis er den stilkonceptualiserede semiotik selv, der
regulerer kunstens udtryk for denne enhedslige, kontinuerte organicitet? Disse
betydninger er siledes ikke nedvendigvis noget, der pr. automatik cksisterer forud
for den institutionelle indskrift af ‘stil. Den kunstneriske sandhed opbevares der-
med stilkonceptuelt, og denne skole fremstir dermed som et magtfuldt indspil i
den kamp om musikalsk betydning, som szrlig efter 1906-8, hvor tonaliteten
oploser sig, bliver sat pa spil i spendingsfeltet mellem musikken og det menneske,
der giver den liv.

Begrebsliggorelsen af musikalsk begavelse som ‘musikalitet’ er ikke en over-
historisk hzndelse. Denne ‘musikalitet’ installerede sig i begyndelsen af det 20.
drhundrede — ikke da den ud af en indre trang sd at sige ‘selv ville det” — men
madske mere, da det blev muligt at tenke den (eller da der var brug for den) inden
for epokens videnshorisont. Dvs. pracis da der i mdden at vide pa blev jort plads’
til det, opstod objektet ‘musikalitet™” i kelvandet pa overvejelser og vidensformer,
der dkke primaert var rettet mod den musikalske begavelse som id¢. Sporgsmalet er
altsd, om musikalsk begavelse som substantiel tildragelse i mennesket kunne ten-
kes for en videnskab om musikken — bl.a. stilkonceptuelt — indrammede et institu-
tionalisevet, vidensmassigt vum for denne tenkning: Maske én af fedrene til den
systematiske musikvidenskabs tonefysiologi, Gustav Fechner ville kunne have gi-
vet os dette svar. Var det siledes ikke hans @stetik, der genopdagede Buffons
dictum: “Le style cest ’Thomme™? Dette maske blot som fernis over den kends-
gerning at musikken forst forener sig med noget guddommeligt i den bevagelse,
hvor den endegyldigt erfarer at have mistet sine guder.

97 Da al tenkning er sproglig, er det en central pointe, at tilsynekomsten af dette ny begreb bor
opfattes som symptom pa generelle forskydninger i betydningsdannelsen omkring musikalsk
subjektivitet.
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SUMMARY

The article, “The integration of the Adler concept of style in Danish musicology.
A new prerequisite for the understanding of musical subjectivity in the 20th cen-
tury”, investigates how Guido Adler’s concept of ‘Style’ is installed in Danish
musicology during the second and third decade of the 20th century. The Adle-
rian concept of ‘der Stil’ is considered as a symptom, not only of a change in the
definition of method and object of historical musicology, but also as a symptom
of a general transformation of the musicological institution as such. In other
words, the formation of the musicological institution in Denmark during the
second and third decade of the 20th century provides a new answer to the old
question: what is the science of music? This innovation reflects — as indicated by
the concept of style — a loyalty to the famous Adlerian concept of a general ‘Musik-
wissenschaft’ ‘Der Stil’ becomes a synthetic concept which as a theoretical em-
blem is superposed on this general conception of a science. The article asserts
that the above mentioned ‘new answer’ — established within this horizon of style
— must be considered a fundamental prerequisite to the way in which musical
subjectivity is decided and fixed by means of the 20th century concept ‘Musi-
kalitit’ (musicality). In other words, the new musical knowledge of science be-
comes a grid through which modern musical man is now reconsidered.






Music and Its Resonating Body”

By HALLGJERD AKSNES

Traditionally, music analysis has been score-oriented and “disembodied” in
the sense that the analysts have tended to regard themselves as external ob-
servers of musical structures inherent in the score. In recent years, however, one
has seen many attempts to broaden the scope of music analysis, so as to include
both the analysts’ own involvement and aspects of musical meaning which can-
not be accounted for in the score. This article focuses on one essential source of
musical meaning which has traditionally been excluded from analysis: our musi-
cal body. More precisely, the article seeks to show how both sounding music and
score are understood in terms of our own embodiment, and how musical analy-
sis can benefit from the inclusion of this aspect of meaning. What, then, do I
mean by “our musical body”? This is a body which transcends Cartesian duality,
as it includes both auditory, visual, emotional, kinesthetic, linguistic, and other
modes of cognition.'

In an attempt to throw light upon the workings of the musical body I will
discuss the notion of metaphorical projection as it is understood within cogni-
tive semantics, a discipline which studies the cognitive processes underlying our
experiences of meaning. Since Aristotle, metaphor has been regarded as a linguis-
tic phenomenon where an entity from one semantic field is transferred to an-
other semantic field (cf. the etymology of the term “metaphor”: carrying-over).
Cognitive metaphor theory regards metaphor not as a matter of language alone
but as a basic cognitive principle where the transfers occur between conceptual
domains; thus, the cognitive linguist George Lakoft defines metaphor as “a cross-
domain mapping in the conceptual system”? The notion of conceptual domains
has the same function within cognitive science as the notion of semantic fields has
within traditional semantics — however, whereas semantic fields are strictly lin-
guistic, conceptual domains comprise both language and the sensory modalities.
Another difference between traditional metaphor theory and cognitive metaphor
theory is that according to cognitive metaphor theory, the motivation for meta-

* The research has been funded by the Norwegian Research Council. The first part of this
article was published in G. Stefani, E. Tarasti & L. Marconi (eds.), Musical Signification: Be-
tween Rhetorvic and Pragmatics. Proceedings of the sth International Congress on Musical Significa-
tion, Bologna 1998.

