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Abstract

Expressivemicrotiming inmusic isahighly interpretativeandcontentiousmatter that

varies not only between musical genres and communities of practice, but also from

performance to performance. While some performers regard temporal subtleties as

entirely intuitive and subjective, inaccessible to academic scrutiny, research in

performancescience,bycontrast,considersmicrotimingamatterforobjective,empirical

study.Adoptingadifferentapproach,thisthesisarguesthatallinterpretativedecisions

arise from knowledge of some sort. Exploring different epistemic forms and their

interaction, the various strains of knowledge that influence temporal expressivity are

examined,andthefundamentalquestionof‘intuition’addressed:howdoepistemically

rootedinterpretativedecisionsmasqueradeas‘intuition’?

Focusing on a case study of Fantasia No. 7 for solo flute by Georg Philipp

Telemann, this thesis interrogates the processes that underpin expressive timing

decisions in the performance of Baroque flute repertoire, addressing specificities of

Baroque performancepractice,aswellasoverarchingquestionsmorewidelyrelevantto

performancestudies.Asaresultofthesubjective,experientialandcovertqualitiesthat

inherewithinthephenomenaofmyinvestigation,criticalreflectiononmyownpractice

isanindispensableingredientofmymethodology.Thisisinterwovenwithatheoretical

framework that draws on aspects of historical musicology, cognitive psychology,

psychoanalysis,phenomenology,andembodiedcognition.

Specifically, through lensesof ‘attentionalstates’ and ‘embodiment’, I examine

the ways in which knowledge becomes internalised, transforms into ‘intuition’, is

accessedduringperformance,andisexternalisedasaninterpretativemusicaldecision.

In particular, drawing on the theory of ‘image schemata’ (a fundamental concern of

recent research into embodied cognition), embodied shapes are revealed as a crucial

formofknowledgethatguidestemporalexpressivity.Overall,myresearchaimstomap

aholisticunderstandingoftheexperientialprocessesthatunderpininterpretativetiming

decisionsintheperformanceofBaroque flutemusic.
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Chapter1.Introduction

1.1. TheImpetusforMyResearch

Expressivemicrotiminginmusicisahighlyinterpretativeandcontentiousmatter:itvaries

not only between musical styles, genres, communities of practice and individual

musicians,butalso fromperformance toperformance. Inanycase,when it comes to

notatedmusic, musicians rarely play exactly what is on the page. This is, of course,

particularlytrueinmanyperformancesofBaroque repertoire:notonlydotemposebb

andflow,but,inaccordancewithperformancepracticeconventionsofthetime,rhythms

and note lengths are also altered, and additional decorative notes added through

ornamentation. Time as represented in notation is frankly not identical to its sonic

counterpart. As a flautist of the Western classical tradition, specialising in the

performanceofBaroque repertoireonthemodernflute, Ioftenreceivecommentson

theexpressivetemporalflexibilityofmyinterpretations.Theseveryremarksledmeto

questionwhyIdowhatIdo:fromwhereexactlydomytemporalinterpretationsarise?

My research interest lies, therefore, in theprocesses thatunderpin expressive timing

decisionsintheperformanceofBaroque flutemusic.

Many musicians, perhaps rather conveniently, account for interpretative

temporalsubtletiesbycrediting intuition– aphenomenonsosubjectiveandineffable,

they deem it inaccessible to academic scrutiny. This is evidenced by the following,

indicativecomments,fromarangeofperformers,pedagogues,conductorsandtheorists:

‘it just happens’1 – ‘the spontaneously recognised, the instinctively felt, delicate

variations’2 oftimingarise‘atwill’3 ‘fromthehumanheart’,4 thanksto‘thepassionofthe

moment’,5 and the performer’s ‘impulses, feelings’,6 ‘natural sensibility’7 and ‘natural

1 Participant3,inDanielBangert,‘DoingwithoutThinking?ProcessesofDecisionMakinginPeriod
InstrumentPerformance’,(PhDdissertation,UniversityofNewSouthWales,2012),125.
2 J.AlfredJohnstone,‘SomeEssentialsinFinePianoPlaying:IllustratedbyFeaturesintheArtofMme.
Carreno’,MusicalStandard,September3,1910,146.
3 ThéophileLemaitre,inRichardHudson, StolenTime:TheHistoryofTempoRubato,newed. (Oxford:
ClarendonPress,1997),87.
4 Johnstone,‘SomeEssentialsinFinePianoPlaying’,145.
5 Hudson,StolenTime,79.
6 LewisRowell,inJonathanD.Kramer,TheTimeofMusic:NewMeanings,NewTemporalities,New
ListeningStrategies (NewYork:SchirmerBooks,1988),4.
7 RichardWagner,RichardWagner’sProseWorks,trans.WilliamAshtonEllis,vol.3,TheTheatre (London:
KeganPaul,Trench,Trübner&Co.,1907),175.
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inclination’.8 AsauthorofShapingTime,DavidEpstein,summarises,‘[i]ntuitionremains

theultimateresortformusicaldecisions’9 – acommentreinforcedbyrenownedcellist

Pablo Casals, who states ‘[a]ll I do is based on intuition’.10 At the other end of the

spectrum,researchinperformancescienceconsidersmicrotimingamatterforobjective,

empiricalstudy:asevidencedin Chapter2 (Section2.1.3),individualtemporalvariables

arethesubjectofclinicallymethodicalinvestigation.

Adopting a different approach, I contend that all interpretative decisions

ultimately arise fromknowledge of some sort. Thanks to the extensive field ofmusic

theoryandarichdiscourseonBaroque performancepractice,bothfrommusictreatises

ofthetimeandfromcurrentdebateson historicallyinformedstyle,thereisundeniably

awealthofexplicit informationonissuesofperformancethatrelatedirectly,orindirectly,

to timing. Examples include matters of metre and hierarchy, tempo and rubato,

articulation and phrasing, rhythmic alteration and ornamentation. As a performer,

however,Iknow thatmanyadditionalfactors,otherthandeclarativeknowledgealone,

influence my expressive timing decisions. Intangible matters of subjective feeling,

embodiedexperienceandattentionalfocuscertainlyalso comeintoplay.Myresearch

therefore examinesthevariousformsandguisesofknowledgethatinfluencetemporal

expressivity, interrogating the dynamic interaction between the different epistemic

modes.Furthermore,byscrutinisingthefluidontologicalstatusofknowledge,bydelving

intothedepthsofembodied,tacitknowing,andbyexaminingtherelationshipbetween

knowledgeandperformers’cognitivestatesofattention,thefundamentalquestionof

‘intuition’ is addressed: how do epistemicallyrooted interpretative decisions

masquerade as ‘intuition’? This thesis may, therefore, be of particular relevance to

performerresearcherswhoseekanunderstandingoftheelusive,experientialprocesses

thatunderpininterpretativedecisionmakinginperformance.

1.2. ScopeandMethodology

In order to interrogate these interrelationships between expressive timing, epistemic

interaction,cognitivestatesofattention,andintuition– phenomenathatareinherently

subjective, experiential and covert – critical reflection on my own practice is an

8 Hudson,StolenTime,150.
9 DavidEpstein,ShapingTime:Music,TheBrain,andPerformance(NewYork:SchirmerBooks,1995),105.
10 PabloCasals,inJ.M.Corredor,ConversationswithCasals (NewYork:Dutton&Co.,1956), 122123.
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indispensableingredientofmymethodologicalapproach(highlightedbytheinclusionof

recorded examples within my thesis). This is interwoven with an interdisciplinary

theoretical framework that draws on aspects of historical musicology, cognitive

psychology,psychoanalysis,phenomenology,andembodiedcognition.Specifically,this

framework comprises three core pillars, as evidenced by Chapter 2 on ‘Time in

Performance’, Chapter 3 on ‘Attentional States in Performance’, and Chapter 4 on

‘Embodied Knowledge in Performance’. Whilst the relevance of ‘Time’, in situating

explorations of expressive timing, is patent, ‘Attentional States’ and ‘Embodied

Knowledge’were identified (initially frommyownexperienceas a flautist) as equally

significant subject areas, salient in the creation of interpretation, its realisation in

performance, and its manifestation as intuition. Admittedly enormous topics, far

transcendingtheboardersofthisthesis,thesepillars(groundedinacriticalsummaryof

theliterature)expoundthemostpertinentconcepts,forgenewconnections, incorporate

reflectionsonpractice,andofferoriginalperspectives,togetherforminganindispensable

theoreticalunderpinningforChapter5: adetailedcasestudyofFantasiaNo.7forsolo

flutebyGeorg PhilippTelemann.

Servingtointroducethephenomenonof‘time’inmusic– theverystimulusthat

liesat theheartofmythesis– Chapter2 reveals thescarcityofcurrentresearch into

expressive timing in the performance of Baroque music, but also highlights the

importanceofthissubjectarea.Temporalmanipulationwasindeedacentral featureof

the Baroque, as evidenced by performance practice conventions, comments from

performerpedagoguesofthetime,andthesheerdiscrepancybetweennotationandits

realisation in practice. Aswell as discussing issues of tempo rubato, note length and

musicalpunctuation,thischapterexploresthemanifestationofmusicaltimeasmotion.

Focusing, in particular, on musical motion as both ‘goaldirected’ and ‘cyclic’, the

discussiondrawsinMarkJohnson’stheoryof‘imageschemata’– afundamentalconcern

of research into embodied cognition that forms the centrepiece of Chapter 4 on

‘EmbodiedKnowledgeinPerformance’.

Opening with a personal reflection, describing the practical impetus for my

explorations of ‘Attentional States’, the following chapter begins to address the

complexities of ‘intuition’. As I contend that amusician’s particular attentional focus

determinesthewayinwhichknowledgeisaccessedandsubsequentlyexternalisedasan

interpretativedecisionthatmayappear ‘intuitive’,thischapterconsidersthedifferent
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cognitive states that a performer may enter. By exploring the ways in which the

knowledgethatunderpinsaspectsoftemporalexpressivityisaccessedreflectivelyorpre

reflectively during performance, as well as the process through which knowledge

becomes engrained in one’s subattention, a framework for understanding the

phenomenonofintuitionisproposed.

Chapter4 on ‘EmbodiedKnowledge’ subsequentlyexamines thenatureof the

epistemic forms that guide temporal interpretations. By exploring the ambiguous

relationshipbetweenexplicitandtacitmodesand, inparticular, theprocessbywhich

declarative knowledge becomes embodied and gains an uncodifiable dimension, we

reachanevendeeperunderstandingofthephenomenonof‘intuition’.Thissignificant

relationshipbetweenintuitionandembodimentisfurtherclarifiedbyexaminingtherole

of the body in interpretative decisionmaking. Drawing, in particular, on theories of

‘image schemata’and‘mimeticparticipation’– centralto thefieldofembodiedcognition

– Iconsiderthesignificanceofshapesfeltviscerallywhenweplaymusic,aswellasovert

shapescreated byourbodieswhenweperform.Thesearerevealedascrucialformsof

embodiedknowledgethatguidetemporalexpressivityandareexperiencedasintuitive.

Indeed,inthesethreepreliminarychapters,Iendeavour,inthewordsofFranziska

Schroeder, ‘to “look sideways”, to see things in an unusual fashion’,11 so that ‘fresh

connections and interpretations’12 that ‘transcend the borders of the disciplines and

forms’13 canbemade.Most importantly,however, thesethreecornerstonespavethe

way for Chapter 5. Perhaps the quintessence of my contribution, this case study of

Telemann’s Fantasia No. 7 draws together the many theoretical strands, further

elucidatingmydiscussionsthroughasubstantialcriticalreflectiononmyownpractice.

Afterall,engagingdirectlyintheveryprocessunderscrutiny contributesunrivalledvalue

andinsight.AsHeideggerstatesinhisseminalworkBeingandTime,14 ‘knowledgearises

outofbeingabsorbedinmaterialsandprocesses’.15 BruceArcheragreesthat‘thereare

11 FranziskaSchroeder,‘BringingPracticeClosertoResearch– SeekingIntegrity,Sincerityand
Authenticity’,InternationalJournalofEducationthroughArt11,no.3(September2015),351.
12 MikaHannula,JuhaSuorantaandTereVadén,ArtisticResearch:Theories,MethodsandPractices,trans.
GarethGriffithsandKristinaKöhli(Helsinki;Gothenburg:Academyof FineArts;UniversityofGothenburg,
2005), 22.
13 Ibid., 19.
14 MartinHeidegger,BeingandTime:ATranslationofSeinundZiet,trans.JoanStambaugh(Albany:State
UniversityofNewYorkPress,1996).
15 Schroeder,‘BringingPracticeClosertoResearch’, 347.
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circumstanceswherethebestoronlywaytoshedlighton ...aprocessor afunctionis ...

toenactsomething’.16

Itisimportanttonote,atthisstage,thatwhilstChapter5 reinforcestheBaroque

lensthroughwhichmyresearchisundertaken,allmusicalpracticeis,ofcourse,basedon

the interaction of knowledge, and nuances of timing are significant in all styles and

genres.Manyofmydiscussionsare,therefore,widelyrelevanttoperformancestudies.

AsexplainedinChapter2,however,thereisanotablelackofresearchintoexpressive

microtiming inWesternclassicalmusic, andespecially in theperformanceofBaroque

repertoire – a period of music that is, in fact, inextricably entangled with issues of

temporalmanipulationandepistemicpluralism.Togivejustacoupleofsalientexamples,

rhythmic alteration and ornamentation are, of course, fundamental, temporally

expressive features of the genre, known implicitly through performance practice

convention, explicitly through music treatises, and experientially through practice.

Specific focus on this period, therefore, not only begins to address the gap in the

literature, but also affords a detailed case study that exploits the wealth of explicit

information from Baroque music treatises as it interacts with my own embodied

experiencesasaflautist,specialisinginrepertoirefromthistime.Idonotendeavourto

provide a comprehensive, historical archive of evidence that reveals how exactly

performersoftheBaroque ‘playedwithtime’;nordoIwishtosuppressthewonderfully

subjectivequintessenceofexpression,bypromotingoneapproachtoexpressivetiming

over another and proposing interpretative ideals. Instead, I aim to develop a greater

understanding of the phenomenological processes that underpin expressive timing

decisionsinperformance,usingBaroque repertoireasthestimulus.

Chapter5 may,therefore,beviewedasthehostof‘practical’perspectives,and

Chapters2to4 aslargely‘theoretical’contributions.Thisostensiblesegregationoftheory

andpracticedoesnot,however,reflectthesynergeticessenceofmyresearchprocess.

Indeed, throughoutmyexplorations,a reciprocaldynamismoccurredbetween theory

andpractice:thetwodomainsnotonlycoexisted,butconstantly interacted,informing

and clarifying one another. (A detailed critique of this entanglement of theory and

practice is presented in Section 1.3). This methodological process is, of course, a

reflection of the very same process it endeavours to investigate – that of epistemic

16 BruceArcher,‘TheNatureofResearch’,CoDesign 2,no.11(January1995),11.
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interaction:asthephenomenaofmyinvestigationarebothexperientiallyexploredand

critically scrutinised by exploitingmultiple forms of knowledge, the tacit and explicit

synergisetorevealnew,deeperunderstandings. Epistemicinteractioniselucidatedbyits

very own process.Whilst the linear structure of the thesis cannot always reflect this

interactive approach, it affords clarity: in order to make sense of the crossmodal,

interdisciplinarydiscussionswithinmycasestudy,itisessential,firstly,toarticulatethe

multiple,andindeedcomplex,theoreticalavenuesonwhichitdraws.Inanycase,despite

this manifestation of structural segregation, theoretical and practical perspectives

inevitablycoloureverychapter,andsalientthemesandconceptsare,indeed,referred

to, crossreferenced, and interconnected throughout my thesis, highlighting the

inherentlyinterlinkedessenceofmywork.

At thisstage, it is interestingtonotethat the immersiveandmultidimensional

qualityofmyresearchprocesscouldperhapsfallunderPaulFreyerabend’sproposition

ofan‘anarchistic’methodology.17 AsMichaelBilligelaborates,thisapproachis ‘notto

followapresetprogramme,laiddowninadvancebyamethodologist,buttogatherup

clueswhichcannudgethesearchonewayoranother’.18 Hannula, SuorantaandVadén
agreethat‘thereisnoreasontopresentrigidmethodicalguidelines’,19 becauseresearch

intoinherentlycreativeandflexiblephenomenashoulddeveloporganically,20 ‘freefrom

excessiveformalities’.21 Theytoo‘argueinfavourofmethodologicalanarchy’,22 further

clarified as an open and diverse approach23 that embraces ‘multidirectionality’.24

Succinctly,theyurgetheresearchertotakerisks,25 andtoembrace‘asituationwhere

youknowroughlythedirectionofyourjourneybutatthesametime ... youcannotbe

certainwhereyourjourneywilltakeyou’.26 Bygatheringandconnecting‘clues’froma

numberofavenues– synthesisingaspectsofhistoricalmusicology,cognitivepsychology,

psychoanalysis,phenomenologyandembodiedcognition,withmusicalanalysis,creative

17 PaulFeyerabend,AgainstMethod:OutlineofanAnarchisticTheoryofKnowledge (London:NewLeft
Books,1975).
18 MichaelBillig,‘MethodologyandScholarshipinUnderstandingIdeologicalExplanation’,inSocial
ResearchMethods:AReader,ed.CliveSeale(LondonandNewYork:Routledge,2004),15.
19 Hannula,SuorantaandVadén,ArtisticResearch, 14.
20 Ibid.,13.
21 Ibid.,5.
22 Ibid.,14.
23 Ibid.,14,17,18,20,21,36, 37,42,43.
24 Ibid.,60.
25 Ibid., 29,505455,163,169.
26 Ibid., 5455.
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practice and critical personal reflection – a multimodal, nonlinear research style

characterises my methodological approach, reflecting the multifaceted and creative

natureofbothmusicalperformanceandepistemicinteraction.AsJaneDavidsonstates,

‘inadditiontotheskillofperforming,havingthecapacitytousemultiplemethods,to

considerbroadertheoreticalcontexts,andtodocument,analyseandreflect ...canonly

enhanceone’spotentialfornewknowledgeandinsight’.27

1.3. SituatingthePracticeTheoryRelationship

1.3.1. Resonancewith‘PracticeResearch’

Myresearchthereforesynthesisestheoryandpractice– amethodologicalapproachthat

hasgainedpopularity and credibilityover the last fewdecades. Indeed, aplethoraof

termshaverecentlyemerged, inordertodefineresearchthat‘includespracticeasan

integralpartofitsmethod’.28 Aswellas‘practicebased’research(whereby‘acreative

artefact is the basis of the contribution to knowledge’)29 and ‘practiceled’ research

(which ‘leads primarily to new understandings about practice’),30 a number of other

expressions, such as ‘Practice as Research’,31 ‘Action Research’,32 ‘research through

practitioneraction’,33 and‘ArtisticResearch’34 havesurfaced.Despitesubtledistinctions,

‘many variations and overlaps’ persist:35 delineations are nebulous and imbrications

inescapable. As Franziska Schroeder, author of ‘Bringing Practice Closer to Research’,

states, there is simply an ‘abundanceof inconsistent terminologies that surround the

discourse on practice and research’.36 In order to eradicate these ‘unnecessary

27 JaneDavidson,‘PracticebasedMusicResearch:LessonsfromaResearcher’sPersonalHistory’,in
ArtisticPracticeasResearchinMusic:Theory,Criticism,Practice,ed.MineDoğantanDack(Surrey:
Ashgate,2015),104.
28 LindaCandy,PracticeBasedResearch:AGuide:CCSReport:2006V1.0November (Sydney:LindaCandy
CCS,2006),1,3,19,accessedDec19,2015,
http://www.creativityandcognition.com/resources/PBR%20Guide1.12006.pdf.
29 Ibid., 1.
30 Ibid.
31 Schroeder,BringingPracticeClosertoResearch’,344345.
32 Archer,‘TheNatureofResearch’,6.
ChristopherFrayling,‘ResearchinArtandDesign’,RoyalCollegeofArtResearchPapers 1,no.1(1993/4):
4.
33 Archer,‘TheNatureofResearch’,1012.
34 Hannula,SuorantaandVadén,ArtisticResearch.
MichaelSchwab,‘Editorial’,JournalforArtisticResearch,accessedJanuary3,2016,http://www.jar
online.net/index.php/issues/editorial/491;OrpheusInstituut,‘AbouttheOrpheusInstitute’,accessed
January3,2016,http://www.orpheusinstituut.be/en/aboutus.
35 Ibid.,100.
36 Schroeder,‘BringingPracticeClosertoResearch’, 343.
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complications’,37 Schroeder encourages us to ‘refer more resolutely to Practice

Research’38 – alucidandallembracingterm,whichIindeedfavour anduseinmyown

work when discussing practicecentred methodologies. After all, the fundamental

premise,theveryquintessence,ofallguisesof‘PracticeResearch’,is,mostsimply,that

‘research ...emerge[s]outofpractice’.39

Whilst itcouldcertainlybearguedthat,asmyresearchalsofocusesheavilyon

theory, mymethodology does not precisely fit themould of ‘Practice Research’, my

approachcertainlyresonateswithitsunderlyingideologies.Notonlyismyworkinspired

andinformed bymypractice,but italso‘valuestheindividualexperience’,40 ‘take[s]a

personalstandpoint’,41 andembraces‘adirectreflectiveconnectionwiththepractice’42

– fundamentalingredientsofPracticeResearchitself.

1.3.2. CriticalConsiderations

Mymethodologyisdeeplyrootedinselfreflection.Whilstthisapproachcertainlybears

a number of significant benefits, it simultaneously poses challenges and limitations,

whichgeneratepopulardebate.Selfcentredmethodologiesarefrequentlycriticisedfor

their lack of objectivity: ‘reflective activities may be seen as too subjective and not

sufficiently rooted in evidence’.43 Indeed, in stark contrast to the rise of Practice

Research,attheheartofwhichliessubjectivityandselfreflection,recentyearshavealso

witnessed a parallel flourishing of performance research that revolves around the

scientific and objective study of empirical data. TheEmpiricalMusicology Review, for

example,wasfoundedin2004andin2006beganpublishingresearch with‘anemphasis

on systematic methods, such as hypothesistesting, modeling, and controlled

observation’.44

It is important to recognise that this thesis does not endeavour to reach

definitively objective conclusions, such that could be deduced via empiricism. As

37 Schwab,‘Editorial’.
38 Schroeder,‘BringingPracticeClosertoResearch’,343,345,351.
39 Ibid.,345.
40 Hannula,SuorantaandVadén,ArtisticResearch,70.
41 Ibid.,4849.
42 Ibid.,100.
43 L.LawrenceWilkesandA.Chapman,‘ReflectivePractice’,BusinessBalls,201415,accessedApril10,
2017,http://www.businessballs.com/reflectivepractice.htm.
44 ‘EditorialPolicies’,EmpiricalMusicologyReview,accessedDecember29,2015,
http://emusicology.org/about/editorialPolicies#focusAndScope.
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ProfessorofDesignResearch,BruceArcher,assertsinhisarticle‘TheNatureofResearch’,

‘research through practitioner action must be recognised as very probably non

objective’.45 In fact,hebelieves that ‘there isnosuchthingas“objective”Humanities

research’,46 andthereforethatsuchpursuitsneednotrestonempiricaldata.47 Whilst

RobinNelson,authorofPracticeasResearchintheArt,48 similarlyinsiststhat‘theorganic

nature of creative processes is not characteristically databased’,49 Hannula, Suoranta

andVadén interestinglyadoptaslightlydifferentposition,andchallengesociety’slimited,

traditional conception of ‘data’. Fundamentally claiming that ‘everything counts as

empiricaldata ...aslongasitgeneratesthinking’,andhighlighting,forexample,thevalue

of ‘experientialmemories’ as researchmaterial,50 they contend that one’s very ‘own

thinking,intuiting,reflectingandjudging ...[canbe]regardedastheprimaryevidences’.51

Inordertoadvanceunderstandingofthecomplexandsubjective artthatisperformance,

itappearsessentialtome,therefore,thatonemusttrusttheinherentvalueofcritical,

personal reflection of the phenomenological experience as a valid and incomparable

resource.

Traditional,empiricalresearchmodelshave,infact,beennecessarilychallenged

sincetheriseofphenomenologicalthinkinginthetwentiethcentury,which‘pointedto

thelimitsofscientificmethods’52 – anissueindeedexpressedinHansGeorgGadamer’s

renowned Truth and Method.53 Of course, with specific regard to musical practice,

empiricalresultswillundoubtedlychangefromoneperformancetothenext,asaresult

of the inherent spontaneity of musical performance, the flexibility of interpretative

possibilities,andtheimmensespectrumofexpressivetiming,allofwhicharecontingent

onsituationalandrelationalknowledgeinthemoment.PracticeledresearcherKathryn

Whitney, who emphasises just ‘how difficult performance is to grasp objectively or

analytically’,54 indeed agrees that traditional empirical paradigmsoffer nothingbut ‘a

45 Archer,‘TheNatureofResearch’,13.
46 Ibid.,9.
47 Ibid.,10.
48 RobinNelson,’Supervision,DocumentationandOtherAspectsofPraxis’,inPracticeasResearchinthe
Arts:Principles,Protocols,Pedagogies,Resistances,ed.RobinNelson(Houndsmill:PalgraveMacmillan,
2013),7192.
49 Schroeder,‘BringingPracticeClosertoResearch’,345.
50 Hannula,SuorantaandVadén,ArtisticResearch, 72.
51 ClarkMoustakas,PhenomenologicalResearchMethods(ThousandOaks:Sage,1994),59.
52 Archer,‘TheNatureofResearch’,45.
53 HansGeorgGadamer,TruthandMethod,Englishtranslation(NewYork:TheSeaburyPress,1975).
54 KathrynWhitney,‘FollowingPerformanceacrosstheResearchFrontier’,in DoğantanDack, Artistic
PracticeasResearchinMusic, 107.
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woeful position from which to explore the “magic” inside performance’,55 which is

inherentlyincompatiblewiththe‘normalimperativesof“objectivity”and“repeatability”

that surround research’.56 Music is at once changeable, experiential and

multidimensional,andthereductionistnatureofempiricalobjectivismfailstoreflectthis

quintessence.

This controversial friction, epitomised by the divergence between scientific

empiricism, on the one hand, and experiential Practice Research on the other, can

perhapsbesettledbyacknowledgingtwodifferentviewsoftruth:‘truthseenasuniversal

(objective and rooted in evidence),’57 and ‘truth seen as relative to place, time and

context (subjective ... )’.58 This distinction of course loosely alludes to theories of

absolutismand relativism;59 to Leibniz’ differentiationbetween ‘truthsof reason’ and

‘truthsoffact’;60 toHume’sdivisionof‘relationsofideas’from‘mattersoffact’;61 andto

Kant’sseparationof‘apriori’and‘aposteriori’ knowledge.62 Whilstthesedefinitionsare,

of course, highly ambiguous, densely complex, and extensively debated, their mere

existenceimplicitlysubstantiatestheneedfortruth(andthereforeresearch)grounded

onsubjectiveexperience,aswellasthatbasedonobjective,scientificproof.Thisis,of

course,reinforcedbytherecognitionofprocedural,embodied‘knowledgehow’,based

on personal experience, as equally important to propositional ‘knowledge that’63 – a

distinction explored in Chapter 4. Moreover, it is interesting to note that socalled

‘subjective knowledge’64 gains evermore relevancewith the growing acceptance that

‘nothingisknownwithsuchcertaintythatallpossibilityoffuturerevisionisremoved.All

knowledgeistentative’.65 Indeed,withanincreasingunderstandingthatnoresearchcan

55 Ibid.,112.
56 DarlaCrispin,‘ArtisticResearchandMusicScholarship:MusingsandModelsfromaContinental
EuropeanPerspective’,inDoğantanDack,ArtisticPracticeasResearchinMusic,70.
57 LawrenceWilkesandChapman,‘ReflectivePractice’.
58 Ibid.
59 HansKelson,‘AbsolutismandRelativisminPhilosophyandPolitics’,TheAmericanPoliticalScience
Review 42,no.5(October1948):906.
60 F.H.Heinemann,‘TruthsofReasonandTruthsofFact’,ThePhilosophicalReview 57,no.5(September
1948):458.
61 DavidHume,PhilosophicalEssaysConcerningHumanUnderstanding (London:A.Miller,1748),47.
62 PaulGuyerandAllenWood,‘Introduction’,inImmanuelKant,CritiqueofPureReason,trans.and ed.
PaulGuyerandAllenWood(Cambridge:CambridgeUniversityPress,1998),2.
63 GilbertRyle,TheConceptofMind,60th anniversaryed. (AbingdonandNewYork:Routledge,2009),14
47.
64 AndrewH.VanDeVenandPaulE.Johnson,‘KnowledgeforTheoryandPractice’,TheAcademyof
ManagementReview 31,no.4(October2006):807.
65 D.C.Phillips,‘SubjectivityandObjectivity:AnObjectiveEnquiry’,inEducationalResearch:Current
Issues,ed.MartynHammersley(London:PaulChapmanPublishing,1993), 59.
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be‘freefromtheinfluenceofbackgroundtheoriesorhypothesesorpersonalhopesand

desires’,66 and that all knowledge actually ‘requires active, sophisticated subjective

processes – such as perception, analytical reasoning, synthetic reasoning, logical

deduction’,67 theideathat‘knowledgeisbuiltonanunshakeablefoundation’hasbeen

abandoned.68 Whilstitisofcourseessentialthatonedoesnotsynonymise‘objectivity’

with ‘unshakeable’69 ‘certainty’ or absolute ‘truth’,70 naively dismissing the spectral,

ambiguous and debated nature of terminology, it is equally important that the

omnipresentpermeationofsubjectivityisrecognisedandevenmoresothatitsvalueand

affordancesarenotoverlooked.

Musical performance is most certainly an unfixed, fluid, subjective and

experiential activity, conditioned by ‘temporal and local context’.71 It is ‘situation

specific’,72 its ‘live experience acutely bound up with the dimension of time and its

irreversibility’.73 My research, therefore, does not seek to disconnect this

multidimensional phenomenon into isolated variables, in order to reveal supposed

objectiveanduniversalabsolutes,butratheritembracesitschangeableandsubjective,

momentboundandinterrelationalcomplexity. Hannula,SuorantaandVadenagree:we

are

dealing with something irrepeatable and possibly unique. The

phenomenaofculture,suchasartisticpracticesorworksofart,

cannotbepurifiedofalloftheirspecificproperties:potentially,

all the specific shadesofmeaning are important. Furthermore,

these phenomena can not always be analysed into parts or

repeatedatwill.74

66 Ibid.,62.
67 CarlRatner,‘SubjectivityandObjectivityinQualitativeMethodology’,Forum:QualitativeSocial
Research3,no.3(September2002):para8,accessedApril14,2017,http://www.qualitative
research.net/index.php/fqs/article/view/829/1800.
68 Phillips,‘SubjectivityandObjectivity’,59.
69 Ibid.
70 Ibid.,60,61,62
71 Hannula,SuorantaandVadén,ArtisticResearch,4748.
72 Archer,‘TheNatureofResearch’,1112.
73 Whitney,‘FollowingPerformanceacrosstheResearchFrontier’,115.
74 Hannula,SuorantaandVadén,ArtisticResearch, 4243.
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Itisnecessary,therefore,thatinordertounderstandtheactofperformance, thesubject

matter ‘is not cutup intopieces (into variables), but ratherone tries toperceive the

situationmorecomprehensively’.75

Whilsttheevidentialvalueofempiricalstudymustcertainlynotbedismissed,this

methodologicalapproachalonesimplycannotsatisfythedemandsofthisthesis. Indeed,

myresearchexploresandconnectssomeofthecoexistingphenomenathatunderpin

musicalperformance,interrogatingthecomplexandinterrelatedprocessesthatleadto

differentmusicaloutcomes.Understandingtheunderlyingprocessesofsuchavolatile

activityseems,tome,farmoreimportantthanexclusivelyanalysingtheephemeraland

irreproducibleproducts.Inparticular,withspecificinterestinphenomenologicalmatters

of experience, consciousness, image schemata and emotion, and in the largely

unarticulated issues of intuition and knowledge interaction – all fundamental

constituentsoftheinterpretativeprocessanduniquetoeachindividual– itisprecisely

the heart of subjectivity itself that I wish to explore. Whilst objective, scientific

investigationcouldcertainlyrevealinterestinginformationconcerningthesubpersonal,

physical correlates of these processes, these results cannot capture the

phenomenologicalessenceoftheactivity.Objectiveparadigmsfailtorevealthefullstory

orgraspthebiggerpicturesurroundingexperientialphenomena.

AsFionaMacKellerputsit,‘thereisnoempiricalwaytogetatwhatisgoingon

inside someone’s head’.76 A selfreflective methodology, focusing, as Rennie and

Schneider suggest,77 on my own ‘inner experience’78 appears, therefore, wholly

appropriate. Afterall,onemustrecognisethatreflectionisoneofthemostfundamental

toolsusedintheveryrealmsofpracticeandperformance.79 Suchanapproachisfirmly

advocated in the field of Practice Research, whereby ‘selfreflective and selfcritical

75 Ibid.,93.
76 FionaMacKeller,‘SubjectivityinQualitativeResearch’,EDUC867WEBSITE,[n.d.],para8,accessed
April14,2017,http://www.sfu.ca/educ867/htm/subjectivity.htm.
77 DavidL.Rennie,‘Human ScienceandCounsellingPsychology:ClosingtheGap betweenResearchand
Practice’,CounsellingPsychologyQuarterly7,no.3(1994): 240;KirkJ.Schneider,‘MultipleCaseDepth
Research:BringingExperienceNearCloser’. JournalofClinicalPsychology55,no.12(December1999):
15311540.
78 MartinDrapeau,‘SubjectivityinResearch:WhyNot? But…’,TheQualitativeReport7,no.3(September
2002):para1,accessedApril14,2017,https://www.scribd.com/document/31661879/null.
79 JimButler,‘ProfessionalDevelopment:PracticeasText,ReflectionasProcess,andSelfasLocus’,
AustralianJournalofEducation 40,no.3(1996):271,277.
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processes’80 are,infact,definedas‘theengine’.81 Itisalsoimportanttorecognisethat,

as DoğantanDack emphasises, such a personallydriven approach does not merely

generatesupporting materialtoaccompanyfindingsgainedviarathermoretraditional

orobjectivemethods:itoffersauniqueandinvaluablemeansofcreatingnew knowledge

thatcannototherwisebeobtained.82

Incertainrespects,myapproachisclosetothatofperformerresearcherElisabeth

LeGuin. Themethodology sheuses to investigate the felt, kinaesthetic experienceof

performance (in Boccherini’s Body: An Essay in Carnal Musicology) shares potent

similaritieswithmine.Whilstassertingjust‘howdifficultitistouniteperformanceand

musicology into one discourse’, yet acknowledging that ‘insight … can result from

combiningvariousmethods’(anapproachtowhichIalludeattheendofSection1.2),Le

Guin,likeme,embracesthe‘berighthererightnownessofphenomenology’,utilising

selfreflectivetechniquestofuelherexplorationsofperformativeexperience.83

Despiteits ostensiblesuitability,itisimportantnottodismissthechallengesand

complicationsofselfreflectivemethodologies,whichareinherentlycharacterisedbyan

indivisibleentanglementofresearcherand“researchee”.DescribedbyDarlaCrispinasa

‘dual situatedness’, thepracticeresearcher is ‘bothparticipant in theirartisticactivity

and observer of it’,84 simultaneously juggling socalled ‘insider and outsider

perspectives’.85 Insucha‘researcherresearchedrelationship’,86 theparticipantcan,of

course,neverfullyescapetheinfluenceofhisorherknowledgeasresearcher,andthis

couldarguablydisruptthenaturalecologicalconditions,consequentlytaintingoreven

directing the results. After all, it cannotbedenied that an awarenessofmy research

questionsornewlyacquiredknowledgeislikelytopenetrateandcolourmypractice.One

must remember, however, that, despite tendencies to polarise artistic practice and

80 RuthLeitchandChristopherDay,‘ActionResearchandReflectivePractice:TowardsaHolisticView’,
EducationalAction Research 8,no.1(2000):10,15,18,19,20,30,42,45,58,62,90,100.
81 Ibid.,189.
82 MineDoğantanDack,‘TheRoleoftheMusicalInstrumentinPerformanceasResearch:ThePianoasa
ResearchTool’,inDoğantanDack,ArtisticPracticeasResearchinMusic,172173.
83 ElisabethLeGuin,Boccherini’sBody:AnEssayinCarnalMusicology(BerkeleyandLosAngeles:
UniversityofCaliforniaPress,2006),13,11,3.
84 Crispin,‘ArtisticResearchandMusicScholarship’, 56.
85 MålfridRåheimetal.,‘ResearcherResearchedRelationshipinQualitativeResearch:ShiftsinPositions
andResearcherVulnerability’,InternationalJournalofQualitativeStudiesonHealthandWellbeing11
(2016):para3,accessedApril14,2017https://www.ncbi.nlm.nih.gov/pmc/articles/PMC4910304/.
86 Ibid.
LindaFinlay,‘NegotiatingtheSwamp:TheOpportunityandChallengeofReflexivityinResearchPractice’,
QualitativeResearch2,no.2(2002):224.
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research, experience does not ‘naturally’ segregate itself into these distinct

compartments.87 Asbothaflautistandacademic,myresearchissimplyanintrinsicpart

ofmydevelopmentasaperformer, intheverysamewaythatmyperforminginforms

and shapes my research. I am at once a performer who thinks and a thinker who

performs,andthisimmersive,entangledperspectiveformsthefoundationformyinput.

Thispositionofhybridityis,afterall,sharedamongstPracticeResearchers,who

agreethat‘wecannotdivideourbeingorpracticesintotwoworlds…. Theresearcher

and theartistareinacontinuouswaypartofthesamefluxofexperience’.88 Hannula,

SuorantaandVadén,forexample,explicitlyencouragethis‘nondualisticandnonbinary

dialoguebetweentheareasofexperienceofartandresearch’89 because,astheyrightly

elaborate, ‘experientiality ... guides the theoretical formation of knowledge, and vice

versa ... the theory born from reading, thinking and debate gives direction to artistic

experience’.90 Thissymbioticrelationshipismostwonderfullyencapsulated byAnthony

Grittenwhodescribespracticeandresearchas‘porousentities’:‘theiridentitiesaresuch

thattheonecanbecooptedintotheselfdeterminationoftheother’.Grittengoesonto

promote the absolute indispensability of this ‘contamination and porous freeflowing

between practice and research, a spasm, agitation, oscillation and general boundary

crossing’; this ‘deterritorialisation’.91 Schroederagreesthatitispreciselyinthisdynamic

interplaybetweenpracticeandtheorisationthatwemustbeimmersed.92 Thisreciprocal

infiltration is, therefore, not only a normal characteristic of my practice, but also a

particularlyvaluableasset.

In spite of my fervent confidence in this synergistic dynamism, some may

conversely insist on a methodology that examines other performers and their

experiences, reducing subjective bias and gaining objective credibility. Of course, as

MacKellerremindsus,formany,‘subjectivityissomethingwhichmustbelimitedtothe

greatestdegreepossibleinordertobeabletoassertadegreeofgeneralizability’.93 This

opposingviewpointindeedfuelledanuncomfortablestruggleforresearcherpractitioner

87 Hannula,SuorantaandVadén,ArtisticResearch, 2526.
88 Finlay,‘NegotiatingtheSwamp’,61.
89 Hannula,SuorantaandVadén,ArtisticResearch, 2526.
90 Ibid,59.
91 AnthonyGritten,‘DeterminationandNegotiationinArtisticPracticeasResearchinMusic’,in
DoğantanDack,ArtisticPracticeasResearchinMusic,88.
92 Schroeder,‘BringingPracticeClosertoResearch’,352.
93 MacKeller,‘SubjectivityinQualitativeResearch,para5.
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Jane Davidson, who recounts the initial dichotomy she faced between her desire to

researchherownsubjectivepractice,andafeelingthatshe‘neededtofocusonanother

artistinordertobeabletogiveobjectivetheoreticalaccounts’.94 Davidson’sexperience

confirmsthepressurisingprevalenceof‘the“performeraslabrat”tendencyidentified

byJohnRink ...whereinperformanceandtheperformerarethefocusofthestudybut

thedocumentationisfromtheperspectiveofthelistenerresearcher’.95

Itis,ofcourse,importanttorecognisethatthisalternative,‘unbiased’approach

isnotvoidoflimitationsbut is,infact,equallyfraughtwithdifficulties.AsMartinDrapeau

pointsout,manyresearchersfeelthat ‘distancingthemselvesfromthesubject ...only

keeps thesubject ...atadistance’,96 and Iargue that theveryobjectivityaffordedby

studyingothers – theparticular feature that supposedlyelevates thismethodologyas

superior– cansometimesbeaweakness.Withaprojectsuchasmine,notonlywould

observationofotherperformersfailtoaddresscovertissuesofphenomenality,buteven

if my studies were based on other performers’ personal accounts of subjective

experience, it is likelythattheirrecollectionswouldnotbedirectedspecificallytothe

phenomena I wish to investigate. Whilst I could of course prompt their reflections

throughdirectedquestions,thisinvolvementcouldbecriticisedasinvasiveandleading,

unfairly influencing their performance behaviours and responses. Furthermore, it is

unlikely that I would find other performers with the same, particular theoretical

knowledge that, as part of the process of epistemic interaction, feeds into the very

processmyresearchaimstoexplore.