' In the following I will distinguish between modalities of perception (sensory modalities) and
modes of cognition as complex modes of cognition like music and language can involve several
different sensory modalities at one and the same time.

2 George Lakoft, “The Contemporary Theory of Metaphor”, A. Ortony (ed.): Metaphor and
Thouglt, second revised edition, Cambridge 1993, p. 203.
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phorical mappings can be both iconic and indexical, as the music semiotician
Robert Hatten has pointed out.3 An example of the latter is the ubiquitous meta-
phor which Lakoff and Johnson have named more is up (e.g., “My income rose last
year”),* where the mapping is based on a correlation rather than on an under-
lying similarity.

The use of metaphors to describe music — especially metaphors with strong
emotional connotations — has often been rejected as hopelessly subjective and un-
scientific by music analysts. However, as the music theorist Marion Guck has
demonstrated, even the most scientifically oriented analyses abund in metaphori-
cal language.’ Metaphorical projections seem to be ubiquitous in musical experi-
ence, and are manifested not least through cross-modal associations, which are
so pervasive that we tend to regard the most common associations as intrinsic to
the music itself (e.g., the color metaphors used to describe sonorous qualities, as
in the German term Klangfarbe). 1 wish to argue that many of the body-based
metaphors which arise through our encounters with music can in fact be inter-
subjective, due to shared biological and cultural dispositions, and that much of
the music is lost if we focus solely on the “disembodied” score in music analysis.

How, then, can metaphorical mappings operate in music? Let us start out
with a metaphorical conception that is particularly important in art; that of bal-
ance. According to the philosopher Mark Johnson, our different uses of the term
“balance” derive from a limited number of basic conceptual structures which he
calls “image schemata” and describes as “recurring structures of, or in, our percep-
tual interactions, bodily experiences, and cognitive operations”® He emphasizes
that these structures are experientially based, developing through our encounters
and interactions with our environments. This implies that image schemata are
dynamic, and that they are modified during the course of our development.
However, they are constant enough to be recognized both across time and be-
tween individuals, due to our shared biological dispositions and basic bodily ex-
periences (e.g., the experience of gravity). In his discussion of image schemata
pertaining to the notion of balance, Johnson singles out four prototypes — “axis
balance”, “twin pan balance”, “point balance” and “equilibrium” (see Fig. 1) —
which can be metaphorically projected onto many different domains of physical
and psychological experience, thereby forming the basis of highly complex con-
ceptual structures and inferences. Although Johnson both names and illustrates
these image schemata, he emphasizes that one must not confuse the illustrations
with the things themselves. Image schemata are skeletal structures which can be
regarded neither as propositions nor as rich images. Instead they involve opera-
tions that are analogous to spatial manipulation, orientation, and movement.

3 Robert S. Hatten, Musical Meaning in Beethoven: Markedness, Corvelation, and Interpretation,
Bloomington 1994, p. 164.

4 George Lakoff & Mark Johnson, Metaphors We Live By, Chicago 1980, p. 16.

5 Marion Guck, “Analytical Fictions”, Music Theory Spectrum 16/2 (1994).

6 Mark Johnson, The Body in the Mind: The Bodily Basis of Meaning, Imagination, and Reason,
Chicago 1987, p. 79.
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Due to copyright conditions
this illustration has been removed.

Please refer to a printed copy of the issue.

Fig. 1. Mark Johnson’s prototypes for balance image schemata, from Mark Johnson,
The Body in the Mind, Chicago 1987, pp. 86-87. © 1987 by The University of Chicayo
(vendered with permission).

Returning to music, I will take an excerpt from Palestrina’s Missa Papae Marcelli
(1556) as my point of departure, focusing on the melodic lines in the opening of
the first of the two “Agnus Dei” movements. The Danish musicologist Knud
Jeppesen’s renowned study of Palestrina’s counterpoint technique puts great
emphasis on the well-balancedness of Palestrina’s melodic lines (cf. Renaissance art
in general); a melodic balance which is not only heard but also felt and which
contributes greatly to the serene beauty of Palestrina’s music. But how does this
sense of balance come about? Jeppesen sought to elucidate Palestrina’s composi-
tion technique through an inductive study of his music and ended up with a set of
norms which it is unlikely that Palestrina himself was fully conscious of, but which
nonectheless are operative in his music. To give a few examples: “All in all the
melody is surely restrained and well-balanced; up and down are approximately
equilibrated, as is most often the case in Palestrina’s music. [...] One will, more-
over, notice that the large intervals are treated in a special way, as they are bal-
anced by stepwise progression”” We find a musical realization of these norms in
the opening of the first “Agnus Dei” movement of Missa Papae Mareelli, the score
of which is rendered in Ex. 1, but which is better experienced on a recording
(e.g., by The Tallis Scholars, dir. Peter Phillips on Gimell). The main theme of
this movement, which recurs throughout the mass, is often called the “Ihomme
armé” theme, as it was derived from a chanson titled L’bomme armé. Due to its