Inanycase,Icanneverenteranotherperson’smindandtrulyunderstandtheir

experiences.Ontheotherhand,ofcourse,Icanneverescapemyownmind.Itseems,

therefore, that for the studyofphenomenologicalmatters,a selfcentredapproach is

crucial.InthewordsofconductorandartisticresearcherBedeWilliams,myresearchis

‘reliantonmebeingtheinsider’.97 CatherineLawsindeedagreesthat,assubjectivity‘is

partandparcelofourexperiences’,98 phenomenologicalcomplexitiessimply‘cannotbe

94 JaneDavidson,‘PracticebasedMusicResearch’,97.
95 CatherineLaws,‘EmbodimentandGestureinPerformance:PracticeLedPerspectives’,inArtistic
ExperimentationinMusic:AnAnthology,ed.DarlaCrispinandBobGilmore (Leuven:LeuvenUniversity
Press,2014),136.
96 Drapeau,‘SubjectivityinResearch:WhyNot? But…’,para1.
97 BedeWilliams,‘ConductingResearchwiththeCameraOn’,(conferencepaper:PerformingKnowledge
Conference,EmmanuelCollege,UniversityofCambridge,April2526,2016).
98 Laws,‘EmbodimentandGestureinPerformance’,132.
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fully understood without the perspective of the musician, without considering ...

subjectiveexperiencing… inaction’.99 Sheinsists,therefore,thatinsuchinstancesthere

can be ‘no divorcing of subject and object. The veneer of objectivity has to be

discarded’.100 The lackofseparationbetweenresearcherandparticipant is, therefore,

notmerelyacceptablebutfavourable.Inparticular,havinganincreasedknowledgeand

awareness of the research issues affords a useful thematic focus and an appropriate

contextualframeworkforreflection,asreflectivethoughtis,afterall,naturallydirected

towardsmattersthathaveassumedattentionalfocus.AsMineDoğantanDackexplains,

whendescribingoneofherownprojects:‘thetheoreticalknowledgeandinsightsIgained

… started to preoccupy me as a general experiential background in my practice,

motivatingfurthertheoreticalenquiry,fromwhich furtherpracticespiraledout’.101 Itis

evident,therefore,thatasaninformedselfreflector,phenomenologicalexperiencecan

beexaminedinrelationtothefundamentalresearchareasofthethesis.

99 Ibid.,133.
100 Ibid.,138.
101 DoğantanDack,‘TheRoleoftheMusicalInstrumentinPerformanceasResearch,’ 193.
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Chapter2.TimeinPerformance

2.1. Introduction

2.1.1. TimeandMusic:ItsInterrelationship

‘Music unfolds in time. Timeunfolds inmusic’.102 Encapsulating the rudiments of the

interrelationship between music and time, these ostensibly simple words opening

JonathanKramer’smomentouswork,TheTimeofMusic, introduceasubjectatonceso

manifestly fundamental to music and yet so incomprehensibly complicated. David

Epstein, author of Shaping Time, agrees: despite its ‘overarching importance’ and

‘continualpresence’,103 ‘thephenomenonoftimeinmusicisinfinitelycomplex….Itisa

stingycreature….evadingourgrasp,provingdifficulttopinpointwithprecision’.104 Of

course,timeisintangible.It‘isnotperceivedbythefiveusualsenses.Wecannotseeit,

hearit,touchit,muchlesssmellortasteit’105.Assuch,‘thequestion“Whatistime?”...

hasneverbeenansweredtogeneralsatisfaction,norisitlikelytobe’.106Whilstaplethora

of terms endeavour to categorise time (into ‘chronometric’ ‘clock’ time, or ‘internal’

‘subjective’time,forexample),107 suchdelineationsareambiguous,theirmeaningsand

value debated. As Kramer surrenders, ‘“Time” must ultimately be taken as

undefinable’.108

Inanycase,musicis inherentlyandinescapablytemporal.Itisexperiencedinand

through time; its constitutional ingredients – such as rhythm, pulse,metre, beat, bar

(measure)andphrase– bothdivideandshapetime.Musiccannotexistwithoutit.Inthe

wordsofLeopoldMozart,‘timeisthesoulofmusic’.109 Kramer,elaboratesthatitis‘the

essential component of musical meanings and the vehicle by whichmusic makes its

deepestcontactwiththehumanspirit’.110

102 Kramer,TheTimeofMusic,1.
103 Epstein,ShapingTime,xi.
104 Ibid.,3.
105 Ibid.,6.
106 Kramer,TheTimeofMusic,2.
107 Ibid.,97,99.
108 Ibid.,6.
109 LeopoldMozart,ATreatiseontheFundamentalPrinciplesofViolinPlaying [1756],2nded.,trans.
EdithaKnocker(OxfordandNewYork:OxfordUniversityPress,1951),30.
110 Kramer,TheTimeofMusic,2.
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2.1.2. TheScopeoftheChapter

Inordertogainadeeperunderstandingofwhyandhowperformers‘playwithtime’,the

phenomenonof ‘musical time’must,ofcourse,beexamined.Afteraconsiderationof

research to date in this field, the chapter explores the significance of timing in

performance and its phenomenological complexities. Moving to a focus on tempo

selectioninBaroque music,andnotingtherelativelackofresearchintosubtlerissuesof

temporalnuance,thechaptersubsequentlyexamines specificitiesofmicrotiming.

AsRobertDoningtonstates,‘[o]neofthemoststubbornmodernmisconceptions

concerningBaroque musicisthatametronomicregularitywasintended’.111 Whilstone

mightarguethatDonington’scomment(from1954)islesspertinenttomusicalculture

today, it remains essential for this chapter to evidence the existence of expressive

microtimingduringtheBaroque.Whilenotinitselftheprincipalobjectiveofmythesis,

this historical exploration provides a necessary foundation for my work. The salient

elementsofexpressivemicrotimingintheBaroque are,therefore,outlined,primarilyin

terms of the temporalmanipulation of note length and the temporal implications of

phrases.

The focus of this chapter then turns to the manifestation of musical time as

motion– a central theme in David Epstein’s book, Shaping Time, and a fundamental

concernofmyresearch.Icontendthataperformer’sveryexperienceofmusicaltimeas

motion is inextricably linked tohisorherexpressive timingdecisions:musicalmotion

both gives rise to, and is partially created by, temporal expressivity. Focusing, in

particular,onmusicalmotionasbothgoaldirectedandcyclic,aswellasonitsembodied

foundations, the discussion draws in Mark Johnson’s theory of image schemata – a

centralconcerninthefieldofembodiedcognition,andacynosureofmyownresearch–

which elucidates the embodied, and indeed epistemic, roots of our experiences of

musicalmotionandcorrespondingexpressivetimingdecisions.

2.1.3.AnOverviewoftheResearchField

Inthe late1980s,whenwritinghisbook,Kramernotedthatmusicaltimewasnotyet

recognised as an autonomous subject of enquiry.Of course, temporal issues, such as

111 RobertDonington,‘Baroque Interpretation’,inGrove’sDictionaryofMusicandMusicians,vol.1,5th
ed.,ed.EricBlom (London:Macmillan&Co.,1954), 447.
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rhythm,metre andmusical syntax, had long been recognised as core pillars ofmusic

theory, and had been written about extensively;112 yet, these contributions served

primarilyastheoretical frameworksforunderstandingmusic’s inherentstructuresand

distinct components, rather than specific explorationsof the rathermoreelusive and

flexiblephenomenaofmusical‘time’and‘timing’.Sincetheendofthetwentiethcentury,

however,anumberofseminalworks,includingShapingTime byDavidEpsteinandStolen

Time byRichardHudson,haveformedaliterarycore.Conferencesdedicatedexclusively

tothesubjecthavetakenplace;113 andempiricalmusicologyhaswitnessedarecentsurge

of scientific research into issues such as rhythm perception and microtiming. As

evidencedbyhisarticle‘ThePerceptionofExpressiveTiminginMusic’,114 EricClarke,for

example, has conducted a number of empirical studies that investigate the ability of

listenerstodetectsmallscaletimingmodificationsinmusicalsequences.Daviesetal.,as

wellasFrühauf, Kopiez andPlatz,115 similarlyprioritisethestatusofthelistener,asthey

examinetheinfluenceofmicrotimingontheperceptionof‘groove’– ‘thesensationof

movementorwantingtomove’.116 Thisemphasisontimeperceptionisfurtherreflected

112 Theywereindeedcentraltopicsofmosteighteenthcenturymusictreatises.Whilstepitomicexamples
includeJohannMattheson’sdiscussionsof‘rhythmopoeia’or‘poeticfeet’(asexploredbyGeorgHoulein
his1987bookMeterinMusic,16001800),aswellasJohannPhilippKirnberger’schapter‘Tempo,Meter,
andRhythm’inTheArtofStrictMusicalComposition,mostoftheBaroquetreatisesreferencedinthis
thesisdo,infact,addressthesesubjectmatters,ausefulsummaryofwhichcanbeseenin William
Caplin’s‘TheoriesofMusicalRhythmintheEighteenthandNineteenthCenturies’.Theseissuesalso
receivedsignificantattentionindiscourseofthetwentiethcenturyonmusictheory.Particularlyseminal
contributionsincludeTheRhythmicStructureofMusicbyGrosvenorCooperandLeonardMeyer,The
StratificationofMusicalRhythmbyMauryYeston,andAGenerativeTheoryofTonalMusicbyFred
LerdahlandRayJackendoff.
GeorgeHoule,MeterinMusic,16001800:Performance,Perception,andNotation(Bloomington:Indiana
UniversityPress,1987),68,135,136,137; JohannPhilippKirnberger,TheArtofStrictMusical
Composition[1771],trans.DavidBeachandJurgenThym,withIntroductionandExplanatoryNotesby
DavidBeach(NewHavenandLondon:YaleUniversityPress,1982);WilliamCaplin,‘TheoriesofMusical
RhythmintheEighteenthandNineteenthCenturies’,in TheCambridgeHistoryofWesternMusicTheory,
ed.Thomas Christensen(Cambridge:CambridgeUniversityPress,2002),657694;GrosvenorCooperand
LeonardMeyer,TheRhythmicStructureofMusic(Chicago:UniversityofChicagoPress,1960);Maury
Yeston,TheStratificationofMusicalRhythm(NewHaven:YaleUniversityPress,1976);FredLerdahland
RayJackendoff,AGenerativeTheoryofTonalMusic(Cambridge:TheMITPress,1983).
113 Asanexample,theconferencetitled‘MakingTimeinMusic’tookplaceattheUniversityofOxfordin
September2016.
114 EricClarke,‘ThePerceptionofExpressiveTiminginMusic’,PsychologicalResearch51,no.1(June
1989):29.
115 MatthewDaviesetal.,‘TheEffectofMicrotimingDeviationsonthePerceptionofGrooveinShort
Rhythms’,MusicPerception:AnInterdisciplinaryJournal 30,no.5(June2013):497510;JanFrühauf,
ReinhardKopiezandFriedrichPlatz,‘MusicontheTimingGrid:TheInfluenceofMicrotimingonthe
PerceivedGrooveQualityofaSimpleDrumPatternPerformance’,MusicaeScientiae 17,no.2(2013):
246260.
116 Daviesetal.,‘TheEffectofMicrotimingDeviationsonthePerceptionofGrooveinShortRhythms’,
497.
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inrecenttheoreticalexplorationsofmetre,evidenced,forexample,bytheverytitleof

JustinLondon’sbook, HearinginTime:PsychologicalAspectsofMusicalMeter,117 aswell

as by Danuta Mirka’s preoccupation with ‘the perceptual effect of ... metric

manipulationson...listeners’,118 inherbookMetricManipulationsinHaydnandMozart.

Whilsttheseexamplespresentjustameresnapshotofstudiesintomusicaltime,they

arecertainlyrepresentativeofthewiderbodyofliteratureintermsofitsnotablebias

towardsthelisteningexperience.

Indeed, very little research deals with time and performance.Moreover, that

whichdoesoftenmakessweepinggeneralisations.Forexample,intracingtheevolution

ofrubato throughouthistory,Hudsonfocusesonidentifyinggeneraltrendsratherthan

exploring the subtle nuances and phenomenological complexities of interpretative

temporal expressivity. At the opposite end of the spectrum, empirical studies isolate

individualaspectsofperformer’s timingfromthewider,ecologicalmusicalcontext, in

orderforittobeexaminedobjectivelyandmeasuredrigorously.Thissomewhatclinical

dimension is, to someextent, reinforcedby thecomputational systemsoftenused to

collect,createandanalysemusicaldata.Forexample,inastudycarriedoutbyGingraset

al. into the relationshipbetweenmelodicexpectation, expressiveperformance timing

and perceived musical tension, the entropy and expectedness of the melody was

determinedby thecomputationalmodel IDyOM(InformationDynamicsofMusic)and

theperformers’‘expressivetiming’wasreducedtonoteonsets,offsetsandinteronset

intervals thatwere calculated via technology119 – awidelyusedmethod in studies of

musicaltiming,particularlypopularininvestigationsofsynchronisation.Whilstthisstudy

undeniably draws valuable connections between pertinent elements of musical

structure, performance and perception, and whilst the affordances of technological

advancementsmustcertainlynotbedismissed,suchscientificapproachesalone arenot

sufficientforunderstandingexpressivetiming.Indeed,thestudyofperformanceandits

temporal identity as an object, with the computerised creation and analysis of data,

neglectsthephenomenologicalquintessenceofbothperformanceandtiming,failingto

117 JustinLondon, HearinginTime:PsychologicalAspectsofMusicalMeter(NewYork:OxfordUniversity
Press,2004).
118 DanutaMirka,MetricManipulationsinHaydnandMozart:ChamberMusicforStrings,17871791
(NewYork:OxfordUniversityPress,2009),ixx.
119 BrunoGingrasetal.,‘LinkingMelodicExpectationtoExpressivePerformanceTimingandPerceived
MusicalTension’,JournalofExperimentalPsychology:HumanPerceptionandPerformance42,no.4(April
2016):594609.
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dealauthenticallywiththeperformer’sexperientialrelationshipwithmusicaltime.Time

is nebulous, flexible, subjective and experiential: the research must acknowledge,

accommodateandultimatelyreflectthesecharacteristics.

2.2. TimeandPerformance

Whilst recentworks, suchasMusic inTime:Phenomenology,Perception,Performance

(published in2016)120 andTimeandPerformerTraining (publishedearlierthisyear)121

have begun to address the gap in the literature, the relationship between time and

musicalperformanceisevidentlyunderrepresentedinscholarshipanddemandsfurther

study.Itis,afterall,undoubtedlymorecomplexthantherelationshipbetweentimeand

musicalnotationorevenrecordings, inwhichtherepresentationoftimeissomewhat

fixedintoanobject.Musicalperformance,ontheotherhand,istheliveunfurlingofsonic

shapesinrealtime– shapescharacterisedbysubtletemporalnuancesthatareuniqueto

thatgivenmoment.Notonlydoesthespontaneityandintrinsicallyirreproduciblequality

of‘liveness’accountfortheelusivenessandperplexityoftiminginperformance,butit

hasalsobeenproventhat ‘performerscannotplay inperfectmetronomictime’.122 As

Kramer states, ‘nomusical performance rigidly adheres tometronomic invariance of

tempo’,123 and ‘performers do not render even the simplest of rhythms exactly as

notated’.124 Thisissuehasbeen investigatedbyresearcherssuchasSeashore,Bengtsson

andGabrielsson,whohaveshownthat ‘it ishumanly impossibletoperformtheexact

rhythmicratiosevenasimplescoremaydemand’.125 These‘rhythmicirregularitiesthat

musicians naturally – indeed, unavoidably – introduce’126 undoubtedly add to the

complexityofstudyingtiminginperformance.

Nonetheless,itistheseveryirregularitiesthatalsodistinguishoneperformance

from the next and create the uniqueness, ineffability and magic of expression in

120 SuzannahClarkandAlexanderRehding,ed.,MusicinTime:Phenomenology,Perception,Performance:
EssaysinHonorofChristopherF.Hasty(Cambridge:HarvardUniversityPress,2016).
121 MarkEvans,KonstantinosThomaidisandLibbyWorth,ed.,TimeandPerformerTraining(Abingdon
andNewYork:Routledge,2019).
122 Hudson, StolenTime,440.
123 Kramer,TheTimeofMusic,99.
124 Ibid.,73.
125 Ibid.,76.
126 Ibid.,73.
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performance. As Epstein believes, ‘time is the critical element in performance’.127 He

continuestoexplain:

inmanycases[itis]thefactorthatseparatesthemerelycapable

from the distinguished. More often than not ... performance

shortcomings seem connected to the domain of time. Tempos

may not be quite right; themusic does not flow as it should;

accents seem excessive, distorting if not impeding that flow;

rhythmsappearmisconstrued;rubatidonotwork.128

Timingis,therefore,notonlyanomnipresentandinextricableingredientofperformance,

but amost crucial factor in its expressive, affective and communicative potential. As

Epstein states in the conclusion of his book, ‘[i]fwe can grasp thesemechanisms [of

timing],understandhowtheywork,wemovesomestepsclosertothatgoalofserious

musicians– themostrefinedshapingofmusic;theeverbetterperformance’.129

Sowhatreallyistimeinperformance?Epsteinremindsusthatasaresultofthe

extremeintangibilityoftime– aphenomenonthatcannotitself beexperiencedbyour

fivephysicalsenses– ‘numerouselementsofthesonicworldofmusic...aredrawnupon

as the means of marking the temporal world’.130 The way in which durational and

articulatoryissuesofrhythm,notelength,stressandsilence(forexample)arecombined

andpresentedinperformance,givesrisetorathermoreimplicit,correlatingmattersof

hierarchy and demarcation (including accent,metre, beat, hyperbeat, bar (measure),

hypermeasure,phrase,periodicityandpunctuation),aswellastoaspectsofpacing(such

as tempo,accelerando, rallentando and rubato).All of these features, andmore, are

encompassedwithintheoverarchingterm‘time’inperformance.Timeis,therefore,not

onething:it‘canbemanythings,anditcanbethematonce’.131

127 Epstein,ShapingTime,3.
128 Ibid.,4.
129 Ibid.,483.
130 Ibid.,7.
131 Kramer,TheTimeofMusic,3.
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2.3. TimeandBaroque Repertoire

2.3.1. AnOverviewoftheLiterature

2.3.1.1.ThePredominanceof‘Tempo’asaResearchTopic

It is important to acknowledge the relative rarity of Baroque repertoire in studies of

musicaltime.Indeed,duetotheoverlyromanticisedaestheticsofthenineteenthcentury

– amusicaleracharacterisedbyexaggeratedexpression,emotionandflexibility– aswell

asthehighlytheorisedtempostructuralformsoftheClassicalperiod,and therevolutions

of the twentieth and twentyfirst centuries which challenged established musical

representations of time, Baroque repertoire is significantly underrepresented in the

literature.Whilstthereare,ofcourse,anumberofimportantexplorationsof‘tempo’in

Baroque music– suchasIdoAbravaya’ssignificantcontribution,OnBach’sRhythmand

Tempo,132 Bernard Sherman and Klaus Miehling’s discussions of ‘Bach’s Notation of

Tempo’,133 and Ralph Kirkpartrick’s presentation of ‘EighteenthCentury Metronomic

Indications’134 – thesestudiesfocusonhistoricalindicationsofoveralltempi(forwhole

pieces,movementsandsections),ratherthanmoresubtleissuesofexpressivetemporal

nuance.

Admittedly, Abravaya does ‘attempt to clarify what musicians of former

generations thought about tempo’135 rather than ‘assigning “right” tempi’136 and he,

interestingly, explores different philosophies of tempo from the eighteenth century,

proving that ‘contrasting opinions have existed not only in different eras, but

simultaneously,withineachperiodandstyle’.137 Hecompares,forexample,attheone

extreme,themechanical,numericalschoolofthe‘Chronométristes’,whospecifiedexact

tempi bymeansof a pendulum,138 or those (such as Saint Lambert andQuantz)who

proposedmoregeneraltempibasedonlessprecisecalculations,suchas‘thestepsofa

132 IdoAbravaya,OnBach’sRhythmandTempo (Kassel:Bärenreiter,2006).
133 BernardD.Sherman,‘Bach'sNotationofTempoandEarlyMusicPerformance:Some
Reconsiderations’,EarlyMusic28,no.3(August 2000):454466;KlausMiehlingandBernardSherman,
‘Bach'sNotationofTempo’,EarlyMusic29,no.1(February 2001):153155.
134 RalphKirkpatrick,‘EighteenthCenturyMetronomicIndications’,PapersReadbyMembersofthe
AmericanMusicologicalSocietyattheAnnualMeeting(1938):3050.
135 Abravaya,OnBach’sRhythmandTempo,2.
136 Ibid.,2.
137 Ibid.,157.
138 Ibid.,120.
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manwalking’139 or‘thepulsebeatatthehandofahealthyperson’,140 with,attheother

extreme,those(suchasRousseau,Kirnberger,Mattheson,MarpugandLeopoldMozart)

whoregardedtempoas‘asubjectiveandflexibleentity’,141 aphenomena‘equatedwith

theaffects’.142 Thelatterapproachisreflectedintheuseofnonmetronomicterms(such

as‘Bewegung’,143 ‘Mouvement’,144 and‘TempoGuisto’145)todescribe‘thenaturaltempo’

ofthemusic,146 ‘divine[d]fromthepieceitself’,147 andintheterm‘Gemüthsbewegung’

(meaning‘passionsoraffections’148)whichiscloselyrelatedtotempo,asevidencedby

the semantic correlation with ‘Bewegung’. Kirnberger clarifies that ‘tempo giusto is

determinedbythe meter andbythelongerandshorter notevalues ofacomposition’,

andthatepithets (tempowords),suchas ‘largo,adagio,andante,allegro,presto,and

theirmodifications larghetto,andantino,allegretto,andprestissimo[simply]addtoor

takeawayfromthefastorslowmotionofthenaturaltempo’.149 LeopoldMozartsimilarly

explainsthat,

even if the composer endeavours to explain more clearly the

speedrequiredbyusingyetmoreadjectivesandotherwords,it

stillremainsimpossibleforhimtodescribeinanexactmannerthe

speedhedesires in theperformingof thepiece.Soonehas to

deduceitfromthepieceitself.150

Forthesemusiciansandtheorists,thenaturalmotionofthepieceisinherentlyimplied

bythemusicaltextitself.

139 MonsieurdeSaintLambert,PrinciplesoftheHarpsichord [1702],ed.andtrans.RebeccaHarrisWarrick
(Cambridge:CambridgeUniversityPress,1984),xv,24,43,44.
140 JohannJoachimQuantz,OnPlayingtheFlute:TheClassicofBaroqueMusicInstruction [1752],2nded.,
ed.andtrans.EdwardR.Reilly(London:FaberandFaberLimited,1985),283.
141 Ibid.,3.
142 Ibid.,133.
143 Kirnberger,TheArtofStrictMusicalComposition,376.
144 Abravaya,OnBach’sRhythmandTempo,121.
145 Kirnberger,TheArtofStrictMusicalComposition,376377.
146 Ibid.,376.
147 Mozart,ATreatiseontheFundamentalPrinciplesofViolinPlaying,33.
148 Kirnberger,TheArtofStrictMusicalComposition,376.
149 Ibid.,377.
150 Mozart,ATreatiseontheFundamentalPrinciplesofViolinPlaying,33.
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It is important to note, at this stage, that, despite the evidence of differing

attitudestowardstempointheeighteenthcentury,151 thedistinctionsarenotclearcut,

andindividualcomposersofthetimeoftenalludedtomultiple‘philosophies’.Quantz,for

example, gives detailed instructions regarding tempo selection for particular time

signaturesandepitheticalmovementtitlesbasedonhis‘humanmetronome’– the‘pulse

beat’.152 However,healsonotesthat,as ‘epithetsareoftenusedbymanycomposers

moreoutofhabitthantoaccuratelycharacterizethematteritself,...casesmayoccurin

whichtheyarenotatalltimesbinding,and[so]theintentionofthecomposermustbe

discoveredinsteadfromthecontentofthepiece’153 – anallusiontoKirnberger’stheory

of‘tempogiusto’.Indeed,justasAbravayaacknowledges,‘[t]hetheoriesofKirnberger

look like theantithesisofQuantz’s,but ...muchof theseemingdifferencemayresult

fromtheirdifferentconceptions,orwaysofdescription,ofthesamemusicalreality’.154

Heconcludes,‘authorsofthepasthadjustthesamedifficultiesandambiguitiesinverbal

discussionofmusicaswedotoday’.155

The implications of time signatures, epithets, rhythms and note values on the

determinationoftempoinBaroque repertoireisasubjectthatpervadesbotheighteenth

centurysourcesandcurrentdiscourse.Whilstthesetemporalconcernsare,ofcourse,of

utmost importance in allowing performers to make informed decisions, as Abravaya

acknowledges,performancepractice‘wasbydefinitionneverunifiedortightlyknit,nor

freeofcontradictions,ambiguitiesanddiscrepancies,abounding in local,nationaland

individual differences of taste and opinion’.156 As reflected, to some extent, by the

contrasting yetcoexistentschoolsofthought intheeighteenthcentury, ‘tempofinally

dependsontheperformer’swillandtaste’.157 ThissubjectivityofBaroque tempoalso

manifests itself in the work of current researchers and performers, who quote and

interpret ‘the same17th and18thcentury sources…again andagain, each timewith

151 Itshouldbenoted,here,that,eventhoughmycasestudyfocusesontheHighBaroque,Idrawon
primarysourceinformationfromthelateseventeenthtolateeighteenthcenturies.Changesinstyleand
thoughthappengradually.IdeasfromtheEarlyBaroquesetthefoundationsfortheHighBaroque,which,
inturn,influencedtheClassicalPeriod.Therelevanceoftreatiseinformationthereforeextendsboth
ways,reflectingtheinfluenceofearlierpractices,whilstalsopointingforward.
152 Quantz,OnPlayingtheFlute,285287.
153 Ibid.,129.
154 Abravaya,OnBach’sRhythmandTempo,129.
155 Ibid.,161.
156 Ibid.,173.
157 Ibid.,1.
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entirely different conclusions’158 because, as Abravaya recognises, ‘tempo is involved

withtheinstinctivefeelingofthescholar,performerorlistener…[who]inevitablyends

uptryingtojustifyhis/herpersonaltasteandconviction’.159 RalphKirkpartrickagreesthat

‘thelawsoftempo...seempeculiarlysubjecttopersonaltasteandmood’,160 andRobert

Donington,too,concurs:‘therighttempoforagivenpieceofmusicisthetempowhich

fits,asthehandfitstheglove,theinterpretationofthatpiecethenbeinggivenbythe

performer’.161

Itis,however,mostimportanttonotethattemporalsubjectivityisneitheranew

norundesirablephenomenon.Asearlyas1611,AgostinoPisastatedthat‘theonewho

controlsthemusicgovernsitathiswill,makingitsloworfastashelikes’,162 andQuantz,

some140yearslater,similarlyinsistedthatthesoloistbegranted‘completefreedomto

selecthistempoasheseesfit’.163 Attheendoftheday,asinsistedthroughoutBaroque

music treatises, interpretative decisions come down to the performer’s ‘taste’.

Subjectivity,taste,will,and,byassociation,‘intuition’,are,therefore,evidentlyimportant

phenomenathatinfiltratetemporaldecisionmakinginBaroque repertoire.What’smore,

asAbravayarightlyacknowledges, ‘addresssingtheproblem[oftempo] inadetached,

quasiobjectivemannerwouldstrikeusas“mechanistic’”or“drylyscientific’”andthus

would seem even less convincing’.164 Tempo is, after all, an inherently elusive,

multifacetedandexperientialmatterofinterpretation.

2.3.1.2. TheScarcityof‘ExpressiveMicrotiming’asaResearchTopic

Whilsttemposelectionitselfisanundoubtedlyimportantandinherentlycomplexsubject

– inextricablyentangledwith issuesofmetre, rhythm,epithetandaffect,and fraught

with contradiction and subjectivity – it dominates the literature on ‘time’ in Baroque

repertoireattheexpenseofexplorationsofmoresubtleissuesofinterpretativetemporal

nuance,suchastemporalfluctuationswithinamovement,phrase,musicalgesture,or

evenasinglenote.StephanieVialperhapsmakesoneofthemostvaluablecontributions

158 Ibid.,159.
159 Ibid.
160 Kirkpatrick,‘EighteenthCenturyMetronomicIndications’,30.
161 RobertDonington,TempoandRhythminBach'sOrganMusic(London:Hinrichsen,1960),12.
162 AgostinoPisa,inAbravaya,OnBach’sRhythmandTempo,122.
163 Quantz,OnPlayingtheFlute,280.
164 Abravaya,OnBach’sRhythmandTempo,159.
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tothestudyof‘momentbymomentinflections’inBaroque music,165 in herbookTheArt

ofMusicalPhrasing in theEighteenthCentury,whichexploresnotatedandunnotated

musical punctuation in eighteenthcentury repertoire.166 However, her contribution is

somewhat of an anomaly: indeed, there remains a substantial lack of research into

expressivemicrotiming inBaroque repertoire.NeilTodd,inhisarticleof1985,‘AModel

ofExpressiveTiminginTonalMusic’,167 exclusivelyanalysesmusicfromMozartonwards,

andthemusicalexamplesinEpstein’sbookrangefromHaydn(17321809)toDebussy

(18621918).168

Withspecificregardtoempiricalresearch intoexpressivemicrotiming,againonly

afewstudiesrelatingtoBaroque repertoireexist.TheaforementionedstudybyGingras

etal.(seeSection2.1.3)does,infact,focusonLouisCouperin’sPreludenonmesuréNo.

7because,astheauthorsthemselvesstate,thelackbothofarigidmetricalframework

andofspecifiednotelengths– featuresthatcharacterisethissemiimprovisatoryformof

Baroque music– ‘allowsforamuchwider variabilityintermsofexpressivetiming’.169 In

spite of this, however, the spectrum of ‘expressive timing’ that is examined is, as

previously mentioned, strictly limited and considered only in relation to ‘melodic

expectation’ and listeners’ ‘perceivedmusical tension’. Schubert and Fabian similarly

focusontherealmof the listener in theirexplorationsof ‘performed’and ‘perceived’

165 StephanieD.Vial,TheArtofMusicalPhrasingintheEighteenthCentury:PunctuatingtheClassical
“Period” (Rochester:UniversityofRochesterPress,2008),ix.
166 ItisimportanttoacknowledgeStephanieVial’sbookasasignificantcontributiontothesubjectof
expressivetiminginBaroquemusic.Herwork,however,differs fromminesubstantiallyinitsperspective.
WhilstVialdoesmakesomereferencetoherown experience,shefocusespredominantlyonthecollation
ofhistoricalevidence,alongsidemusicalanalysis,specificallytoilluminateissuesofeighteenthcentury
musicalpunctuation.Myresearch,ontheotherhand,drawsheavilyonmyownpractice,inconjunction
withaspectsofembodiedcognition,cognitivepsychology,psychoanalysis,andphenomenology(aswell
asmusichistoryandanalysis)toexplorethebroader subjectof‘expressivemircotiming’.Drawingon
issuesofpunctuationmerelyasoneaspect, andusingeighteenthcenturyrepertoireasacasestudy
(albeitacentral,mostimportantandthoroughlydetailedone),myprimaryfocuscentresoninterrogating
therathermoreelusive,phenomenologicalandembodiedcomplexitiesoftemporalexpressivity, suchas
issuesofsubjectivity,intuitionandepistemicinteraction.Mystudyofphrasingandpunctuationis,
therefore,alwaysguidedby,andrelatedto,thesebroaderresearchquestions.
167 NeilTodd,‘AModelofExpressiveTiminginTonalMusic’,MusicPerception:AnInterdisciplinaryJournal
3,no.1(Fall1985):3357.
168 Epstein,ShapingTime.
169 Gingrasetal.,‘LinkingMelodicExpectationtoExpressivePerformanceTimingandPerceivedMusical
Tension’,597.
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dottedrhythmsinBaroque music,whichdelveintothedepthsofrhythmperception.170

Withspecificregardtoperformance,anotableexampleofempiricalinvestigationisDirk

Moelants’studyof‘ThePerformanceofNotesInégales’,171 whichprimarilyexaminesthe

effectoftempoontheratioofinequality.Nonetheless,overallthebodyofresearchinto

microtiming in performance ismarkedly dominated by genres such as jazz, funk and

samba,which appearmore immediately relevant, thanks to their distinctive rhythmic

elements (such as swing, backbeat, polyrhythms and irrational rhythms) and their

intimaterelationshipwithmovement ordance.Inhisarticle‘EmbodiedMind,Situated

Cognition, and Expressive Microtiming in AfricanAmerican Music’, Vijay Iyer indeed

engagesinadetaileddiscussionofthedifferentfacetsofexpressivetimingthatfeature

prominently in the performance of AfricanAmerican music, such as ‘asynchrony’,

‘streaming’, ‘spreading’, ‘swing’, and ‘backbeat delay’.172 Western classical Baroque

repertoirecravesthissamelevelofattention.

2.3.2. ExpressiveMicrotiming

2.3.2.1.Rubato

Myownscrutinyofhistoricalmaterialconfirmstheexistenceofexpressivemicrotiming

inmusicalperformanceoftheBaroque period.Firstly,itmustberecognisedthatthevery

originsoftheterm‘temporubato’ – aterm,meaning‘robbed’or‘stolen’time,thatlies

attheheartof‘expressivetiming’– canbetracedbacktoPierFrancescoTosiin1723,

whenheusedthephrase‘rubareiltempo’.173 Tosiindeedstatedthat

[w]hoeverdoesnotknowhowtostealtheTimeinSinging,knows

nothowtoCompose,nortoAccompanyhimself,andisdestitute

170 DorottyaFabianandEmerySchubert,‘MusicalCharacterandthePerformanceandPerceptionof
Dotting,ArticulationandTempoin34RecordingsofVariation7fromJ.S.Bach'sGoldbergVariations
(BWV988)’,MusicaeScientiae12no.2(Fall2008):177206;DorottyaFabianandEmerySchubert,‘ANew
PerspectiveonthePerformanceofDottedRhythms’,EarlyMusic38no.4(November2010):585588;
DorottyaFabianandEmerySchubert,‘PerformanceandPerceptionofDotting:AComparisonof
ResponsestoDottedRhythmsin6/8byExperiencedandInexperiencedBaroqueMusicListeners’,
EuropeanSocietyfortheCognitiveSciencesOfMusic,accessedMarch2,2016,
http://www.escom.org/proceedings/ESCOM2002/sources/Pdf/Session/Fabian.pdf.
171 DirkMoelants,‘ThePerformanceofNotesInégales:TheInfluenceofTempo,MusicalStructure,and
IndividualPerformanceStyleonExpressiveTiming’,MusicPerception:AnInterdisciplinaryJournal 28, no.
5(June2011):449460.
172 VijayIyer,‘EmbodiedMind,SituatedCognition,andExpressiveMicrotiminginAfricanAmerican
Music’,MusicPerception:AnInterdisciplinaryJournal 19,no.3(Spring2002):387414.
173 ThisistranslatedbyMr.Galliard,inhisEnglishtranslationof1743,as‘tostealtheTime’.
PierFrancescoTosi,ObservationsontheFloridSong;or,SentimentsontheAncientandModernSingers
[1723]trans.Mr.Galliard[1734](WilliamReeves:London,1967),156.
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ofthebestTasteandgreatestKnowledge.ThestealingofTime…

isanhonourableTheftinonethatsingsbetterthanothers.174

JohnErnestGalliard,whoin1743providedtheEnglishtranslationofTosi’streatisewith

additionalcommentsofhisown,notonlyalludestotheimportanceoftacitknowledge

intheexecutionofrubato,notingthat‘ExperienceandTastemustteachit’,buthealso

elaborates:

speakingofstealingtheTime,itregardsparticularlytheVocal,or

thePerformanceonasingleInstrument…;whentheBassgoes

anexactlyregularPace,theotherPartretardsoranticipatesina

singularManner,fortheSakeofExpression,butafterThatreturns

toitsExactness.175

Indoingso,heconfirmsthedefinitionofwhatisnowtermed‘earlier’orcontrametric

rubato,wherebymelodynotesareprolonged,shortened,anticipatedordelayed‘whilst

theaccompanimentmaintainsstrictrhythm’– anactofborrowingorlending distinctfrom

thesocalled ‘later’ rubato,whichconversely refers to ‘flexibilityof theentiremusical

substance’ andwasparticularlypopularduringthelateRomanticperiod.176 Indeed,the

veryexistenceof‘earlier’rubato intheBaroque isconfirmedbyanumberofeighteenth

centurywriters,includingJohannJoachimQuantz,whonotonlyexplicitlyusestheterm

‘rubato’ withinhis treatise,177 butalsodescribesmoments inwhich ‘theplayerof the

principalpartretardsseveralnotesinordertogivesomegracetotheexecution’,whilst

theaccompanimentis‘securein thetempo’.178

Atthisstage, itisinterestingtonotethat,whilsttheterm‘rubato’ firstappeared

intheeighteenthcentury,itsprinciplesexistedbeforehand:itsusagesimplyprecededits

explicitcodification.AsSandraP.Rosenblumexplainsinherarticle‘TheUsesofRubato

inMusic,EighteenthtoTwentiethCenturies’,‘Zacconi’ssinging“dopoiltatto”or“behind

the tactus,” described already in 1596, falls into this category of [earlier] tempo

rubato’.179 As well as recognising the inherently ‘secondary’ nature of terminology –

174 Ibid.
175 Mr.Galliard,inTosi,ObservationsontheFloridSong,156.
176 RichardHudson,‘Rubato’,inGroveMusicOnline,accessedApril17,2018,
http://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo
9781561592630e0000024039.
177 Quantz,OnPlayingtheFlute,174,252.
178 Ibid., 252.
179 SandraP.Rosenblum,‘TheUsesofRubatoinMusic,EighteenthtoTwentiethCenturies’,Performance
PracticeReview7,no.1(Spring1994): 34.
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merelytheproductofanarticulationprocessthatexplicitlycodifiesotherwisetacitor

undefinedelementsofpracticethatalreadyexist – itisalsoimportanttoacknowledge

its somewhatmisleading nature. Indeed,despite thewellknowndifferencesbetween

the twomain categories of rubato, their distinction is, in fact, far less clearcut and

chronological than theopposingandsequentially suggestive terms ‘earlier’and ‘later’

imply.As alluded tobothbyRosenblumand Hudson, thedefinitions andpracticesof

rubato acrossthecenturiesarevaried,multifold,oftensubjecttoamusician’sparticular

tasteandidiosyncraticpractice.

Indeed,despitetheevidentprominence ofcontrametricrubato intheeighteenth

century, keyingredientsofthesocalled‘later’ rubato doinfactpenetrate‘early’music.

AsRosenblumherselfnotes,‘theacceleratingorslowingdownofallthepartstogether’

is,infact,a‘centuriesoldpractice’thathassimply‘variedindegreeofuseindifferent

musical styles’.180 Hudson agrees that its existence can be traced ‘probably from the

beginningsofmusic’.181 Asanexample,Rosenblumoffers theuseof ‘the lettersc for

celeriter (quickly),tfortrahere(todragout)ortenere(tohold),andxforexpectare(to

retard)’182 intheninthcenturyCodexofSt. Gall– theverysametempomodifyingterms

towhichHudsonalsomakesexplicitreference.Indeed,inhischaptertitled‘Background

oftheLaterRubato’– itselfapatentindicationofthenonlinearevolutionofrubato and

theomnipresententanglementofitsmanyfeaturesandforms– Hudsonhighlightsthe

prominenceoftempofreedominmusicasearlyasGregorianChant.Notonlydoeshe

note the temporal implications both of different letters (as explained above) and of

different neume shapes, but he also draws our attention to writing from the tenth

centurythatdescribes ‘acceleration’and ‘hasten[ing]’,aswellas ‘gradualretards’and

‘slowingforphrases’. Hudsonthengoesontohighlightsimilarsuggestionsofritardandi

attheendofmedievalmotetsandconductus.183

Aswestepforwardintothesixteenthandseventeenthcenturies,patentallusions

to temporal flexibility typical of ‘later’ rubato continue. To offer a mere handful of

examples, Nicola Vicentino in 1555 insists that music should be performed like an

expressiveoration– ‘moreslowlyandmorequickly...[giving]movement[to]thebeat’;184

180 Ibid.,43.
181 Hudson,StolenTime,3.
182 Rosenblum,‘TheUsesofRubatoinMusic’,3.
183 Hudson, StolenTime,47.
184 NicolaVicentino,inFaustoRazzi,‘Polyphonyofthe"SecondaPrattica":PerformancePracticeinItalian
VocalMusicoftheManneristEra’,EarlyMusic 8,no.3(July1980),302.
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GiulioCacciniadvisesthathismadrigalscouldbeperformed‘notsubmittingtostricttime’

and‘withoutmeasuredrhythm’;185 andThomasMace,inhistreatiseof1676,Musick’s

Monument, speaksofthewayinwhichMasters‘takeLiberty...toBreakTime;Sometimes

Faster,andSometimesSlower,asweperceivetheNatureoftheThingRequires’.186 Inthe

eighteenthcenturyitself,thecoexistenceof‘earlier’and‘later’rubato ishighlightedin

correspondencebetweenWolfgangAmadeusMozartandhisfather.WhilstW.A.Mozart

statesthat‘intemporubato ...thelefthandshouldgoonplayinginstricttime’187 – in

clearsupportoftheearliercontrametrictype– aletterfromhisfathercommentingon

cellistJosephReichaandpianistIgnazvonBeecke‘draggingthetime…[and]holdingback

thewholeorchestra’188 confirmsthataspectsof‘later’ rubato werealsoareality.Thisis

reinforced bymultiple descriptions of ‘quickening or slowing of the tempo’ in Daniel

GottlobTürk’streatiseof1789,189 aswellasbytheinclusionoftempomodifyingterms

(suchasritardando)inthemusicofHaydnandhisClassicalcontemporaries.190 General

tempo fluctuations typically associated with ‘later’ rubato seem, therefore, to be a

perennialfeatureofperformance,certainlyexploitedintheBaroque periodalongsidethe

contrametric style of ‘earlier’ rubato. Indeed, as Hudson summarises, ‘techniques

involvedinbothtypesofrubato actuallyexisted’.191

Thesemere snapshots into the complex world of ‘tempo rubato’ confirm the

ambiguity of its terminology, the plurality of its definitions, the subjectivity of its

application, the subtlety and nonlinear complexity of its evolution, and indeed the

coexistence of its multiple forms. Most importantly, however, they prove that the

fundamentalprincipleofexpressivetiming– theconstant,underlyingessenceofrubato

– existedintheBaroque,bothintheoryandinpractice.Despitethiscompellingevidence,

however, it ismost essential not todismiss contradictoryprimary source information

that, in fact, suggestsa lackof temporal flexibility inBaroque performance. Indeed,a

recurrent feature ofmanyBaroque music treatises is the insistenceon keeping time.