7 Knud Jeppesen, Kontrapunkt: Vokalpolyfoni, Copenhagen 1968, pp. 82-83. The translations of
Jeppesen’s original Danish text are my own.
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Ex. 1. Opening of “Agnus Dei I” from Palestvina’s Missa Papae Marcelli.

melodic well-formedness, this theme was used also by several other Renaissance
composers, most notably by Josquin des Prez.

How is it that the notion of balance — which in its most primal form is related
to fundamental somatic experiences like that of our own center of gravity — can be
so aptly applied to music which, strictly speaking, is nothing but a constellation
of soundwaves? This brings me back to the notion of image schemata. Interest-
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ingly, Johnson emphasizes the amodal quality of image schemata, noting “It
would seem that image schemata transcend any specific sense modality, though
they involve operations that are analogous to spatial manipulation, orientation,
and movement”® I believe that this brings us straight to the heart of music which
is commonly heard as metaphorical movement in metaphorical space (cf. the
basic metaphor which George Lakoff has called nonvisual perceptual space is physical
space?). The metaphor can also be recognized in Western musical notation which
places pitches in a visual, though two-dimensional, space. And like all other
things moving in space, the movements of music can be heard as more or less
balanced, judged on the basis of our biological and cultural dispositions. Rising
melodic lines, for example, are often heard as an increase in tension; much like
our understanding of potential energy, which is proportionate to the elevation of
an object. In the same way as physical objects, melodies seem to return to their
original energy level when they return to their registral point of departure.

Interestingly, Jeppesen also uses energy metaphors in his description of Pale-
strina’s music:

[One] can often sce a relatively large downward leap followed by another
leap (in the opposite direction, of course); whereas a large upward leap is
almost always followed by stepwise downward progression. The reason for
this is probably that the note towards which one leaps is in the first case a
“bottom note”, and in the second case a “top note” Consequently, one
notices the upward leaps more than the downward leaps, and one therefore
lets the upward leaps be followed by effects which lead to a decrease in

energy [...].1°

This simple correlation with potential energy can throw light upon one aspect of
musical balance — however, I wish to emphasize that the sensation of musical
balance is far more complex than what I can account for by any one model or
image schema. Musical balance should rather be regarded as a gestalt quality
dependent on both melodic, registral, contrapuntal, harmonic, rhythmic, dyna-
mic, idiomatic, and many more features; many of which are more culturally and
less biologically dependent than the example I gave above (note that this does
not imply that these aspects of music are any less embodied for that reason).
Furthermore, musical balance means much more to us than just dynamic patterns
of tones which are heard to be in “auditory equilibrium” How, for example, can
Palestrina’s music have such a soothing effect on me when I am troubled? I am
inclined to answer that it helps me regain my mental equilibrium — and like
Johnson, I do not believe that it is a coincidence that I experience it this way. In
The Body in the Mind he writes:

8 TJeppesen (1968) p. 2s.

9 George Lakoff, Women, Fire and Dangerous Things: What Categories Reveal about the Mind,
Chicago 1987, p. 513.

10 TJeppesen (1968) p. 88.
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The “mental” is understood and experienced in terms of the “physical” The
notion of “emotional balance” is a good example here, because our emo-
tional experience is typically thought of as having both a bodily and mental
aspect. We experience our emotions on a homeostatic model in which health
depends on a proper balance of emotional forces and pressures.™”

Using a metaphor related to that of balance, the ancient Greek Harmonia meta-
phor, I could say that Palestrina’s exceptionally harmonious music puts me in a
harmonious mood (or even more romantically, that the beauty of his music attunes
my soul). Here the projections have gone well beyond the bounds of kinesthetic
experience and have entered into the realm of feelings, which are characterized
by an interplay between somatosensory information — information about the state
of the body — and our cognitive evaluations of this information and of the par-
ticular circumstances in which we find ourselves. How, then, can we evaluate our
bodily sensations? One possible principle of evaluation has been discussed by the
developmental psychologist Daniel Stern,' who believes that we are predesigned
to be able to recognize certain basic affective contours. Interestingly, Stern be-
lieves that these contours — like Johnson’s image schemata — can transcend the
different sensory modalities. As Stern’s views can throw interesting light upon
musical meaning, I will now make a short excursion into his work before return-
ing to the primary subject matter of this article: sounding music.