185 GiulioCaccini,inRosenblum,‘TheUsesofRubatoinMusic’,43.
186 ThomasMace,Musick’sMonument;or,ARemembranceroftheBestPracticalMusick,BothDivine,and
Civil,ThatHasEverBeenKnown,toHaveBeenintheWorld (London:T.RatcliffeandN.Thompson,1676),
81.
187WolfgangAmadeusMozart,inEmilyAndersoned.,TheLettersofMozartandHisFamily,3rded.,rev.
StanleySadieandFionaSmart(London:Palgrave,1985),340.
188 LeopoldMozart,inAnderson,TheLettersofMozartandHisFamily,455.
189 DanielGottlobTürk,SchoolofClavierPlaying;or,InstructionsinPlayingtheClavierforTeachersand
Students[1789],trans.RaymondH.Haggh(Lincoln&London:UniversityofNebraskaPress,1982),362.
190 Hudson,StolenTime,4.
191 Ibid.,3.
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Mace,forexample,whoontheonehandexplicitlyencourages rubato (asindicatedby

theabovequotation),ontheotherhand,assertsthat‘TrueTimekeeping…isoneofthe

mostNecessary,andMainThings,inMusick’.192 EvenTosi,theveryfigureassociatedwith

theconceptionoftheterm‘rubato’ itself,states:‘Icannotsufficientlyrecommendtoa

StudenttheexactkeepingofTime….IfIdonotadviseaStudenttoimitateseveralofthe

ModernsintheirMannerofsingingAirs,itisfromtheirNeglectofkeepingTime’.193Whilst

thiscommentshowstheexistence oftemporalfluctuation,itmostcertainlyalsoshows

Tosi’s distaste for it.Quantz uses the very term ‘rubato’ withinhis essay,194 refers to

players ‘retard[ing] several notes’195 and ‘rest[ing] at a caesura’,196 and comments

negativelyonperformerswhoare ‘afraid toundertakeanything…withboldness and

freedom’.197 Heneverthelessexplains that ‘if apiece is tobeeffective, itmust… be

played…inthesametempofrombeginningtoend,notfasteratoneplace,slowerat

another’.198 Not only does he highlight the importance of ‘becom[ing] truly secure in

holdingthetempo’199 buthealsowarnsstudentsagainstthetutor‘whodoesnotknow

howtoobservetempowiththegreateststrictness’.200 Howdowemakesenseofthese

contradictions?

Atthispoint it isenlighteningtorecall theprimaryobjectiveofBaroque music

treatises.Indeed,inthePrefaceofhisessay,Quantzstates‘Ihavetriedtoteachclearly

andfromthefirstrudimentseverythingrequiredforthepracticeofthisinstrument’.201

Amongst frequent references to ‘beginners’, he continues, ‘I do not pretend … to

prescribe rules for thosemusicianswho have acquired general approbation either in

compositionorinperformance’.202 Asteachingmaterial,Quantz’streatiseservestoset

outthefundamentalgroundrulesfor ‘goodmusicalexecution’.203 It ismostplausible,

therefore,thathisinsistenceonstricttemporalaccuracysimplyreflectstheimportance

192 Mace,Musick’sMonument,81.
193 Tosi,ObservationsontheFloridSong,99.
194 Quantz,OnPlayingtheFlute,174,252.
195 Ibid.,252.
196 Ibid.,264.
197 Ibid.,253.
198 Ibid.,279.
199 Ibid.,24.
200 Ibid.,16.
201 Ibid.,7.
202 Ibid.,78.
203 Ibid.,7
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ofestablishingareliablefoundation.Afterall,asHudsonexplains,rubato,‘inordertobe

effective…[needs]tobesurroundedbymusicinstricttime’.204

Onarathermorerudimentalandpracticallevel,one cannotdenythatthereare

manycommonperformativetendenciesthatoftentranspireunintentionally,particularly

amongstamateurs,andperhapsMace,QuantzandTosiaresimplywarningtheperformer

againstthese.WhenTosiexpresseshisdisapprovaloftemporalinconsistency,hespeaks

ofa‘hasteningofTime…[that]intheBeginningishardlyperceptive,yetintheProgress

oftheAirbecomesmoreandmoreso’205 – aclearcondemnationofendingapiecefaster

thanitstarted– ofrushing– ratherthanadisregardofmeaningfullyexpressivetemporal

nuances. In a similar vein, Quantz acknowledges that ‘hurrying of passageworkmay

occur,particularlyinascendingnotes,ifthefingersareraisedtooquickly’,206 andthata

performer often ‘rush[es] the easy passagework and then cannot manage the

difficult’,207 thereforeplayingthesection‘thatisdifficultforhimmoreslowlyandthat

whichiseasymorequickly,thusnotendingthepieceashebeganit’.208 Healsorecognises

that,‘ifinamelancholypieceheloseshimselfsomuchinthesentimentthatheforgets

thetempo’,209 theperformerisoften‘beguiledintodragging’.210 Itisperhapswiththese

ineffective,undesirableand largely inadvertenttendencies inmindthatQuantz insists

thattheperformer‘mustbesureintempo,notrushingatonemomentanddraggingthe

next’,211 andhispersistenceisperhapsfuelledbyhisawarenessthat‘manymusiciansare

stillnotsecureintheirtime...andplayhaphazardly’.212

The connotations of arbitrariness implied by Quantz’s use of the word

‘haphazardly’confirmthatmanyofthesedistastefuloccurrencesoftempofluctuation

are simply indiscriminate matters rather than meaningful or intentional, expressive

nuances– adistinctionTürk himselfexplicitlymakeswhenheexplainsthat‘intentional

quickeningorhesitatingshouldnotbemistakenfor…faultyhurrying’.213 Inherchapter

‘AspectsofPerformancePractice’, inEighteenthCenturyKeyboardMusic,EvaBadura

204 Hudson,StolenTime,150.
205 Tosi,ObservationsontheFloridSong,99.
206 Quantz,OnPlayingtheFlute,130.
207 Ibid.,279.
208 Ibid.,304.
209 Ibid.,279.
210 Ibid.,252.
211 Ibid.,301.
212 Ibid.,278.
213 Türk,SchoolofClavierPlaying,360.
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Skoda forms a similar interpretation of Wolfgang Amadeus Mozart’s analogous

commentson tempo.Describing themusical imperfectionsof youngpianistNannette

Stein,Mozartsaid‘shewillneveracquirethemostessential,themostdifficultandthe

chiefrequisiteinmusic,whichisrhythm[time],becausefromherearliestyearsshehas

doneherutmostnottoplayintime’.214 BaduraSkodaconcludesthatMozart’sreference

to‘play[ing]intime’‘surelymeant[performing]withasteadyrhythmandinatempothat

doesnotslowdownatdifficultplacesandrushelsewhere’.215

It seems highly plausible, therefore, that the insistence, in Baroque music

treatises, on playing in strict time simply serve as rudimental instructions, aimed at

beginners, for learning thebasic foundationof ‘goodmusicexecution’– theability to

maintainaconstant,unwaveringpulse,withoutinadvertentlyrushingordragging.This

verysuppositionis,infact,confirmedbyMacehimself.Inexplainingthathisinstructions

are‘especiallyforaBeginner’,heclarifies:

[t]hat,althoughinourFirstUndertakings,weoughttostrive,for

themostExactHabit,ofTimeKeeping,thatpossiblewecanattain

unto,(andforseveralgoodReasons),yet,whenwecometobe

Masters,tothatwecancommandallmannerofTime,atourown

Pleasures;weThentakeLiberty,(andveryoften,forHumour,and

good Adornmentsake, in certain Places) to Break Time;

Sometimes Faster, and Sometimes Slower, as we perceive the

NatureoftheThingRequires,whichoftenadds,muchGrace, and

Luster,tothePerformance.216

Playingintimeisundoubtedlyanessentialskillforbeginnerstolearn– animportantbasis

foreffectivemusicmaking.Thisfoundationcan,however,thenbemanipulated,through

214 WolfgangAmadeusMozart,inEvaBaduraSkoda,‘AspectsofPerformancePractice’,inEighteenth
CenturyKeyboardMusic,2nded.,ed.RobertMarshall(NewYork:Routledge,2003),39.
215 BaduraSkoda,‘Aspects ofPerformancePractice’,39.
216 Mace,Musick’sMonument,81.
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rubato, for meaningful and expressive effect, just as the ‘Masters’ of the Baroque

themselvesdid.217

2.3.2.2.PreludialForms,Cadenzas,Recitative

Havingidentifiedtheuseoftemporubato intheBaroque,itisimportanttoacknowledge

anumberofothermanifestationsofexpressivetimingthatdonotnecessarily fallunder

thisheavilytheorisedterm.Indeed,theveryquintessenceofthemanypopularpreludial

forms of the time, such as toccatas, capriccios, fantasias and unmeasured preludes,

epitomisetempofreedom.Originallyspontaneouscreations,thesemusicalmovements,

boasting improvisatory qualities, are characterised by ‘a relative lack of organised

structureandafreesenseofrhythm’.218 FrançoisCouperinhimselfexplains,inhisL’Art

deToucherleClavecin:

[a]Preludeisacompositioninwhichthefancycanfreeitself from

allthatiswritteninthebook.Butit isalltooraretofindthose

talentswhoarecapableofproducingthiseffectonthespot.Itis

necessarytothosewhowill resorttotheregulatedpreludesto

play them freely without attaching too much precision to the

movement.219

A similar flexibility can also be seen in the cadenza, which Quantz defines as the

‘extemporeembellishmentcreated,accordingtothefancyandpleasureoftheperformer

217 ItisalsoimportanttomakebriefreferencetoBaroquedancepractice,which,whilstfallingbeyondthe
focusofthisthesis,hasmuchtodowithissuesoftemporegularity.Itis,afterall, difficulttoreconcilethe
complexstepsandgravitationalimperativesofBaroquedancewithtemporallyfreemusic.Therefore,
whilstvariousformsoftemporalflexibilityundoubtedlybelongedtohistoricalpractice,itisessentialto
recognisethatstricttempowasrequiredasmorethanamereskillforthebeginner.Whenaccompanying
dance,playingintimeiscrucial.Nonetheless,thisisnotaprimaryconcernofthisthesis,whichfocuseson
soloflutemusicratherthandanceaccompaniment,specificallyusingGeorgPhilippTelemann’sFantasia
No.7inDmajorasacasestudy.
FormoreinformationonBaroquedancemusic,seeMeredithLittleandNatalieJenne,Danceandthe
MusicofJ.S.Bach,expandeded.Bloomington:IndianaUniversityPress,2001.
218 Hudson,StolenTime,9.
219 FrançoisCouperin,L’ArtdeToucherleClavecin:TheArtofPlayingtheHarpsichord[17161717],ed.&
trans.MargeryHalford(NewYork:AlfredPublishing,1974),70.
DavittMoroney’stranslationofthisquotation,inhisarticle‘ThePerformanceofUnmeasured
HarpsichordPreludes’,isperhapsevenclearerthanHalfords:‘Apreludeisafreecompositioninwhich
theimaginationgivesreintoanyideawhichpresentsitself.Butitisratherraretofindgeniusescapable
ofproducing themonthespurofthemoment,andsothosewhoresorttothesenonimprovisedpreludes
shouldplaytheminafreeandeasystyle,notadheringtoocloselytotheexactrhythm’.
DavittMoroney,‘ThePerformanceofUnmeasuredHarpsichordPreludes’,EarlyMusic 4,no.2(April
1976):145.
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... at the close of a piece’.220 Asserting ‘the impromptu invention of cadenzas is my

principal concern’, Quantz devotes a whole chapter of his essay to this matter, and

explainsthat,astheymustunfold‘assomethingunexpected’,‘regularmetreisseldom

observed,andindeedshouldnotbeobserved, incadenzas’.221 Thisdisregardofstrict

tempoisfurtherembodiedinoneofthecentralcomponentsofBaroque vocalmusic,the

recitative,theveryessenceofwhichisitsspeechlikeflexibility.AsQuantzstates,when

delivering a recitative, ‘the singerdoesnot always adhere to the tempo, andhas the

freedomtoexpresswhatheistoexecutequicklyorslowly,asheconsidersbest,andas

thewordsrequire’.222

Itisimportanttoconsider,atthisstage,therelevanceoftemporalexpressivityto

lessobviouslyfreeforms oftheBaroque.Indeed,asLouisAdamwrotein1804/5,‘[s]ome

havewantedtomakeplayingoutoftimefashionableandtoplayeverytypeofmusicas

a fantasy, prelude, or capriccio’.223 Whilst the different purposes, requirements, and

affordancesofdifferentmusicalformsshouldcertainlybeacknowledged,Hudsonnotes

notonlythat‘tempofluctuationmayoccureveninmetricallystrictforms’,butalsothat

‘musicingeneral…isnottobeperformedmechanicallyandwithoutregardforthesense

ofthesounds’.224 ThisisindeedconfirmedbyTürk,inhisSchoolofClavierPlaying of1789,

whenhestates:

[i]n addition to free fantasies, cadenzas, fermatasand the like,

thosepassagesmarkedrecitativomustbeplayedmoreaccording

tofeelingratherthanmeter.Somepassagesofthissortarefound

... in sonatas, concertos, and the like ....  Suchpassageswould

have poor effect if they were played strictly according to the

specifiedvaluesofthenotes(measured).225

Moreover, it isessentialtorecognisethattemporalflexibility isencouraged,whatever

thepiece,bythenotationalmodestyandambiguitiesofthescore– asubjectdiscussed

intheensuingparagraphsofSection2.3.2.3.

220 Quantz,OnPlayingtheFlute,179.
221 Ibid.,185186.
222 Ibid.,292.
223 LouisAdams,inHudson,StolenTime,151.
224 Hudson,StolenTime,7,11.
225 Türk,SchoolofClavierPlaying,359,
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2.3.2.3.TheNotationisNottheMusic:226 AmbiguitiesofNoteLength

AsHaynescomments,‘[a]nyonewhohasevertriedtoconveyamusicalideabymeansof

notationknowshowapproximateitis….Musicalnotationisalwaysunderdetermined;

impreciseandincomplete….Therearealwaysimportantperformancevariablesmissing

fromthe page’.227 Heconfirmsthat‘thesepageswithblackdots…[are]merereminders

ofamyriadofindicationstoosubtletonotate’.228 Whilstnodetailofnotationcanever

accountforeveryvariable,incomparisontomusicalscoresoflatercenturies,inwhich

rhythmicfiguresarepreciselynotatedandexpressivenuances(ofdynamic,articulation

andtempo)explicitlyindicated,thoseoftheBaroque are,ofcourse,notablyrudimental

– ablank canvas affording interpretativepossibility, colouredbothby theunnotated

stylistic conventions of the time and by the subjective, expressive desires of the

performer.229 AsencapsulatedbythetitleofBartholdKuijken’sbook,‘thenotationisnot

themusic’.230 Withspecificregardtotime,itsfixed,objectifiedmanifestationinnotation

isoftendissimilartoitscorrespondingsonicexternalisation.Thetemporalrealisationof

notesisasdependent(ifnotmoreso)onmetricposition,dancesteps,intervalliccontent,

nationalstyle,Affekt,gesturalshapeandsubjectiveinterpretation,asitisonitswritten

duration.Afterall,insomecases,thewrittennotevalueswithinabarfailtocorrespond

to the time signature, confirming the temporal ambiguity and importance of

interpretative timing inBaroque music: anexampleof this is presented inChapter 5,

Section5.3.2.3.

Oneof themost salient temporal issuesofBaroque repertoire isperhaps that

notesof identicalwrittendurationareoftenperformeddissimilarly.AsQuantzstates,

226 BartholdKuijken,TheNotationisNottheMusic:ReflectionsonEarlyMusicPracticeandPerformance
(Bloomington:IndianaUniversityPress,2013).
227 BruceHaynes,TheEndofEarlyMusic:APeriodPerformer’sHistoryofMusicfortheTwentyFirst
Century(NewYork:OxfordUniversityPress,2007),105.
228 Ibid.,90.
229 ThisrelationshipbetweennotationandperformanceisexploredextensivelybyHaynes.Hecomments,
inparticular,onthe‘thin’notationofBaroquescores,which‘rarelyincludedmarkstoindicatephrasing
gestures,...flexibilityoftempo,andsubtletyofrhythm’,notonlybecauseoftheimplicitknowledgeof
performancepractice(whichrendereddetailednotationunnecessary),butalsobecausesuchthinness
‘accommodatedspontaneousinputfromtheperformers’– subjective,interpretativefreedom.Itisalso
importanttonotethatthisveryrelationshipbetween‘score’and‘performance’isfundamentalto
broader,philosophicaldebatesconcerningtheontologicalstatusofamusical‘work’– asubjectareaat
theheartofwhichliesLydiaGoehr’sbookTheImaginaryMuseumofMusicalWorks:AnEssayinthe
PhilosophyofMusic.
Haynes,TheEndofEarlyMusic,2,4;LydiaGoehr,TheImaginaryMuseumofMusicalWorks:AnEssayin
thePhilosophyofMusic (NewYork:OxfordUniversityPress,1992).
230 Kuijken,TheNotationisNottheMusic.
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‘youmust…giveeachnotegreaterorlessstress’231 evenwhen‘they...havethesame

[written]value’.232 Onthemostfoundationallevel,anotepositionedonastrongbeatof

thebarislikelytohavealongersonicduration(agogicaccent)thananequivalentnote

valueinaweakermetricposition.Ofcourse,asEpsteinnotes,‘[h]ierarchyisessentialto

timestructureinmusic’,233 andasKramerelaborates,‘[i]fweconsidereverylevelinthe

metrichierarchy,no twobeats inapiecehaveexactly the sameaccentualquality’.234

Notions ofmetre and beat hierarchy are indeed complex and fascinating issues that

pervadetheliteratureonmusicaltime,andwhilsttheirtemporalimplications,ofcourse,

infiltratemanyperiodsofWesternclassicalmusic,theirsalienceineighteenthcentury

repertoire is unequivocal. AsDaniel Gottlob Türk states in his treatise of 1789, ‘each

meterhasstrongandweakbeats,althoughaccordingtotheirexternalvalueorduration,

theyareequaltoeachother’.235 Hecontinuestoexplainthat‘strongbeatsare…saidto

beinternallylong,orarecalledstruckoraccentedbeats’andthat‘[w]eakbeatsare…

calledinternallyshort,passingorunaccentedbeats’236 – amatterthatJohannJoachim

Quantzindeedelaboratedupon,somethirtytofortyyearsearlierinhisbook OnPlaying

theFlute:

Imustmake a necessary observation concerning the length of

time each notemust be held. Youmust know how tomake a

distinction in execution between theprincipal notes, ordinarily

calledaccented orintheItalianmanner,goodnotes,andthose

that pass, which some foreigners call bad notes. Where it is

possible, the principal notes alwaysmust be emphasizedmore

thanthepassing.237

JohannPhilippKirnberger,whoclearlyexplainstheaccentualpropertiesofmetre

in his treatise of 1771, not only effectively summarises that ‘[m]eterdetermines the

accents in addition to the length and brevity of the notes and the lighter or more

emphaticdelivery’,238 buthealsoprovidesaestheticjustificationforsuchagogics.Indeed,

231 Quantz,OnPlayingtheFlute,172.
232 Ibid.,123.
233 Epstein,ShapingTime,137.
234 Kramer,TheTimeofMusic,94.
235 Türk,SchoolofClavierPlaying,90.
236 Ibid.,91.
237 Quantz,OnPlayingtheFlute,123.
238 Kirnberger,TheArtofStrictMusicalComposition,375.
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henotesthat ‘amelodyinwhichallthenotesarepresentedwiththesameintensityor

stress,andinwhichtheyhavethesamelengthorduration...wouldbecomparabletoa

monotonously flowing stream’.239 He then explains that theway in which this ‘mere

streamofnotes’istransformedintoanaffective andmeaningfulexpressionis‘inpartby

accentsthataregiventoafewnotes,andpartlybythedifferenceoftheirdurations’.240

Theagogicimplicationsofmetreandbeathierarchyineighteenthcenturymusic

arepatent.Itisimportanttorecognisethattheyarefurtherhighlightedbymusicalforms

suchastheBaroque DanceSuite,inwhicheachmovementenjoysanidiosyncraticagogic

frameworkthatoftenreflectsthemovementofthedancer,andbyrhythmicdevices,such

as the hemiola, whichmanipulatesmetric subdivisions, shifting the typical, expected

agogicemphasisinawaythataltersthesenseofmotion,ofteninadvanceofacadence.

Thankstoanunderstandingofthesestylisticconventions,theperformeris inspiredto

lengthenandshortenwrittennotevaluesinawaythathighlightsthemetricalhierarchy,

dancestepsandhemiolicpatterns.

Atthispoint,itisinterestingtonotethattemporaldiscrepanciesbetweennote

lengthasrepresentedinnotation and notelengthasrealisedinperformance arisenot

onlyfromstructuralmattersofmetre,hierarchy,anddanceforms,butalsofromarange

ofmelodic,harmonic,nationalandaffectiveinfluences.Intermsofintervalliccontent,

forexample, ‘thetonesofskips ingeneralhaveamorepronouncedstaccatothanthe

tonesinintervalsprogressingbystep’,241 eveniftheirwrittendurationisidentical.Thisis

confirmedbothbyC.P.E.Bach– ‘[i]ngeneral,detachednotesappearmostlyinleaping

passages’242 – andQuantz,who insists that ‘[s]ustained and flattering notesmust be

slurredtooneanother,butgayandleapingnotesmustbedetachedandseparatedfrom

oneanother’.243 Thisverypracticeoflengtheningandshorteningnotes– afundamental

ingredientofarticulation– is,infact,aprominentdeviceusedinBaroque performance

tocreateemotionandaffectivecontrast. Quantz,whodedicatesawholechapterofhis

treatiseto‘theUseoftheTongueinBlowingupontheFlute’,explainingthetechnicaland

expressivefeaturesofarangeofdifferent‘tonguestrokes’,indeedurgesthat‘thetongue

...mustanimatetheexpressionofthepassionsinpiecesofeverysort,whatevertheymay

239 Ibid.,381.
240 Ibid.,382.
241 Türk,SchoolofClavierPlaying,343.
242 CarlPhilippEmanuelBach,Essayonthe True Art ofPlayingKeyboardInstruments [1753and1762],
trans.anded.WilliamJ.Mitchel(NewYorkandLondon:Norton,1949),154.
243 Quantz,OnPlayingtheFlute,123.



55

be:sublimeormelancholy,gayorpleasing’.244 Fundamentally,hesummarises: ‘whether

majesticorflattering,gayorbold,thesubjectcanalwaysbemadesensibletotheearin

a differentmanner by the liveliness ormoderation of themovements of the tongue,

chest,and lips’.245 With specific regard toharmonyand itswelldocumentedaffective

properties,notelength(aswellasdynamic)cansuccessfullysatisfyBaroque instruction

that ‘[d]issonances ... always require special emphasis’ and ‘must ... be struck more

forcefullythantheconsonances’.246

In terms of more heavily theorised issues of rhythmic alteration, one cannot

dismiss the wellknown French practice of notes inégales, in which notes of equally

writtenduration(suchasasuccessionofquavers)areplayedunevenly,inanexpressive

manner somewhat reflective of the language itself, in order to give the notes ‘more

grace’.247 Furthermore,thenotionofthe‘thevariabledot’248 affordstemporalflexibility

fordottedrhythms,offeringawiderangeofratiostoaccommodateavarietyofmusical

characters and rhythmic expectations of particularmovements, such as the bold and

majesticopeningoftheFrenchOverture.Finally,thesignificanceofembellishmentmust

beacknowledged:bothessentialgracesandperformers’ freeornamentation– central

featuresofBaroque performancepracticethatservealargelyemotivefunction– alter

thedurationofwrittennotesvalues,onceagainchangingtimeasrepresentedinrhythmic

notation.Inanycase,itisundeniablethatthemanipulationofnotelength– aresponse

tometric,melodic, harmonic,national, characterful, andornamental influences – is a

fundamental means of expressive timing in the performance of Baroque repertoire,

exploitedtocreatemeaningfulandaffective expression.

2.3.2.4.Phrases:PunctuationandMotion

As we expand our focus from individual notes to larger musical groupings, wemust

considerthetemporalimplicationsof‘phrases’.Astheequivalentofclausesorsentences,

musicalphrasesareinextricablyentwinedwithissuesof‘punctuation’– afundamental

244 Ibid.,71.
245 Ibid.,133.
246 Ibid.,277,258.
247 SaintLambert,PrinciplesoftheHarpsichord,46.
248 RichardRastall,TheNotationofWesternMusic:AnIntroduction,2ndrev.ed.(Leeds:LeedsUniversity
Press,1998),223.
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element of tempostructural delineation and, of course, effective communication.249

Indeed,theveryaffinitybetweenmusicandlanguageisapopularandimmenselyvast

topicthathasbeenstudiedextensivelyinrecentdecades.Thecrossmodalparallelswere

explicitevenintheBaroque,asprinciplesofrhetoricpervadedmusicalthoughtofthe

time. To give an example, Johann Philipp Kirnberger, who draws many connections

betweenmusicand language throughouthis treatiseof1771, states that ‘a complete

musicalstatement… isequivalenttoafullsentenceinspeech,afterwhichaperiod is

placed.’250 Heelaborates:‘[e]achperiodgenerallyconsistsofalargerorsmallernumber

of phrases that are not completely cut off or separated from one another yet are

somewhatdetachedbysmallerrestpoints’,suchascommas,semicolonsandcolons.251

ForKirnberger,music,justlike‘commonspeechwouldbecomepartlyincomprehensible

andcompletelydisagreeable...ifthephrasesandsentenceswerenotdifferentiatedby

[these]restpoints’.252

WhilstKirnberger(likemanyothereighteenthcenturywriters,suchasFriedrich

WilhelmMarpurg)253 drawsparticularattentiontopunctuationasexpressedinmusical

composition – forexamplethroughtheuseofdifferenttypesofcadence torepresent

variouspunctuationmarkswithdistinct levelsof ‘rest’or ‘repose’254 – theperformer’s

involvementinpunctuatingmusicalspeechcannotbedismissed.Afterall,punctuation

marks are redundant if the performer (orator or musician) does not respond to or

externalisethemeffectively.JeanJacquesRousseausaysitperfectly:

[a] composer,whopunctuatesandphraseswell,isacleverfellow;

asingerwhofeels,markswellhisphrasesandtheiraccent isa

manoftaste:buthewhocanonlysee,andrenderthenotes,the

tones,times,andintervals,withoutenteringintothesenseofthe

249 Aspreviouslymentioned,thissubjectisexploredindepthbyStephanieVial,inherbookTheArtof
MusicalPhrasingintheEighteenthCentury:PunctuatingtheClassical“Period”.
250 Kirnberger,TheArtofStrictMusicalComposition, 404405.
251 Ibid., 375.
252 Ibid.,408.
253 FriedrichWilhelmMarpurg’scommentsonmusicalpunctuationcanbeseenin‘AppendixA’of
StephanieVial’sbook:sheprovidesatranslationofMarpurg’s‘LessonsonMusicalPunctuation’,fromhis
KritischeBriefeüberdieTonkunst,vol.2.
Vial,TheArtofMusicalPhrasingintheEighteenthCentury,233259.
254 Kirnberger,TheArtofStrictMusicalComposition,114.
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phrases,howeversure,howeverexacthemaybe,ineveryother

respect,heisnomorethanasapscull.255

FrançoisCouperinconfirms:‘[j]ustasthereisagreatdifferencebetweengrammarand

Eloquence,thereisthesameinfinitybetweennotatedmusicandmusicplayedwell’.256

Heclarifies:‘itisthedifferencebetweenthosewhoreadeverythingstraightthrough,and

thosewhopauseatthefullstops’.257 Indeed,theverymeansbywhich‘restpoints’are

realised,theveryessenceofpunctuationitself,istiming – thetoolthroughwhichspeech

(vocal andmusical) becomes comprehensible, expressive, and convincing. Kirnberger

himself agrees that a lackof performativepunctuationamounts to ‘a lifelessdelivery

[which]wouldmakethemostbeautifulspeechsoundnobetterthantheletterbyletter

readingofchildren’.258 Makingexplicitreferencetomusicalperformance,henotes:‘[i]t

isimmediatelyapparenttoeveryonethatthemostmovingmelodywouldbestrippedof

all itspowerandexpressionifonenoteafteranotherwereperformed...withoutrest

points’.259 The structuring and shaping of a musical speech through punctuation – a

matteroftiming– isthereforeafundamentalingredientofexpressiveperformance.260

It is interesting to note, at this stage, that the very notion of ‘rest points’ (as

advocatedbyKirnberger)ormusical‘fullstops’(assuggestedbyCouperin)has,infact,

emerged inmore recentwriting onmusical timing. Indeed, in his article ‘AModel of

255 JeansJacquesRousseau,A CompleteDictionaryofMusic:ConsistingofaCopiousExplanationofAll
WordsNecessarytoaTrueUnderstandingofMusic,2nded.,trans.WilliamWaring(London:J.Murray,
1779),317.
256 FrançoisCouperin,inHaynes,TheEndofEarlyMusic,102.
257 FrançoisCouperin,PiècesdeClavecin:TroisièmeLivre,ed.KennethGilbert(Paris:Heugel, n.d.),ix.
258 Kirnberger,TheArtofStrictMusicalComposition,375.
259 Ibid.
260 Itisinterestingtonotethattheimportanceofperformativepunctuationwasindeedsogreatinthe
eighteenthcentury,thatsomecomposersevenfelttheneedtousesymbolstoindicaterestpoints
betweenmusicalclausesandphrases:commascan,forexample,beseenclearlyinmusicfromFrançois
Couperin’sTroisièmelivredepiècesdeclavecin; theuseofthesymbol‘h’inMichelBlavet’sflutesonatas
notonlyindicateswheretheflautistshouldbreathe,butalsoclarifiesphrasaldelineation;andJohann
Mattheson,inhisKernMelodischeWissenschaft,presentsaMinuetta thatisheavilyannotatedwith
differentpunctuationmarks,whichcanbeseeninStephanieVial’sbook.Theseexplicitpunctuation
markingsare,however,rare.AsHeinrichChristophKochstates,‘restingpointsaffectourfeelingenough
thatthereisnoneedtousespecialsignstoindicatethem’.Indeed,theperformer’sresponsibilityin
recognisingandrespondingtomusic’sphraseologyisconfirmedbyJohannJoachimQuantz,whoexplains
thatone‘mustseparatethoseideasinwhichonemusicalthoughtendsandanewideabegins,evenif
thereisnorestorcaeusra’.Fora listofprimarysourcesthatmentionmusicalpunctuation,seeVial’s
‘AppendixB:ChronologicalChartofPunctuationReferences’.
Couperin,PiècesdeClavecin:TroisièmeLivre,ix,6,7;MichelBlavet,SonatesPourlaFlûteTraversière,
AveclaBasse[1732](Firenze:StudioperEdizioniScelte,1981);JohannMattheson,inVial,TheArtof
MusicalPhrasingintheEighteenthCentury,208;HeinrichChristophKoch,inVial,TheArtofMusical
PhrasingintheEighteenthCentury,102;Quantz,OnPlayingtheFlute,122;Vial,TheArtofMusical
PhrasingintheEighteenthCentury, 260278.
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Expressive Timing in Tonal Music’, Todd recognises ‘[t]he use of pauses as a major

boundarymarkerbetweenandwithinsentences’,ashenotesthat ‘[s]peakerstendto

drawbreathattheendoflargeconceptualunitssuchassentencesandclauses’.261 The

correlationsbetween‘fullstops’,‘boundarymarkers’,‘restpoints’and‘pauses’areself

evident.

Furthermore, Todd makes connections between ‘boundary markers’ (or

punctuationmarks)andthenotionof‘phrasefinallengthening’– thetendencytoslow

down at aboundary – aphenomenonnotonlyidentifiedinspeech,butalsoinbirdsong,

insect chirps, and music.262 This very observation firmly resonates with Hudson’s

discussionsof phrasal ritardandi inmusic from the tenth centuryonwards, andmore

pertinently, with his specific recognition of the socalled ‘cadential retards’ of the

Baroque.263 ItalsocorrespondswithresultsfromChristopherM.Johnson’smorerecent,

empiricalinvestigation,‘ThePerformanceofBach:StudyofRhythmicTimingbySkilled

Musicians’, which confirmed that ‘conclusions of a musical idea were marked by a

noticeabledeceleration’.264

More significantly, however, thenotionof ‘phrasefinal lengthening’ highlights

theundeniablerelationshipbetweenmusicalphrasesandmotion– acentralconcernof

thisthesis,explored,inparticular,inSection2.4.Notonlydoesmotiontendtorelaxin

advanceofa‘boundarymarker’or‘restpoint’,butthereisalsoaninherentdrivetowards

theclimaxofaphrase.WhilstHaynessuggeststhat‘longlineor“climaxphrase”’shaping

isafeatureoftheRomanticandModernstylesofperformance– onethatdisregardsthe

nuancesofthesmallergesturesthatmakeupBaroque music265 – thepotencyofphrasal

motion in eighteenthcentury music cannot be denied. It is indeed embodied in the

melodiccontoursandharmonicfoundationsofthemusicitself:themusicmovestowards

andawayfromthetonic,drivestowardsdissonantharmonies,andrelaxesintoconsonant

resolutions– trajectoriesthatarefurthersupportedbythetensionandreleaseofthe

balanceschema,thegoaldirectednessofthepathwayschema,andthearchedcontour

ofthecycleschema.(MoredetailontherelationshipbetweenmusicalmotionandMark

Johnson’stheoryofimageschematacanbefoundinSection2.4.2 ofthischapteraswell

261 Todd,‘AModelofExpressiveTiminginTonalMusic’,35.
262 Ibid.,3435.
263 Hudson,StolenTime,5,7,8.
264 ChristopherM.Johnson,‘ThePerformanceofBach:StudyofRhythmicTimingbySkilledMusic’,
BulletinoftheCouncilforResearchinMusicEducationno.141(Summer1999):66.
265 Haynes,TheEndofEarlyMusic,184186.
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asinChapter4).Moreover,C.P.E.Bachhimselfalludestothetemporal,performative

externalisation of such climaxdirected, phrasal shapeswhen he explains that certain

passages ‘can be effectively performed by gradually and gently accelerating and

immediatelythereafterretarding’.266 Indeed,whilstitisvitalnottooverlookthegestural

subtleties of Baroque repertoire, it is also important to respond to the broader

trajectories of longer musical sentences. After all, thanks to the ‘nesting’ of musical

shapesofdifferentlengths,onewithinanother(anotionexplainedinChapter4,Section

4.5.3),numerous climaxesand temporal trajectoriesexist simultaneously,onmultiple

levels.Bothgesturesandphrasescan,and indeedshould, therefore,beshaped.Even

Haynes himself acknowledges that, by ‘thinking in phrases as well as gestures ...

fragmentationisavoided,andgesturesgivetheimpressionofleadingsomewhere’.267

Inanycase,phrases,acentralfeatureofBaroque repertoire,actasameansof

structuring, dividing and shaping time, influencing both temporal punctuation and

musicalmotion.Havingconsideredthesignificanceof thecorrelationsbetweenmusic

andlanguage,thepermeationofrhetoricalprinciplesineighteenthcenturymusic,our

embodiedknowledgeof effective communication, and thepotencyofmusical shapes

(melodic contours, harmonic progressions, dissonanceconsonance relationships, and

cadences), I contend that salient aspects of expressive timing in the performance of

Baroque repertoire include the temporal punctuation of ‘rest points’, motional drive

towards phrasal climaxes, and relaxation into boundary markers (phrasefinal

lengthening).Suchtemporaldelineationsandmotionaltrajectoriesare,afterall,notonly

observedinperformance(asevidencedinthecasestudy,Chapter5),buttheyarealso

reinforced by fundamental principles of embodied image schemata (introduced in

Section2.4.2 andexploredingreaterdetailinChapter4,Sections4.5and4.6).

2.3.2.5.SectionSummary

ExpressivemicrotiminginBaroque repertoireisevidentlyanextensive,multifacetedand

complex phenomenon of utmost significance. It encompasses a plethora of issues

concerning note length (including practices of notes inégales, the variable dot and

ornamentation), punctuation (including ‘rest points’ and ‘boundary markers’), and

motion (including ‘phrasefinal lengthening’) – issues that that are inextricably

266 Bach, Essayonthe True Art ofPlayingKeyboardInstruments,161.
267 Haynes,TheEndofEarlyMusic,195.
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interrelatedwithmattersofmetre,hierarchy,articulation,harmony,melody,national

style,Affekt,languageandrhetoric.Despitetheinherentconvolutions,however,these

issues are united by their common functions: as discussed in Chapters 4 and 5, each

temporal nuance helps to create musical shapes and trajectories, to convey musical

charactersandemotions,andtocommunicateinaconvincingandexpressivemanner.In

short, expressive timing in Baroque music cannot be separated from the doctrine of

affectionsandprinciplesofrhetoricwhichpervadedmusicalthoughtoftheperiod.268

Finally,itmustbenotedthatallexplorationsoftiminginBaroque musicshould

acknowledge the persistent references, in eighteenthcentury treatises, to the

performer’s‘taste’,ratherthantostrictmathematicalprecision,whichconfirmthatthe

very niceties of temporal interpretations are left largely to the discretion of the

performer.OnmultipleoccasionsthroughoutSchoolofClavierPlaying,Türk explainsthat

‘tempo rubato ... should be left to the sensitivity and insight of the player’,269 and

summarises that suchnuances ‘mustbe felt by theplayerhimself, forwho is able to

demonstrate every possible case?’270 The complexity of time in Baroque repertoire

thereforenecessarilyextends to incorporate thephenomenological subjectivityof the

performer. Nevertheless, there remains a notable dearth of research into expressive

microtiming: in performance generally, in this genre of music specifically, and with

particularregardtothephenomenologyoftheinterpretativeexperience.Itisthisvery

gapthatmyresearchaimstoaddress.

2.4. TimeasMotion

2.4.1. ‘MotionistheVeryStuffofTimeItself’271

GiventhefocusofmyresearchonBaroque repertoire– agenreofmusicinwhichthe

tensionsandreleasesoffunctionalharmonicprogressionsandtheriseandfalloftonal

melodiescreateapowerfulsenseofdirectiontowardsclimaxesandcadences– mythesis

examines‘time’primarilyintermsofitsrelationship with,orindeeditsmanifestationas,

goaldirected linearmotion. It canbeargued thatallmusic is, to someextent, linear,

268 AffektandrhetoricarecentralissuesinscholarshiponBaroqueperformancepractice.More
informationcanbefoundinTimCarter,‘TheSearchforMusicalMeaning’,inTheCambridgeHistoryof
SeventeenthCenturyMusic,ed.TimCarterandJohnButt(NewYork:CambridgeUniversityPress,2005),
158196.
269 Türk, SchoolofClavierPlaying,363.
270 Ibid.,328.
271 Epstein,ShapingTime,8.
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given that it ‘exists in time ... and is therefore initiallyheardas a temporallyordered

succession’.272 Nonetheless, in certain stylesofmusic – suchasminimalism,pieces in

‘momentform’,immersivesonicinstallations,or‘vertical’musicinwhich‘layersofsound’

createa‘stretched out’present,a‘potentiallyinfinite“now”’– othertemporalitiessuch

as‘stasis’,‘discontinuity’or‘timelessness’dominate,surpassing,oratleastindynamic

relationwith,linearity.273 InBaroque repertoire,however,‘linearprogressions(harmony,

rhythmic,voiceleading) [that]movethemusic towardsgoals’,274 suchasphrasalhigh

points,dissonantclimaxes,stableresolutionsandcadentialendings,arecentral,epitomic

featuresofthemusicandfundamentalconstituentsofitsunfoldingtemporaltrajectory.

Mythesis,therefore,examinestheaforementionedtemporalaspectsofperformances

(suchasrhythm,notelength,stress,hierarchyandphrase)underthisoverarchinglensof

goaldirected linear motion. After all, Epstein confirms that these ostensibly discrete

temporalelementsare,infactunitedbytheircommongoal:‘thesupportandcontrolof

motion’.275 Epsteinreiterates,‘[a]lwaysthesemattersarerelatedtomotion’,276 and,as

hesosimplyyetperfectlysummarises,‘motionistheverystuffoftimeitself’:277 ‘[t]he

essenceoftemporalexperienceismovement,ormotion,throughtime’.278 Therefore,

[t]o speakof time is virtually to speakofmotion, formotion is

time’sintrinsiccorrelate.Welive,andconsequentlymove,within

time and through time .... time is only experienced, and thus

understood, throughmotion.Motion is thus the quintessential

propertyoftime.279

The remainder of this chapter examines the relationship between time and

motioninmoredetail,inordertomapouttherelationshipsthatunderpintheembodied

experienceandarticulationoftimeintheperformanceofBaroque music.Inparticular,

the discussion leads towards a consideration of both the embodied foundations and

historicalmanifestationsofproportionaltempo.