In the book The Interpersonal World of the Infant, Stern describes infant deve-
lopment in terms of what he calls “domains of [interpersonal] relatedness” Most
relevant in this context is the domain of emergent relatedness, which according to
Stern is our earliest domain of experience. He uses the term “domain” rather than
the more common psychoanalytical term “stage”, so as to emphasize that we con-
tinue to experience our world in terms of all of the different domains throughout
life — although we tend to be most aware of the very last domain of experience to
develop; the domain of verbal relatedness.'3 Thus, unlike the classical psychoana-
lysts, Stern does not believe that there is anything regressive about experiencing
the world in terms of the domain of emergent relatedness.

According to Stern, the domain of emergent relatedness is characterized by
three interrelated phenomena: amodal perception, “physiognomic” perception,
and vitality affects. Starting with the first, Stern refers to Meltzoff and Borton’s
famous psychological experiment where blindfolded three-week-olds were given
knobbed or smooth pacifiers to suck. These infants could afterwards recognize
the pacifier that they had felt in their mouth just by looking at it (that is, they
looked significantly longer at the pacifier which they had sucked). To quote Stern,

“Infants are predesigned to be able to perform a cross-modal transfer of informa-

I Johnson (1987) p. 88.

2 T am grateful to Mark Johnson for having introduced me to the work of Daniel Stern.

13 Daniel N. Stern, The Interpersonal World of the Infant: A View from Psychoanalysis and Develop-
mental Psychology, New York 1985, pp. 32-33.
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tion that permits them to recognize a correspondence across touch and vision”'#
Stern also points to research indicating that infants are capable of performing
audio-visual, temporal, and visual-motoric cross-modal matching as well (cf.
infants’ instinctual imitation of facial expressions even before they are able to
recognize their own face in a mirror), concluding:

Infants appear to experience a world of perceptual unity, in which they can
perceive amodal qualities in any modality from any form of human expres-
sive behavior, represent these qualities abstractly, and then transpose them
to other modalities. [...] These abstract representations that the infant ex-
periences are not sights and sounds and touches and nameable objects, but
rather shapes, intensities, and temporal patterns — the more “global” quali-
ties of experience.'S

Stern’s views have been confirmed through a number of psychological experi-
ments, and also adults have been shown to be able to perform intersubjective
cross-modal associations. The Argentinian color researcher José Luis Caivano,
for instance, has found that we have a tendency to make certain very specific
correlations between qualities of sound and qualities of color — for example be-
tween luminosity of color and loudness of sound, saturation of color and timbre
of sound, and “size” of color and duration (temporal extension) of sound.™ Thus,
amodal perception would seem to be a reality also in adult life.

Until now I have focused primarily upon relatively “structural” forms of amodal
perception. However, in the case of music the more affective forms of amodal
perception, which Stern approaches by means of the notions of physiognomic
perception and vitality affects, are at least as important. The term “physiognomic
perception” was coined by the psychologist Heinz Werner,'” who believed that
the phenomenon he was describing had to do with our ability to categorize dif-
ferent facial expressions and bodily movements. According to Werner, humans
can also experience inanimate things in terms of categorical affects, and Stern
elaborates upon this discussion, claiming that we tend to perceive both lines,
colors, and sounds in terms of different affects (see Fig. 2). As we will see in
“Dido’s Farewell” shortly, this corresponds well with the convention of using
falling melodic lines to express sadness, a convention which is in accordance both
with our facial and postural expressions of sadness.’

14 Stern (1985) p. 43.

IS Stern (1985) p. SI.

José Luis Caivano, “Color and Sound: Physical and Psychophysical Relations”, Color Research
and Application 19/2 (1994) pp. 126-33.

7" Heinz Werner, The Comparative Psychology of Mental Development, New York 1948.
Interestingly, many of the expressive cues and devices used in music performance are also in
accordance with our bodily expressions of emotion; see for example Mayumi Adachi & Sandra
E. Trehub, “Children’s Expressive Devices in Singing”, B. Pennycook & E. Costa-Giomi (eds.),
Proceedings of the Fourth International Confevence on Music Perception and Cognition, Montréal
1996; Patrik Juslin & John Sloboda (eds.), Music and Emotion: Theory and Research, Oxford 2001.
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Fig. 2. Heinz Werner’s happy, sad, and angry lines (from The Comparative Psychology
of Mental Development, New York 1948.

The third term to be discussed here, “vitality affects”, was coined by Stern himself
in an attempt to grasp certain basic qualities of feeling that often escape our
attention:

[...] many qualities of feeling that occur do not fit into our existing lexicon
or taxonomy of affects. These clusive qualities are better captured by dyna-
» <«

mic, kinetic terms, such as “surging”, “fading away”, “fleeting”, “explosive”,
“crescendo”, “decrescendo”, “bursting”, “drawn out”, and so on.™

Stern draws upon the philosopher Suzanne Langer’s discussion of the different
“forms of feeling” that are correlated with vital life processes like breathing or the
coming and going of emotions and thoughts, and he emphasizes that vitality
affects can exist independently of the traditional categorical affects — “For example,
a ‘rush’ of anger or of joy, a perceived flooding of light, an accelerating sequence
of thoughts, an unmeasurable wave of feeling evoked by music, and a shot of
narcotics can all feel like ‘rushes’”*® He mentions abstract dance and music as
prototypical examples of the expressivity of vitality affects, and writes further:

Because activation contours (such as “rushes” of thought, feeling, or action)
can apply to any kind of behavior or sentience, an activation contour can
be abstracted from one kind of behavior and can exist in some amodal form
so that it can apply to another kind of overt behavior or mental process.
These abstract representations may then permit intermodal correspondences
to be made between similar activation contours expressed in diverse beha-
vioral manifestations.?"