272 Kramer,TheTimeofMusic,62.
273 TheseissuesarediscussedbyKramer.
Kramer,TheTimeofMusic,282,367
274 Ibid.,332.
275 Epstein,ShapingTime,14.
276 Ibid.,57.
277 Ibid.,8.
278 Ibid.,5.
279 Ibid.,8.
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2.4.2. MotionasFelt:AnExplorationofEmbodiedImageSchemata

2.4.2.1.AnIntroductiontotheEmbodiedFoundationsofMotion

Motionisdeemedbymanytobe‘theessenceoflifeitself’.280 AsEpsteinexplains:

[l]iving organisms move. They move within the world; they

containmotionwithinthemselves,inthecirculationofblood,air,

nerveimpulses.Flora,thoughtheyarerootedtooneplace,also

move, bending to the wind, absorbing nutrients by osmosis,

housingtheinternalchemicalactionsofphotosynthesis.Motion

pervadesthemicroworldthroughBrownianandothermodesof

molecular motion, through the orbiting motion of electrons

aroundtheiratomicnucleus,andthelike.281

Importantly,inthecontextofthisthesis,Epstein’swordshighlighttheembodiedessence

ofmotion:itisexperiencedandknowninandthroughourbodies– adeeprootedform

ofembodiedknowledge.ThisissupportedbyJuliusThomasFraser’scommentthat‘time

isnotindependentofexperience’282 andEpstein’sacknowledgementthat‘weindeeddo

feelmotion’283 (italicsaddedforemphasis).

With regard to music, ‘[m]ost musicians would grant that we sense, indeed

experience,movementinmusic’,beit‘thesenseofforwardmovementorlackofit’.284

Epsteinconfirmsthat this is ‘immediately felt, feltmoreover inbodily, indeedvisceral

modes’.285 He continues to explain that ‘our sense of musical motion is felt in part

physically(muscularly)andpartlypsychologically,intermsoftensionandrelease’.286 This

recognitionofbothbodilyandcognitiveinvolvementinourperceptionofmusicalmotion

isindeedsupportedbyresearchintomimeticparticipationandimageschemata,which

helps to explain why and how musical motion is felt, by drawing on aspects of

neuropsychology. Fundamentally, the theoryof image schemata (explored indetail in

Chapter4,Sections4.4and4.5)explainsthat,asourmindandbodyinteract,similarities

are forged between the multitude of everyday sensory and perceptual, embodied

280 Ibid.
281 Ibid.
282 JuliusThomasFraser,OfTime,Passion,andKnowledge:ReflectionsontheStrategyofExistence,2nd
ed.(Princeton:PrincetonUniversityPress,1990),45.
283 Epstein,ShapingTime,9.
284 Ibid.,13,456.
285 Ibid.,134.
286 Ibid.,457.
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experiences, insuchwaythataparticularpatternor ‘imageschema’ is formed.These

schemata,arisingfromembodiedknowing,allowustocategoriseandunderstandour

experiences.287

2.4.2.2.BalanceandPathwaySchemata

ParticularlypertinentisEpstein’sreferencetotensionandrelease:‘tension/releasemay

indeedbetheessentialfactor,conveyingthesensationofmovement,ofmotion,inthe

absence of true physical motion in space’.288 He talks, for example, of ‘tension and

releasesoftension[that]drivethemusicforward’289 and,inparticular,ofthe‘forward

moving’characterof‘unresolvedtensions’.290 Tensionandreleaseare,ofcourse,terms

that flood music literature and are particularly prominent in discourse on Baroque

repertoire.Thecorrelationsbetweendissonanceandtension,andbetweenresolution

and release, for example, are wellestablished. This transdisciplinarity of the terms

‘tension’and‘release’,asbothmusicalandbodilyphenomena,canbeexplainedbythe

crossmodalqualityofimageschemata(exploredinrelationtoembodiedknowledgein

Chapter4,Section4.5.2)andinthisparticularcase,bythebalanceschema,whichforges

connections between our multifarious experiences of stability and instability, uniting

themasoneoverarchingimageschema.Relatingthebalanceschemaexplicitlytomusical

motion,Epsteinasserts:‘[p]assagefromastablebase,orfrom instabilitytowardabase

of stability/repose, is the essence of musical motion’.291 This is elaborated upon by

CandaceBrower,whoseworkspecialisesinthesynthesisofmusictheoryandcognitive

neuroscience. She explains that, as we approach amusical ‘goal’, ‘we tend tomove

toward itwith increasedspeed,tension,andanticipation.Uponreachingthegoal,we

tend immediately to seek its opposite – stability, relaxation, and the slowing and/or

stopping ofmotion’.292 (Brower’s comment is explored from an embodied, epistemic

perspectiveinChapter4).Kramerlikewisetalksaboutmusic‘mov[ing]toward...goal[s]

287 ThetheoryofimageschematawasdevelopedbyMarkJohnson.
MarkJohnson,TheBodyintheMind:TheBodilyBasisofMeaning,Imagination,andReason(Chicagoand
London:UniversityofChicagoPress,1987),65100.
288 Ibid.
289 Ibid.,27.
290 Ibid.,35.
291 Ibid.,39.
292 CandaceBrower,‘ACognitiveTheoryofMusicalMeaning’,JournalofMusicTheory44,no.2(Autumn
2000): 332.



64

ofresolutionandstability’.293 Allofthesedescriptions,andinparticularthewords‘from’,

‘towards’,approach’and‘goal’,suggestdirectionalmovement,asdoestheword‘motion’

itself,whichinherentlyinvokesasenseoftravelorjourneying.Assuch,the‘sourcepath

goal’ (or as I term ‘pathway’) schema – which ‘organizes our experience of motion,

specificallygoaldirectedmotion’294 – isimplicated.

Notonlyisthereaclosecongruencebetweenthebalanceandpathwayschemata

(asdiscussed in Chapter4,Sections4.5and4.6.3,anddemonstratedinthecasestudy,

Chapter5)but thenotionof ‘goaldirectedmotion’ (theaforementioned lens through

whichmyresearchiscarriedout)pervadesdiscourseonmusicaltime.Alargeproportion

ofKramer’sbook,TheTimeofMusic,forexample, focuseson‘goaldirectedness’and,in

particular,‘thegoalorientedtonalsystem’.295 Whilstdiscussingthegoaldirectednature

ofharmonicmotion(andindoingsoimplicitlyalludingtoboththebalanceandpathway

schemata),Kramerstates:

[t]hetemporalformofatonalpiecetypicallyconsistsofamove

towardsapointofgreatesttensionthat isusuallyremote from

thetonic,followedbyadrivebacktowardsthetonic.Thereturn

ofthetonicis…apointofresolution,thegoal.296

He further clarifies that ‘[s]ince the tonic is endowed with ultimate stability, tonal

relationshipsconspiretoward[it]….Thustonalmotionisalwaysgoaldirected’.297 This

trajectory(ofmovementfromstabilitytoanunstableclimaxandbacktostability)is,of

course,morebroadly reflected in thesocalled ‘dramatic curve’ structureuponwhich

muchofWesternartisfounded.Makingspecificreferencetoliterature,WilliamBarrett

elaborates:

[t]heclassicaltradition ...,derivingfromAristotle’sPoetics,tells

usthatadrama(andconsequentlyanyotherliterarywork)must

haveabeginning,middle,andend.Theactionbeginsatacertain

point,risestowardaclimax,andthenfallstoadénouement.One

candiagrama classical plotof this kindbymeansof a triangle

293 Kramer,TheTimeofMusic,138.
294 Ibid.,331.
295 Ibid.,263,169.
296 Ibid.,2526.
297 Ibid.,25.
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whoseapexrepresentstheclimaxwithwhicheverything inthe

playhassomelogicalandnecessaryconnection.298

Theexistenceofgoaldirecteddramaticcurves inbothWesternclassicalmusic

andliteraturehintsattheprevalenceofsuchaconstructinWesternculture.Kramer, in

fact, alludes to the very embodied foundations upon which our perception of goal

directedmotionisbased:‘[i]deasofcauseandeffect,progress,andgoalorientationhave

pervadedeveryaspectofhumanlifeintheWest’.299 Itis,ofcourse,nothardtorecognise

‘asenseofdirectioninourdailylives’,300 amultiplicityofcausalactionssaturatingour

everydayroutines,andbroaderprogressivetrajectoriesinourpersonalandprofessional

lives. Moreover, Kramer draws explicit parallels between these ‘many goaldirected

processesinWesternlife’andthenotionof‘linearity’,whichhedefinesas‘thetemporal

continuumcreatedbyasuccessionofeventsinwhichearliereventsimplylateronesand

later ones are consequences of earlier ones’.301 Once again, he acknowledges our

embodied knowledge of processive activity thanks to ‘the predominant linearity of

externallife’.302 Amidstbroadstatementsthat‘Westernthoughthasforcenturiesbeen

distinctlylinear’,Kramernotonlyusesour‘language’and‘analyticthinking’asspecific

examplesoflinearconstructs,303 butremindsusthat

[w]einWesternculturelivebytheclockandbycausality.Forus,

music does, therefore, unfold linearly. Each event of a

composition clearly succeeds another event, and ... there is a

sensethatearliereventsleadto,orimply,laterevents.304

Henotes,inparticular,tonal‘functionality’and‘stepwisepitchconnection’asimportant

linear processes that propel musical motion forward.305 Whilst Kramer does also

necessarilydiscussnonlinearity(‘nonprocessive’and‘unchanging’qualities)306 inmusic

andarguesthat ‘[t]hehistoryofWesternmusic inthepastthreecenturieshasseena

gradual increase in the importanceofnonlinearity’,307 he reiterates thedominanceof

298 WilliamBarrett,IrrationalMan:AStudyinExistentialPhilosophy (NewYork:AnchorBooks,1962), 50.
299 Kramer,TheTimeofMusic, 23.
300 Ibid.,168.
301 Ibid.,25.20.
302 Ibid.,45.
303 Ibid.,23,21.
304 Ibid.,11.
305 Ibid.,181,171.
306 Ibid.,20,43.
307 Ibid.,62.



66

linearityintonalmusic,given‘thequintessentialexpressionoflinearity[inmusic]isthe

tonalsystem’.308 Itisevident,therefore,thatwithitspronouncedphrases,constitutedof

tonal melodic shapes and harmonic progressions that move the music from stable

moments of repose to points of increased tension and back, Baroque repertoire

embodiesthegoaldirectedlinearmotionofthepathwayschema,asdefinedabove– a

phenomenonthatisrecognisedandindeedfelt,thankstoourdeeprooted,multifaceted

experienceofitindifferentaspectsofourlivesandculture.

Atthisstage, it is importanttonotethedifferencebetween‘goaldirectedand

nondirectedlinearmotion’.309 AsKramerexplains, ifmusicis linear(orprocessive)but

nondirected,‘wecannotfeelwherethemusicisultimatelyheading’.310 Incontrast,there

is ‘anunmistakable senseof ...motion towarddefinable goals’ in goaldirected linear

music.311 As the ‘goals are predictable ... we therefore can feel were the music is

heading’.312 Thenotionofexpectation– animportantelementofgoaldirectedlinearity

and of musical time more generally – is evidently implicated. Indeed, as Kramer

elucidates, ‘[e]ventscananddo imply laterevents;probabilitiesdoexist forwhatwill

followagivensequenceofevents.Itmaynotbepossibletocalculatethesepossibilities

objectivelybutwedofeeltheirforce’.313 Hecontinues:

[a]s we listen to a tonal composition, for example, each pitch

event(individualnote,chord,ormotive)colors,toasmallorgreat

extent,ourexpectationsofwhatwillfollow.Wehearsubsequent

events in the context of these expectations,which are fully or

partiallysatisfied,delayed,orthwarted.314

Aspreviouslymentioned,Baroque repertoire– with its somewhatpredictablephrasal

structures,tonalmelodies,andharmonicmovement– positivelyrevolvesaroundgoal

directedlinearityandKramer,infact,confirmsthat‘[n]ondirectedlinearitywouldhave

beenunthinkable,evenselfcontradictory,inearlierWesternmusic’.315 Indeed,insuch

processive, tonal repertoire, the harmonic, melodic and rhythmic linear progressions

308 Ibid.,23.
309 Ibid.,183.
310 Ibid.,183.
311 Ibid.,196.
312 Ibid.,183.
313 Ibid.,23.
314 Ibid.,2021.
315 Ibid.,40.
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clearly move the music towards goals which we can certainly sense, anticipate, and

indeed feel. To summarise, thanks to a dynamic epistemic interplay of embodied

experience, expectation, and musical features (such as consonance and dissonance,

harmonic progressions, and tonal melodic phrases), time in Baroque music can be

understoodprimarilyinrelationtoourembodiedknowledgeofthebalanceandpathway

schemata,asdramaticcurvesofgoaldirectedlinearmotionwithinherenttensionsand

releases.Thisvery understanding,ofcourse,inspiresexpressivetiminginperformance,

guidingmatterssuchasnotelengthandtempofluctuationinamannerthatreflectsand

indeedenhancesthemusicalshapesandmotionaltrajectories– temporalperformative

implicationsthatarediscussedindetailinChapter4,Section4.6,andinthecasestudy,

Chapter5.

2.4.2.3. CycleSchema

Reflectedintheverycontourofthedramaticcurveitself,withitsinherentsenseofrise

andfall,the‘cycleschema’316 – animageschemacloselyaffiliatedwithboththebalance

andpathwayschemata– isalsomanifest inbothmusicandembodiedexperience: its

purpose,accordingtoBrower,is‘toorganizeourexperienceoftime’.317 Recognisingthe

homogeneity of ‘cyclicity’ and ‘periodicity’, Epstein defines the latter as ‘the cyclic

recurrenceofaneventatregularintervals’.318 Itshouldbeclarifiedthat,thankstotheir

sharedquintessentialproperties– namelyrecurrenceandregularity– theterms‘cyclicity’

and ‘periodicity’willbeusedsomewhat interchangeably in thisdiscussion, thoughmy

preferencefortheformerstemsfromtheaddedconnotationofmotionand,ofcourse,

theevidentassociationwiththe‘cycleschema’.Furthermore,whenusedspecificallyin

relationtomusic,thesetermsareemployedprimarilytodescribethequalityofrepeated

timestructures (suchaspulse,beat,bars,phrases)ratherthantherepetitionofthematic

material,aswouldbeimpliedbytheterm‘cyclicmusic’,whichtendstodescribemusic

basedoncolotomicstructures,suchasthegongcyclesthatunderpinGamelanmusic.

Havingclarifiedmyuseofterminology,weshouldnotethat,accordingtoEpstein,

‘[m]usic is ... regulated by a cyclic periodic principle’.319 Whilst this broad statement,

316 Johnson,TheBodyintheMind,119121.
317 Brower,‘ACognitiveTheoryofMusicalMeaning’,328.
Onceagain,theseideasreturninChapter4,underanembodied,epistemiclens.
318 Epstein,ShapingTime,135.
319 Ibid.,136.
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implicitly defining all music as cyclic and periodic, could perhaps be criticised for its

sweepinggenerality,itiscertainlytrueofBaroque repertoire.Periodicityandcyclicityare

embodiedinthetemporalstructuresofBaroque music,thankstoitsratherconventional

useofmetre,beats,barsandphrases– regularlyoccurringunitsthatprovideatempo

structural framework. Epstein draws our attention to ‘the periodic repetition of a

pulse’,320 and Kramer highlights the ‘cyclic’ quality of meter and bars (termed

‘measures’).321

Morepertinently,however,Epstein recognises theembodiedomnipresenceof

cyclicitypervadingbodilyandearthly realms– asubject also considered inChapter4,

Section4.5.3.Inacknowledgingthat‘periodicityitselfisaprimefeatureoflife’,Epstein

not only recognises its centrality in ‘the temporal functioning of the physical world’,

offering‘wavesinthesea,theorderedchangingoftheseasons,therhythmsofdayand

night’asexamples,buthealsodrawsourattentiontothe‘biologicalclocksfunctioning

in numerous aspects of the nervous system, that serve as periodic regulators for all

mannerofbodilyprocesses’.322 Inparticular,henotescircadian ‘cyclesofwakefulness

andsleep’, aswellas‘theperiodicfiringsofneurons’,and thecyclicfunctioningofour

cardiovascular,cardiorenal,alimentaryandglandularsystems.323 Heencapsulatesthe

multidimensionalubiquityofcyclicitybystating:

much of theworld displays periodicmovement, from electron

spininthesubatomicuniversetotherevolutionsoftheplanets

ontheiraxeswithintheirorbits.Betweentheseextremesarethe

numerousperiodicitiesoflifeitself,manyofthemcontrolledby

biologicalrhythmsthatinturnrelatetomacro andmicrorhythms

ofthelargerworld.324

Indeed,astheoristJosephRiepelnotedasearlyas1755,periodicityissimply‘implanted

inournature’.325

Havingrecognisedourembodiedexperiences,andindeedbasicstructuralmusical

manifestations,ofcyclicperiodicity,itisessentialtoconsider itssignificancewithregard

totiminginperformance.Firstly,Epsteinnotesthat‘biologicalmechanismsareproposed

320 Ibid.
321 Kramer,TheTimeofMusic,83.
322 Epstein, ShapingTime, 139,136,110, 10.
323 Ibid.,139142.
324 Ibid.,9.
325 JosephRiepel,inEpstein,ShapingTime,136.
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asamajorbasisbywhichwe ... control timeandtiming inmusic’.326 Hecontinues to

clarifythat‘[t]heperiodicmannerinwhichourbiologicaltimingmechanismsfunctionis

seenasthequintessentialfactorthatcontrolsoursenseofpulse.Andpulseistheprime

aspect of tempo’.327 Indeed, ‘few of us doubt that the pulse that underlies our

performance lies within our bodies’.328 This view has, in fact, existed for centuries:

WilliamGardiner,inhisbookTheMusicofNature,linkedoursenseofpulse,tempoand

timekeepingto‘ourmannerofwalking’,whichhebelievesis,inturn‘governedbythe

actionoftheheart’– ‘equalandregular’.329

This very embodied quality of pulse, periodicity and cyclicity is particularly

pertinent when performers have to make ostensibly subjective decisions regarding

temporalrelationships, forexampleatsectionaltransitionswherethe juxtapositionof

contrastingmaterial lacksexplicit temporaldirection fromthecomposer.Examplesof

thiscanbeseeninTelemann’sFantasiainDmajorforSoloFlute,whichformsthecase

studyofthisthesis.Indeed,asarguedindetailinChapter5(Section5.4.1), theinherent

continuityofthecycleschema– namelytheregularandrepetitivequalityofitsintrinsic

periodicity– canplayasignificantroleingoverningmetricmodulations,suchasthosein

FantasiainD.DevelopingLeonardB.Meyer’sstatementthat‘oncea patternedprocess

is begun it tends to be continued’,330 it could indeed be argued that our embodied

knowledgeofpersistentoscillations– gainedthroughexperiencingamultiplicityofbodily

andworldlymanifestationsof thecycleschema– generatesadeeprooted inclination

towardscontinuingpatterns.Withspecificregardtometricmodulation,therefore,itis

certainlyplausible thatwearepredisposedto ‘[t]emporelationships [that]are largely

proportional,baseduponasteady,continuous,andthuscommonpulse’.331 Whilstthis

suppositionofcourserequiresverificationfromrigorous,scientificinvestigationthatlies

beyond the scope of this thesis, its premise certainly offers a possible embodied

explanation for the ‘theory of continuous pulse’ (or ‘proportional tempo’), which

‘suggests that in works of multiple movements, or in singlemovement works with

different tempos (a Classical overture, for example, with slow introduction and

326 Epstein, ShapingTime,136.
327 Ibid.
328 Ibid.
329 WilliamGardiner,TheMusicofNature(Boston:J.H.WilkinsandR.BCarter,1841),174.
330 LeonardB.Meyer,TheSpheresofMusic:AGatheringofEssays (ChicagoandLondon:TheUniversityof
ChicagoPress,2000),126.
331 Epstein,ShapingTime,12.
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subsequentallegro,[suchasthatpresentinTelemann’sFantasiain D]),alltemposare

intrinsically related via a common pulse’.332 Thanks to their shared quintessence –

continuity– thereis,therefore,anundeniablyintimatecongruencybetweenthetheory

ofcontinuouspulseandthecycleschema.333

Wideningourfocusfromthetemporal implicationsofmetric,beatsizedcycles

(whichunderpinpulseandtempo)tothoseofbroaderhypermetriccycles(whichoutline

musicalphrases), Icontendthat the inherentlydelineatingnatureofcycles– thevery

featurethatenablesamusicalspeechtobestructuredintosegmentsandexperiencedas

a flow of phrases – inspires the performer’s punctuation of musical clauses and

sentences. Indeed, as guidedby the inherentboundarymarkersof thephrasal cycles

themselves, the performer uses time and timing for syntactic effect, as discussed in

Sections 2.3.2.3 and2.3.2.4.Thisbecomesparticularlyinterestingwhenthehypermetric

cycles‘departfromtheir“normative”...lengthstocompressorexpand’.334 Notonlydoes

Kramermake reference to the ‘irregularities’ or ‘[a]lterations ofmetrically delineated

timespans, through such common mechanisms as extensions, contractions, or

overlaps’,335 but Epstein,who also recognises that ‘phrase expansions are a common

technique’,indeedacknowledgesthatsuchmodificationsalter‘thepacingofthemusic,

inessenceitsmotion’.336 (Theseconsiderationsfeedintothecasestudy,inwhichSections

5.4.1.3and5.4.1.4 relate cyclicexpansionandphrasalirregularitytoissuesofexpressive

timing.)

2.5. ProportionalTempo:AMusicalManifestationoftheCycleSchema

2.5.1. AUniversalPerspective?

Thenotionthatwehaveaninnateor‘natural’predispositionforproportionaltempois

fervently advocatedby Epstein,whobelieves in ‘thepredilectionof humanbeings to

preferperiodicandintegralrelationships’:337 ‘proportionaltempomaybeuniversal,its

basis the presumably consistent, universal nature of human neurobiology’.338 In ‘The

332 Ibid.,101.
333 Section2.5 developsacriticaldiscussionof‘ProportionalTempo’fromavarietyofperspectives,whilst
Chapter5(Section5.4.1) exploresthepractical implicationsofitsrelationshipwiththecycleschema).
334 Epstein,ShapingTime, 34.
335 Kramer,TheTimeofMusic,350.
336 Epstein,ShapingTime,52, 55.
337 DaveHeadlam,reviewofShapingTime:Music,theBrain,andPerformance,byDavidEpstein,Theory
andPractice 20,(1995),196.
338 Ibid.,107.



71

Musical Mind in Context’, John A. Sloboda, too, proposes that there may be ‘some

underlyingfeatureswhichtypifymostmusic’thatare‘relatedtosomeuniversalcognitive

basis for music which transcended individual cultures’.339 Moreover, Sloboda posits

periodicityasoneofthe‘possiblemusicaluniversalsinthetemporaldomain’.340

Such speculationson ‘naturalpredilections’areappealing,not least since they

seemtofitwithmyperformancetendencies,butsuchclaimsneedcriticalconsideration.

Most reviews of Shaping Time, while overall highly laudatory, identify Epstein’s

suggestionof‘auniversaltendency’towardsproportionaltempoinmusicasbothoneof

themostinterestingbutalsocontroversialfeaturesofhisbook.341 GaryWittlichargues

that‘thereisnoexperimentalevidence’tosupportclaimsofsuchapredilection,342 while

BrunoRepphighlightsEpstein’s‘disregardofconventionalstatisticalprocedures’anda

consequent lack of ‘any hard data’.343 This lack of methodological rigour extends to

Epstein’ssomewhatnarrowchoiceofmusicalexamples:asReppnotes,Epstein’s‘own

preferred tempos surely influence, and perhaps constitute, what he considers to be

“commonlyheard”. Thus, it is perhapsnot too surprising that exampleafter example

yieldsimpressivesupportfortheproportionaltheory’.344

339 JohnA.Sloboda,‘TheMusicalMindinContext:CultureandBiology’,inTheMusicalMind:The
CognitivePsychologyofMusiced.JohnA.Sloboda(Oxford:ClarendonPress,1985),253.
340 Ibid.,257.
341 Asanexample,seeHeadlam,reviewofShapingTime,198.
342 GaryE.Wittlich,reviewofShapingTime:Music,theBrain,andPerformance,byDavidEpstein,Indiana
TheoryReview17,no.2(1996):139.
343 BrunoRepp,reviewofShapingTime:Music,theBrain,andPerformance,byDavidEpstein, Haskins
LaboratoriesStatusReportonSpeechResearch 119/120(19941995)289,286.
344 Ibid.,286287.
DaveHeadlamissimilarlycriticalofEpstein’sapproach,which‘includesasubjectivechoiceof“good
performances”’,and ‘unconvincinghermeneutic“explanations”ofanextremelysubjectivenaturequite
appropriateforprivateconsumptionbutirrelevantforformalpresentation’.
Headlam,reviewofShapingTime,199,200.
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In claiming universality, ethnography is also of the essence.345 Due to

enculturationitself– theveryprocessthroughwhichculturepermeatesandshapesour

understandingandexperiences– itissurelychallengingtodisentangleaspectsof‘human

disposition’fromlearnedculturalbehavioursthathavebecomesodeeprootedthatthey

manifest themselves ostensibly as ‘natural’ or innate. Indeed, the line that separates

inborn proclivity from tacit knowledge gained via enculturation is certainly hazy.

Universal claims must, therefore, be grounded in meticulous and comprehensive

transnational research that suitably takes account of music as a heavily cultural

construct.346

Likewise,althoughtheevolutionofmusicalstyleandtastesacrosshistory isof

greatsignificancehere,as DaveHeadlamnotes,Epstein‘giveslittleattentiontohistorical

or style change in his discussions’, comparing, for example, MozartwithBach.347 The

absence of twentiethcentury repertoire in Epstein’s book is hugely problematic. As

Headlamsays:

[r]hythm in this centuryhasbeen characterizedby a liberation

fromtheperiodicityofmeter....Unlessmuchoftheartmusicof

345 ArecentexampleofcrossculturalresearchintomicrotimingisJakobwski,PolakandJacoby’spaper
‘AestheticPreferencesandPerceptualDiscriminationofMicrorhythmicVariationsin Music:A
ComparativeStudyacrossThreeCultures’,whichwaspresentedattheTogetherinMusicConference
2018.ThestudycomparesthebehaviouralresponsesofparticipantsfromtheUK,Mali, andUruguay,to
originalandtemporallymanipulatedmusicalexamplesfromeachoftherepresentedcultures
(jazz representativeoftheUK,jembedrummingfromMali,andcandombedrummingof Uruguay).In
particular,theresearchinvestigates‘thesimilaritiesanddifferencesin perceptualjudgementsand
aesthetic preferencesbetweenthethreeculturalgroups’,onceagainfocusingontherealmofthe
listener.
KellyJakobwski,RainerPolakandNoriJacoby,‘AestheticPreferencesandPerceptualDiscriminationof
MicrorhythmicVariationsin Music:AComparativeStudyacrossThreeCultures,’(conferencepaper,
TogetherinMusic:Expression,PerformanceandCommunicationinEnsembles,NationalCentreforEarly
Music,York,April1214,2018).
346 Admittedly,Epstein’sinclusion,inChapter9,ofcasestudiesbasedonmusicfromBotswana,Tibet,
Nepal,VenezuelaandNewGuinea,indicatesanattemptatcrossculturalconsideration.Nonetheless,his
statement,inamerefootnote,that‘[n]oclaimismadeinthisstudyto“understand”thesemusical
examplesfromotherculturesaswouldamusicalpractitionerfromthatculture,whowouldbesensitive
tonumerousnuancesandtraditionsthatundoubtedlyescapedthisWesternobserver’insinuates
negligence.Afterall,asmusicissuchaculturalconstruct– aphenomenonthatprojectsandintrojects,
influencesandisinfluencedby,cultureinsuchawaythatthetwoaresointimatelyboundtogether– the
‘nuancesandtraditions’thatEpsteinoverlooks,are,infact,mattersofutmostsalience.
Epstein,ShapingTime,545.
347 Headlam,reviewofShapingTime,195.
WhilstitismostimportantnottooverlookEpstein’schaptertitled‘ProportionalTempo:Historical
Aspects’,theentiretyofwhichisdedicatedtohistoricalevidenceofproportionaltempofromthe
RenaissancethroughtotheRomanticperiod,theimplicationsofstylisticevolutionandepochal‘taste’,
particularlyonenculturationandostensiblepredilection,shouldperhapsbeforegroundedasamore
pertinentissuethroughouthisdiscussion.
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thiscentury(or,lookingback,thecomplexrhythmiclanguageof

fourteenthcentury)isviewedasanaberration(aviewcertainly

held by some), Epstein’s claims of universality and human

physiology need to account for more recently musical

developments.348

Aspartof itscontinualevolution,artpushesboundariesanddiverges fromthenorm,

disrupting convention, confronting conformity, challenging expectation, and sparking

innovation. By resisting or subverting established tendencies (culturallyengrained or

indeedbiological),music makespowerful statements, paving theway for changeand

revolutionisingstyle.Asmusicaltasteisredefinedandanew‘norm’becomesengrained

throughenculturation,thestatusofinnatepredilectioniscalledintoquestion.Claimsof

universality must, therefore, consider changes in musical style or aberrations from

stylistic‘norms’,andaddresstheinterrelationshipsbetweenhistoricaltaste,seemingly

‘innate’predilection,andprofoundtacitknowledgegainedthroughenculturation.

Taking all these considerations into account, it is evident that Epstein’s broad

ecologicalclaimofuniversalityrequiresfurthercriticalinvestigationthatliesbeyondthe

scope of this thesis. Nevertheless, not only the key observations with regard to the

embodied, crossmodal experiencing of pulse, periodicity and cyclicity, but also my

specific experience of playing Baroque repertoire – an experientially and historically

situated practice – support the case for the significance of proportionality, based on

matters of periodicity and continuity. It corresponds not only theoretically, with the

definingpropertiesofthecycleschemaandwiththewayinwhichBaroquemusicappears

to structure time, but also, perhaps most importantly, with my own experience of

performingthismusic(particularlyasevidencedbymydiscussionofmetricmodulations,

inSections 5.4.1.1and5.4.1.2 ofthecasestudy).

2.5.2. An‘Intuitive’,EmbodiedPerspective

Whilstreiteratingmycautiontowardsgrand,unsubstantiatedclaimsofuniversalityand

acknowledgingthatmyresearchisfirmlysituatedinWesterncultureandpractice(which

provides inherent limitations to my discussion)349 I do wish to argue, to an extent

followingEpstein,forapredilectiontowardsproportionaltempogroundedinourdeep

348 Headlam,reviewofShapingTime,202.
349 ThelimitationsofmyresearchareconsideredmorecriticallyandingreaterdepthinChapter6.
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rooted, embodied experiences of periodicity. The notion of ‘predisposition’, with

connotations of‘naturalness’,‘instinctiveness’and‘automaticity’,inherentlyimplicates

thephenomenonof‘intuition’– arelatedandequallycomplexmatterofdebatewhichis

interrogated,indetail,inChapter3 (Sections3.5.2and3.7.4). However,thereisatwofold

dangerhere:firstlythatofanoverlysimplisticideaofintuition,andsecondlyanequally

simplisticassociationofintuitionwiththebody.Asarguedmorefullyinthenextchapter,

intuitionshouldbeunderstoodasafullyepistemicconstruct:apowerfultacitknowing

gained from the embodiment of knowledge. Likewise, it is important to avoid the

equationofintuitionwiththebody,as‘nature’or‘natural’.Thebodyis,ofcourse,not

onlyabiologicalbutalsoanencultured construct;thisisacknowledgedinthenotionof

‘embodiment’,whichconsidersthebodyassituated,interactingwithandinfluencedby

itsenvironment.Withthis inmind,Epstein’scommentthatcontinuouspulsetendsto

correspondwith‘one’sintuitivesenseof“rightness”’350 – aclaimthatcertainlyreflects

anecdotalaccountsofproportionalrelationships‘feelinggood’(see Chapter5,Section

5.4.1.1)– couldbeexplainedaptly,forsomemusicalcontextsatleast,fromanembodied

perspective: our ‘intuitive predilection’ for proportional tempo is a powerful, visceral

reactiontoourembodiedknowledgeofthecycleschema.

The role of ‘intuition’ in the execution of tempo relationships is, in fact,

interestinglyalludedtobyrenownedpianistGlennGould,inaninterviewwith TimPage.

Afterexplainingthat‘overtheyearshehascometofeelthatamusicalworkhasonebasic

pulse’,351 givingBach’sGoldbergVariations asaparticularexample,Gouldemphasises

thatonemust‘feelitinhisbones’352 – asubtlehinttowardstheembodiedunderpinnings

ofbothintuitionandcontinuouspulse.Ontheonehand,theseeminglyinnateessence

ofGould’sproclivityforproportionaltempoisenhancedbythefactthat,accordingto

Epstein,Gould’sdiscussion‘reflectsnoparticularhistoricalawarenessoftheprincipleof

proportionaltempoandtheroleitplayedinearliereras’.353 Ontheotherhand,thevery

ideathatGouldhas‘cometofeel’proportionality‘overtheyears’couldcertainlyindicate

theeffectsofenculturation,throughwhichknowledge(inthiscaseknowledgeofmusical

style,andspecificallytemporelationships)thatisgainedimplicitly(forexamplethrough

culturalimmersion)becomessodeeplyabsorbedandembodiedovertime,thatitfeels

350 Epstein,ShapingTime,105.
351 Ibid.,124.
352 GlennGould,inEpstein,ShapingTime,124.
353 Epstein,ShapingTime,124.
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‘innate’and‘natural’.Inanycase,whateverthecomplexitiesofitsontology,theroleof

something that feels like ‘intuition’ in interpretative timing decisions cannot be

overlooked, thanks to its inherent interrelationship with embodied knowledge. (See

Chapter4,Sections 4.2 and4.5 formoredetailonthisinterrelationship).

2.5.3. AHistoricalPerspective

Whether or not proportional tempo is regarded as a consequence of our

neurophysiologicalmakeup,anostensibly‘intuitive’reactiontoourembodiedknowledge

of the cycle schema, or a tacit, epistemic product of enculturation, through which

knowledgeofmusicalstyleisabsorbedsoprofoundlythatitappears‘natural’,certainly

the‘evidenceofhistoricalpractice’354 inthecontextofWesternclassicalmusicsupports

argumentsinfavourofcontinuouspulseacrosstheages.Epsteinindeedrecognisesthat

‘[p]roportionalrelationsofpulse(thusoftempo)wereexplicitconcernsthroughoutthe

lateMedieval and Renaissance periods’.355 In discussingmusic of the Renaissance in

particular,heclarifiesthat‘itwastheessenceofthetactus,thefundamentalconceptof

asteadypulsethatunderlaythemusicofthisperiod’.356 Epsteinelaboratesthat,as‘a

governingprincipleoftimekeeping’,357 thetactuswasmostsimply

amasterbeatthatgovernedmovement.Assuch,itwouldbethe

basisforproportionalchangesoftempo,forasitwastounderlie

the music in an ongoing fashion, new tempi would have to

incorporatethispulseasanelementorsubelement.358

This is indeed confirmed by a substantial body of research (carried out by experts

including Anna Maria Busse Berger, Roger Bowers, Ruth DeFord, George Houle and

Jeffrey Kurtzman)359 into proportional notation (blackened notation and proportional

354 Ibid.,155.
355 Ibid.,109.
356 Ibid.,106.
357 Ibid.,109.
358 Ibid.,109110.
359 Forexamples,seeAnnaMariaBusseBerger,MensurationandProportionSigns:OriginsandEvolution
(Oxford:ClarendonPress,1993);RogerBowers,‘SomeReflectionuponNotationandProportionin
Monteverdi'sMassandVespersof1610’,Music&Letters 73,no.3(August1992):347398;Roger
Bowers,‘ProportionalNotationsinMonteverdi's“Orfeo”’,Music&Letters 76,no.2(May1995):149167;
RuthI.DeFord,Tactus,MensurationandRhythminRenaissanceMusic (Cambridge:CambridgeUniversity
Press,2015);GeorgeHoule,MeterinMusic,16001800:Performance,Perception,andNotation
(BloomingtonandIndianapolis:IndianaUniversityPress,1987);JeffreyKurtzman,TheMonteverdi
Vespersof1610:Music,Context,Performance:Music,Context,Performance (NewYork:Oxford
UniversityPress,1999).
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mensurationsignatures)asusedfromthelateMiddleAgestotheveryearlyBaroque.

Whilst the ambiguities of such proportional notation are highly debated in current

academiccircles(particularlyinrelationtothemusicofClaudioMonteverdi),thesheer

prevalenceofcontinuouspulseinRenaissancemusicalthinkingcannotbedenied.The

issue is discussed in great detail in Michael Praetorious’ monumental Syntagma

Musicum360 and Pier Francesco Valentini’s ‘Trattato del Tempo del Modo e della

Prolatione’.361 Likewise,SebaldHeydennotes,inhistreatiseDeartecanendiof1540:

[f]oroneandthesametactusgivestoonesemibreveinsimple

compositionwithoutdiminutionthesamevalueasitgivestotwo

semibrevesincompositionwithdiminutionorproportiodupla,to

three semibreves in tripla, or to one and a half semibreves in

sesquialtera.362

Despite the prominence of proportionality in the Renaissance, Epstein

acknowledges ‘theminimal appearance of proportional tempo as an issue during the

severalcenturiesfromtheendoftheRenaissanceuntilthemidRomanticera’.363 Indeed,

beforeitreappears‘asanexplicitconcerninthemid orlatenineteenthcenturywhen...

numerousscoresbearclearindicationsoftheserelationships’,364 proportionaltempois

simply ‘a less visible factor in themusical dialogueofwriters andpractitioners’ post

Renaissance.365 Epstein proposes two possible reasons for this decline: proportional

tempoeithersimply‘fellintodisuse’,366 orithadbecome‘suchanaturalandaccepted

practice’367, ‘somuchapartofmusical life that therewas littleneed todiscuss it’.368

Collatingavarietyofevidence,Epsteinarguesforthelatter:‘proportionaltempodidin

factinfluencethethinkingofmusiciansduringthisinterveningtimeframe’;369 it‘emerges

asasignificant influence inthedesignofthemusic’.370 GeoffreySimonagrees: ‘inthe

360 MichaelPraetorious,SyntagmaMusicum [1619],trans.anded.JefferyKitePowell(NewYork:Oxford
UniversityPress,2004)
361 PierFrancescoValentini,‘Trattato del Tempo del ModoedellaProlatione’ (Rome:VaticanLibraryMs.
Barb.Lat.4419,1643),300459.
362 SebaldHeyden,inBowers,‘SomeReflectionuponNotationandProportioninMonteverdi'sMassand
Vespersof1610’,369.
363 Epstein,ShapingTime,110.
364 Ibid.,109.
365 Ibid.,106.
366 Ibid.
367 Ibid.,110.
368 Ibid.,106.
369 Ibid.
370 Ibid.,107.
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Classicalperiod,theBaroque too,composersworkedwithasensethatthetemposof

differentsectionsanddifferentmovementshadagerminalrelationshipsthatcouldbe

expressedmathematically’.371 Beyondthis,thesubjecthasbeenfurtherresearchedbya

numberofmusicologists.Inthe1950s,forexample,thesocalled‘Gerstenbergschool’–

a ‘circleofproportionaltempoaficionados’372 includingGermansWalterGerstenberg,

FranzJochenMachatius,UlrichSiegele,andAmericanWalterSchenkman– produced‘a

substantialtheoreticalcorpus’373 concerningproportionalityinthemusicofJ.S.Bach– a

subjectareaenrichedmorerecentlybyspecialistDonO.Franklin.374

Evidence from the seventeenth and eighteenth centuries that implies the

existenceofproportionaltempoincludesthesocalled‘TaktoftheClassicalperiod’.375

Whilsttheterm‘Takt’itselfencompassesvarioussubtletiesofmeaning,asdiscussedby

Daniel Gottlob Türk in his treatise of 1789, School of Clavier Playing,376 its overriding

essence is of ‘controlledmovement,movement that [is] ... metrical and periodic’.377

These rudimental similaritieswith the concept of ‘tactus’ are, after all, confirmed by

etymologyitself.378 Furtherevidencesuggestiveofa‘reigningmasterpulsetowhichallis

relatedandtowhichallmustinevitablyreturn’379 includestheinventionofpendulaor

timekeepingdevices,suchaschronometersbyMichelL’Affillard(1697),EtienneLoulié

(1698),LouisLéonPajot(1735),JacquesAlexandreLaChappelle(1737),andHenriLouis

Choquel(1759).380 In1934,EugeneBorrelcompiledatableexhibitingthetemposthat

L’Affillard, Pajot, Chappelle and Choquel provided for various dancemovements of a

Baroque Suite. The numbers within the table are highly indicative of proportional

tempo.381 Moreover,Borrelseeminglyusedthisinformationtodeducespecifictempos

forthemusicofJeanBaptisteLullyandJeanJacquesRousseau.

371 GeoffreySimon,inEpstein,ShapingTime,120.
372 LukVaes,‘ArtisticResearchAvant lalettre? TheCaseofGlennGould’sBrahm’sConcerto
Interpretation’,inArtisticResearchinMusic:DisciplineandResistance,ed.JonathanImpett(Leuven:
LeuvenUniversityPress,2017), 217.
373 Abravaya,OnBach’sRhythmandTempo,99.
374 Asanexample, seeDonO.Franklin,‘ReadingBach'sNotation:AGuidetotheTemporalStructureof
the1733Missa’,Bach48,no.1(2017):7692.
375 Epstein,ShapingTime, 110.
376 Türk, SchoolofClavierPlaying,88.
377 Epstein,ShapingTime,110.
378 Ibid.
379 Ibid.
380 Epstein,ShapingTime,116.
381 Ibid.,115.
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In commenting on Borrel’s work, Epstein states that it is ‘suggestive that

proportionaltemposwereafactoflife,particularlywithregardtothemusicofLullyand

JeanJacques Rousseau’.382 It is, after all, believed that ‘Loulié saw his device as a

particular help in marking the works of Lully’,383 who is, of course, wellknown for

conductingbybangingastaffonthefloorinordertokeeptime.Thankstoitsrepetitive

quality,theveryactionthatcausedtheinjurythatultimatelyledtoLully’sdemise,also

reinforces the plausible existence of continuous pulse in the Baroque. Moreover, as

presentedinH.C.Wollf’swork‘DasMetronomdesLouisLéonPajot1735’,Pajothimself

gavealistoftemposforpiecesbyvariouscomposersofFrenchBaroque,includingLully.

Once again, Pajot’s numbers imply proportional tempo.384 Further developments of

pendulum timing systems, for example by Thiémé and Mason in 1801 and 1806

respectively, alongside their corresponding tables of tempos, explicitly indicate the

continuationofproportionaltempointothenineteenthcentury.385 Thiémé,forexample,

ultimately determined that ‘Andantewas twice the speedof Largo,Allegro twice the

speedofAndante,andsoon’.386

Finalexamplesthatexplicitlyindicatetheexistenceofproportionaltempointhe

Baroque period, however, include Saint Lambert’s detailed discussion of ‘Meter and

Tempo’inhisPrincipesduclavecin (1702)– usefullysummarisedinbyKirkpatrick’sarticle

‘EighteenthCenturyMetronomicIndications’387 – andJohannJoachimQuantz’stempo

instructions in his treatise of 1752,On Playing the Flute. Indeed, by developing the

connectionsbetweentempoandthehumanpulsealreadymadebyFranchinusGaffurius

inhisPracticamusicae(1496)andbyLodovicoZacconiinhisPratticadiMusica(1592),388

Quantz created a tempo system in which ‘the pulse beat at the hand of a healthy

person’389 servesastheconstantcommondenominator– themasterpulseuponwhich

alltempiarebasedand,hence,proportionallyunited.Asanexample,Quantzstates:

Inalllabrevetimethereis:

InanAllegro,apulsebeatforeachsemibreve;

382 Ibid., 116.
383 Ibid.,115.
384 Ibid.,116117.
385 Ibid.,111114.
386 Ibid.,112113.
387 Kirkpatrick,‘EighteenthCenturyMetronomicIndications’, 32.
388 Ibid.,34.
389 Quantz,OnPlayingtheFlute, 283.
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InanAllegretto,apulsebeatforeachminim;

InanAdagiocantabileapulsebeatforeachcrotchet;

AndinanAdagioassai,twopulsebeatsforeachcrotchet.390

Proportional tempo in these contexts is, frankly, undeniable. Whilst Quantz does

acknowledgethesubjectivepreferencesandcreativityofbothmusiciansanddancers–

noting‘thewhimofthedancer’ andthepossibilityofplaying‘a littlemorequickly[or

slowly]thanthebeatofthepulseifyouwish’391 – hiswordsexplicitlysupportabeliefin

proportionalityoftempo,thereforeindicatingapreferenceforcontinuouspulseduring

theBaroque.

2.5.4.HistoricalandEmbodiedPerspectivesEntwined

ThehistoricalfragmentspresentedinSection2.5.3notonlyprovidereinforcementfor

thetheoryofcontinuouspulseinBaroque music,buttheyalsosupportargumentsforits

embodied foundations.WhilstQuantz’s reference to ‘thepulsebeat at thehandof a

healthyperson’392 explicitly implicatesthebodyinmusicaltime,thesimplerecognition

thatproportional tempoexistedandcontinues topersist throughouthistory implicitly

supportstheargumentthathumansarepredisposedtocontinuouspulsethankstoour

deeprooted,embodiedknowledgeofthecycleschema.Whilstitis,ofcourse,important

toopenlyacknowledgetherisksofcircularity– usingargumentsofembodiedpredilection

to justifymusical practice, and using evidence ofmusical practice to justify claims of

embodiedpredilection – it is certainlymost compelling to conclude that history joins

neurophysiologyandembodiedcognitioninreinforcingthesignificanceofcyclic,periodic

continuityinmusicaltiming.

2.6. (E)Motion

2.6.1. TheRelationshipbetweenMotionandAffekt

Returningtotheprimarymanifestationoftimeinmusic– motion– andconsideringthe

array of embodied image schemata (balance, pathway and cycle) that underpin our

experienceofmotion, there isnodoubt thatmusicalmotion is indeed felt:a ‘bodily’,

‘visceral’feeling.Epsteinconfirms, ‘motion,howweexperienceit, isrelatedtofeeling

390 Ibid.,286.
391 Ibid., 291, 287.
392 Ibid.,283.
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(affect)’.393 Indeed,thisveryaffiliationisconfirmedbyetymologyitself.Epsteinexplains:

‘“emotion,”aword closer toanelemental levelof feeling, stems from the rootword

“motion”’.394 DrawingontheLatinrootsoftheword‘emotus’,hecontinuestoclarify:‘e,

outof,motus,motion;stemmingfrommotion’.395 Itisnosurprise,then,thatinmusic,

motionengendersemotion,oraffect.Epstein,infact,assertsthat‘[m]orethananything

else,perhaps, theprimaryelementofmusic thataffectsus, thatgripsusemotionally

during performance, is its sense ofmotion’.396 Not only are tension and release (the

‘essentialfactor[s]’ofmusicalmotion397 andthebalanceschema)‘experienced…withan

accompanying emotional response’398 (namely feelings of ‘pleasure/unpleasure,

sensationsthatlieatthecoreofemotion’)399 butthesatisfaction,delayorthwartingof

expectationsthatemanatefromlinearmotion(anembodimentofthepathwayschema)

are,ofcourse,alsocoupledwithconcomitantemotions.Motionis,therefore,intimately

‘alliedwithwhatmaybeanultimatemusicalgoal,thatofexpressionandaffect’.400 This

is, of course, particularly significant given the amplified insistence on Affekt in the

Baroque.

2.6.2. ‘Intuition’:APerformer’sUltimateResourcefor(E)Motion

Froma performer’s perspective, then, ‘to shape affect,wemust shapemotion’.401 In

remindingusthatmotionitselfencompasses‘morethanjusttherhythms’,accelerandos

andritardandos,Epsteininsists:‘[o]nemustcaptureaswellthesenseofintensifyingand

slackeningmotionthat liesbehindtheserhythmicshapes’.402 Herecognises,however,

that‘[t]hereprobablyisnomarkingadequatetoconveythisaffectofmotion’,403 because

‘[n]oexteriorsigns...canconveysuchafeelingwithcertainty’.404 Afterall,‘[m]usicalsigns

areapaltrycollectionofindications,unabletoimplysubtleties’,405 andfrankly,‘affectis

393 Epstein,ShapingTime,10.
394 Ibid.,12.
395 Ibid.,457.
396 Ibid.,64.
397 Ibid.,457.
398 Ibid.
399 Ibid.
400 Ibid.,5.
401 Ibid.,477.
402 Ibid.,461.
403 Ibid.,462.
404 Ibid.,461.
405 Ibid.,462.
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largelyanintuitivematter’.406 Asaresult,justasGlennGouldsuggestedthatproportional

tempomustbefelt‘inourbones’,aperformer’swholematrixofexpressive,temporal,

motional,affective nuancesmustultimately‘befoundbyintuition’407 – aprinciplethat

clearlyresonateswitheighteenthcenturyreferences totheperformer’s‘taste’:anon

mathematical,subjectiveandelusivephenomenon.Krameragreesthat‘weaslisteners

or performers rely on our intuitions’ because something ‘feels correct, aurally and

intuitively’,408 and Epstein also insists that a performer’s temporal expressivities are

‘undoubtedlyfeltintuitively’,409 because’whocouldcalculatethesethings,particularlyin

theheatofperformance?’410

AsdiscussedinChapters1and3,mostperformersdo,afterall,recognisenotonly

theinevitabilitybutalsothevalueofintuitionintheirpractice.Kramerhimself,infact,

goesasfarasdescribingintuitionas‘acritic’sbesttool’,411 andEpsteinviewsitas‘the

ultimateresortformusicaldecisions,thoseoftempoincluded’.412 Hereinforces thisby

explainingthataffectivesubtletiesofmotion‘mustbefelt; it isamatterforthebody,

morethanforthemind’.413 ExplicitlyreflectingTürk’s commentthatsuchnuances‘must

befeltbytheplayerhimself’,414 this,ofcourse,correspondsdirectlywiththeembodied

theory of intuition, which protests that our temporal intuitions are deeply rooted in

embodiedknowledge.Itis‘[t]he“feel”ofaphrase,oursenseofmotion,ofmovement,

thesensationswithwhichwerespondtomusic…[that]serveas theultimateinfluence,

indeedastheprimaryelementandcriterionbywhichweshapemusic’.415 Ourembodied

knowledgeofthebalance,pathwayandcycleschemata,therefore– theveryfoundations

uponwhichour‘intuitive’feelingsofmotionarefirmlygrounded– inspireandguideour

expressivetimingdecisionsasperformers.

406 Ibid.,458.
407 Ibid.,462.
408 Kramer,TheTimeofMusic,225.
409 Epstein,ShapingTime,429.
410 Ibid.
411 Kramer,TheTimeofMusic,54.
412 Epstein, ShapingTime, 105.
413 Ibid.,461.
414 Türk, SchoolofClavierPlaying, 328.
415 Epstein,ShapingTime, 12.
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2.7. ChapterConclusion

Itisevidentthatmusicaltimeisanextensiveandcomplexsubject.Pervadingallspheres

ofmusic – fromcomposition, throughperformance, to the listeningexperience– the

notionofmusicaltimeisstudiedfromanumberofperspectivesandthroughavarietyof

methodologies.Thereis,however,arelativedearthofresearchintothephenomenonof

‘time’inBaroque repertoire(incomparisonwithmusicfromotherperiods)andanotable

lack of research into the phenomenological processes that underpin expressive

microtiminginperformance– issuesthisthesisendeavourstoaddress.Thedomainof

temporal expressivity itself incorporates a multitude of elements: durational and

articulatory issues of rhythm, note length and stress; matters of hierarchy and

demarcation, suchasaccent,metre,hypermetre,beat,bar (measure),hypermeasure,

phrase,periodicity,cyclicityandpunctuation;aspectsofpacing,includingmattersrubato,

climaxphraseshapingandphrasefinallengthening;and,ofcourse,temporelationships.

Nevertheless, ‘these matters are [always] related to motion’.416 The primary

manifestationoftimeinmusicis,therefore,motionitself.Underpinnedby avarietyof

embodiedimageschemata,includingthebalance,pathwayandcycleschemata,thevery

phenomenonofmusicalmotionisfelt.Thisis,afterall,confirmedbythehighlyaffective

potentialofmusicaltiming,and,indeedtheetymologicalassociationsbetweenthewords

‘motion’ and ‘emotion’. It can, therefore, be deduced that the primary effect of and

indeed fundamental motivation for expressive timing is affect, which, in turn, is the

ultimateobjectiveofmost,ifnotall,musicalperformances. Toconclude,Iofferthewords

of Esptein, which perfectly encapsulate the broad spectrum of musical timing, its

collaborativeinterrelationshipwithothermusicalelements,anditsinherentalliancewith

expressionandaffect:‘time,motion,tempo,theconstructsofrhythm,harmony,tonality,

thesubtleinflectionsofarticulation,dynamics,timbre,andthehostofotherqualitiesof

musicalspeech,coalesceintheserviceofcontrolledaffectivestatement’.417

416 Ibid.,57.
417 Ibid.,481.
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Chapter3.AttentionalStatesinPerformance

3.1. Prelude

On9th May2015,IwalkedontothestageoftheNationalCentreforEarlyMusicinYork,

toperformJ.S.Bach’sSonataforFluteandHarpsichord BWV1030.Initiallyfocusedon

stayingcalmandwatchingmystep,Ibeganplayingthefirstmovement.Endeavouringto

do justice to the many hours of practice I had undertaken – to satisfy the technical

demandsandinterpretativedecisionsIhadtakenthetimetoperfect– Ifocussedcarefully

on a stream of specific technical and expressive concerns.Many of these issueswere

indicatedbyscribblesonmyscore,whichservedasreminders,helpingtofacilitatemy

‘ideal’execution.Withspecificregardtoexpressivemicrotiming,Ifocusedonbreathing

intheplacesIhadmarked,andimplementingthe agogicstresses,articulations,motional

trajectories, expressive retards, punctuation marks and embellishments that I had

meticulouslydeliberatedandeventuallydecideduponduring the rehearsal process, in

ordertocharacteriseandappropriatelyvarythenumerousthematicreturns,tointeract

effectivelywiththeobbligatoharpsichordpart,and,most importantly, toenhancethe

musical shapes and emotions. I felt in control of my temporal manipulations as I

intentionallyrealisedthem,onebyone.

Despitetheinitialextremityofmyconcentration,Imustadmitnotonlythatextra

musicalthoughts(suchas‘Ihopetheaudiencemembersareenjoyingthis’)occasionally

stolemy attention, but also that, as I began to relax into the performance,my focus

appearedtodilute.Indeed,thereweremomentsinwhichIappearedtothinkofnothing

in particular, enjoying only a general awareness ofmy surroundings. Lacking focused

concentration on my interpretative nuances, my expressive timing decisions felt

somewhat out of my immediate control. On occasions, even this general awareness

deteriorated and I found myself in a subdued, hazy and empty daze. Admittedly, I

rememberverylittlefromtheseblurryepisodes;however,Idohavevividrecollectionsof

returningabruptlytoastateofalertnesswhen,forexample,anaudiencememberstarted

coughingandhadtoleavetheroom.Indeed,atthispoint,Istrictlyinstructedmyselfto

‘focus’,duetotheratherunsatisfyingqualityofmyprevious,unfocusedstate.

On the other hand, thereweremoments, during the firstmovement, that felt

notablyfulfilling.IrecallinstancesinwhichIwascompletelyabsorbedbytheunfolding
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musical trajectory, totally captivated by the prevailing musical emotion, followed

immediately by episodes inwhich every sense of reality, focus and control seemed to

disappear.Indeed,Ihadonceagainenteredacompletelyunfocuseddaze;yet,thistime,

it was far from unsatisfying. This experience was exhilarating – both intrinsically

rewarding and musically gratifying. Even though I experienced a lack of meticulous,

intentional control over every expressive nuance, an intuitive sense of rightness

characterisedmy interpretations.Unfortunately, however, thesemomentsdidnot last

long,asworriesaboutensuingpassagesofcomplexity,thoughtsconcerningthechanging

musicalaffect,andfrustrationsaboutsmallinaccuraciessoontookover,demandingmy

fullattention.

MyexperienceoftheopeningAndante ofBach’sSonatainBminorwasevidently

oneofutmostvariety,characterisedbydifferent intensitiesof focus, intention,control

andsatisfaction– adiversityIalsoexperiencedinthethirdmovement.Intheintervening

Largo e Dolce, however, my experience of the entire movement was somewhat

transcendental.Assoonasthemovementbegan,Ibecameenrapturedbythepowerful

airofserenity,immersedinaworldoftranquillity.Theunfoldingmusicalargument,subtly

shapedbymicrotemporalnuances, felt innate, transpiringnaturallyas ifmyown:my

agogic stresses, articulations, embellishments and motional trajectories felt entirely

intuitive– arisingautomatically,withoutthought.Iwasindeedlostinthemusic,existing

inahazyrealm,farremovedfromtheworriesandobsessionsofintentionalinterpretative

execution. What’s more, the entire experience was both musically and intrinsically

fulfilling:inspired, imaginativeandgratifying.Whenthemovementeventuallycameto

anend, I returnedtoreality,overcomewithbothcalmnessandecstasy,exhaustedyet

invigorated.Thelastfewminutesexistedmerelyasacloudinmymemory:Iwasuncertain

of thedetailsof theexperience, though Icouldnotbemorecertainthat itwasoneof

extreme and exhilarating creativity. This was indeed reinforced after the concert by

numerous remarks from audience members, who commented on the particularly

mesmerisingsecondmovement.418

418 Itisimportanttonotethat,whilstlooselyalludingtoissuesofaestheticvalue,judgementand
appreciation(byusingphrasessuchas‘musicallygratifying’and‘exhilaratingcreativity’,andbyreferring
to‘remarksfromaudiencemembers’),thisthesisinnowayaimstodelveintothecomplexitiesof
audiencereception– arichandcomplexareaofresearchthatliesfarbeyondthescopeofthiswork.
Indeed,thefocusofthisthesisisonthephenomenologicalexperienceoftheperformer,notthelistener.
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3.2. TheScopeoftheChapter

The experience described abovewas the fundamental stimulus formy exploration of

attentionalstatesinthecontextofmydoctoralresearch.Whilstnotaparticularlyunusual

account– suchexperiencesare frequently reportedand typifymostperformances– I

realised, by reflecting on this concert, the truly varied quality of my phenomenal

performingexperience. NotonlydidIrecognisethattheintensityofmyfocuschanged

throughouttheperformance,but Ialsorecalled instances inwhich I feltverymuch in

controlofmyinterpretativetemporalexecutions(astheytranspiredintentionally)and

othersinwhichmyexpressivetimingdecisionsfeltwhollyintuitive.Furthermore,whilst

certain moments were notably gratifying and particularly musically effective, others

provedfarlessrewarding.Farfromextraordinaryrevelations,theseveryreflectionsled

me to question the reasons behind the diversity of my experience; to scrutinise the

differentperformingstatesthatareatoncefluidyetdistinct,commonplaceyetspecial.

Whyandhowdidthe intensityofmyfocuschange?Whatwerethe interrelationships

betweenattention,intention,control,intuition,interpretationandcreativity?Whywere

particularmomentsespeciallysatisfying,andwasthereacorrelationbetweenoptimal

musicalperformanceandoptimalphenomenalexperience?And,mostimportantly,how

didthesedifferentexperientialstatesinfluencemyexpressivetimingdecisions?

In order to address these questions, this chapter examines aspects of

consciousness – thebroadumbrellaunderwhichall issuesofphenomenalexperience

fall.Thisexplorationultimately paves thewaytowardsaclearerunderstandingof the

waysinwhichexpressivetimingdecisionstranspire,withoutsimplypassingthemoffas

‘intuitive’or‘natural’. Indeed,asnotedintheIntroductionofthisthesis,intuition isoften

usedtoaccountforindividualsubtletiesoftemporalflexibilityinperformance.Renowned

cellist PabloCasals, for example, says: ‘All I do is basedon intuition’.419 Similarly, the

performersinvolvedinDanielBangert’sdoctoralthesis,‘DoingwithoutThinking’,explain

theirinterpretativedecisionsbystatingthat‘itjusthappens’:420 ‘Iliveonintuition’.421 This

reliance on ‘intuition’ – exalting it as the intangible mastermind of interpretative

expressivity– isofcourse,notanewattitude. AsexplainedinChapter2,discussionsin

eighteenthcenturymusic treatises of interpretative temporalmatters, suchas tempo

419 PabloCasals,inCorredor,ConversationswithCasals,122123.
420 Participant3,inBangert,‘DoingwithoutThinking’,125.
421 ChristopheCoin,inBangert,‘DoingwithoutThinking’,85.
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selection,rubato,rhythmicalterationandornamentation,arefrequentlycoupledwith

concomitant reference to the ‘taste’ and ‘sensitivity’ of the performer – equally

indeterminate phenomena that clearly allude to ‘intuition’. As DogantanDack rightly

pointsout,however:

“[i]ntuition,”“magic,”and“alchemy”aresuspectinmusicological

discourse:theyaretoosubjective,tooelusive….However,these

aretermsfrequentlyusedbyperformerstorefertoandarticulate

realexperiencesandwecannotsimplydismissthemifwewant

tounderstandhowperformerswork.422

Byexploringaspectsofconsciousness– specificallythedifferentattentionalstatesthat

musicians may enter during performance – this chapter attempts to reach a deeper

understanding of this currently illexplained source of automaticity. In particular, it

endeavours to elucidate the processes bywhich knowledge is internalised, accessed,

processed and consequently manifested in performance as interpretative decisions,

frequentlymasqueradingas‘intuition’.

 The chapter begins with an introduction to consciousness, its relevance in

musicologicaldiscourse,anditsrelationshiptonotionsof‘reflective’and‘prereflective’

states.Thediscussionthennarrowsto focusonthedifferentattentionalstates thata

performermayassumeduringpractice:specifically,statesof‘awareness’,‘attention’and

‘trance’.DrawingonMihalyCsikszentmihalyi’sconceptof‘flow’,423 alongsidetheoriesof

‘absorption’andthewellknownnotionof‘daydream’,twodifferenttypesoftranceare

proposed:‘flowtranceviaabsorption’,recognisedastheoptimalstate,and‘daydream

trance’,definedasitslessgratifyingsubordinate.

Withtheoriesof informationprocessingdrawnintothediscussion,thechapter

subsequently addresses the phenomenon of intuition (defined as the prereflective

engine of our subattention, and recognised as an omnipresent factor in expressive

decisionmaking)byconsideringitsinterrelationshipwithattentionandknowledge.This

very interrelationship – a construct lying at the heart of musical interpretation – is

elucidatedthroughmyconceptionof‘epistemicwebs’,whichclarifiesthewaysinwhich

the dynamic network of knowledge that underpins a musician’s expressive timing

422 DogantanDack,inBangert,‘DoingwithoutThinking?’,1.
423 MihalyCsikszentmihalyi,Flow:ThePsychologyofOptimalExperience (NewYork:HarperandRow,
1990).
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decisions is accessed during performance, both reflectively and prereflectively,

dependingontheperformer’sattentionalstate.Byfocusing,inparticular,ontheroleof

experienceandpractice,drawingontheconceptofpatternrecognitionandBangertet

al.’snotionof‘procedural’decisions,theontologyofintuitionisfurtherelucidated.

Asthemanystrandsofthechaptercoalesce,thediscussiongraduallybuildstoa

framework for understanding interpretation, the optimal performance state and

intuition. Most importantly, the performer’s cognitive state is confirmed as the

fundamental factor that determines momentary decisions of interpretation and

expressionduringperformance,including,therefore,nuancesoftiming.

ThechapterclosesbyreturningtomypersonalreflectionontheperformanceI

gaveattheNationalCentreforEarlyMusicon9th May2015.Theveryexperiencesthat

stimulatedmyexplorationsofattentionalstatesinthefirstplacearereconsideredfrom

atheoretically informedperspective,asconnectionsaredrawnwithsalientthemesof

theinterveningdiscussion:onceagain,tacit,experientialknowingandexplicit theoretical

knowledge unite, in order to deepen our understanding of the processes behind

expressivetimingdecisionsinperformance.

3.3.AnIntroductiontoConsciousness

3.3.1. TheRiseofConsciousnessStudies

Thenotionof‘attentionalstates’inherentlyfallsundertheumbrellaof‘consciousness’–

a phenomenon that has risen as a subject of wide, interdisciplinary inquiry in recent

years.424 Indeed,manyinstitutionsandcoursesspecificallydedicatedtoConsciousness

Studieshavebeenestablished.With itsrootstracingbacktothe1950s, theCalifornia

Institute of Integral Studies, now embracing a specialised ‘Center for Consciousness

Studies’ and a ‘School of Consciousness and Transformation’, was one of the first

organisations tonurture research committed specifically to theexplorationof human

consciousness.425 Subsequently, the University of Arizona saw the inauguration of its

424 AdamZeman,‘WhatintheWorldIsConsciousness?’,inProgressinBrainResearch,vol.150:The
BoundariesofConsciousness:NeurobiologyandNeuropathology,ed.StevenLaureys(Amsterdam:
Elsevier,2006),1.
425 ‘CenterforConsciousnessStudies’,CaliforniaInstituteofIntegralStudies,accessedJune6,2013,
https://www.ciis.edu/academics/academicschools/schoolofconsciousnessandtransformation.
‘SchoolofConsciousnessandTransformation’,CaliforniaInstituteofIntegralStudies,accessedJune6,
2013,https://www.ciis.edu/academics/academicschools/schoolofconsciousnessandtransformation.
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‘Center for Consciousness Studies’ in 1998,426 the ‘Santa Barbara Institute for

Consciousness Studies’ was founded in 2003,427 the ‘Centre for Consciousness’ was

created in the AustralianNational University in 2004,428 and theUniversity of Sussex

welcomedthe‘SacklerCentreforConsciousnessScience’in2010,429 tonamebutafew

leading examples. The rise of consciousness as a recognised subject of academic

exploration is confirmed by the induction of the Journal of Consciousness Studies in

1994,430 andtheemergenceofmanyconventionsdedicatedspecificallytothistopic,such

as‘TowardsaScienceofConsciousness’,whichhasoccurredyearlysince1994,431 andthe

annual ‘Conference forConsciousnessandHumanEvolution’,whichenjoyed its initial

gatheringin2012.432

3.3.2.ConsciousnessandMusic:ASnapshotoftheLiterature

Whilst thebroadtopicofmusicandconsciousnesshas longbeena focusof research,

recent developments in neuroscience and embodied cognition have given rise to

particularly fertile new research across the discipline. The inaugural International

ConferenceonMusicandConsciousnessin2006433 ledtoakey publication,Musicand

Consciousness:Philosophical, Psychological, andCulturalPerspectives – acollectionof

essayseditedbyDavidClarkeandEricClarke.434 Akintomostresearchinthisarea,this

bookprovides significant insights intoaspectsofnonWesternmusical rituals and the

listening experience, but it is typical in its neglect of consciousness in relation to

performance,andspecificallyperformingmusiciansofWesternclassicalpractice.Myaim

istodrawmyfirsthandexperienceasaflautistinthistraditionintorelationwithrecent

426 ‘CenterforConsciousnessStudies’,TheUniversityofArizona,accessedJune6,2013,
http://consciousness.arizona.edu/mission.htm.
427 AmosYong,TheDialogicalSpirit:ChristianReasonandTheologicalMethodintheThirdMillennium
(Eugene:CascadeBooks,2014),211.
428 ‘CentreforConsciousness’,AustralianNationalUniversity,accessedJune6,2013,
http://consciousness.anu.edu.au.
429 ‘SacklerCentreforConsciousnessScience’,UniversityofSussex,accessedJune6,2013,
http://www.sussex.ac.uk/sackler/.
430 ‘JournalofConsciousnessStudies’,Ingentaconnect,accessedJune6,2013,
http://www.ingentaconnect.com/content/imp/jcs.
431 ‘TowardaScienceofConsciousness’,UniversityofHelsinki,accessedJune6,2013,
http://www.helsinki.fi/tsc2015/
432 ‘TheConferenceforConsciousnessandHumanEvolution’,TCCHE,accessedJune6,2013,
http://www.tcche.org/archive.html
433 ‘InternationalConferenceonMusicandConsciousness’,UniversityofOxford,
http://www.music.ox.ac.uk/muscon2/.
434 DavidClarkeandEricClarke,eds.,MusicandConsciousness:Philosophical,PsychologicalandCultural
Perspectives (NewYork:OxfordUniversityPress,2011).
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research on aspects of consciousness, in order to develop our understanding of the

interpretativedecisionmakingprocessandthephenomenonof‘intuition’.

3.3.3. ReachingaDefinitionof‘Consciousness’

Consciousness enjoys an ontological affinity with music in that it is complex,

multidimensional, and ineffable.435 At the heart of its elusiveness lies its inherent

indivisibilityfromthesubjectivemindthatexperiencesit.Nothingcanbeperceivedout

ofone’sownconsciousness:onecannotenteranothermind,norescapefromone’sown.

Thisissueisencompassedbythenotionof‘thehardproblem’,436 atermcoinedbyDavid

Chalmers in relation to consciousness and subsequently applied to music by Eugene

Montague,437 whichspecificallyreferstotheperplexitiesofsubjectivity– namelyhow

andwhyweexperience ‘qualia’,aconceptthatcanbelooselydefinedasthe‘rawfeels’438

or ‘phenomenal character of an experience’.439 These are questions that empirical

evidencehasnotyetbeenabletoexplain.440 Asconsciousnessformstheomnipresent

foundation for all experience, therefore, it naturally provokes a diverse yet complex

discourse that draws on a number of fields, from neurobiology and psychology441 to

philosophyandphenomenology.442

In spite of its sheer complexity, however,many have endeavoured to reach a

definitionofconsciousness.Buildingontherangeoftheoreticalperspectivesinmodern

philosophy,instigatedbyRenéDescartesintheseventeenthcentury,443 GeraldEdelman

formulated a bilateral model, comprising primary consciousness, ‘the state of being

435 ShaunGallagherandJonathanShear,‘Editors’Introduction’,inModelsoftheSelf,ed.ShaunGallagher
andJonathanShear(Exeter:ImprintAcademic,2002),xxi.
436 DavidChalmers,‘FacingUptotheProblemofConsciousness’,JournalofConsciousnessStudies2,no.3
(1995):201202.
437 EugeneMontague,‘Phenomenologyandthe“HardProblem”ofConsciousnessandMusic’,inClarke
andClarke,MusicandConsciousness,2946.
438 RobertVanGulik,‘FunctionalismandQualia’,inTheBlackwellCompaniontoConsciousness,2nded.,
ed.SusanSchneiderandMaxVelmans(WestSussex:Wiley,2017),430.
439 Michael Tye,‘Qualia’,inStanfordEncyclopediaofPhilosophy,Summer2018ed.,ed.EdwardN.Zalta,
accessedSeptember5,2018https://plato.stanford.edu/entries/qualia/.
440 RichardOyelakin,‘TheProblemofQualia’,Journalof PsychologyandCounselling1,no.2(2009):19,24.
441 JeanDelacour, ‘NeurobiologyofConsciousness:AnOverview’,BehaviouralBrainResearch85,no.2
(May1997):121141;RobertOrnstein, ThePsychologyofConsciousness (SanFrancisco:Freeman,1972).
442 DavidChalmersed.,PhilosophyofMind:ClassicalandContemporaryReadings (NewYork:Oxford
UniversityPress,2002);ShaunGallagherandDanZahavi,‘PhenomenologicalApproachestoSelf
Consciousness’,in StanfordEncyclopaediaofPhilosophy,Spring 2015ed.,ed.EdwardZalta,
http://plato.stanford.edu/entries/selfconsciousnessphenomenological.
443 LarryJorgensen,‘SeventeenthCenturyTheoriesofConsciousness’,inStanfordEncyclopediaof
Philosophy,Winter2014ed.,ed.EdwardZalta,accessedAugust3,2015.
http://plato.stanford.edu/entries/consciousness17th/#Aca.
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mentallyawareofthingsintheworld’,andhigherorderconsciousness,alsoknownas

secondorderorsecondaryconsciousness,whichinvolves‘therecognition byathinking

subject of his or her own acts and affections’.444 This bears notable similarities to

neurobiologist Antonio Damasio’s theory of core consciousness and extended

consciousness.445 Primaryorcoreconsciousnessconstitutes generalawareness,thebasis

of all consciousness, and therefore the foundation for higherorder or extended

consciousness,whichreliesonadditional,criticalthought.446 Thisdescriptionisapparent

in notionsof‘prereflective’and‘reflective’states– termsthatwerepopularisedbyJean

PaulSartre447 andappearfrequentlyinconsciousnessstudies.448 Aprereflectivestateis

one‘wehavebeforewedoanyreflectingonourexperience’.449 As‘anintrinsicfeature

of experience’,450 it is directly coupled with the notion that all experience enjoys a

subjective‘feel’,anineffable,phenomenal‘whatitislike’quality,451 anideadiscussedin

greatdetailbyThomasNagelinhisinfluentialarticle‘WhatisitLiketoBeaBat?’452 Asa

result of its implicit, or socalled ‘firstorder’ quality,453 the term ‘prereflective’ is

commonly allied with Edelmann and Damasio’s theories of primary and core

consciousness.454 Inthesamewaythatprimaryorcoreconsciousnessisconsideredthe

foundation of higherorder or extended consciousness, so prereflective dimensions

underpin reflective experience,455 which is reached as soon as reflective or critical

thought is added to the situation. The term ‘reflective’, therefore, refers to ‘states in

444 GeraldEdelman,TheRememberedPresent:ABiologicalTheoryofConsciousness (NewYork:Basic
Books,1989),112.
445 AntonioDamasio,TheFeelingofWhatHappens:Body,EmotionandtheMakingofConsciousness
(London:Vintage,1999),16,219.
446 EricClarke,‘MusicPerceptionandMusicalConsciousness’,in ClarkeandClarke,Musicand
Consciousness, 195.
447 ChristianOnof,‘JeanPaulSartre:Existentialism’,inInternetEncyclopaediaofPhilosophy:APeer
ReviewedAcademicResource,ed.BradleyDowdenandJamesFieser,accessedJune5,2015,
http://www.iep.utm.edu/sartreex/.
448 ThesetermsassumeparticularrelevanceinthecurrentresearchofAnttiRevonsuo, ShaunGallagher
andDorothéeLegrand.
449 GallagherandZahavi,‘PhenomenologicalApproachestoSelfConsciousness’.
450 Dorothée Legrand,‘PrereflectiveSelfasSubjectfromExperientialandEmpiricalPerspectives’,
ConsciousnessandCognition16,no.3(September2007):588.
451 GallagherandZahavi,‘PhenomenologicalApproachestoSelfConsciousness’.
452 Nagel,‘WhatIsItLiketoBeaBat?’,ThePhilosophicalReview 83,no.4(1974):435450.
453 GallagherandZahavi,‘PhenomenologicalApproachestoSelfConsciousness’.
454 Clarke‘MusicPerceptionandMusicalConsciousness’,195196.
455 AndyMcGuinessandKatieOvery,‘Music,Consciousness,andtheBrain’,in ClarkeandClarke,Music
andConsciousness, 250.
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which the subject not only experiences something but, in addition, can take this

experienceasanobjectoffurtherthought.’456

Despite such attempts to define ‘consciousness’, however, nonconsensus

persists.457 Current debates challenge, for instance, the dualistic categorisation

encouragedbythesetypesofstructures,anditappearsambiguouswhethernotionsof

higherorder and extended consciousness allude simply to any focused, critical and

attentionalthought,orrathermorespecificallytotheparticularawarenessofone’sown

consciousness:tobeingconsciousofbeingconscious.458 Asfurther theories emergeand

discrepancyendures,thereremainsnosingle,unanimousdefinition.459 Rather,weare

presentedwithamultiplicityofinterweavingandconflictingexplanationsfromavariety

ofperspectives,eachencompassinganarrayofinextricablyinterrelatedconcepts.

I suggest that a key issue here is the attempt to define a multidimensional

phenomenon that incorporates all elements of phenomenal experience under the

singularterm‘consciousness’.Wearetryingtodefineaconcept thatsubsistsmerelyasa

discourse. Theprevailingfixationonthisnounisevidentlytroublesome andIpropose,

therefore, thatwefocus, instead,onunderstandingourvariousstatesof ‘awareness’,

‘attention’,and‘trance’(or‘nonattention’).Afterall,thesearetheprimaryattentional

experiencesofmusicians, fundamental indeterminingtheway inwhich interpretative

decisionsariseinperformance.

456 AnttiRevonsuoetal.,‘TheZombiesamongUs’,inBeyondDissociation:InteractionBetween
DissociatedImplicitandExplicitProcessing,ed.AnttiRevonsuoandYvesRossetti (Amsterdam:John
Benjamins,2000),343.
457 DavidChalmers,‘TheProblemsofConsciousness’,inConsciousness:AttheFrontiersofNeuroscience,
ed.HerbertHenryJasper,LaurentDescarries,VincentCastellucciandSergeRossignol(NewYork:
LippincottRavenPress,1998), 7;MaxVelmans,‘HowtoDefineConsciousness:AndHow Notto Define
Consciousness’,JournalofConsciousnessStudies16,no.5(2009):139.
Currentdebateschallenge,forinstance,thedualisticcategorisationencouragedbythesetypesof
structures.
458 DonKuiken,‘PrimaryandSecondaryConsciousnessDuringDreaming:Commentaryon“The
NeurobiologyofConsciousness:LucidDreamingWakesUp”byJ.AllanHobson’,InternationalJournalof
DreamResearch 3,no.1(2010): 22;MarieVandekerckhove,LuisCarloBulnesandJaakPanksepp,‘The
EmergenceofPrimaryAnoeticConsciousnessinEpisodicMemory’,FrontiersinBehaviouralNeuroscience
7,no.210(January2014):3,accessedAugust17,2015,
https://www.ncbi.nlm.nih.gov/pmc/articles/PMC3879583/pdf/fnbeh0700210.pdf.
459 Chalmers,‘TheProblemsofConsciousness’,7;Velmans,‘HowtoDefineConsciousness’,139.
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3.4.Awareness,AttentionandTrance

3.4.1. DefiningtheTerms

Inordertogain adeeperunderstandingofmusicians’attentionalstates,andthewayin

which attentional focus influences expressive timing in performance, the notions of

‘awareness’, ‘attention’ and ‘trance’must be explored. Admittedly, just like the term

‘consciousness’ itself, ‘attention’ and ‘awareness’ are also highly complex and elusive

concepts, intimately entangled.460 Their exact interrelationship remains an important

topicofdebateand investigation,461 andmanyevenacknowledgethatawarenessand

attention are ‘almost impossible to tell apart’.462 Let us, however, consider ‘general

awareness’ as the cognitive faculty that simply distinguishes animate beings from

inanimateobjects– anotionbearingsimilaritiestoDavidRosenthal’sconceptof‘creature

consciousness’.463 Whenthisawarenessischannelled,itindistinctlymorphsintoastate

ofattention,inwhichone’sconcentrationisdirectedtowardsaparticularfeature,and

this is accompanied by a significantly lower level of peripheral awareness.464 General

awareness,evidentlyboastingclearparallelswithprimary,core,creatureconsciousness,

canbedescribedasawhollyprereflectiveexperience.Onemayassume,therefore,that

‘attention’ is its reflective counterpart. I propose, however, that attention has the

capacitytobereflectiveor prereflective.Mostsimply,forexample,myawarenesscould

bechannelledintoattentionasIstare,somewhat‘blankly’,atamusicalscoreinfrontof

me. Void of any reflective thought, the experience would simply encompass a pre

reflective‘whatitisliketostareblanklyatascore’quality.Assoonascriticalthoughtis

added,suchasthinkingaboutthetitleofthepiece,workingoutthetempo,orlabelling

theharmonicprogressions, theexperienceassumesa ‘secondorder’ quality,which is

arguably languagedependent:465 my attention becomes reflective. It is important to

460 MohammadRezaAhmadi,AbbasPourhoosseinGilakjaniandSeyedehMasoumehAhmadi,‘The
RelationshipbetweenAttentionandConsciousness’, JournalofLanguageTeachingandResearch 2,no.6
(November2011): 1366.
461 Koivistoa, Kainulainen andRevonsuo,‘TheRelationshipbetweenAwarenessandAttention’,Journalof
LanguageTeachingandResearch 2,no.6(November2011):2891.
462 JochenBraun,‘AttentionandAwareness’,inTheOxfordCompaniontoConsciousness,ed.TimBayne,
Axel CleeremansandPatrickWilken(NewYork:UniversityPress,2009),68.
463 DavidRosenthal,‘ExplainingConsciousness’,inPhilosophyofMind:ClassicalandContemporary
Readings,ed.DavidChalmers(NewYork:OxfordUniversityPress,2002),406.
464 Thisdescriptionperhapsclarifiestheoftenproblematicdistinctionbetweenmerelybeingconscious
(havingawareness)andbeingconsciousofsomething(focusingawarenessintoattention).
465 Clarke‘MusicPerceptionandMusicalConsciousness’,195.
DanielDennet,SweetDreams:PhilosophicalObstaclestoaScienceofConsciousness (Cambridge:MIT
Press,2005),167.
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note,atthisstage,thatattentioncanonlyassumeasinglefocusatanygivenmoment:466

‘attentionisselective.It’sinbutoneplaceatatime’.467

Occasionally one’s attention becomes so intense that one seamlessly enters a

stateoftrance.Indeedtheconceptof‘trance’haswelcomedsignificantinvestigationas

abranchof‘alteredstatesofconsciousness’– anexpression,introducedin1966bythe

psychiatric theorist ArnoldM. Ludwig468 and popularised by psychologist Charles Tart

from1969,469 thatsomewhatambiguouslydescribesanymentalstatethatdivergesfrom

the ‘normal’ waking state.470 Though definitions of trance are varied,471 accounts of

trancingrevolvearoundparticularlytranscendentalexperiences,whichseem toemanate

fromanapparentevaporationofattentionaltogether,andinwhichcriticalfacultiesare

severelydiminished.472 InRuthHerbert’sstudyoftrancingwithineverydaylistening,for

example,participantsrecounted‘drift[ing]intothecomfortablenonstate’,473 inwhich

their‘mindwas ...empty’.474

Thetrancingexperience canbefurtherilluminatedbythenotionof‘daydream’,

widely regarded as an example of trance.475 In everyday life, however, this term is

employedtodenotetwohighlycontrastingcognitivestates,andIwishtoclarifymyuse

oftheterm.Ontheonehand,‘daydream’isusedtodescribetheexperienceof‘thinking

about nothing’,476 inwhichone’smindbecomesacompletelyblankcanvas.Signifyinga

seemingly totaldisappearanceofawarenessandattention, thisencapsulates thevery

essenceoftrance,asit isconsideredinthisthesis:aheightenedstateofprereflective

nonattention. On the other hand, ‘daydreaming’, in its everyday use, can also be

466 TilmannBetsch,‘TheNatureofIntuitionandItsNeglectinResearchonJudgementandDecision
Making’,in IntuitioninJudgementandDecisionMaking,ed.CorneliaBetsch,TilmannBetschandHenning
Plessner (NewYork:TaylorandFrancis,2008),6;JochenBraun,‘AttentionandAwareness’,inTheOxford
CompaniontoConsciousness,ed.TimBayne,AxelCleeremansandPatrickWilken (NewYork:University
Press,2009),68.
467 DavidMyers,Intuition:ItsPowersandPerils (NewHavenandLondon:YaleUniversityPress,2002),24.
468 ArnoldLudwig,‘AlteredStatesofConsciousness’,ArchivesofGeneralPsychiatry15,no.3 (September
1966):225.
469 CharlesTart,AlteredStatesofConsciousness:ABookofReadings (NewYork:Wiley,1969).
470 Ludwig,‘AlteredStatesofConsciousness’,225.
471 Ludwig,forexample,statesthat‘theword‘trance’hasmorethanonemeaning,dependentonsocio
culturalcontext,and… differentdisciplinesprivilegedifferentaspectsofthephenomenon’.
Ludwig,‘AlteredStatesofConsciousness’,296.
472 RuthHerbert, ‘ConsciousnessandEverydayMusicListening’,inClarkeandClarke,Musicand
Consciousness,297.
473 Gary,inIbid.,303.
474 Max,inIbid.
475 DennisWier,TheWayofTrance(California:TranceResearchFoundation,2007),15.
476 JosieGlausiusz,‘DevotedtoDistraction’,PsychologyToday 42,no.2(2009):89.
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characterisedbyanextreme,reflectivefocusofattentiononanillusoryimageorthought

inone’simagination.Theaccompanyingminimalawarenessandthefantasticalelement

of such a vivid experience could likely generate a sensation that resembles the

transcendentalqualityoftrance;however,Iarguethatthisstatemoreaccuratelytypifies

oneofacutelyfocussedreflectiveattention.Myclarificationoftheterm‘daydream’not

only elucidates my particular conception of ‘trance’, reinforcing the fundamental

distinctionbetweenattentionalandnonattentionalstatesandbetweenreflectiveand

prereflective experience, but it is also necessary for the ensuing discussion (Section

3.4.2)inwhichIproposetwocontrastingroutestotrance:‘daydream’and‘absorption’.