I see this as a very promising approach both to musical emotions and to the
more kinetic features of music, such as gesture — which is essential to musical
meaning but notoriously difficult to grasp by means of traditional music-analyti-
cal methods. As an example of a musical gesture, I will refer to the music semio-

19 Stern (1985) p. s4. Interestingly, the neuroscientist Antonio Damasio (private communica-
tion) has compared Stern’s vitality affects with his own notion of background feelings; feel-
ings which originate “in ‘background” body states rather than in emotional states”; Antonio
R. Damasio, Descartes’ Ervor: Emotion, Reason, and the Human Brain, New York 1994, p. 150.

29 Stern (1985) p. 5.

2L Stern (1985) pp. 57-58.
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tician Robert Hatten’s analysis of Schubert’s Piano Sonata in A, D. 959, where he
points to an especially important gesture involving “two sound events separated
by a lift, with the first given less weight and duration than the second”?2 (see its
first appearance in Ex. 2). Why does this gesture give us such great pleasure?
Perhaps because we relate the gesture to the experience of arriving at a goal,
followed by a gratifying sense of completion (although the sense of arrival is only
temporary in this case, due among other things to the anticipatory harmony)?
Or perhaps because we can recognize intimately familiar physical patterns like
inhaling followed by exhaling, or like the upbeat-downbeat effect of our own
pumping heart??3 Perhaps this can also explain why we say “A-HA!", often ac-
companied by a hand gesture, when we finally arrive at the gratifying goal of
understanding something that has been puzzling us?
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Ex. 2. Franz Schubert, Piano Sonata in A, D. 959, first movement, mm. 7-10.

To elaborate upon such emotionally laden metaphorical mappings in music, I
will now turn to “Dido’s Farewell” from Henry Purcell’s opera Dido and Aeneas
(see the excerpt from the score in Ex. 3; or better, listen to Véronique Gens,
William Christie, and Les Arts Florissants’ interpretation on Erato). In the recita-
tive and aria we hear Dido’s last words, as she secks her own death after having
been abandoned by Aeneas. The music beautifully depicts the mood of the scene,
and is so powerful that it at times draws our attention away from the words and
the dramatical situation, directing us towards the sheer beauty of the musical
sounds themselves.>+ For those familiar with baroque Figurenlehre, however, these
sounds convey not only musical beauty and relatively undifferentiated feelings of
sadness, but also very precise “extramusical” meanings (a notion put in quotation
marks as I plan to problematize it later on). The dominant figure in “Dido’s

22 Robert S. Hatten, “Schubert the Progressive: The Role of Resonance and Gesture in the
Piano Sonata in A, D. 959”, Intégral 7 (1993) p. 44.

23 If we listen carefully, we can hear two different cardiac sounds, corresponding to the closing
of different valves. The first cardiac sound is weaker than the second, and the interval between
the first and second cardiac sound is shorter than the interval between the second and the next
cardiac sound; thereby creating an upbeat-downbeat effect. However, as Hatten has pointed
out (private communication) this cardiac gesture also differs from the above-mentioned mu-
sical gesture in that it is repeated continuously.

24 As the music semiotician Eero Tarasti has pointed out, we have a tendency to glide into
“absolutistic” modes of listening even in program music; Eero Tarasti, A Theory of Musical
Semiotics, Bloomington 1994, p. 209.
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Ex. 3. “Dido’s Favewell” from Henry Puvcell’s opera Dido and Aenens.
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Farewell” is a descending chromatic melodic line which is termed “passus durius-
culus” in the baroque figure catalogs, and which has traditionally been used to
depict death, sadness, descent, and related phenomena.?s The figure is most pro-
minent in the bass accompaniment of Dido’s aria, where it is repeated over and
over as a basso ostinato, a convention common to lamento arias. Now the ques-
tion is: Are the meanings that we attribute to these structures arbitrary, or are
they in some way motivated (note that they can nonetheless be highly culture-
dependent, due to the relatively indeterminate nature of musical meaning)?

Let us begin with the most obvious metaphorical mappings, those from our
spontaneous vocal expressions of sadness. Spontaneous lamentations take the form
of falling glissandi; or, placed within the traditional Western notational system,
falling chromatic lines — as we can find both in the bass figure of “Dido’s Fare-
well” and in the highly chromatic, predominantly falling melodic line of the so-
prano (cf. “laid, am laid in earth” and note the “sobbing” effect of the dotted
rhythm, as well as the affect-laden tritone contour of the melody). Furthermore,
the first “laid” is one of many examples of suspensions, a figure that is commonly
experienced as plaintive or yearning. I regard all of these effects as musical meta-
phors for sadness; however, it should be noted that the effects also have specifi-
cally sonorous, self-referential musical meanings.2® Yet another example of falling
melodic lines is to be found in the choir’s musical illustration of “drooping wings”
in the chorus following “Dido’s Farewell” (see Ex. 4); a case where the metaphor
of melodic motion in space is employed as a word-painting device (cf. also the
choir’s melodic imitation, which is a conventional way of depicting a group of
people, or as in this case: cupids).

It is, however, not only the downward motion that has metaphorical function
in “Dido’s Farewell”: The repetition of the words “Remember me”, for example,
illustrates Dido’s great earnest and yaerning for eternity, her wish to lie in mzemo-
7in.7 Both the repetitions themselves and the affective contour of crescendo and
rising pitch create an increase in intensity that brings us to the aria’s climax: the
third “Remember me”, sung on a high G, followed by a meandering sigh which
gradually brings the melody to an end an octave below. We find this basic affec-
tive contour both in discontented newborns and everyday speech, as well as in

25 Finn Benestad, Musikk og tanke: Hovedretninger i musikkestetikkens historie fra antikken til vir egen
tid, Oslo 1976, p. 128. It is probable that Purcell has drawn explicitly upon the conventions of
Figurenlehre, as Dido and Aeneas is clearly influenced by Cavalli’s Didone, written so years
carlier. In Cavalli’s opera we find chromatically descending basses in several of the laments;
Claude V. Palisca, Barogue Music, second edition, Englewood Cliffs, New Jersey 1981, p. 249.
The above-mentioned musical structures are metaphors for sadness by virtue of mappings
between a nonmusical mode of vocal expression and music. However, they also have meto-
nymic function, insofar as they represent sadness by means of our vocal expression of sadness.
(Metonymies are based on contiguity or causal relations and usually have referential function.)
Such interactions between metaphor and metonymy are very common.
27 The listeners” only consolation may be that Dido achieves eternity through the very tragedy
which bears her name, in accordance with the myth of the Muses’ birth by Mnemosyne, the
goddess of memory.
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Ex. 4. The final chorus in Purcell’s Dido and Aeneas.

many familiar patterns of motor activity (cf. Stern’s vitality affects). It is also
interesting to note that this contour has been found in music all over the world.
In its most primal form, as found in many aboriginal cultures, it is termed “tum-
bling strains”?% And according to many singing teachers, professional singing is
based on just such primal, affect-laden sounds — which can give us a clue as to
why music plays such a great role in our lives. Oren Brown, professor emeritus
of singing at the Juilliard School of Music, has 1996 published a book with an
enclosed CD where he demonstrates such primal sounds.?® Interestingly, his
demonstration of “crying” is strikingly similar to the first vocal line of Dido’s
aria: He starts on a G, glides approximately a minor third upwards, falls back
slightly, and then starts anew approximately on C above the G. Brown’s approach
to a student performing “Dido’s Farewell” at a master class in Oslo some years
ago, can also throw interesting light upon this discussion. After the first per-
formance, the student was forced to moan, groan, and whimper on stage, and to
sing while pulling Brown’s arm so as to create a “pulling force” in her melodic
line. Thereafter, she sang the aria once more, and the difference was striking: She
now had an emotional nerve in her singing, a nerve which made her performance
both musically convincing and emotionally moving. Thus, it would seem that
the bodily metaphors are an essential part of the music itself.

28 Curt Sachs, The Wellsprings of Music (ed. Jaap Kunst), New York 1962, p. s1.
29 Oren L. Brown, Discover Your Voice: How to Develop Healthy Voice Habits, San Diego & London
1996.
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There is nothing new to comparing music, and especially singing, with affec-
tive contours in our most important expressive medium, the voice; this was done
already by Jean-Jacques Rousseau in the eighteenth century. However, one has
often used the term “iconicity” rather than “metaphor”, as these musical effects
are grounded upon sonorous similarities. I have chosen to apply the notion of
metaphor both to these and other cases of onomatopceia, as the source sound
and the musical sound — for example crying and singing in a lamenting way —
belong to different cognitive domains. Furthermore, it seems highly plausible
that the conceptual mappings follow the same principles whether they occur
within or across the sensory modalities.

Turning now to cross-modal mappings, I will focus upon what it feels like to be
sad, and how we carry our bodies when we are sad. We feel excessively heavy and
sluggish, we sink together, our shoulders crouch, and our head falls; in other
words, we experience our body in terms of downward motion — much like the
downward motion of the melodic lines of “Dido’s Farewell”> We have all experi-
enced how bodily posture can reflect emotions, and this has also been demon-
strated experimentally, among others by the cognitive psychologists Mayumi
Adachi and Sandra Trehub.3° They filmed children who had been asked to sing
cither in a sad or a happy way; and although they gave no indications as to bodily
posture or other expressive means, virtually all of the children who had been asked
to sing in a sad way let their heads drop, sank together, and sang extremely slowly.