Atthisstage,itisimportanttoreinforcetherelevanceof‘awareness’,‘attention’

and‘trance’inexplorationsofexpressivemicrotiming.Theseareidentified astheprimary

attentionalstatesthatamusicianmayassumeduringperformance,inextricablylinked,

therefore, to the interpretative experience. Additionally, though, because of their

contrastingdefiningproperties(reflectiveversusprereflective, attentionalversusnon

attentional), the particularway in which expressive timing decisions transpire is, of

course,different ineachcase– an issueelucidated inforthcomingexplorationsofthe

relationshipbetweenepistemicprocessingandprereflective,reflective,attentionaland

nonattentionalstates.

3.4.2.TranceandMusic

Given its defining quintessence – nonattention – trance is, undeniably, a particularly

enigmatic state. Nonetheless, it has been explored in the field of music by several

musicologists, includingJudithBecker,whoresearchesthephenomenon inrelationto

nonWesternmusicalpractices,477 andRuthHerbert,whofocusesonlisteninginduced

trance.478 Iwishtoidentifyaspecificcorrelationwithperformance,inordertoexplore

theway inwhichexpressive timingdecisions arisewhenaperformer lacksnotonlya

reflectivefocusbutalsoallsenseofattention.

Ibegin, therefore,withthe idiom‘becoming lost inthemusic’.Thisexpression

recursextensivelyamongstmusicians– I,infact,useitinmypersonalreflectioninSection

3.1 – and it is typically coupledwithhazy recollectionsof performances inwhich the

477 JudithBecker,DeepListeners:Music,EmotionandTrancing (Bloomington:IndianaUniversityPress,
2004).
478 RuthHerbert,EverydayMusicListening:Absorption,DissociationandTrancing (Aldershot:Ashgate,
2011).
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musicianclaimstohavebeen‘inthezone’.479 ‘Zone’,or ‘flow’as it ismorefrequently

termedinpsychology(firstnamedbyMihalyCsikszentmihalyiin1975),480 ischaracterised

byanextremebutenergisedfocusofattention,andsubmissionofone’sentiretytothe

autotelicactivity.Thisresults inunmitigatedabsorption,adisappearanceofallsenseof

self,themergingofactionandawareness(‘doingthingsspontaneouslyandautomatically

without having to think’)481 and a distortion of time perception or possibly even the

illusionoftimelessness.482 Oftentermedthe‘optimalexperience’,483 theconceptofflow

hasattractedconsiderableinterest insportspsychology.484 Itsrelationshipwithmusic,

however,hasreceivedfarlessattention:485 ‘[l]ittleisknownaboutmusicians’experience

479 Bangert,‘DoingwithoutThinking’,19,175,192195,201,210;ArvidBloomandPaulaSkutnickHenley,
‘FacilitatingFlowExperiencesamongMusicians’, AmericanMusicTeacher 54,no.5 (April/May2005): 24;
AlanCohen,ADailyDoseofSanity:A FiveMinuteSoulRechargeforEveryDayoftheYear(California:Hay
House,2010),19;ManuelaMarinandJoydeepBhattacharya,‘GettingintotheMusicalZone:Train
EmotionalIntelligenceandAmountofPracticePredictFlowinPianists’,FrontiersinPsychology4,no.853
(November2013):1,accessedAugust18,2015,
https://www.frontiersin.org/articles/10.3389/fpsyg.2013.00853/full.
480 Cohen,ADailyDoseofSanity,19;StefanEngeserandFalkoRheinberg,‘Flow,Performanceand
ModeratorsofChallengeSkillBalance’,MotivationandEmotion 32,no.3(2008):158.
481 AndrewMartinandSusanJackson,‘BriefApproachestoAssessingTaskAbsorptionandEnhanced
SubjectiveExperience:Examining“Short”and“Core”FlowinDiversePerformanceDomains’,Motivation
andEmotion32,no.3(2008):146.
482 MihalyCsikszentmihalyi,FlowandtheFoundationsofPositivePsychology:TheCollectedWorksof
MihalyCsikszentmihalyi (Dordrecht:Springer,2014),240;SusanJackson,‘Flow’,inTheOxfordHandbook
ofHumanMotivation,ed.RichardRyan(NewYork:OxfordUniversityPress,2012),129;JanetYoungand
MichellePain,‘TheZone:Evidenceofa UniversalPhenomenonforAthletesAcrossSports’,Athletic
Insights:TheOnlineJournalofSportPsychology1,no.3(1999):22,accessedAugust17,2015,
http://www.athleticinsight.com/Vol1Iss3/ZonePDF.pdf.
483 Csikszentmihalyi,Flow,7;SusanJacksonand RobertEklund,‘Flow’,inEncyclopediaofSportand
ExercisePsychology’,ed.RobertEklundandGershonTenenbaum(California:SagePublications,2014),
297.
484 AliceChiricoetal.,‘WhenMusic“Flows”’:StateandTraitinMusicalPerformance,Composition and
Listening:ASystematicReview’,FrontiersinPsychology6,no.906(2015):2,accessedAugust17,2015,
http://journal.frontiersin.org/article/10.3389/fpsyg.2015.00906/full; SarahSinnamon,AidanMoranand
MichaelO’Connell,‘FlowamongMusicians:MeasuringPeakExperiencesofStudentPerformers’, Journal
ofResearchinMusicEducation60,no.1(2012): 6,7,9;YoungandPain,‘TheZone’,22.
SusanJacksonisakeyresearcherinthisfield,andimportantresearchincludes:
SusanJacksonandMihalyCsikszentmihalyi,FlowinSports:TheKeytoOptimalExperiencesand
Performance(Champaign:HumanKinetics, 1999);SusanJacksonandRobertEklund,‘AssessingFlowin
PhysicalActivity:TheFlowStateScale2andDispositionalFlowScale2’,JournalofSportandExercise
Psychology24,no.2(2002):133150;SusanJacksonandJayKimiecik, ‘TheFlowPerspectiveofOptimal
ExperienceinSportandPhysicalPsychology’,inAdvancesinSportsPsychology, 3rded.,ed.ThelmaHorn
(Champaign:HumanKinetics,2008),377400;SusanJacksonetal.,‘RelationshipsbetweenFlow,Self
Concept,PsychologicalSkills,andPerformance’, JournalofAppliedSportPsychology13,no.2(2001):129
153;NektariosStavrouetal., ‘FlowExperienceandAthletes’PerformancewithReferencetothe
OrthogonalModelofFlow’, TheSportPsychologist 21no.4 (2007):438457.
485 Sinnamon,MoranandO’Connell,‘FlowamongMusicians’,6,9,20.
BarbaraSmolejFritzandAndrejaAvsec,‘TheExperienceofFlowandSubjectiveWellBeingofMusic
Students’,HorizonsofPsychology16,no.2 (2007): 8.
WilliamWrigleyandStephenEmmerson,‘TheExperienceoftheFlowStateinLiveMusicPerformance’,
PsychologyofMusic41,no.3(2011), 292.
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offlow’.486 Despitethis,however,anumberofvaluablestudiesinthisareahaveemerged

inrecentyears.487

Isuggestthat‘flow’couldbeviewedeffectivelyastheroute bywhichmusicians

entertrance.Whentheirgeneralenvironmentalawarenessoftheperformancesituation

ischannelledintoanextreme,reflectivefocusofattention,thiscanbecomesointense

that,viacompleteimmersionandabsorption,theyaretransportedintoastateoftrance,

becoming ‘lost in themusic’. After all, ‘absorption’ (often equatedwith ‘trance’)488 is

defined as ‘an effortless, nonvolitional, deep involvement with the object of

experience’,489 directly coupled with ‘dissociation’ – a detachment from self,

surroundings and reality.490 From a psychoanalytic perspective, ‘absorption’ could be

facilitated by ‘projective identification’. Nicky Losseff,whose research draws parallels

betweenpsychoanalytictheoryandmusic,suggeststhatprojectiveidentificationcould

explain the process bywhich performers ofWestern classicalmusic identifywith the

musicalmaterial,developing‘aparticularlyintenseconnectionbetweenmusicalsworks

486 Sinnamon,MoranandO’Connell,‘FlowamongMusicians’,6.
487 Severaloftheprimaryissuesthathavebeenaddressedinclude:therelationshipsbetweenflowand
musicalcomposition,listening,andperformance;flowinmusicalimprovisation; musiceducationand
flow; theconnectionsbetweenflow,musicandwellbeing;andtheinfluenceofpracticeonflow. Key
examplesinclude:Chiricoetal.,‘WhenMusic“Flows”’,114;RaymondMacDonald,CharlesByrneand
LanaCarlton,‘CreativityandFlowinMusicalComposition:AnEmpiricalInvestigation’,Psychologyof
Music34,no.3(2006):292306;FrankDiaz,‘Mindfulness,Attention,andFlow duringMusicListening:An
EmpiricalInvestigation’,PsychologyofMusic 41,no.1(2011):4258.;BloomandSkutnickHenley,
‘FacilitatingFlowExperiencesamongMusicians’, 2428;ÖrjanDeManzanoetal.,‘ThePsychophysiology
ofFlowduringPianoPlaying’,Emotion10,no.3(2010):301311;JoannMarieKirchner,‘Incorporating
FlowintoPracticeandPerformance’,Work:AJournalofPrevention,AssessmentandRehabilitation40,
no.3(2011):289296;Sinnamon,MoranandO’Connell,‘FlowamongMusicians’,625;Wrigleyand
Emmerson,‘TheExperienceoftheFlowStateinLiveMusicPerformance’,292305;MicheleBiasuttiand
LuigiFrezza,‘DimensionsofMusicImprovisation’,CreativityResearchJournal21,no.23(2009):232242;
EmmaHartandZeldaDiBlassi, ‘CombinedFlowinMusicalJamSessions:APilotQualitativeStudy’,
PsychologyofMusic 43,no.2(2015):275–290;ArnoldBakker,‘FlowamongMusicTeachersandTheir
Students:TheCrossoverofPeakExperiences’,JournalofVocationalBehaviour66,no.1(February2005):
2644;LoriCustodero,‘TheCalltoCreate:FlowExperienceinMusicalLearningandTeaching’, inMusical
Imaginations:MultidisciplinaryPerspectivesonCreativity, PerformanceandPerception,ed.David
Hargreaves,DorothyMiellandRaymondMacDonald(NewYork:OxfordUniversityPress,2012) 369–384;
LoriCustodero,‘SeekingChallenge,FindingSkill:FlowExperienceandMusicEducation’, ArtsEducation
PolicyReview103,no.3(2002): 39;LoriCustodero,‘ObservingFlowinYoungChildren’sMusicLearning’,
GeneralMusicToday12,no.1 (Fall1998): 2127;AdamCroom,‘Music,Neuroscience,andthePsychology
ofWellBeing’,FrontiersinPsychology2,no.393(January2012):115,accessedAugust17,2015,
http://journal.frontiersin.org/article/10.3389/fpsyg.2011.00393/full;AdamCroom, ‘MusicPracticeand
ParticipationforPsychologicalWellBeing’,MusicaeScientiae19,no.1(2015):4464;FritzandAvsec,
‘TheExperienceofFlowandSubjectiveWellBeingofMusicStudents’,517;AnaButković,FrederikUllén
and MiriamMosing,‘PersonalityTraitsasPredictorsofMusicPractice’,PersonalityandIndividual
Differences74 (February2015):133138;MarinandBhattacharya,‘GettingintotheMusicalZone’,114.
488 Herbert,‘ConsciousnessandEverydayMusicListening’, 305.
489 Ibid.,304.
490 Ibid.,297,302,303.
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andtheirsenseofself’.491 Asaspectsoftheselfbecomeconstitutedbythemusic(and

aspectsofthemusicbytheself),thetwoidentitiesbecomeinseparable,492 andthiscould

certainlyaccountforthelossortransformationofone’susualsenseofselfduringtrance.

This, after all, bears a notable resemblance both to Denise Reid’s statement that, in

momentsofflow,‘thereisasenseofbecomingonewiththeexperience’,493 andalsoto

songwriterandguitaristRichardThompson’scommentthat‘yougetinsidethemusicto

suchanextentthatyoukindofarethemusic’.494

Itcouldbearguedthattheexperienceofbeing‘one’ withthemusic– theprocess

bywhichselfandother(music)fuse– isparticularlypertinenttostylesthatarehighly

experimental,original,spontaneous,creative,orpersonal,suchasimprovisationorsong

writing. In practices that revolve around the delivery of extant music, composed by

someoneotherthantheperformer,perhapsgreaterexpectationsofstylisticconvention

andfidelityto‘others’(thecomposer,hisorherscore,associatedcommonnotionsof

goodpractice,andsoon)poseobstaclestosuchafusionofidentity.However,asLosseff

notes,whenamusicianisworkingwithanextantpieceofmusic,alreadyknowninthe

world– alreadyconsideredtopossessanidentityandcharacteristics– theirrelationto

thatothercanbeexactlywhatfacilitatesprojectiveidentificationandthetransformation

ofself:

[i]fsomeformsofinterpretationareaprojectiveidentificationof

the interpreter’s own psychological processes into the music,

thenthemusicalworkperformedbecomesineffectanarrativeof

self (or, should I say, one of many possible narratives of the

self).495

Theoreticallysupportedbythis workofNickyLosseff,myownexperiencesofperforming

Baroque repertoireandentering flowsuggest that such music does indeedafford the

phenomenal unification of subject andobject, the process of projective identification

and,therefore,theexperienceofabsorption.

491 NickyLosseff,‘ProjectiveIdentification,MusicalInterpretationandtheSelf’,MusicPerformance
Research 4(2011):53.
492 Ibid.,5254.
493 DeniseReid,‘MindfulnessandFlowinOccupationalEngagement’,CanadianJournalofOccupational
Therapy78,no.1(February2011): 51.
494 RichardThompson,inJennyBoydandHollyGeorgeWarren,MusiciansinTune:SeventyFive
ContemporaryMusiciansDiscusstheCreativeProcess (NewYork:SimonandSchuster,1992),162.
495 Losseff,‘ProjectiveIdentification,MusicalInterpretationandtheSelf’,54.
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At this stage, it is important to remember that, inorder to achieve the ‘really

magicalfeeling’496 of‘flowtrance’viaabsorption,‘deepinvolvementwiththeobjectof

experience’497 isaprerequisite.Ipropose,therefore,thatamusiciancanonlyenterthis

statewhenhe orshe isdrawnintoanextendedreflective attentionalfocusonasingle

element of the unfolding performance. From deep and extended immersion in this

reflectionemanatesflowtrance.Wemight,hence,consideritnecessary thattheobject

of reflectiveattention isageneral aspectof themusic, suchas theprevailingmusical

emotionormotionaltrajectory:onlythendoesithavethepossibilityofremainingasthe

attentionalobjectlongenoughforabsorptiontooccur.Transitoryelements,ontheother

hand, suchasaparticularmusicalagrément orharmony, inherentlyenjoy far shorter

durations,usuallyceasingasattentionalobjectsas themusicelapses, rendering them

unlikelytofacilitateabsorption.

ThistheorycouldcertainlysubstantiatecellistDanielYeadon’sobservationthatin

ordertoreachflow,hemustpayattentiontoveryfewissues.498 Hestates:‘I’vethought

aboutwhatIwantineachbarbut….[i]t’sbestwhenI’mnotobsessingaboutanyofthose

thingsreally.That’swhenitseemstoflow’.499 Alludingtothedissociativequalityofflow,

hefurthercomments:‘I’mconsciousofgettingintothatzoneofpurecreativity ...soItry

todisassociatefromallthosementalthingsthathavebeengoingoninthepreparation

process’.500 In particular, he talks of playing ‘without having to pay attention to the

specific momenttomoment decisionmaking process’,501 ‘leav[ing] all the technical

concerns behind’502 and focusing, instead, on ‘the overall architecture’503 – a general

objectof reflectiveattention.  Thisproposedcorrelationbetweenageneral reflective

focusandflowalsobeginstoexplainsomeofmyownreflections,notedintheanecdotal

accountatthebeginningofthechapter.Indeed,the‘unfocused’yet‘exhilarating’states

thatIexperiencedduringmyperformanceon9th May2015arosefrominstancesinwhich

‘Iwascompletelyabsorbedbytheunfoldingmusicaltrajectory,totallycaptivatedbythe

prevailingmusicalemotion’– generalaspectsofthemusic.Theydidnottranspirefrom

496 NealPeresDaCosta,inBangert,‘DoingwithoutThinking’,193194.
497 Herbert,‘ConsciousnessandEverydayMusicListening’,304.
498 Bangert,‘DoingwithoutThinking’,176177.
499 DanielYeadon,inBangertetal.,‘PerformingSoloBach: ACaseStudyofMusicalDecisionMaking’,
MusicaeScientiae 18,no.1(March2014),45.
500 Yeadon,inBangert,‘DoingwithoutThinking’,193.
501 Bangert,‘DoingwithoutThinking’,175.
502 Yeadon,inBangert,‘DoingwithoutThinking’,197.
503 Yeadon, inBangert,‘DoingwithoutThinking’, 176.
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momentsinwhich‘Ifocussedcarefullyonastreamofspecifictechnicalandexpressive

concerns’– transitoryelements.

Whilstabsorptionviareflectiveattentioncan,therefore,beviewedastheroute

toflow,Icontendthatthisisnottheonlymeansbywhichmusiciansenterstatesoftrance

duringperformance.Indeed,Iproposeasecondroute:themusicaldaydream,inwhicha

prolongedfocusofattentionwithoutreflectiveorcriticalthought– suchasthemindless

staringatthewallbehindtheaudience– cancausethemusiciantoslipinto‘nothingness’.

There is an initial extended focus of attention but a complete absence of reflection.

Indeed,whentranceisreached,viaabsorptionor daydream,anysenseofattentionitself

completely vanishes, enabling theperformer toenter intoa completelyprereflective

‘nonstate’,inwhichallcriticalfacultiescease. Interestingly,BloomandSkutnickHenley

emphasisethesuspensionof‘selfcriticism’asafundamentalfeatureofflow,504 whilst

LimbandBraunsimilarlystatethat‘selfmonitoringcaninhibitspontaneityandimpair

performance’.505 I suggest that the very emancipation from selfcriticism and self

monitoring simply equates to the prereflective quality of trance, in which all critical

thoughtdisappears.Theveryprereflectiveessencecouldalsovalidatethecorrelation

Yeadondrawsbetween ‘being analytical, andbeingout of flow’.506 This leadsme to

suggestthatitistheprolonged lackofreflectivethoughtduringtrancethatcreatesthe

performer’sexperienceofnonattention.

Whilst the states of trance achieved via absorption and daydream enjoy

similarities– includinganabandonmentofintentionalthought,anddissociative,outof

bodytransportation– therearealsonotabledifferences:‘flowtrance’(viaabsorption)

appears to be a rich and dynamic experience that is highly intrinsically rewarding,507

whereas ‘daydreamtrance’, seems to be a comparatively fruitless and unsatisfying

subordinate.Thiswould,afterall,reflectmydifferentexperiencesof‘unfocusedstates’

asdescribedinmypersonalreflection(Section3.1)anditcouldperhapsbeexplainedby

504 BloomandSkutnickHenley,‘FacilitatingFlowExperiencesamong Musicians’,2528.
505 CharlesLimbandAllenBraun,‘NeuralSubstratesofSpontaneousMusicalPerformance:AnfMRIStudy
ofJazzImprovisation’, PLoSOne 3,no.2(February2008):1679,accessedSeptember6,2015,
http://journals.plos.org/plosone/article?id=10.1371/journal.pone.0001679
506 Bangert,‘DoingwithoutThinking’,192.
507 Csikszentmihalyi,FlowandtheFoundationsofPositivePsychology,240.
EngeserandRheinberg,‘Flow,PerformanceandModeratorsofChallengeSkillBalance’,169.
SteganEngeserandAnjaSchiepeTiska,‘HistoricalLinesandanOverviewofCurrentResearchonFlow’,in
AdvancesinFlowResearch,ed.StefanEngeser(NewYork:Springer,2012), 5.
MarinandBhattacharya,‘GettingintotheMusicalZone’,1,4,10.
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the associations that psychologists have acknowledged between flow and enhanced

creativity: ‘[i]t is clear… that increased levelsof floware indeed related to increased

levels of creativity’.508 This is a relationship I explore in the forthcoming discussion

(Section3.7.2),inordertoconfirm thatflowtrancedoesconstitute theoptimalcognitive

stateforperformance.509

Atthisstage,itisimportant tonotethedistinctionbetween‘optimalexperiences’,

which are ‘“high points” in life that are exciting and fulfilling’,510 and ‘optimal

performance’, which refers to ‘the effectiveness of behaviour or action’.511 Current

debatesquestion whetherflowisexclusivelyanoptimalexperienceoralsoafoundation

for optimal performance.512 Whilst a thorough understanding of the relationship

between optimal experience and performance requires systematic, empirical

investigationthatfartranscendstheboundariesof thisthesis,Iargue(fromaperformer’s

insideperspective,andwithoutattempting tomakeanygrandclaimsaboutaesthetic

value, audience reception and shared performerlistener experience) that, at least in

musicalperformance,there isan intimate interrelationship:optimalexperiencesoften

ariseasaresultofoptimalperformancesandviceversa.Notonlyisthisreflectedinmy

descriptions (in Section3.1) ofparticularmomentsduringmyperformance thatwere

both‘intrinsicallyrewardingandmusicallygratifying’,513 butsportsresearchhasshown

that ‘athletes’ thoughts and feelings are extremely positivewhenperforming at their

peak’, and also that ‘optimal subjective experience underlies peak performances’.514

Furthermore,SusanJacksonidentifies flowas‘aprecursorofoptimalfunctioning’.515 It

is, of course, essential to acknowledge the inherent complexities of using the term

‘optimalperformance’inamusicalsetting.Unlikeinthefieldofsport,wheremeasurable

factors (suchasdistance, timeandweight) canbeusedas clear indicatorsofoptimal

508 MacDonald,ByrneandCarlton,‘CreativityandFlowinMusicalComposition’,300.
509 Csikszentmihalyi,Flow,7.
Jackson andEklund,‘Flow’,297.
SusanJacksonandHerbertMarsh,‘DevelopmentandValidationofaScaletoMeasureOptimal
Experience’,JournalofSportandExercisePsychology18,no.1(March1996),18.
510 M.RyanFlett,‘IsFlowRelatedtoPositiveFeelingsorOptimalPerformance’ PathAnalysisofChallenge
SkillBalanceandFeelings’,SportScienceReview24,no.12(May2015):6,accessedAugust17,2015,
http://www.degruyter.com/view/j/ssr.2015.24.issue12/ssr20150006.
511 Ibid.
512 Ibid.
513 SeePrelude,Section3.1.
514 JacksonandKimiecik, ‘TheFlowPerspectiveofOptimalExperienceinSportandPhysicalPsychology’,
380.
515 Flett,‘IsFlowRelatedtoPositiveFeelingsorOptimalPerformance’,7.
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performance, optimal performance inmusic is largely amatter of subjective opinion.

Given the lack of unanimity surrounding aesthetic value and appreciation, and the

inability (within this thesis) to prove a correlation between performer and audience

perceptionofoptimalperformance,myuseofthetermcomesfrommyownsubjective

judgementsasaperformer.ItisfromthispositionIproposethatflowtrancegenerates

bothanoptimalmusicalexperienceand performance.

In any case, it must be recognised that cognitive states are fluctuating.516

Musicians,therefore,transitionbetweenavarietyofstatesofawareness,attentionand

nonattentionduringperformance,inawaythatiscompletelyuniquetoandrelianton

thegivenmoment.Whilstanycognitivestatecanessentiallycontinueforanyduration,

itishighlyunlikelythatastateoftrancewillremainforanentireperformance.Muchlike

hypnotic procedures, one exits trance by that which Alicia Peñalba Acitores terms

‘grabbers’: triggers that ‘grab’ one’s attention.517 Examples could include a round of

applause,thesudden,loudcoughingofanaudiencemember,theplayingofanincorrect

note,andsoon.Theseinterruptionsactasvehiclesthatimmediatelytransportoneback

toastateofattention,focussedinitiallyonthegrabberitself(asillustratedinFigure1).

Figure1.AttentionalStates

Inanycase,thelongertheperiodoftrance,thelessthemusicianwillvividlyremember

about the performance. I propose that this can be explained by the very defining

516 Clarke,‘MusicPerceptionandMusicalConsciousness’,207208.
Herbert,‘ConsciousnessandEverydayMusicListening’,299,305.
517 AliciaPeñalbaAcitores,‘TowardsaTheoryofProprioceptionasaBodilyBasisforConsciousnessin
Music’, in ClarkeandClarke,MusicandConsciousness, 222225.
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characteristicoftrance:nonattention.Ifamusicianexperiencesextendedepisodesof

trance during performance, very little reaches his or her attentional focus, and it is

precisely these instances of nonattention that account for hazy recollections of

performancesinwhichonehadbecome‘lostinthemusic’.

3.5.TheFunctioningofOurAttentionandSubattention

3.5.1. Reflective andPreReflectiveProcessing

Having identified the different attentional states that musicians may enter during

performance, alongside their defining characteristics, further scrutiny is required to

uncoverhow,specifically,thesestatesinfluencetemporalexpressivity.Inordertodothis,

the relationship between attentional states and epistemic processing must be

considered.

Tobegin,itisimportanttonotethe‘emergingconsensusthatausefuldistinction

canbemadebetweentwobasicsystemsofinformationprocessing’:518 Type1,whichis

‘unconscious and automatic’,519 or as I term it, prereflective; and Type 2, which is

‘consciousanddeliberate’,520 inotherwords,reflective.Indeed,anumberofcomparable

dualprocess formulations havebeen conceived,521 each reinforcing the plausibility of

these twodistinct, fundamental systems: thecognitiveexperiential selftheory (CEST),

developedbySeymourEpsteinandhiscollegesin1994distinguishing‘theexperiential

system’ and ‘the rational system’;522 the ‘associative system’ and ‘rulebased system’

introduced by Sloman in 1996,523 and developed by Smith and DeCoster in 1999;524

StanovichandWest’simplicit ‘System1’andexplicit ‘System2’definedin2000;525 and

themorerecentreflexive‘XSystem’,andreflective‘CSystem’identifiedbyLieberman

518 GerardHodgkinson,JaniceLanganFoxandEugeneSadlerSmith,‘Intuition:AFundamentalBridging
ConstructintheBehaviouralSciences’, BritishJournalofPsychology99,no.1(2008):8.
519 Myers,Intuition,4.
520 Ibid.
521 JonathanEvansandKeithStanovich, ‘DualProcessTheoriesofHigherCognition:Advancingthe
Debate’,PerspectivesonPsychologicalScience 8,no.3(May2013):226.
Hodgkinson,LanganFoxandSadlerSmith,‘Intuition’,811.
522 SeymourEpstein,‘IntegrationoftheCognitiveandthePsychodynamicUnconscious’,American
Psychologist 49,no.8(1994): 709.
523 StevenSloman,‘TheEmpiricalCaseforTwoSystemsofReasoning’,PsychologicalBulletin119,no.1
(1996): 3.
524 EliotSmithandJamieDeCoster,‘AssociativeandRuleBasedProcessing:AConnectionist
InterpretationofDualProcessModels’,inDualProcessTheoriesinSocialPsychology,ed.ShellyChaiken
andYaacovTrope (NewYork:TheGuilfordPress,1999),324326.
525 KeithStanovichandRichardWest,‘IndividualDifferencesinReasoning’,BehaviouralandBrain
Sciences23,no.5(October2000):659,690.
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et al. in 2004.526 As David G.Myers states, ‘themushroomingmountain of evidence

plainly indicates,wehave twominds ....One isabove thesurface, inourmomentto

momentawareness[inmyterms,reflectiveattention]; theother isbelow[inourpre

reflectivesubattention],operatingtheautopilotthatguidesusthroughmostoflife’.527

These theories, of course, bear a significant affiliation with the distinction between

‘explicit’ and ‘tacit’ knowledge, as discussed in Chapter 4, and they provide a most

valuable framework for comprehending theways inwhich information (including the

knowledgethatunderpinsexpressivetimingdecisions)isprocessedduringperformance,

depending on the musician’s cognitive state. Indeed, when in a state of reflective

attention,Type2processingoccurs;wheninastateofprereflectiveattentionorpre

reflectivenonattention(trance),Type1processingisactivated.

3.5.2. Intuition:ThePreReflectiveEngineofOurSubattention

At this stage, it is important to consider the relationship between Type 1 processing

(definedas‘unconscious’,‘automatic’,‘implicit’and‘reflexive’)andthephenomenonof

‘intuition’ – a concept that undeniably pervades the artistic experience, yet iswidely

recognisedasdifficulttoarticulate,528 and,which‘asaconsequence ...wehavetended

to eschew’529 in academic, musical study. As violinist Lidewij Van der Voort asserts,

‘[t]hat’sthethingaboutintuition.Youdon’tknowhowitworks’.530 Recently,however,

aspsychologistshaveacknowledgeditssignificanceinanumberofcognitiveprocesses,

includingdecisionmakingandcreativity,531 intuitionhasrisenasanecessarysubjectof

inquiry.532 Withparticularregardtomusicalperformance,keyresearchinthefieldhas

beenpublishedbyDanielBangert,DorottyaFabianandEmerySchubert,whodrawon

theaforementioneddualprocesstheoriesinordertoinvestigateinterpretativedecision

526 MatthewLieberman,JohannaJarchoandAjaySatpute,‘EvidenceBasedandIntuitionBasedSelf
Knowledge:AnFMRI Study’,JournalofPersonalityandSocialPsychology 87,no. 4(2004):421424.
527 Myers, Intuition,51.
528 DavidEpstein,‘ACuriousMomentinSchumann’sFourthSymphony:Structureasthe FusionofAffect
andIntuition’,inThePracticeofPerformance:StudiesinMusicalInterpretation,ed.JohnRink
(Cambridge:CambridgeUniversityPress,1995), 126;Hodgkinson,LanganFoxandSadlerSmith,
‘Intuition’,4; EugeneSadlerSmith,InsideIntuition (AbingdonandNewYork:Routledge,2008),31.
529 Epstein,‘ACuriousMomentinSchumann’sFourthSymphony’,127.
530 LidewijvanderVoort,inBangert‘DoingwithoutThinking’,80.
531 Hodgkinson,LanganFoxandSadlerSmith,‘Intuition’,1.
532 Ibid.,19.
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making,distinguishing, inparticular,between ‘intuitive’and ‘deliberate’ choices.533 Of

course,thankstoitsdefiningcharacteristic(theveryfactthatitisnonconscious,534 oras

Itermsubattentional), intuitioncanbeequatedwithType1processing:theengineofour

subattention,functioningprereflectively,withoutcriticalorintentionalthought.

As a result of our sense of its automaticity, intuition is often accepted as

completely instinctive, innate and natural.535 However, a number of researchers

including,Agor, Betsch,Harper, andKlein,536 argue that intuition is, in fact, ‘acquired

through experience and learning’:537 it is, a ‘correlate of knowledge’,538 essentially a

disguised product of nurture. This is perfectly encapsulated by John Rink’s notion of

‘informed intuition’539 and David Myers’ term ‘acquired intuition’,540 both of which

acknowledge ‘the importance of intuition in the interpretative process but also that

considerable knowledge andexperience generally lie behind it – in otherwords, that

intuitionneednotcomeoutoftheblue,andneednotbemerelycapricious’.541 Drawing

on theworkofKleinandHodgkinsoninparticular,542 Iassert thatintuitioncanbedefined

533 FollowingBangert’sdoctoralthesis‘DoingwithoutThinking?’andasasubstantialextensionofBangert
etal.’s 2014article‘PerformingSoloBach’,Bangert,FabianandSchubert’s mostrecentpublication,
‘PracticeThoughtsandPerformanceAction’, providesadditionalempiricalevidencetosupporttheir
understandingoftheprocessesbehindinterpretativemusicaldecisions.
DanielBangert, DorottyaFabianandEmerySchubert,‘PracticeThoughtsandPerformanceAction:
ObservingProcessesofMusicalDecisionMaking’,MusicPerformanceResearch7 (2015):2746.
534 ErikDane andMichaelPratt,‘ExploringIntuitionandItsRoleinManagerialDecisionMaking’,Academy
ofManagement32,no.1(January2007):36.
535 AletheaBlackler,VesnaPopovicandDougMahar,‘TheNatureofIntuitiveUseofProducts:An
ExperimentalApproach’, DesignStudies 24,no.6(2003): 494;Hodgkinson,LanganFoxandSadlerSmith,
‘Intuition’,6.
536 WestonAgor,‘TheLogicofintuition:HowTopExecutivesMakeImportantDecisions’,in Intuitionin
Organizations:LeadingandManagingProductively,ed.WestonAgor.(NewburyPark:SagePublications,
1989), 157170;Betsch,‘TheNatureofIntuitionandItsNeglectinResearchonJudgementandDecision
Making’,322;StephenC.Harper,‘Intuition: WhatSeparatesExecutivesfromManagers?’,in Agor,
Intuitionin Organizations,111124;GaryKlein,SourcesofPower:HowPeopleMakeDecisions
(Cambridge:MITPress,1999);GaryKlein,ThePowerofIntuition:HowtoUseYourGutFeelingstoMake
BetterDecisionsatWork,rev.ed. (NewYork: CrownBusiness,2004).
537 Hodgkinson,LanganFoxandSadlerSmith,‘Intuition’,7.
538 MatthewLieberman,‘Intuition:ASocialCognitiveNeuroscienceApproach’,PsychologicalBulletin126,
no.1(2000):110.
539 JohnRink,reviewofMusicalStructureandPerformance,byWallaceBerry,MusicAnalysis9,no.3
(October1990):323,327.
540 Myers,Intuition,58.
541 JohnRink,‘Analysisand(or?)Performance’,inMusicalPerformance:AGuidetoUnderstanding,ed.
JohnRink (Cambridge:CambridgeUniversityPress,2002),36.
542 Hodgkinson,LanganFoxandSadlerSmith,‘Intuition’,6;Klein,ThePowerofIntuition;‘GowithYour
Gut intuitionIsMoreThanJustaHunch,SaysLeedsResearch’,TheUniversityofLeeds,accessedAugust,
17,2015,
http://www.leeds.ac.uk/news/article/367/go_with_your_gut__intuition_is_mor%20e_than_just_a_hunc
h_says_leeds_research;‘TheTruthandSciencebehindtheAmazingIntuitionofHumans’,LearningMind,
accessedAugust17,2015,https://www.learningmind.com/thetruthandsciencebehindtheamazing
intuitionofhumans/.
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astheprereflectiveaccessingandmanifestationofknowledgethathasbeenembodied

over time and become embedded in our subattention.543 After all, in order for

informationprocessingtooccur, information(inotherwordsknowledge)ofsomesort

mustbeavailableforsaidprocessing.Theverytypesofknowledgethatareembodied,

accessedprereflectively,andexternalised asintuitivetemporalinterpretativedecisions

are exploredinChapter4.

Having clarified a definition of intuition, by recognising its fundamental

interrelationshipwithattentionalstatesandknowledge,itsparticularroleingenerating

temporalexpressivitymustbeconsidered.Intrance,performersassumeaprereflective

stateoftotalnonattention.Relyingexclusivelyontheirsubattention,theonlymeansby

which every interpretative gesture (including expressivemicrotiming) can transpire is

through intuition. Type 1 processing prereflectively accesses, from the performer’s

subattention, all the information that underpins and gives rise to the interpretative

temporaldecision,including,therefore,anarrayofknowledgerelatingtoarticulationand

note length, motion and phrasing, punctuation and breathing.544 Similarly, when the

performer embraces an unfocused state of general awareness, an uncritical, pre

reflectiveattentionalfocus,or areflectiveattentionalfocusbutonanextramusicalissue,

control of his or her temporal interpretation lies, once again, wholly in the realm of

intuition.

In a state of reflective attention on a particularmusical issue, however, the

performerassumessome intentionalcontroloverhisorher interpretativedecisions.Here

isasimpleillustration:Iamperformingasoloflutesonataandthecurrentobjectofmy

reflectiveattentionisthat‘Iamaimingforthedissonantappoggiaturaattheclimaxof

thephrase’:myattentionisfocusedonthegoaldirectedmusicaltrajectory.Whilstthis

reflectivefocusguidesmyoverallinterpretativeshapingofthatpassage,Imuststill,of

course, relyonamultitudeofknowledgethat isnotdirectly inmyreflective focus, in

ordertofulfilthisbroaderexpressiveaimthatoccupiesmyattention.Indeed,Ihaveto

drawon knowledgeofmusical aesthetics linked to style and expression, such as ‘the

motioncouldincreasetowardstheappoggiatura’,‘thedynamiccouldincreaseinadvance

543 Greaterexplorationofthedifferentformsofknowledgethatappear‘intuitive’canbefoundinChapter
4.
544 ThetemporalqualityoftheseissuesisintroducedinChapter2 on‘Time inPerformance’;scrutinyof
theirepistemicdimensionsfeaturesin Chapter4 on‘EmbodiedKnowledgeinPerformance’;and
explorationoftheirpracticalimplicationsappearsinthecasestudy,Chapter5.
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of the climax’, and ‘myarticulation couldbecome stronger’, aswell as corresponding

knowledgeoftechnique,suchasfasterfingerandtonguemovement,anddifferenttypes

ofarticulation,possiblyevendoubletonguing(seeFigure2 forasimpleillustration).

Figure2.EpistemicWeb1

Mytemporalinterpretationis,therefore,underpinnedbyahierarchicalepistemicweb,

at the topofwhich liesmy reflective attentional focus– the goaldirected trajectory.

Triggeredbythisexplicit,criticalintention,intuitionisguidedtoaccessrelatedimplicit

issuesthatliefurtherdownmyepistemicweb,inmyprereflectivesubattention.This

description is indeed supported by Jonathan St. B. T. Evanswho asserts that ‘explicit

processing[activatedduring,andindeedreservedfor,statesofreflectiveattention] ...

stillreliesonType1processing[prereflective,subattentionalintuition]’.545

Of course, aswell as theaspectsof knowledge that aredirectly related tomy

reflective focus, every other dimension ofmy performance – accurate rhythmic and

melodicexecution,toneproduction,airpressure,intonation,embouchure,andsoon–

mustsimultaneouslybegeneratedprereflectively,bydrawingoninformationfrommy

subattention. These specificities of knowledge could indeed become objects of my

reflectiveattention,andtheymostcertainlywouldhavebeenatsomepoint,forexample

inthepreparationprocess.Afterall,asmusicpsychologistCarlSeashoreexplains,‘one

musthavebeen intenselyconsciousof technique ...musthave isolatedelementafter

545 JonathanEvans,‘DualProcessTheoriesofReasoning:ContemporaryIssuesandDevelopmental
Applications’,DevelopmentalReview31,no.23(September2011): 93.
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elementfor intensivestudy ...beforecontrolof thesecanbecomesoautomaticasto

drop intothebackgroundofconsciousness’.546 Viapracticeandexperience,therefore,

theseissueshavereachedmysubattention(in doingso,expandingmyepistemicweb)

andaresubsequentlyabletobeaccessedprereflectively,orintuitively;thistransitionof

knowledgefromreflectiveattentionintoone’sprereflectivesubattentionisexploredin

relation to embodiment and epistemic modes, in Chapter 4. In any case, whilst the

currentobjectofmyreflectiveattentionisthegoaldirectedtrajectory,boththedirectly

relatedandmoretangentialspecificitiesofknowledgecanonlybeaccessedthroughmy

prereflectivesubattention,orintuition,forattentioncan,ofcourse,onlybeinoneplace

atatime.