Sadness not only affects our posture, however: It also has ideational conse-
quences, and interestingly, these ideas often reflect underlying conceptual meta-
phors. For example, we may feel that we are walking in circles, never getting any-
where — much like the basso ostinato, which seems to be ruminating over its own
fate; or like the chromaticism of the melodic line, which slowly weaves its way
through the song. (Not surprisingly, falling chromaticism is conventionally used
to depict sadness or pain.) Pathological depression is characterized by obsessive (or
shall we say obstinate?) thoughts of sadness, as well as by a change in the patients’
perception of time: Time moves more slowly when we are sad or depressed; in
fact our whole system — heartbeat, digestion, intellectual efficiency, and all — slows
down. This corresponds strikingly well both with Adachi & Trehub’s sad singers
and the slow, floating rhythm of “Dido’s Farewell”

I have now demonstrated a number of correspondences between musical fea-
tures in “Dido’s Farewell” and our bodily expressions and sensations relating to
sadness, finding it highly plausible that we draw upon these bodily patterns and
reactions when listening to the aria. The metaphor drawing upon bodily patterns
and reactions is carefully chosen, as it can include both the so-called “cognitivist”
and “emotivist” positions within music philosophy.3' I do not wish to take sides
in the “ancient quarrel” between these positions, as I am convinced that our

39 Adachi & Trehub (1996).
31 See Peter Kivy, “How Music Moves”, P. Alperson (ed.), What is Music? An Introduction to the
Philosophy of Music, University Park, Pennsylvania 1987, pp. 148-63.
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experience of expressivity in music can result both from a simple recognition of
music’s expressive properties (“cognitivism”), and from our identifying with and
actually feeling the expressivity of music (“emotivism”). In my view, these posi-
tions can best be regarded as different listening strategies, in accordance with the
cognitive psychologist John Sloboda’s belief that the cognitive stage of a listen-
er’s response to music “is a necessary precursor of the affective stage [...] How-
ever, the affective stage does not necessarily follow the cognitive stage”3?

Skeptics might maintain that, fair enough, we may experience “Dido’s Fare-
well” as sad due to the underlying text and figures which guide our ears — but
what about absolute music, which is without any text, title, or figures that will
bring us outside of the purely musical domain (note the values inherent in these
terms)? To argue for my view that the same mechanisms apply in so-called abso-
lute music, I will turn to the music theorist Marion Guck’s studies of metaphors
used by her students and herself in discourse about Chopin’s B minor prelude,
op. 28, no. 6 (see Ex. 5, or better: listen to Maurizio Pollini’s interpretation of the
prelude on Deutsche Grammophon).
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Ex. 5. Chopin’s B minor prelude, op. 28, no. 6, mm. 9-13.

Guck conducted an experiment where she asked music students to describe a
passage (mm. 11-12) from this prelude in non-technical terms, and her results are
highly interesting in light of the Lakoff-Johnson theory of metaphor. She noticed
that the presented metaphors often entailed new, related metaphors, indicating
that the metaphors were situated within an associative web of significance. Cer-
tain metaphors were ascribed a central role in the students’ understanding of the
passage, thus determining a web of secondary metaphors which revolved around
what she called the “organizing metaphor” Interestingly, all of the organizing
metaphors she found described music in terms of bodily experience:

My experience indicates that, though there is no single appropriate organ-
izing metaphor for a particular musical context, organizing metaphors for
a given passage often seem to convey similar conceptions of structure. Of
four groups that discussed the Chopin passage, three developed organizing
metaphors, and all are, in my opinion, similar in significant ways. These

32 John A. Sloboda, The Musical Mind. The Cognitive Psychology of Music, Oxford 198s, p. 3.
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images are: a pole-vaulter just releasing the pole; a labored breath; and a
person diving off a diving board. All three describe the activity of a person
and suggest an arching shape with steadily increasing tension culminating
in a point of climax with subsequent sudden release. Differences between
the three seem to be differences in emphasis rather than fundamental dis-
parities in conception.

Organizing metaphors that are useful for analysis specify the shape or
progression of events (e.g., up—climax—down), the quality of the events
(e.g., labored), and the degree of the events (c.g., a deep breath).

[...] Physical processes, especially processes as essential as breathing, are
powerful metaphors that associate what is described to what is most im-
portant to us.33

In a later passage of the article, Guck describes our understanding of music in a
way that comes very close to the notion of image schemata:

[...] we are struck by direction of line, repetitions, rate of ascent and descent
as influenced by duration and interval size, and temporal and registral dis-
tance between pitches. This reliance on ideas like up and down or repeti-
tion may sound simple-minded, but these are relation- or process-oriented
concepts; from such a simple base rich analyses can be derived. [...] Finally,
the apparent significance of such simple ideas suggests that we interpret
pieces using basic thinking processes like recognition of identity, similarity,
and change to understand music as we understand other things.3#

Through her study of the students’ breathing metaphor Guck made an observa-
tion that supports our belief that music is fundamentally embodied:

The intimate physical familiarity of breathing is equally evident in its sup-
porting metaphors, tension and release, for example. In fact, supporting
physical metaphors seem so obviously responses to the passage that I am
inclined to say that they are less metaphors than misplaced ascriptions —
that players have confused the piece with their responses to it.

One wonders if the power of familiar physical metaphors lies in the fact
that 7esponses to pieces are experienced in physical terms, including tensions in
muscles and alterations in breathing. In interpreting such physical responses
we often speak in emotional terms, summarizing various physical processes
by describing our feelings. Is music compelling because it is strongly evo-
cative of fundamental physical processes, the most basic and familiar patterns
known to all of us?3

33 Marion Guck, “Musical Images as Musical Thoughts: The Contribution of Metaphor to
Analysis”, In Theory Only 5/5 (1981) pp. 34-35.

34 Guck (1981) p. 41.

3% Guck (1981) pp. 41-42 (italics in the original).
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Marion Guck concludes the article by arguing for the rehabilitation of physical
metaphors in musical analysis: “If perceived musical structure is indivisible from
physical and emotional reponses, then metaphors may offer an embryonic struc-
tural interpretation reinforced by — explained through — physical-emotional re-
sponses™3% In an article written ten years later she elaborates upon this point by
basing an analysis of the same Chopin prelude upon one simple metaphor, the
metaphor of an arch; and this analysis is a striking example of metaphorical pro-
jection between different domains of experience. She starts out with visual images
of arches in the score (including phrase arches), and goes on to show how these
can be associated with the movement and tension qualities of bodily gestures.
Another layer of meaning is added when one projects arch structures into the
domain of emotions: “The tensions and sensations of physical acts can be ex-
tended to the realm of feeling. Increases and decreases can be of emotional tension,
and ups and downs can be of mood.”37 She notes that the arch structures of the
piece can be heard as nested within one another, and she is ultimately led to
regard the piece’s overall arch structure in terms of a narrative curve. Guck be-
lieves that these projections are essential both to the performer and the listener:

External, physical gestures are taken in; and the perceiver, remembering
what that complex of gestures feels like and what it means when he or she
performs it, identifies the mood and reconstructs its progress from the physi-
cal symptoms. Similarly, one can take in the gestural interplay in a piece’s
sounds and correlate them with physical gestures, interpreting those ges-
tures as if they were symptomatic of real moods in an individual.33

It is interesting to compare this quote with the neurologist Antonio Damasio’s
account of how our bodies participate in our experiences of the world:

[...] when we see, or hear, or touch or taste or smell, body proper and
brain participate in the interaction with the environment.

Think of viewing a favorite landscape. [...] Sooner or later, the viscera
are made to react to the images you are seeing, and to the images your
memory is generating internally, relative to what you see. Eventually, when
a memory of the seen landscape is formed, that memory will be a neural
record of many of the organismic changes just described, some of which
happen in the brain itself (the image constructed for the outside world,
together with the images constituted from memory) and some of which
happen in the body proper.39

To conclude the discussion based on Guck’s studies: It would seem that body-
based metaphorical mappings are essential to musical meaning whether the music

Guck (1981) p. 42.

37 Guck (1991) p. 7.

Guck (1991) p. 8.

39 Damasio (1994) pp. 224-25 (italics in the original).
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is “absolute” or “programmatic”> One important question remains, however: To
what extent are these mappings universal, and to what extent are they culture-
dependent? As mentioned in the discussion of the Palestrina example, certain
basic bodily experiences (such as the experience of gravity) are universal, and it
seems plausible that these experiences entail universal metaphorical mappings.
However, culture-dependent bodily experiences seem to be at least as important
to musical meaning. To elaborate upon this I will now turn to the workings of
Western functional harmony, which has been incarnated in our ears and bodies
in terms of a set of image schemata that are essential to music — the force sche-
mata (cf. especially the attraction schema).+°

Interestingly, one of the founders of modern harmonic theory, Jean-Philippe
Rameau, was a contemporary of Isaac Newton, and Rameau seems to be drawing
explicitly upon Newton’s theory of gravity when he writes that the tonic

must be seen as the centre of the mode, towards which is drawn all our
desires (auquel tendent tous nos soubaits). It is effectively the middle term of
the proportion to which the extremes are so tied (/igs) that they cannot
stray from it for a moment. If [the progression]| passes to one of them, it
must return back right away (y retourner sur le champ).+*

According to Riemann’s later functional theory of harmony, the main driving
force of harmony is the tension between the dominant and the tonic as epito-
mized by the dominant chord’s leading tone being pulled towards the tonic. In
our culture we both hear and feel this pull as a major source of musical tensions
and releases — and accordingly, as an important expressive means in tonal music.
I will demonstrate this by means of the famous “Adagietto” from Mahler’s Fifth
Symphony, a movement of exceptional beauty and sensuality (see Ex. 6, or better:
listen to Leonard Bernstein and Wiener Philharmoniker’s recording on Deutsche
Grammophon). The slow, floating sensation of<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>