It isevident, therefore, that intuition– prereflective, subattentionalepistemic

processing– isanomnipresentfeatureofinterpretativedecisionmaking,whateverthe

performer’s cognitive state.This implies that reflectiveandprereflective systemscan

function simultaneously. Yeadon and Bangert do, after all, recognise that musical

decisions often incorporate ‘both intuition [prereflective processes] and deliberation

[reflective processes]’547 – a coexistence  that is, in fact, supported by ‘parallel

competitive(PC)theories ...[which]assumethatType1[prereflective]and2[reflective]

processesproceedinparallel,eachhavingasay’.548 Thepositingof PCtheoriesseemsto

be supportedbyArneDietrich,whoexplainsinformationprocessingduringflow(which

of course relies exclusively on prereflective, subattentional ‘intuition’) as involving a

‘temporarysuppressionoftheanalytical ...capacitiesoftheexplicitsystem’.549

Dietrich’sexplanationcould,however,perhapsbemoreaccurately clarifiedby

‘defaultinterventionist (DI) theories, [which] on the other hand, assume that Type 1

processingproducesa rapidand intuitivedefault response,whichmayormaynotbe

interveneduponby subsequent Type 2 reasoningwhich is slower and deliberative in

nature’.550 Whilst ‘parallel competitive’ and ‘defaultinterventionist’ notions are often

viewedaspolaropposites,551 Icontendthatthetwotheoriescould,infact,complement,

ratherthancontradictoneanother,ifconsideredsimplyin‘prereflective’and‘reflective’

546 CarlSeashore,ThePsychologyofMusicalTalent (Boston:Silver,BurdettandCompany,1919),259.
547 Bangert,‘DoingwithoutThinking’,180181,185.
548 Evans,‘DualProcessTheoriesofReasoning’,93.
549 ArneDietrich,‘NeurocognitiveMechanismsUnderlyingtheExperienceofFlow’,Consciousnessand
Cognition 13,no.4 (2004):74.
550 Evans,‘DualProcessTheoriesofReasoning’,93.
551 Ibid.
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terms. The ‘defaultinterventionist’ argument could fundamentally establish that all

experience(includingthatofinterpretativedecisionmaking)arisesfromaprereflective

foundation, upon which reflective thought can be added. It could, therefore, be

concludedthatthereisa‘default’prereflective systemthatpersistscontinuallyandthis

is often, but not always, accompanied, rather than replaced, by simultaneous (or

‘parallel’) reflective processing. Rather than seeing the two as mutually exclusive or

operatingconcurrently, thissynthesisbearssimilaritiestoHogarth’sadaptedversionof

thedefaultinterventionistmodel552 andtoBangert’ssuggestionthatintuition‘isalways

contributingatsomelevel,afterwhichdeliberationisusedtovaryingdegrees’.553

Havingreinforced,throughasynthesisofPCandDItheories,theomnipresence of

intuitionininterpretativedecisionmaking,itisimportanttohighlighttheplurality ofthis

prereflective,subattentionalepistemicprocessingsystem.Indeed,asevidencedbythe

aboveexample(inwhicharangeofinformationisprocessedprereflectively,alongside

thereflectivefocusof the ‘goaldirectedtrajectory’),multiple objectsofknowledgeare

accessed simultaneously via one’s prereflective subattention, or intuition. This

observationisreinforcedbythewidelyresearcheddistinctionbetween‘serialprocessing’

– a‘onethingatatime’,554 ‘strictlysequential’555 process– and‘parallelprocessing’,in

which ‘multiplecognitiveoperationsoccuratonce’.556 Manyconnectionshave indeed

been established between ‘serial’ and reflective ‘Type 2’ processing, and  between

‘parallel’andprereflective‘Type1’.557 WhilstEvans,forexample,stresses thatreflective

attentiononlyhasthecapacityforonesinglefocusatatime,558 Tamboriniacknowledges

that,‘asintuitionisunderstoodtobeaparallelprocess,itallowsfordifferentintuitive

552 Bangert,‘DoingwithoutThinking’,9495.
553 Ibid.,185.
554 PhilipQuinlanandBenDyson,CognitivePsychology (Essex:PearsonEducationLimited,2008),215.
555 JamesTownsend,‘SerialVs.ParallelProcessing:SometimesTheyLooklikeTweedledumand
TweedledeebutTheyCan(andShould)beDistinguished’,PsychologicalScience1,no.1(January1990):
46.
556 RonaldKellogg,CognitivePsychology,2nded.(California:SagePublications,2003), 9.
557 NicolaBaumanandJuliusKuhl,‘Intuition,Affect,andPersonality:UnconsciousCoherenceJudgments
andSelfRegulationofNegativeAffect’, JournalofPersonalityandSocialPsychology 83,no.5(November
2002):1214;Betsch,‘TheNatureofIntuitionandItsNeglectinResearchonJudgementandDecision
Making’,6;CorneliaBetschandPaolaIannello,‘MeasuringIndividualDifferencesinIntuitiveand
DeliberateDecisionMakingStyles:AComparisonofDifferentMeasures’,inFoundationsforTracing
Intuition:ChallengesandMethods,ed. AndreasGlöcknerandCiliaWitteman(EastSussexandNewYork:
PsychologyPress,2010),253;EvansandStanovich,‘DualProcessTheoriesofHigherCognition’,225;
Sloman,‘TheEmpiricalCaseforTwoSystemsofReasoning’,7.
558 Evans,‘DualProcessTheoriesofReasoning’,93.
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responsestooccur simultaneously’.559 Justifyingtheconcurrentprocessingofaplethora

ofknowledgefromone’sepistemicweb,theverypluralityofintuitionhelpstorationalise

themultidimensionalityofexpressivedecisions.

Tosummarise:byinvestigatingthephenomenon ofintuitionthroughavarietyof

informationprocessing theories, its relationship with different attentional states is

explicated, its role in the interpretativedecisionmakingprocessclarified,and itsvery

ontology elucidated. Most importantly, this exploration leads towards a deeper

understanding of theways inwhich the knowledge that underpins expressive timing

decisionsisaccessed,reflectivelyandprereflectivelyduringperformance,dependingon

themusician’sattentionalstate.

3.5.3. EpistemicWebs:ExploringtheSubpersonalLevel

AsalludedtoinSection3.5.2 andillustrated,inparticular,byFigure2,expressivetiming

decisionsareunderpinnedbyacomplex,hierarchicalandinterrelatedwebofknowledge,

whichisaccessedreflectivelyandprereflectivelyduringperformance,inresponsetothe

performer’s cognitive state. Whilst most branches of the web are available to pre

reflectiveorreflectiveprocessing,attheverybottomliesthemultitudeofsubpersonal

mechanismsthatgiverisetoallbodilyandcognitiveprocesses– mechanismsonwhich

allouractionsandexperiencesultimatelydepend,yetwhichcanonlyeveroperatepre

reflectively. Inordertodevelopagreaterunderstandingoftheepistemicnetworkson

whichexpressive timingdecisions rest,wemust, therefore, consider this subpersonal

baseline.

Theparticularrelationshipbetweensubpersonalmechanismsandprereflective

experience is explored by Andy McGuiness and Katie Overy in their chapter ‘Music,

Consciousness,andtheBrain’.Theystatethat‘theprereflectiveselfincludestheoutputs

ofsubpersonalmechanisms’.560 Toclarify,hereisanexampletheyprovide:

[t]he ... experience of being on (or off) balance should be

thoughtofasdistinctfrom– thoughofcoursedirectlyrelyingon

– thesubpersonalprocessesthatallowustokeepbalance,which

include,forinstance,thefunctioningofthevestibularsystemand

559 Ronald Tamborini,‘AModelofIntuitiveMoralityandExemplars’,inMediaandtheMoralMind,ed.
RonaldTamborini (Abingdon andNewYork:Routledge,2013),46.
560 McGuinessandOvery,‘Music,Consciousness,andtheBrain’,251.
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the resulting motor commands that are generated to adjust

muscular tension inorder tomaintainbalance. Thechanges in

muscular tension required tomaintain balance are themselves

experiencedataprereflective,bodilylevel(andmaybecomethe

objectofreflectiveconsciousness[orasIwouldterm,reflective

attention])butthesubpersonalmechanismsthatgeneratethem

arenotavailabletoconsciousness[orasIwouldsay,attention].561

IntermsofmyaforementionedexampleinSection3.5.2,therefore,theintricate

motoractivityofthemusclesthatcontrolthespeedinwhichmyfingersandtonguemove

to produce ‘goaldirected motion’ are generated at a subpersonal level. These

subpersonal processes, lying at the bottom of my epistemic web, are undoubtedly

influencedbyknowledge,whichofcourseexistsinmanyforms,suchasexperienceand

practice.As Iisolatearticulationorfingertechniqueasthefocusofmytechnicalpractice,

for example, the correlating subpersonal mechanisms – those that generate the

necessarymusclemovements– aremanipulated.Whenreturningtotheperformance

situation, themoregeneralobjectof reflectiveattention, ‘goaldirectedmotion’, then

acts as the trigger which activates the whole succession of related prereflective

dimensionsand their correlating subpersonalmechanisms,whichhavebeennurtured

throughpracticeandexperience:thisisillustratedbyFigure3.

561 Ibid.
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Figure3.EpistemicWeb2

Theseprocessesoccurinordertobringtheobjectofreflectiveattention– inthis

case‘goaldirectedmotion’– tofruition. Ofcourse,everyotherelementoftheprocess

ofperformance, suchasmybreathingandtoneproduction,possessesitsowncomplex

webofrelatedissueswithcorresponding,underlyingsubpersonalmechanisms.These,

too, havebeeninfluencedbyknowledge (ofvariouskinds,theoreticalandpractical) and,

asaresult,haveenteredmysubattentionandarethereforeaccessedprereflectively.

Theoutputofeachofthesesubpersonalprocessescontinuallyaffectsmyprereflective

experience, amalgamating to create the overall ‘whatitfeelslike’ quality;562 this

characterises the general, peripheral awareness discussed at the beginning of this

chapter,whichaccompaniesallcognitivestates,andatthesametimehasthepossibility

of being channelled into the object of one’s reflective attention. Indeed, whilst the

subpersonalmechanismsthemselvesarenotavailabletoreflectiveattention,thespecific

‘whatitfeelslike’ experience – the tacit feeling – indeed has the possibility of

superseding‘goaldirectedmotion’asthenextobjectofmyreflectiveattention.Thereis

evidently, therefore, an intimate relationship between subpersonalmechanisms, pre

562 Nagel,‘WhatIsItLiketoBeaBat?’,435450.
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reflective experience and reflective attention: subpersonal mechanisms, which are

influenced by knowledge, underpin all experience; the output of subpersonal

mechanismsisaprereflectiveexperience;thisinturnhasthepotentialofbecomingthe

objectofreflectiveattention.

Fundamentally,then,aninterrelated, hierarchicalwebofknowledge(atthebase

ofwhichliesfundamentalsubpersonalprocesses) underpins allinterpretativedecisions.

Otherthanthesubpersonalmechanismsthemselves,everyotherleveloftheepistemic

networkisavailableforreflectiveprocessing.Aperformer’sreflectiveattentioncould,for

example, focus at the level of the specific execution of double tonguing or finger

technique,oron themoregeneral‘increaseinmotion’,oratthehigherlevelof theoverall

goaldirectedtrajectory.Ofcourse,themoregeneralthereflectivefocus– thehigherit

sitsontheepistemicweb– themorerelatedprereflective,subattentionaldimensionsit

encompasses.Finally, theperformer’s reflectiveattentioncould focusonthe ‘whatit

feelslike’qualityoftheexperienceitself– anexperientialfeelingarisingfromamultitude

ofsubpersonalmechanisms.

3.6.TheRoleofExperience

3.6.1.TheRelationshipbetweenExperienceandEpistemicWebs

Theinterrelationshipbetweenattentionalstates,informationprocessingandepistemic

webshasbeenidentified,throughouttheprecedingdiscussion,astheconstructthatlies

attheheartofexpressivetimingdecisions. Inordertoscrutinisethis interrelationship

further, the role of experiencemust be considered. After all, epistemic webs – the

networksthatamalgamateperformers’reservoirsofknowledge– areevidentlyunique

to each individual and evergrowing: they continue to expand with knowledge

accumulation. Effective correlations can indeed be drawn between my concept of

epistemicwebsandviolinistAnnaMcDonald’snotionofa‘libraryofmind’,563 aswellas

singer Göran Folkestad’s ‘personal inner musical library’.564 The more experience

performers enjoy, the larger their epistemic webs and the greater number of

563 AnnaMcDonald,inBangert,‘DoingwithoutThinking’.80.
564 Göran Folkestad,‘DigitalToolsandDiscourseinMusic:TheEcologyofComposition’,inMusical
Imaginations:MultidisciplinaryPerspectivesonCreativity,PerformanceandPerception,ed.David
Hargreaves,DorothyMiellandRaymondMacDonald(Oxford:OxfordUniversityPress,2012),198.
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relationshipstheyformbetweentheassortmentofmusicalelements.AsBangertstates,

‘experiencedperformersbenefitfromanextensiveinnerlibraryfromwhichtodraw’.565

3.6.2. TheRelationshipbetweenExperienceandIntuition

Having recognised, in Section 3.6.1, that the size of amusician’s epistemicweb, and

therefore thequantityofknowledgestored inhisorhersubattention,enjoysadirect

correlation with experience, and by recalling the definition of intuition – the pre

reflectiveengineofoursubattention– webegintounderstandthecorrelationbetween

experience and intuition. As Gary Klein states, ‘[i]ntuition is a natural extension of

experience’:566 ‘thelessexperiencewehave,theweakerourintuitionswillbe’.567

Itcan,therefore,bededucedthatbeginnermusiciansareextremelyunlikelyto

relyexclusivelyon‘intuition’,orprereflective,subattentionalprocessing.Largelythanks

totheirmodestepistemicnetworks, it is farmoreprobablethat,duringperformance,

theyassumeastateof reflectiveattention thatconcentratesonaparticular technical

issue,suchasthepositionoftheirfingers,theshapeoftheirembouchure,ortherhythm

ofthephrase.Thefactthatattentiononlyhasthecapacitytofocusonasingleobjectat

anygiventime,568 accountsforthehighprobabilityofmistakesandthenecessityofstep

bysteptutoringduringtheseearlystages.Byfocussing,forexample,onembouchureat

theexpenseoffingerposition,mistakesareinevitable.Itisonlythroughanaccumulation,

solidifying and embodying of knowledge, namely practice and experience, that these

skillsbegintosinkintothemusician’ssubattention,expandingtheirepistemicreservoir.

Oncethishappens,theknowledgecanbeaccessedbyintuition,meaningthatcognitive

space has become available for a new object of attention. As ever more knowledge

reachesone’ssubattentionandepistemicwebsgrow,theexercisingofintuitionincreases

andthelikelihoodofmistakesdiminishes.JustasDanielBangertstates,‘[o]ncerelevant

information or skills have been ... integrated, a performer can draw on reliable,

appropriateintuitiveresponses’.569

565 Bangert,‘DoingwithoutThinking’,80.
566 BusinessNewsPublishing,Summary:IntuitionatWork:ReviewandAnalysisofKlein'sBook (n.p.:
Primento,2013),2.
567 GaryKlein,inBusinessNewsPublishing,Summary,20.
568 Betsch,‘TheNatureofIntuitionandItsNeglectinResearchonJudgementandDecisionMaking’,6.
Braun,‘AttentionandAwareness’,68.
Myers,Intuition,24.
569 Bangert,‘DoingwithoutThinking’,218.
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Havingrecognisedthatbeginnermusiciansaremostlikelytoassumeastateof

intense,reflectiveattention,concentratingonveryspecificmusicalortechnicalissues,it

is important to recognise that they may lose reflective focus altogether and enter

daydreamtranceduringperformance.Inthisscenariowecanexpectagreaternumber

ofinaccuracies,duetoalackofattentionalfocusonissuesthatarehavenotyetreached

theirsubattention. Isuggestthatbeginnersare,however,extremelyunlikely, toenter

statesofflowtrancethroughabsorptionforthereasonsgivenbelow.

3.6.3.TheRelationshipbetweenExperienceandFlow

Some recent research has investigated the relationship between flow and musical

experience.Csikszentmihalyi contends that flow isnotdependent ‘havinganabsolute

level of skill per se’,570 an opinion corroborated by Bloom and SkutnickHenley, who

conclude that ‘flow isnotaffecteddirectlybyexperienceorproficiency levels ... ; the

potential for flow thus appears to be available to novices and professionalmusicians

alike’.571 Astudyof ‘FlowamongMusicians’ bySinnamon,MoranandO’Connellsimilarly

establishedthat‘nosignificantdifferencewasfoundbetweenamateurstudents’overall

frequencyofflowandthatoftheircounterparts,theelitestudents’.572

Nonetheless, the results of Sinnamon et al.’s study do indicate that ‘amateur

students experienced flow less frequently ... than elite students did’,573 despite the

difference being slight.574 Furthermore, the authors acknowledge not only that ‘flow

statesaredifficulttomeasure’,575 butalsothattherewere,intheirresults, ‘subtlebut

significantdifferencesbetweentheamateursandelite’576 regardingthespecificitiesof

theirflowexperiences.Inaddition,theyrecognisethatfurtherresearchisrequiredinto

flow amongst professional musicians.577 It is also interesting that, whilst Bloom and

SkutnickHenley,ontheonehand,donotregardexperienceasaprerequisiteforflow,

ontheotherhand,theyemphasisethatinordertoreachflow,selfconfidenceandself

trustareessential578 – qualitiesIargueemanatedirectlyfromexperience.Moreover,all

570 BloomandSkutnickHenley,‘FacilitatingFlowExperiencesamongMusicians’,27.
571 Ibid., 2627.
572 Sinnamon,MoranandO’Connell,‘FlowamongMusicians’,16.
573 Chiricoetal.,‘WhenMusic“Flows”’,9.
574 Sinnamon,MoranandO’Connell,‘FlowamongMusicians’,16,18.
575 Ibid.,20.
576 Ibid.,18,21.
577 Ibid.,20.
578 BloomandSkutnickHenley,‘FacilitatingFlowExperiencesamongMusicians’,25.
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participants intheirstudy were,astheyputit,‘proficientmusicians’,579 whichinherently

implies a certain level of experience. Finally, itmust be reiterated that flow relies on

intuitiveprocessing580 which,inturn,reliesonexperience.581 Therefore,despitecertain

researchconclusionsthatexperiencehas‘nodirectimpactonflowproneness’,582 inthe

wordsofChiricoetal.‘thelinkbetweenperformanceandflow ... needstobefurther

investigated’.583

Ipropose, incontradictiontomanyofthecommentsabove,thatmusicalflow

tranceis,infact,aprivilegereservedexclusivelyforexperiencedmusicians.Iexplainthis

by highlighting the fact that absorption (the very route to flowtrance) requires a

prolonged, reflective focus on a general aspect of themusic (as explained in Section

3.4.2),andIsuggestthatthegeneralitythatcharacterisesobjectsofreflectiveattention

in performance largely dependson the size of the epistemicweb and, therefore, the

musician’sexperience.Beginner performershaverelativelymodestepistemicwebs,and

theirobjectsofreflectiveattentionare,therefore,likelytobeveryspecific.Aspreviously

suggested,theymay,forexample,focusspecificallyontheirfingermovement,inorder

to play the correct notes. For highly experiencedmusicians, on the other hand, such

specificityisprimarilyreservedforpracticesituations,inwhichtheyaimtomaintaintheir

highest standard of technique by focusing on particular intricacies. Via practice and

experience, these specificities of knowledge become engrained in the musician’s

subattention– theirepistemicwebexpandsandinterconnects– andsoinperformance,

themusicianhastheopportunitytoenjoymoregeneralfocuses,suchastheoverarching

trajectories ofmusical shapes or the overall emotion of themusic, which afford the

possibilityofflow.

AsalludedtoinSections3.5.2and 3.5.3,whentheobjectofreflectiveattention

isbothgeneralandmusical(forexample,themusicalaffect),itactsasavaluabletrigger

in theepistemicweb,activating the intuitiveexecutionof the seriesofmore specific,

579 Ibid.
580 Cohen,ADailyDoseofSanity,19.
581 Hodgkinson,LanganFoxandSadlerSmith,‘Intuition’,7.
Itshouldalsobenotedthatcurrentresearchisinvestigatingadditionalfactors,otherthanexperience,
thatinfluenceflowpredisposition,suchasindividualpersonality.SeeChiricoetal.,‘WhenMusic“Flows”’,
12;JohannesKellerandFrederikBlomann,‘LocusofControlandtheFlowExperience:AnExperimental
Analysis’,EuropeanJournalofPersonality22,no.7(November2008):589607;MiriamMosingetal.,
‘HeritabilityofPronenessforPsychologicalFlowExperiences’, PersonalityandIndividualDifferences 53,
no.5(2012):699–704.
582 BloomandSkutnickHenley,‘FacilitatingFlowExperiencesamongMusicians’,25.
583 Chiricoetal.,‘WhenMusic“Flows”’,11.
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related,prereflectivemusical issues, including tempo,motion,articulation,dynamics,

tone colour, vibrato, and ornaments. These related concerns, lying further down the

hierarchicalwebofinterconnectedknowledgeintheperformer’ssubattention(thanksto

practiceandexperience),eachencompassadditional,morespecific issues, suchasair

pressureandembouchure,allofwhichare,of course,underpinnedby corresponding

subpersonalmechanisms.Itispreciselythislargeandinterconnectedepistemicnetwork

– theproductofexperience– thataffordsflowtranceviaabsorption:theperformeris

successfullyabletofocusonanenduringgeneralaspect,suchasabroad,goaldirected

trajectory,ortheoverridingmusicalaffect,becausethemultitudeofrelatedissues,which

have been interconnected and nurtured via practice and experience, can be reliably

accessedvia hisorher prereflectivesubattention,orintuition.

Mostinterestingly,the relationshipsIhavedrawnbetweenexperience,practice,

epistemic webs, one’s subattention, intuition, prereflective processing, and general

objectsreflectiveattention(theprecursorofflow),areimplicitlysupportedbycomments

frommusicians,suchas‘don’tworrysomuchabouteverynote ...yourbodywillknow

whattodo’;‘Idon’thavetothinkaboutfingerings,bowings,dynamics,etc.Ijustplayit

andenjoy it’; and ‘it is almost as if Iwere listening to the resultof all thehardwork

withoutworkinghard’.584 TheyarealsoeffectivelyencapsulatedbyAdamM.Croom:

in order for a highly practiced musical skill ... to become

represented in the implicit [intuitive, subattentional, or pre

reflective]systemofamusicalagent’sknowledgebase[epistemic

web],andthuscapableofbeingimplementedbyamusicalagent

without interference from their explicit system [reflective

thought] ... a sufficient amount of musical skill must first be

acquiredbythatmusicalagentthroughasubstantive ...amount

of deliberate musical practice and the accumulation of the

relevantsensorymotorintegrationthatitresultsin.585

3.6.4. TheRelationshipbetweenExperienceandPatternRecognition

The way in which the epistemic web of an experienced musician functions during

performance(andthereforetheinformationprocessing thatunderpinsexpressivetiming

584 Participants,inBloomandSkutnickHenley,‘FacilitatingFlowExperiencesamongMusicians’,2627.
585Croom,‘MusicPracticeandParticipationforPsychologicalWellBeing’,50.
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decisions)canbefurtherclarifiedbytheconceptof‘patternrecognition’.Centralto the

fieldsofArtificialIntelligenceandMachineLearning, patternrecognition canbedefined,

mostbroadly,asthe‘classifying[of]data(patterns)basedoneitheraprioriknowledge

thatisacquiredbyhumanexpertsoronknowledgeautomaticallylearnedfromdata’.586

Myveryconceptionofan interrelatedwebof knowledge– inparticular, thepatterns

formed between a general reflective attentional focus and a range of related pre

reflective,subattentionalelements– issupportedbyconsideringpatternrecognitionin

relation to intuition,asdoMaryM.Crossanet.al.: ‘[t]heexpertviewof intuiting isa

processof ...patternrecognition.Ahighlysophisticatedandcomplexmapenablesthe

experttoperceivepatternsthatnovicescannot’.587

Therelationshipbetweenexperienceandpatternrecognitioniswellestablished.

Hodgkinsonetal.,forexample,acknowledgenotonlythatexpertshave‘largenumbers

ofpatternsheldinlongtermmemory’588 ortheirsubattention,(whichaccountsfortheir

heightened intuitive ability),589 but also that their knowledge is ‘moreorganized than

novices, inways that enable them to access it efficiently. Novices see information in

isolated pieces; experts see large meaningful patterns’.590 As previously argued, via

experience musiciansforgerelationshipsbetweenarangeofepistemicissues,creating

patternsintheirevergrowingepistemicwebs.Theseverypatternsallowthemtoassume

ageneral focusof reflectiveattention,suchasgoaldirectedmotion,which inherently

incorporatesanumberofrelatedprereflectiveissues,suchasarticulation,notelength,

rubato andpunctuation.

Thetheoryofpatternrecognitionhasindeedbeenappliedtoarangeofpractices.

Studiesof chessplayers, forexample,explain that the ‘intuitiveexpertise’591 ofgrand

mastersarisesfrom‘theirabilitytoaccessarepertoireofanestimated50000to100000

immediatelyrecognisablepatterns’,592 confirming that‘[t]hemoreyoupractice,themore

586 MarieFrancineMoens,InformationExtraction:AlgorithmsandProspectsinaRetrievalContext (The
Netherlands:Springer,2006), 65.
587 MaryM.Crossan,HenryW.Lane, andRoderickE.White,‘AnOrganizationalLearningFramework:
FromIntuitiontoInstitution’,TheAcademyofManagementReview 24,no.3(July1999): 526.
588 Hodgkinson,LanganFoxandSadlerSmith,‘Intuition’,7.
589 Ibid.
590 Myers,Intuition,56.
591 DanielKahnemanandGaryKlein,‘ConditionsforIntuitiveExpertise:AFailuretoDisagree’, American
Psychologist64,no.6(September2009):515.
592 Bangert,‘DoingwithoutThinking’,145.
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patternsyouintuitivelyrecognize’.593 Withspecificregardtomusic,thisverycorrelation

betweenpractice,subattentionalepistemicpatternsandintuitionisalludedtobyJane

Davidson:

the information stored inmemory [subattentional knowledge],

themental plans and schemeswhichorganize thesememories

[pattern recognition], and associated thoughts and physical

actions [related epistemic issues and corresponding gestures]

becomescompletelyautomaticandfluent[intuitive].Practiceis

centraltoachievingthisfluency.594

3.6.5. TheEffectofPracticeonIntuition:AnExplorationofIntuition’sSubsets

Despite the tendency of some musicians to regard intuition as a matter of nature,

separatefrom thatofpracticeandexperience(nurture),it isevidentfromSections3.6.3

and3.6.4thatpractice doesaffectintuition.ThisisconfirmedbyDavidMyers,whostates

that a skilled musician’s ‘intuition is hardearned. It is natural, graceful automatic

processingwrought from thousandsof hours of practice’.595 In order to gain an even

deeper understanding of intuition – a phenomenon confirmed as central to the

interpretative process and, therefore, to temporal expressivity – its relationshipwith

practicemustbefurtherscrutinised.

Intheirstudyofmusicaldecisionmaking,‘PerformingSoloBach’,Bangertetal.

directlyacknowledgetheinfluenceofrepetitionandpracticeonintuition.Drawingonthe

work of Jonathan Evans, they identify a subcategory of intuition, using the term

‘procedural’toclassify‘intuitivedecisionsthatweredescribedashavingbeenconscious

deliberate choices at some point in the past’596 – choices that ‘were once explicitly

rehearsedandhavebecomeautomaticthroughpractice’.597 Thisdescriptionresonates

stronglywithmyargument,describedinChapter4,thatbyembodyingexplicitknowledge

inpractice– thepracticalapplicationandexplorationofreflectiveintentions– initially

593 ThomasA.Stewart,‘HowtoThinkwithYourGut:HowtheGeniusesbehindtheOsbournes,theMini,
FederalExpress,andStarbucksFollowedTheirInstinctsandReachedSuccess’,Business2.0,November
2002,1.
594 JaneDavidson,‘CommunicatingwiththeBodyinPerformance’,inMusicalPerformance:AGuideto
Understanding,ed.JohnRink(Cambridge:CambridgeUniversityPress,2002), 144.
595 Myers,Intuition,59.
596 Ibid.,39.
597 Evans,‘DualProcessTheoriesofDeductiveReasoning’,126.
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explicit,reflective,deliberatedecisionsgainatacit,experientialdimension astheyenter

one’s subattention: anintuitive,‘whatitfeelslike’,prereflectivequality.Alludingtothe

fluidity of the explicittacit relationship, implicitly confirming the correlation between

practice, embodiment, one’s subattention and intuition, and somewhat reflecting

Herbert A. Simon’s notion of ‘analyses frozen into habit’, the term ‘procedural’ can,

therefore,besummarisedmostsimplyas‘theassimilationandautomationofpreviously

deliberatedecisions’.598

This verypropositionofa ‘procedural’ subsetcouldbeaplausible response to

psychologistRobertHamm’squestionofwhethertherearetwotypesofintuition:

[i]t may be argued that expert cognition is distinct from the

intuition that is based on instinctual or emotional response

tendencies or learning processes ... because expertise is

postulated tobebasedonexplicit analyticprocesses thathave

becomechunkedandautomatized.599

Baylor,whodistinguishesnovices’‘immatureintuition’fromexperts’‘matureintuition’,

alsoadvocatessuchabilateraldistinction.600 Whilstitisevidentthatexperts’‘mature’,

‘procedural’ intuition arises from epistemic roots, it must be remembered that,

ultimately,all intuitionoriginates inknowledgeandexperienceof somesort: it is the

‘integrationofalltheexperiences,conditioning,andknowledgeofalifetime,including

culturalandemotionalbiasesofthatlifetime’.601 Wemightconsider,therefore,thatthe

sole difference between ‘procedural’ intuition on the one hand, and ‘immature’,

‘instinctual’,602 or‘gut’603 intuitionontheother,issimplythattheformerdescribesthe

prereflective processing of knowledge that was initially the focus of reflective of

attention and has reached one’s subattention through deliberate practice and

embodiment.Bycontrast,thelatterdescribestheprereflectiveaccessingofknowledge

thathasnotbeentheobjectofpriorcriticalthought (orreflectiveattention).

598 Bangertetal.,‘PerformingSoloBach’,44.
599 Hamm,‘CuebyHypothesisInteractionsinDescriptiveModelingofUnconsciousUseofMultiple
IntuitiveJudgementStrategies’, inBetsch,BetschandPlessner,IntuitioninJudgementandDecision
Making,56.
600 AmyBaylor,‘AUShapedModelfortheDevelopmentofIntuitionbyLevelofExpertise’,NewIdeasin
Psychology19,no.3(2001):237244.
601 BruceD.Henderson,inPrassanaChandra,FinancialManagement: TheoryandPractice,8thed.(New
Dehli:TataMcGrawHill,2011),399.
602 Hamm,‘CuebyHypothesisInteractionsinDescriptiveModelingofUnconsciousUseofMultiple
IntuitiveJudgementStrategies’,56.
603 SadlerSmith,InsideIntuition,1,3.
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Further clarification can perhaps be gained by consideringmy explorations of

‘explicit’ and ‘tacit’ knowledge, as presented in Chapter 4, Section 4.2.604 Indeed,

procedural intuition is perhapsmost easily associatedwith knowledge that has been

codified and explicitly defined: its very explicit quality enables it to occupy reflective

attentional focus clearly. As an example, a musician, such as myself, experienced in

playingBaroque repertoire,wouldlikelyinsertacadentialtrillprereflectively,without

intentional,deliberate thought– an intuitive,decision thatof courseultimatelyarises

fromexplicitknowledgeofBaroque performancepractice.Throughpractice,experience

and embodiment, the explicit knowledge has become engrained in the musician’s

subattention,andissubsequentlyexternalisedasanintuitivedecisionthankstoType1

prereflectiveprocessing.Socalled‘gut’intuition,ontheotherhand,perhapsarisesfrom

epistemic aspects that are fundamentally uncodifiable, such as our embodied,

phenomenal experience of felt shapes – tacit knowledge that cannot accurately be

codifiedandis,therefore,lessreadilyaccessibletoourreflectiveattention.Ofcourse,as

exploredinChapter4,theoriessuchasMarkJohnson’s‘imageschemata’605 haveindeed

emergedinanattempttocodifyourphenomenalexperiences.Theresultingtheoretical

information– suchasexplicitknowledgeof thepathwayschema– couldbecomethe

focus of reflective attention, aswe critically consider our experience of goaldirected

musicalmotionfromaphenomenologicalperspective.Asthefollowingchapterexplains,

however,thesetheoriesonlyrepresentthesuperficialapexofknowledgethatis,infact,

muchmoreprofound,fundamentallyexperientialandlargelyuncodifiable.

Inanycase,thecruxoftheargumentisthatall intuitionisultimately‘informed’

or‘acquired’.‘Procedural’intuitionmerelydescribespalpableexamples,fromwhichthe

origin ofknowledgecanbetraced(thankstotheappearanceofitsexplicitcodificationin

reflectiveattention)farmoreeasilythanitcanfrom‘gut’intuition,which(thankstothe

604 ItshouldbenotedthatissuesofIssuesof‘explicit’and‘tacit’knowledgedo,infact,featureinthe
literatureonintuition.Onamostrudimentallevel,Type1processingis,commonlyequatedwithimplicit
learning.Forexamples,seethereferencesbelow:
Bangert,‘Doing withoutThinking’,162and218;CorneliaBetsch,‘ChronicPreferencesforIntuitionand
DeliberationinDecisionMaking:LessonsLearnedaboutIntuitionfromanIndividualDifferences
Approach’,in Betsch,Betschand Plessner,IntuitioninJudgementandDecisionMaking,241;Evansand
Stanovich,‘DualProcessTheoriesofHigherCognition’,225,236;Hodgkinson,LanganFoxand Sadler
Smith,‘Intuition’,25;RobinHogarth,EducatingIntuition(Chicago:UniversityofChicagoPress,2001), 36;
Liebermann,‘Intuition’,109137;Myers,Intuition,3334,57;AuthurReber,‘ImplicitLearningofTacit
Knowledge’, JournalofExperimental Psychology:General118,no.3(1989),219,232;Stanovichand
West,‘IndividualDifferencesinReasoning’,709.
605 Johnson,TheBodyintheMind,65100.



121

‘uncodifiable’essenceoftacitknowledge– anexperientialqualitythatrarelyassumes

reflectivefocus)masqueradesasinnateness. Thisis,ofcourse,nottosaythatintuitionis

sterileandspiritless,andthatperformance isvoidof imaginationandexcitement,but

ratherthattheabilitytomakeapparentlyspontaneousdecisionsandcreativeleaps(the

veryqualities thatengender themagicofperformance) is affordedby these formsof

knowledge,whichtogetherofferafluidepistemicnetworkofpossibility.

Toconcludethis discussionconcerning thesubsetsofintuition,itisinterestingto

note that Yeadon affiliates procedural intuition with flow.606 I propose that this

connection simply highlights Bloom and SkutnickHenley’s suggestion that self

confidence and selftrust are essential for flow.607 Selfconfidence and selftrust arise

from familiarity, which Bloom and SkutnickHenley also regard as a fundamental for

flow.608 Proceduraldecisions,ofcourse,arisefromexplicit,reflectiveoriginsandpractice,

which, together, engender a dependable familiarity. With the reassurance of this

familiarity,therefore,selftrustisgainedandYeadonisableto‘letgo’609 – yetanother

factor thatBloomandSkutnickHenleyregardas indispensable for flow.610 AsBangert

states, ‘the security that comes from knowing that your intuition is based on deep

knowledge,[and]familiarity ...leadsto ...trust’.611

3.7.EpistemicWebs

3.7.1.AFrameworkforUnderstandingInterpretation

With itscloseaffiliationto attentionalstatesandinformationprocessing,myconception

ofepistemicwebs– theconstructatthecentreofexpressivedecisions – isintendedto

provide a framework for understanding interpretation. Due to the multiplicity of

interrelatedmusicalvariables,anexperiencedmusician’swebisaparticularlyfluidand

dynamicnetworkofpossibility,offeringavarietyofperformativeroutes,eachofwhich

drawsonauniquecombinationofknowledge.Noteveryvariablecanbeexploitedevery

time.Thesedifferentroutesequatetodifferentinterpretations.

606 Bangertetal.,‘PerformingSoloBach’,4546.
607 BloomandSkutnickHenley,‘FacilitatingFlowExperiencesamongMusicians’2526.
608 Ibid.,26.
609 Bangert,‘DoingwithoutThinking’,175,177.
610 BloomandSkutnickHenley,‘FacilitatingFlowExperiencesamongMusicians’26.
611 Bangert,‘DoingwithoutThinking’,82.
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As violinist Lucy Van Dael states, in performing any piece ‘you have somany

possibilities’.612 Eachtimeaperformerplaysthesamepieceofmusic,sheorhedipsinto

the unending palette of expressive opportunity, exploring various combinations and

creating unique renditions. Of course, in practice and rehearsal situations, detailed

interpretativework can be carried out by systematically isolating individual variables.

Bangert,forexample,talksofperformers‘experimentingwithinterpretativepossibilities’

andexplainsthat‘itisthroughdeliberatepracticethatdecisionsareconsciouslyweighed

up,reflectedon,analysed,andotheroptionsexplored’.613 Undoubtedly,byinvestigating

thearrayofpossibilitiesthroughthisthoroughandexperimentalprocess,aninvaluable

intimacy isgenerated, bothrewardinganddependable.Theperformerknowsthemusic

onaprofoundlevel.Subsequently,themusicianmaychoosetocarefullyconstructhisor

her‘perfect’interpretation,endeavouringtocementeverypreciseinterpretativenuance.

When meticulous replication of this ‘ideal’ rendition becomes an obsessive

preoccupationandtheprimaryconcernofperformance– asitdidformeatthebeginning

ofmyconcerton9th May2015– thisreliableandreassuring,yetrigidandprescriptive,

securitybecomesanobstaclethatinhibits absorption.The performer’scognitivestateis

certainlyoneof intense,reflectiveattention;yet it ischaracterisedbya longseriesof

momentaryattentionalbursts,sequentiallyfocusingoneachofthespecificelementsthe

performerwishestoregulate: ‘atrillhere;alongernotethere;staccatoarticulationhere;

notesinégales there;thisfingeringhere;aquickbreaththere’.Inordertofacilitate hisor

her ‘ideal’ interpretation, thenumerous,andrathertransitory,objectsofattention lie

towards the bottom of the performer’s epistemic web, near to the subpersonal

processes. This guarantees maximum accuracy and control over the predetermined

details.Thepartsofthewebthatareexploitedduringperformancearesimplycontrolled

regularlyandwithpurposeful,premeditatedoutcomes.

Ontheotherhand,manyexperiencedmusiciansenteraperformancesituation

withoutsuchafixedmusicalagenda.SebastianComberti,forexample,explains:‘[w]hat

I like ... isnottosetit instone. ... Itmightcomeoutslightlydifferentlyeverytime’.614

SusieNappercomments similarly: ‘youhavemanyrecipesupyoursleeveandwhatever

feelsgoodatthemomentistheoneyouchoose’.615 Inthese cases,performerstrustthat

612 LucyVanDael,inBangert,‘DoingwithoutThinking’,76.
613 Ibid.,216.
614 SebastianComberti,inBangert,‘DoingwithoutThinking’,78.
615 SusieNapper,inBangert,‘DoingwithoutThinking’,77.
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their intuition – fostered by knowledge, experience, practice, and ultimately pattern

recognition – will lead them through one of many possible interpretative routes. As

StephenEmmerson insists,‘theprocessesofdecisionmaking ...shouldbetranscended

inperformance’616:‘[o]nehandstheprocessovertothe subconsciousinstincts[intuition]

tosynthesise– toforgeallthosedetailsintoacoherentform,inevitablyonethatisyour

own’.617 Alluding more specifically to the notion of procedural intuition, Bernard D.

Shermansummarises‘[o]nedoesn’tthink;onehasthought.’618

This trust in intuitionandopenness to interpretative flexibility encourages the

performer to give up control over every expressive nicety and assume amuchmore

generalobjectofreflectiveattentionthatoccupiesahigherpositionintheirepistemic

web – a reflective focus on, for example, the goaldirected trajectory, ‘the overall

architecture’,619 the felt shape, or themusical emotion. This, of course, creates the

appropriateconditionforabsorption,whichaffordsthepossibilityofflowtrance.Inthese

instancesof intensereflectiveattentiononageneralaspectof themusic, thespecific

expressivenuanceslienotunderthedirectcontroloftheperformer,butratherinthe

creative power of his or her intuition, which ultimately determines which particular

interpretativerouteistaken.Thebroadobjectofattentionsimplydirectsintuitiontothe

generalareaoftheepistemicwebthatwillbeexploited.Theperformanceis,therefore,

guidedbythereflectiveattentionalobject, yetpredominantlycarriedoutbyintuition–

prereflective,subattentionalType1processing.Itisthisveryessenceofunpredictable

variety– thesubmissionofcontrolto intuition – that indeedaccountsforthecreative

nature of absorption. After all, many connections have been established between

creativityandintuition.620 Hodgkinsonetal.,forexample,assertthatintuitionis,infact,

thevery‘antecedentofcreativity’.621

At thispoint, it is important to reiterate that,asdiscussed inSection 3.5.2,all

attentionalstatesrely,tovaryingextentsofcourse,onone’sprereflectivesubattention.

Intuitionis,therefore,aninextricableingredientofevery interpretation,accountingfor

616 Bangert,‘DoingwithoutThinking’,219.
617 StephenEmmerson,‘EvokingSpringinWinter:SomePersonalReflectionsonReturningtoSchubert’s
SongCycle’,inMusic Autoethnographies,ed. BrydieLeighBartleetandCarolynEllis(BowenHills:
AustralianAcademicPress,2009), 117.
618 BernardSherman,InsideEarlyMusic:ConversationswithPerformers (Oxford: OxfordUniversityPress,
1997),198.
619 Yeadon,inBangert,‘DoingwithoutThinking’,197.
620 Bangert,‘DoingwithoutThinking’,29,152,153.
621Hodgkinson,LanganFoxandSadlerSmith,‘Intuition’,19.
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theuniquenessofeveryperformance.AsaparticipantinBloomandSkutnickHenley’s

study summarises: ‘[e]very time I play, something new happens’.622 It is evident,

therefore,that,thankstothemultitudeofexpressivepossibilitiestheyaffordandtheir

reliance on prereflective Type 1 processing, epistemic webs are the very site of

interpretativecreativity.Interestingly,theircreativequintessenceisimplicitlysupported

byBangert’stheoryof‘musicalintuition’.Indeed,bydrawingonGoreandSadlerSmith’s

fourprimarycategories ofintuition– problemsolving,creative,social, andmoral,623 –

Bangert proposes that ‘musical intuition’ could be conceptualised as a distinct,

‘secondarytype’: acompositepredominantlycomprising‘creative’and‘problemsolving’

intuitions.624 Remarkably, ‘creative intuition’ is defined by Goldberg as involving

‘alternatives, options’ or possibilities’,625 and ‘problemsolving intuition’ is intimately

relatedto‘patternmatching’.626 Definedpreciselyasanetworkofmanyinterpretative

‘alternatives,options’or‘possibilities’thatareinterrelated,organisedandnavigatedvia

‘patternmatching’ (orpatternrecognition), theparallelsbetweenepistemicwebsand

‘musicalintuition’arepatent.

3.7.2. RationalisingtheOptimalState

Having recognised that interpretative creativity is affiliated with the prereflective

processing of epistemic webs, why is flowtranceviaabsorption regarded as a

particularlycreativeandsatisfyingexperience,theoptimalperformancestate?Overall,

as noted by MacDonald, Byrne and Carlton, ‘there is a relative dearth of research

literature investigating the process and outcomes of creative tasks’.627 Despite this, I

propose that the highly creative, and indeed gratifying, quality of flowtrance can be

explained by considering, in greater detail, the two fundamentally characterising and

interdependentfeaturesofabsorption:generalityandprolongedduration.

622 Participant,inBloomandSkutnickHenley,‘FacilitatingFlowExperiencesamongMusicians’,26.
623 JulieGoreandEugeneSadlerSmith,‘UnpackingIntuition:AProcessandOutcomeFramework’, Review
ofGeneralPsychology 15,no.4(2011):308.
624 Bangert,‘DoingwithoutThinking’,144145,154.
625 PhilipGoldberg,‘TheManyFacesofIntuition’,inIntuition inOrganizations:LeadingandManaging
Productively,ed.WestonAgor(NewburyPark:SagePublications,1989),65.
626 ErikDaneandMichaelPratt,‘ConceptualizingandMeasuringIntuition’,‘Conceptualizingand
MeasuringIntuition:AReviewofRecentTrends’,inInternationalReviewofIndustrialandOrganizational
Psychology,vol.24,ed.GerardHodgkinsonandJ.KevinFord(West Sussex:JonWiley&Sons,2009),57;
GoreandSadlerSmith,‘UnpackingIntuition’,308.
627 MacDonald,ByrneandCarlton,‘CreativityandFlowinMusicalComposition’,294.
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Firstly,inastateofreflective attention,thequantity ofrelatedgesturesthatarise

intuitively (fromone’sprereflectivesubattention)relatestothegeneralityandduration

oftheattentionalobjects.Themoregeneral thereflectivefocus(thehigheritsitsonthe

web), the greater the quantity of related prereflective, subattentional dimensions it

encompasses.Similarly,themoreprolonged thefocus,thefewerthedistinctobjectsthat

enterreflectiveattention,andconsequentlythegreaterthenumber ofgesturesthatarise

fromone’ssubattention,orintuition.Absorption,characterisedpreciselybyaprolonged

andgeneral reflectivefocus,thereforereliesextensivelyonintuition.

Furthermore,thearrayandvarietyofpossible gesturesonwhichintuitionhasthe

capacity todraw enjoysadirectcorrelationwiththesizeoftheweb– thequantityof

variablesgeneratedviaknowledgeandstoredinone’ssubattention– and, therefore,the

experienceoftheperformer.Absorptionofcoursereliesonageneralfocus, ageneral

focusreliesona largeweb,and a largewebreliesonanexperiencedperformer.This

meansthattheexperiencedperformer’s webisparticularly richandcolourful,abounding

withvariouspossibilitiesforintuitiontoexploit.Thisextremedegreeofopportunityand

varietyequatestoexceptionalflexibilityandcreativity.Afterall,asEugeneSadlerSmith

states, ‘creativity depends upon expertise’.628 Robert Sternberg and Todd Lubart also

identifyexpertiseasa prerequisiteforcreativity:‘[t]hemoreideasandimageseachofus

hasgained throughaccumulated learning, themorechanceswehave tocombine the

buildingblocksincreative ways’629 (italicsaddedforemphasis).

Another valuable andexclusive characteristic of absorption is that the general

attentional focusmeansthateverythingthatoccursprereflectively in relationto that

focusenjoysacommon overalltheme,suchastheprevailingemotionofthe music.The

intuitivegestures,thoughexcitinglyunpredictable,arelikelytobemutuallyenhancing,

astheyenjoyasharedcommonality. ThisideaisalludedtoinBangert,Fabian,Schubert

andYeadon’sstudy:anumberofquotationsfromexpertcellistDanielYeadonindicated

thatmanyofhisinterpretativedecisionswere‘manipulatedinaninterrelatedmannerto

628 SadlerSmith,InsideIntuition,121.
629 Myers,Intuition,59.
Itisimportanttonotethattherangeofpossibilities,ofcourse,alsoincreaseswiththenumberof
participatingmusicians.Allperformershavetheirownindividualepistemicweb,andthesevibrant
networksformrelationshipswithoneanother,interactingineverymomentthatthemusiciansplay
together.Anygesturebyanyperformercanactasatrigger,immediatelytransportingthemusiciansto
differentpartsoftheirwebs,stimulatingnewconnections,andaidingwebexpansion.
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achieveacertainmusicalgoal’.630 Furthermore,Chaffin,LemieuxandChennotethat‘if

the performer focuses on interpretative and expressive goals [general objects of

reflectiveattention],thenaspontaneousandcreativeperformance[theresultofflow

tranceviaabsorption] is possible. The small variations that inevitably occur in any

performance will be shaped by the performer’s musical goals’631 (which provide the

commonoveralltheme).

AsillustratedbyFigure3,themoregeneraltheattentionalfocus,thegreaterthe

numberofrelated intuitivegesturesitencompasses.Iftheobjectofreflectiveattention

is,conversely,characterisedbyaspecific element,suchasdoubletonguingarticulation,

orthefingeringofeachparticularnote,farfewerrelated elementsarelefttointuition.

Of course, alongside these specific, fluctuating objects of reflective attention,

simultaneousunrelated aspectsoftheperformancecontinuallyariseviathemusician’s

prereflectivesubattention,asexplainedinSection3.5.Theprereflectivegesturesare,

however,comparativelyarbitrary– theyarenotlinkedtoacommonoverallfocusinthe

same way that characterises the numerous related intuitive gestures generated by

absorption.Evidently,iftheperformer’sreflectivefocusiscompletelyextramusical,then

themusicalwebismanipulatedexclusively byhisorherprereflectivesubattention: every

musicalgesturearisesintuitively,butonceagainwithnooveralltheme.

Intotallyprereflectivestates– namelystatesofgeneralawareness,prereflective

attention,flowtrance,anddaydreamtrance– everything thattranspires iscontingent

upon one’s prereflective subattention, or intuition. This is the epitome of

unpredictabilityandcreativity.Statesofgeneralawareness,prereflectiveattentionand

daydreamtrance differ from flowtrance, however: they do not arise from an initial

reflective focus. Flowtranceviaabsorption, on the other hand,always beginswith a

generalobjectof reflectiveattention– suchas thegoaldirectedtrajectoryormusical

emotion – which guides most of the intuitive gestures. I believe that it is this initial

guidance– thecommontheme– thatexplainswhythisparticularcreativestateisthe

mostsatisfying,theoptimum.Fundamentallygroundedbythegeneralreflectivefocus,

theperformer becomesimmersedintheoverall,prereflective,‘whatitfeelslike’quality

oftheexhilaratingexperienceofabsorption,whichisallthatremainswhenthereflective

630 Bangertetal.,‘PerformingSoloBach’,50.
631 RogerChaffin,AnthonyLemieuxandColleenChen, ‘SpontaneityandCreativityinHighlyPractised
Performance’,inMusicalCreativity:MultidisciplinaryResearchin Theoryand Practice,ed.IrèneDeliège
andGeraintWiggins(EastSussex:PsychologyPress,2006),201.
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focusthenliftsandtheperformeristransportedintothetranscendentalworldofflow

trance.Indeed,the‘whatitfeelslike’ qualityofreflectivelyguidedabsorptioniscarried

over,andbecomesthesoleconditionthatcharacterisestheposterior,prereflective state

(flowtrance), whichisconsequentlymosteffective,fruitfulandrewarding.632

3.7.3.Activation:ReflectiveandPreReflectiveTriggers

Whencontrol isassignedto intuition,howcanitbetrustedtoexploitone’sepistemic

web both reliably and effectively? Whist this can be explained partly by ‘pattern

recognition’, I also propose the notion of ‘prereflective triggers’, and revisit, with

elevatedsignificance,thephenomenological,‘whatitfeelslike’qualityofprereflective

experience. Ithasalreadybeensuggested (inSections3.5.2and3.5.3) thatobjectsof

reflectiveattentionactivateseriesofrelatedsubattentionalandsubpersonaldimensions

thathavebeennurturedandinterconnectedviapracticeandexperience(SeeFigure3).I

willcallthisthefunctioningof‘reflectivetriggers’.Isuggestthat‘prereflectivetriggers’

behaveinanear identicalfashion,promptingadditional,subattentionalresponsesbut

from aprereflective impetus: explicitly, the ‘whatitfeelslike’ output of subpersonal

processes. This is very close to Bauman and Kuhl’s argument that ‘extended

associationistic networks are activated automatically on exposure to a stimulus’.633

Triggers,therefore,undoubtedlyinstigate patternrecognitionand‘intuitive’responses.

Triggerscanbe likened to thenotionof ‘cues’,whichappears in the literature

surrounding intuition and pattern recognition. Alluding to the notion of procedural

decisions,Chaffinetal.explainthat,‘practisingwith ...particularfeaturesinmind[inmy

terms,reflectiveattention]turnsthemintoperformancecues,featuresofthemusicthat

cometomindautomatically[intuitively]asthepieceunfolds,alongwiththeirassociated

motorresponses’.634 HerbertSimonclarifies:‘thesituationhasprovidedacue;thiscue

has given the expert access to information stored in memory [their subattentional

epistemicweb],andtheinformationprovidestheanswer’.635 Thecue,therefore,actsas

atrigger,instigatingaseriesofreactions byactivatingtherelatedknowledgefromone’s

epistemicweb.Indrawingimplicitconnectionswithpatternrecognition,Hodgkinsonet

632 Ireiteratethatthisdiscussionisgroundedinthephenomenologicalexperienceofaperformer.Itdoes
notattempttomakeanyclaimsaboutaudiencereceptionorexperience– avenuesthatliebeyondthe
remitofthisresearch.
633 Hodgkinson,LanganFoxandSadlerSmith,‘Intuition’,12.
634 Chaffin,LemieuxandChen,‘SpontaneityandCreativityinHighlyPractisedPerformance’,202.
635 HerbertSimon,‘Whatisan“Explanation”ofBehaviour?’, PsychologicalScience 3,no.3(1992):155.
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al.elucidatethatan‘expert’sintuitiveabilityis ...derivedfromtheircapacitytorecognize

... cues and rapidlymatch those cues to ... patterns, responding inways that lead to

effective ...decisionmaking’.636 AsChaffinetal. summarise: ‘performancecuesmakeit

possiblefortheexecutionofahighlyprepared,automaticskilltobeacreativeresponse

tothedemandsofaparticularperformance’.637

Interestingly,Chaffinetal.classifythreetypesofcue:‘basiccues’,whichinclude

technicalissuesandensureaccuracy(andwouldtherefore lietowardsthebottomofthe

epistemic web); ‘interpretative cues’, which (lying further up the epistemic web)

encompassmatterssuchasphrasing,dynamic,tempoandtimbre;and‘expressivecues’,

whichrelateto feelingandemotion (andwouldassume,therefore,apositionatthetop

of the epistemicweb).638 Most interestingly, the links I have forged between general

focuses of reflective attention and creativity are confirmed through Chaffin et al.’s

discussion.Indeed,theystate:

[w]henaperformerhastothinkmostlyofbasiccuesdealingwith

mattersof technique, thepossibilities forcreativityare limited.

Whenaperformerisfocusedoninterpretivecuesandisthinking

aboutwhatthemusicsoundslike,theopportunitiesforcreativity

aregreaterbutstilllimited.Thegoalofperformanceistoevoke

musical feelings and this is best achievedwhen the performer

focusesonexpression.Acreativeperformanceis,therefore,most

likelywhentheperformerisfocusingonexpressivecues.639

This undoubtedly reinforces the idea that assuming a general object of reflective

attention– theveryroutetoflowtrance– isindeedafavourableattentionalstate.

Iarguethatallcueshavethecapabilityto be reflective orprereflective.Chaffin

etal.alludetothiswhentheyexplainthatifanexpressivegoalisunder‘thespotlightof

attention’– inotherwords, theobjectof reflective thoughtand,hence, thereflective

trigger – thentheothercues ‘formapenumbraon theedgesofawareness’; inother

words,theyformagroupofprereflective triggers thatfunction inoursubattention.640

Whilst reflective triggers are perhaps easily identifiable (see Figure 3), prereflective

636 Hodgkinson,LanganFoxandSadlerSmith,‘Intuition’,7.
637 Chaffin,LemieuxandChen,‘SpontaneityandCreativityinHighlyPractisedPerformance’,202.
638 Ibid.202.
639 Ibid.,215.
640 Ibid.,203.
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triggersare rathermore subtle.Anexampleof aprereflective trigger that influences

expressivemicrotimingmight bethe‘whatitfeelslike’qualityofanincreaseinmotion

(underpinned by subpersonalmechanisms) that becomes too fast for single tonguing

technique toendure.Bysendingasignal to theperformer’s subattention– hisorher

uniquerepositoryofinformation,acquiredthroughknowledge,practiceandexperience

– theappropriatefastertonguingpatternisintuitivelyaccessedandexploited.Asecond

example might be the phenomenal experience of a passage of increasing harmonic

tensioninaBaroque sonata.Thisprereflectivetriggerstimulatesanintuitiveresponse,

suchaspushingforwardandgrowingthroughthedissonantharmoniestotheresolution

– a subattentional reaction that has, of course, been shaped by knowledge of issues

relating to performance practice and harmony (namely matters of consonance and

dissonance,tensionandrelease,andstrongweakemphasis),aswellas,ofcourse,the

necessary knowledgeofcorrespondingtechnique.Afinalexamplemight bethe‘whatit

feelslike’qualityofplayingstepwisequaversinapieceofFrenchBaroque music.This

propels a signal to the musician’s subattention, which stores knowledge of French

repertoireandofhistoricalandnationalperformancepracticeissues(includingrhythmic

alteration,particulartonguingpatterns,andspecificallynotesinégales)andthisleadsto

intuitivelyunevenplaying.

Whilst some triggersare somewhatgeneralandwidely applicable, suchas the

threeaforementionedexamples,otherscanbeextremelyparticular,andevenspecificto

anindividualpieceofmusic.Thephenomenal,‘whatitfeelslike’experienceofplayinga

distinctphraseofacertainpiece,forinstance,might actasaprereflectivetriggerthat

activatesaparticularinterpretativeresponse,orseriesofresponsesnurturedbypractice,

simplyleadingtheperformerdownarecognisablerouteintheweb.Ofcourse,thevery

natureofpracticemeansthatpreferredandmoreeffectiveroutesarelikelytobecome

more familiar, becoming engrained in the performer’s subattention as ‘popular

interpretativepackages’,whichcanbeaccessedreadilyviathecorrespondingtriggers.

Playingnotesinégales,therefore,maybeawidelyapplicableintuitiveresponseof

an experienced musician playing any piece of French Baroque music, familiar or

unfamiliar.Thankstotheperformer’s extensiveexperienceofthisstyleofrepertoire,the

phenomenalqualityofplayingstepwisequaversamidstaquintessentiallyFrenchpiece

ofBaroque musicactsasatrigger,prereflectivelyactivatingunequalplaying.Thiscould

justifythefollowingcommentsfromparticipantsin‘DoingwithoutThinking’:‘acertain
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percentageofstylisticunderstandingisbuiltin’;641 ‘whydoImakethosedecisions?Idon’t

know,Iguess it’s justexperience. IthinkIrecognizeotherthings. Ihaven’tplayedit, I

haven’theard itbeforebut it certainly remindsme [perhapsprereflectively]ofother

things’.642 On the other hand, notes inégales could also characterise part of an

interpretativeroutethatisparticulartoaspecificpassageoflearnedmusic.Thefamiliar

succession of notes creates an extremely recognisable prereflective experience that

immediately triggers uneven playing, evidently demonstrating the functioning of

procedural intuition. In this case, the use of notes inégales has become part of the

performer’spreferredinterpretativerouteforthatparticular piece.643

3.7.4. SomeFinalRemarksonIntuition

To conclude the discussion of epistemicwebs, it is useful to return to intuition, now

understoodnotmerely as theelusivephenomenontowhichsomanymusiciansattribute

theirinterpretativedecisions,butthefundamentalsystemthataccessesandnavigates

epistemicwebsduringperformance,givingrisetointerpretativedecisionsandexpressive

nuances, including thoseofmicrotiming. Inparticular, it is interesting to consider the

conspicuousness of intuition in relation to different triggers, epistemic levels, and

attentionalstates.

Ofcourse,inperformance, amatterofexpressivetimingat anylevelofgenerality

orspecificitymightcharacterisetheobjectofreflectiveattention.Thedirectlyassociated,

prereflective specificitiesof theepistemicweb,which lie inour subattentionandare

generatedbysubpersonalprocessesthathavebeenmanipulatedbypractice,arerelied

upontofulfilthisattentionalfocus,whichsimplyactsasthereflectivetrigger.Thisisthe

working of intuition. It is only usually regarded as such, however,when the intuitive

musicalgestureisnotthedirect resultoftheintentionalobjectofreflectiveattention.

Thisisbecausewhenonereflectivelyintends toimplementnotesinégales oranincrease

in motion, and does so successfully, it does not feel intuitive, despite relying onpre

641 Participant6,inBangert,‘DoingwithoutThinking’,135.
642 Participant1,inBangert,‘DoingwithoutThinking’,212.
643 Interestingly,Bangertimplicitlysupportsmysuggestionthatintuitioncanbeactivatedbothbya
triggerthatisverygeneralandwidelyapplicable(e.g.stepwisequaversinanyquintessentiallyFrench
piece)andbyaveryfamiliartrigger,specifictoanindividualcircumstance(e.g.aparticularpassageofa
specificpiece)whenhestatesthat‘conceptofautomaticity ...canbethoughtofasaprocessthatoccurs
overaperformer’slifetime,butalsoassomethingthathappensoverthecourseofpreparingforanyone
performance’.
Bangert,‘DoingwithoutThinking’,83.
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reflective responses (namely the appropriate tongue and finger technique): one has

simplyfulfilledtheoutcomeofthereflectiveattentionalobject.

Ontheotherhand,whenone’sattentionfocusesontheoverallmusicalshapeor

emotion, and the motion increases seemingly ‘spontaneously’, the expressive timing

decisionappearsintuitive.Thisisbecausethetemporalmanipulation,althoughrelated

tothereflectivefocus, isnotthespecific intentionaloutcome.Sittinghigheruponthe

musical web, the attentional object – the overarching musical shape or prevailing

emotion– issimplymoregeneral,andtheincreaseinmotionismerelyonerelated,pre

reflective dimension thathappens tobeexploitedon thisoccasion in response to the

reflectivetrigger.Inthisinstance,theoperationofintuitioniscertainlypalpable,yetitis

fundamentallyidenticaltothepreviousexample.The‘processofintuition’simplyoccurs

on a larger scale as it journeys down the epistemic web. There undoubtedly exists,

therefore,adirectcorrelationbetweenthetransparencyofintuitionandthegenerality

ofthereflectivetrigger– thehigherthetriggersitsontheweb,themoreconspicuous

theworkingofintuition.Indeed,intuitionisalsoclearlyrecognisablewhenthespecific

objectofreflectiveattention,perhapsextramusical,iscompletelyunrelatedtothepre

reflectivemusicalgestures,andalso,ofcourse,whenacompletelyprereflectivestateis

assumed. In these instances, temporal gestures arise exclusively from prereflective

triggers.

Itappears, therefore, that,developing thedefinitionprovided inSection3.5.2,

intuitioncanbestbedescribedastheprereflective processbywhichknowledgestored

inone’ssubattentionisaccessed andmanifested,inresponsetobothreflectiveandpre

reflectivetriggers.

3.8.Postlude

On9th May2015,IwalkedontothestageoftheNationalCentreforEarlyMusicinYork,

to perform J. S. Bach’s Sonata for Flute and Continuo BWV 1030. Initially focused on

stayingcalmandwatchingmystep,Ibeganplayingthefirstmovement.Inlightofthis

chapter,Iwouldnowdescribemyinitialattentionalstateasoneofreflectiveattention,

focusedextramusicalthoughts.

EndeavouringtodojusticetothemanyhoursofpracticeIhadundertaken– to

satisfythetechnicaldemandsandinterpretativedecisionsIhadtakenthetimetoperfect

– Ifocussedcarefullyonastreamofspecifictechnicalandexpressiveconcerns.Inorder
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toassumemaximumcontrolovermyperformance,aseriesoftransientissues,lyingnear

thebottomofmyepistemicweb,enteredmyreflectiveattention,oneatatime.Iwould

arguethistobethemostcommonstatethat performersassumeatthebeginningofany

performance:notonlydoesitfacilitateheightenedconcentration,butthereassuringand

reliablesenseofsecurityandcontrolthatitaffordsallowsthemusiciantorelaxintothe

performance.

Manyof these issueswere indicatedby scribblesonmyscore,whichservedas

reminders,helpingtofacilitatemy‘ideal’execution.Myannotationsactedascues,which

helpedtodirectmyreflectiveattention.

Withspecificregardtoexpressivemicrotiming,Ifocusedonbreathingintheplaces

Ihadmarked,andimplementingtheagogicstresses,articulations,motionaltrajectories,

expressive retards, punctuation marks and embellishments that I had meticulously

deliberated and eventually decided upon during the rehearsal process, in order to

characteriseandappropriatelyvarythenumerousthematicreturns,tointeracteffectively

with the obbligato harpsichord part, and, most importantly, to enhance the musical

shapesandemotions. Thesenumerous,successiveobjectsofattentionwerereflective

triggers that guided many of my interpretative decisions by instigating serial Type 2

information processing – a system that of course still relied on the prereflective

processingofrelatedinformationfromthesubattentionalandsubpersonallevelsofmy

epistemicweb.Furthermore,additionalprereflectivetriggers(suchasthephenomenal

experienceofthemusicalemotion,orthe‘whatitfeelslike’familiarityofplayingthat

particular passage of music) guided the remaining, unrelated expressive gestures.

Reflective Type 2 and prereflective Type 1 informationprocessing functioned

concurrently.

IfeltincontrolofmytemporalmanipulationsasIintentionallyrealisedthem,one

byone. Once,again,thissenseofcontrolisconfirmedbythespecificityofmyreflective

focuswhichgovernedmydecisionmaking.

Despitetheinitialextremityofmyconcentration,Imustadmitnotonlythatextra

musicalthoughts(suchas‘Ihopetheaudiencemembersareenjoyingthis’)occasionally

stolemy attention, but also that, as I began to relax into the performance,my focus

appearedtodilute.Indeed,thereweremomentsinwhichIappearedtothinkofnothing

in particular, enjoying only a general awareness ofmy surroundings. Lacking focused

concentration on my interpretative nuances, my expressive timing decisions felt
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somewhatoutofmyimmediatecontrol.Inthesemomentsofreflectiveattentiononan

extramusical thought, and prereflective general awareness, every musical gesture

transpired via prereflective triggers, which activated intuitive, Type 1 processing to

navigatetheepistemicweblyinginmysubattention.

Onoccasions,eventhisgeneralawarenessdeterioratedandIfoundmyself ina

subdued,hazyandemptydaze: a prolongedperiodofprereflectiveattentionhadledme

todaydreamtrance. Admittedly,Irememberverylittlefromtheseblurryepisodes:this

canbeexplainedbymystateofnonattention. Ido,however, havevividrecollectionsof

returningabruptlytoastateofalertnesswhen,forexample,anaudiencememberstarted

coughingandhadto leave the room:myattentionwassuddenlyseizedbyagrabber,

stealingmefromtrance. Indeed,atthispoint, Istrictly instructedmyself to ‘focus’– a

specific, reflective intention – due to the rather unsatisfying quality of my previous,

unfocused state. Lacking an overall theme to guide the prereflective processing of

knowledgefromone’ssubattention(intuition),daydreamtrance(aswellasstatesofpre

reflective general awareness, and reflective attention focused on an extramusical

thought)doesnotgenerateaparticularly rewardingexperience.

On the other hand, thereweremoments, during the firstmovement, that felt

notablyfulfilling.IrecallinstancesinwhichIwascompletelyabsorbedbytheunfolding

musical trajectory, totally captivated by the prevailing musical emotion, followed

immediately by episodes inwhich every sense of reality, focus and control seemed to

disappear.Fromaprolongedstateofreflective attentiononageneralaspectofthemusic

– theunfoldingmusicalandemotionaltrajectory– Ihadbeentransported,viaabsorption,

intoatranscendental,prereflectivestateofflowtrance.

Indeed,Ihadonceagainenteredacompletelyunfocuseddaze;yet,thistime,it

wasfarfromunsatisfying.Thisexperiencewasexhilarating– bothintrinsicallyrewarding

and musically gratifying. Even though I experienced a lack of meticulous, intentional

control over every expressivenuance, an intuitive senseof rightness characterisedmy

interpretations.Thankstomyinitialreflectivefocusonageneralmattersittinghighon

myepistemicweb,myinterpretativedecisions(whichweregeneratedcreativelyinthat

given moment, as intuition drew on interpretative possibilities from my epistemic

network)wereunitedbyacommon,overalltheme.Evenwhenmyreflectivefocuslifted,

as I entered nonattention, the ‘whatitfeelslike’ quality of absorption remained,

continuingto(thistimeprereflectively)guideintuition.Itisthisoveralltheme,affording
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a shared commonality to my creative, prereflective decisions, that accounts for the

particularlyeffectiveandsatisfyingqualityofthisstate.Unfortunately,however,these

momentsdidnot last long,asworriesaboutensuingpassagesofcomplexity,thoughts

concerningthechangingmusicalaffect,andfrustrationsaboutsmallinaccuraciessoon

tookover,demandingmyfullattention:grabbersstolemefromtrance.

MyexperienceoftheopeningAndante ofBach’s SonatainBminorwasevidently

oneofutmostvariety,characterisedbydifferent intensitiesof focus, intention,control

and satisfaction – a diversity I also experienced in the third movement. I evidently

transitioned between a variety of cognitive states, drawing on reflective and pre

reflective informationprocessing in different ways. In the intervening Largo e Dolce,

however,myexperienceoftheentiremovementwassomewhattranscendental.Assoon

asthemovementbegan,Ibecameenrapturedbythepowerfulairofserenity,immersed

inaworldoftranquillity:anintensefocusonthecalmmusicalaffecttransportedmeinto

a notably extended episode of flowtrance. The unfolding musical argument, subtly

shapedbymicrotemporalnuances, felt innate, transpiringnaturallyas ifmyown:my

agogic stresses, articulations, embellishments and motional trajectories felt entirely

intuitive– arising automatically,withoutthought. Iwasindeedlostinthemusic,existing

inahazyrealm,farremovedfromtheworriesandobsessionsofintentionalinterpretative

execution. In this state of nonattention, I had surrendered control of all expressive

decisions to intuition: knowledge was exclusively accessed prereflectively, from my

subattention.

What’smore,theentireexperiencewasbothmusicallyandintrinsicallyfulfilling:

inspired, imaginativeandgratifying.This can,onceagain,beexplainedby theoverall

theme that directed the creative functioning of intuition, as it travelled through my

epistemicweb.

Whenthemovementeventuallycametoanend,Ireturnedtoreality,overcome

withbothcalmnessandecstasy,exhaustedyet invigorated.Perhaps itwasthedouble

barline (a visual grabber); perhaps it was the cessation of music, silence (an aural

grabber);orperhapsitwastheeventualsubsidingofanintenseserenity(anemotional

and atmospheric grabber) that stoleme from trancewhen themovement came to a

close.Thelastfewminutesexistedmerelyasacloudinmymemory:Iwasuncertainof

thedetailsoftheexperience(thankstomystateofnonattention),thoughIcouldnotbe

more certain that it was one of extreme and exhilarating creativity. This was indeed
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reinforced after the concert by numerous remarks from audience members, who

commentedontheparticularlymesmerisingsecondmovement.

It isinterestingtonotethattheopeningAndante andclosing Presto:Allegro of

thisSonataaremusicallycomplex,technicallyintricate,andboastanumberofchanges

inmood.TheinterveningLargoeDolce,however,exists,rathermoresimply,asifitwere

onelongandclearsentence– amomentofreposeamidstconvolution.Iarguethatthis

veryobservationfurtherjustifiesmyexperiences.Itwasindeedpossibleformetoenjoy

astateoftrancefortheentiretyofthesecondmovementbecausetherewerenomusical

features salient enough to grab my attention. The technical, musical and emotional

complexityandconstantvolatilityoftheAndante andPresto:Allegro,ontheotherhand,

offerveryplausible,supportingexplanationsfortheshorterdurationsoftranceduring

thesemovements:they inherentlyaffordmoregrabbers,suchasachange inmood,a

complexpassage,oraninaccuracy,whichreadilyenterreflectiveattention.
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Chapter4.EmbodiedKnowledgeinPerformance

4.1.TheScopeoftheChapter

As argued in Chapter 3, all interpretative decisions, even those that appear intuitive,

fundamentallyarisefromepistemicfoundations.Inordertogainagreaterunderstanding

oftheunderpinningsoftemporalexpressivity,itis,therefore,essentialtoscrutinisethe

differentformsofknowledgeatplayintheinterpretativeprocess.

Ofcourse,knowledgeliesatthefoundationofallexperience:itis adynamic,ever

changing, and boundless phenomenon. Organically intangible and fluctuant, yet

inherentlyandindivisiblyentangledinallthatwedo,knowledgepowerfullyshapesour

reality:ourperceptionsofandactionsintheworld.Asaresultofitssheeromnipresence,

the concept naturally invites scholarship across a number of disciplines, and it has

consequentlydevelopedarathersubstantialdiscourse.

After a brief summary of relevant literature, in which the primary epistemic

modesandtheir interrelationshipsare identified,thechapterfocusesoninterrogating

salient formsof tacit knowledge that influenceexpressive timingdecisions– formsof

knowledge thatareparticularlyenigmatic,yetplayacentral role in the interpretative

process. By interweaving psychoanalytic theory with phenomenological notions of

‘resonance’,‘critique’and‘affordances’,therelationalknowledgethatemergesviabody

instrumentinteractionisexplored.Thisisfollowedbyadetailedinvestigationoftherole

ofthebodyininterpretativedecisionmaking.

Drawing,inparticular,ontheworkofDenizPeters,ArnieCoxandMarkJohnson,

the‘felt’dimensionofmusicalexperience– ahighlyvisceralformofembodiedknowing

– is explained, primarily in relation to theories of mimetic participation and image

schemata.Recognisingthatthesefeelingsareexperiencedpredominantlyasshapeswith

concomitant emotions, the research of Hallgjerd Aksnes and Candace Brower is

integratedintothediscussion,inordertoexplore themostprominent‘felt’shapesthat

influence temporal expressivity in relation to their embodied foundations and overt

externalisations.Afteraseriesofexamples,outliningthewayinwhichsuchknowledge

mayindeedinfluenceexpressivemicrotiming throughprocessesofepistemicinteraction,

the chapter closes by drawing explicit connections with ‘attentional states’ and with

salientthemesofBaroque practice.
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4.2.FormsofKnowledge

4.2.1.ExplicitTacitDuality

As alluded to in Chapter 3, Section 3.5, the literature, broadly speaking, divides the

phenomenon of knowledge into two primary categories: explicit knowledge,

fundamentallydescribingthatwhichcanbereadilyarticulatedandtransferred;andtacit

knowledge(morecommonlytermedtacitknowing),which,conversely,canneitherbe

captured adequately in verbal expression, nor easily accessed and distributed. As

information that can be fully and accurately codified and stored in objective forms,

dictionary definitions, mathematical equations and textbook facts typically exemplify

explicit knowledge,whilst skills, feelings and experiences,which only existwithin the

knowingsubjectorsubjects,characterisetacitknowing.644 MichaelPolanyi,whoindeed

introducedthetermtophilosophy in1958, inhisbookPersonalKnowledge, famously

summarises theveryessenceof ‘tacitknowing’ inhis laterwork,TheTacitDimension

(1966): ‘we can know more than we can tell’.645 Knowledge, therefore, extends far

beyondtheconfinesoflanguage,transcendingpropositionallimitations.

Music,too,transgressesthesebarriers.Despitethewealthofexplicitknowledge

thatfuelsmusicologicaldiscourse,definingmusictheoryandinfluencingpractice,musical

performance is fundamentally an activity of tacit knowing. The epistemological

distinctionbetweentacit‘knowledgehow’andexplicit‘knowledgethat’646 – alsotermed

‘procedural’and‘propositional’(or‘declarative’)647 knowledgerespectively– effectively

clarifiesthis.Eventhegreatestacquisitionofexplicitknowledge is insufficienttotruly

‘knowhow’ to play the flute, or indeed perform eighteenthcentury repertoire

stylistically.Atacit,experientialdimensionisindispensable.

4.2.2.ExplicitTacitFluidity

It isparticularlyimportanttoconsidertherelationshipbetweenthetacitandtheexplicit.

Despite terminological compartmentalisation, the ostensibly distinct divide is, in fact,

644 IkujiroNonakaandHirotakaTakeuchi,TheKnowledgeCreatingCompany:HowJapaneseCompanies
CreatetheDynamicsofInnovation(NewYorkandOxford:OxfordUniversityPress,1995),viii.
645 MichaelPolanyi,TheTacitDimension(NewYork:AnchorBooks,1967),4.
646 GilbertRyle,TheConceptofMind,60th anniversaryedition(AbingdonandNewYork:Routledge,2009),
1447.
647 RogerH.Bruningetal.,CognitivePsychologyandInstruction(NewJersey:PrenticeHall,1995),212.
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ambiguous.648 States of knowledge are not static, but rather evolve, morph and are

reshaped through intimate interaction. First and foremost, it is often argued that all

knowledge originates from tacit roots,649 and it is, therefore, only via a translation

process,termed‘externalization’,650 ‘codification’,651 or‘articulation’,652 thatknowledge

receivesan‘explicit’status,asillustratedinFigure4.

Figure4.Codification

Consider a Baroque treatise on flute playing, for example: a tangible site of explicit

musical information. The tacit understanding of instrumental technique and stylistic

practice,suchasthe‘intuitive’knowhowofspontaneousembellishmentandexpressive

rhythmicinequality,hasbeencodified,sothattheknowledgecanbeeasilytransferred.

Thesesecondary,explicitcounterpartsdonot,however,capturethefulldepthof

knowledge.Tacitunderstandingcannotsimplybereducedtoapropositionalequivalent.

This can perhaps be explained by the suggestion that tacit knowing comprises both

codifiable (or articulable) and uncodifiable (or inarticulable) aspects,653 and this is

certainly reflected in the unrelenting insistence in Baroque treatises that performers

realiseallcodified‘rules’orguidelineswith‘taste’– anessentialyetelusive,uncodified

and perhaps uncodifiable, phenomenon. It is precisely the very presence of these

648 MichaelPolanyi,‘TheLogicofTacitInference’,TheJournaloftheRoyalInstituteof PhilosophyXLI,no.
155(January1966):7;A.PuusaandM.Eerikäinen,‘IsTacitKnowledgeReallyTacit?’,ElectronicJournalof
Knowledge Management 8no.3(2010):309,accessedApril,62016
http://s3.amazonaws.com/academia.edu.documents/31416695/Is_tacit_knowledge_really_tacit.pdf?AW
SAccessKeyId=AKIAIWOWYYGZ2Y53UL3A&Expires=1491999815&Signature=d5Fp89QVk3g6HhFuo%2BLx2
vFWHj8%3D&responsecontent.disposition=inline%3B%20filename%3DIs_Tacit_Knowledge_Really_tacit.
pdf.
649 Polanyi,‘TheLogicofTacitInference’,7;PuusaandEerikäinen,‘IsTacitKnowledgeReallyTacit?’,308.
650 IkujiroNonaka,RoyokoToyamaandPhilippeByosière,‘ATheoryofOrganizationalKnowledge
Creation:UnderstandingtheDynamicProcessofCreatingKnowledge’,in HandbookofOrganizational
Learning&Knowledge,ed.MeinolfDierkesetal.(NewYork:OxfordUniversityPress,2001),495.
651 LarsHakanson,‘CreatingKnowledge:ThePowerandLogicofArticulation’,IndustrialandCorporate
Change16,no.1(March2007):51;NowshadeKabir,‘TacitKnowledge,ItsCodificationandTechnological
Advancement’,ElectronicJournalofKnowledgeManagement 11,no.3(2013):237.
652 Hakanson,‘CreatingKnowledge’,51.
653 R.Cowan,P.A.DavidandD.Foray,‘TheExplicitEconomicsofKnowledgeCodificationandTacitness,’
IndustrialandCorporateChange 9,no.2(2000):228;VerennaHackmann,KnowledgeDevelopmentin
TransnationalProjects (OxonandNewYork:Routledge,2016),27;Hakanson,‘CreatingKnowledge’,58.
PuusaandEerikäinen,‘IsTacitKnowledgeReallyTacit?’,307,314;ArshadSiddiqi,‘Knowledge
Management’,inSoftwareDevelopmentTechniquesforConstructiveInformationSystemsDesign,ed.
KhalidA.BuraggaandNoorZaman(Hershey:InformationScienceReference,2013), 336.
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uncodifiableelementsthatexplainswhyexactlytacitknowingcanneverbeauthentically

expressedinpropositionalterms.

Itisevident,therefore,thatthetacit,inallitscomplexity,underpinstheexplicit.

Toclarify,apopularanalogyequatestheexplicitarticulationofknowledgewiththemere

tipofaniceberg,beneathwhichanexpansiveandvitalfoundationoftacitknowinglies654

(asillustratedinFigure5).


Figure5.Iceberg

In order to fully understand the explicit, the tacit is essential. This statement both

elucidatesandiselucidatedbytheactofmusicalperformance.Codifiedknowledge(the

explicitapex) is frequentlyexploited inorder to initiatethe learningofaskill, suchas

playinganinstrumentormasteringhistoricallyinformedperformancepractices.Asone

begins to acquire such abilities, there is, however, a simultaneous obtaining of

corresponding tacit understanding,655 which defies articulation and enables ‘sense

making’:656 the subaqueous base gradually becomes known. I suggest that the very

essence of ‘sensemaking’ in performance, the process by which declarative musical

knowledge gains a tacit dimension that allows true comprehension, is embodiment.

Embodimentallowstheuncodified,andmoreimportantlytheuncodifiableaspectstobe

discovered:thisisillustratedinFigure6 below.

654 ConstantinBratianu,OrganizationalKnowledgeDynamics:ManagingKnowledgeCreation,Acquisition,
SharingandTransformation (Hershey:InformationScienceReference,2015),38;ConstantinBratianuand
IvonaOrzea,‘EmotionalKnowledge:TheHiddenPartoftheKnowledgeIceberg’,ManagementDynamics
intheKnowledgeEconomy 2,no.1(2014):4156.
NonakaandTakeuchi,TheKnowledgeCreatingCompany,60.
655 HubertL.Dreyfus,‘OvercomingtheMythoftheMental:HowPhilosophersCanProfitfromthe
PhenomenologyofEverydayExpertise’,ProceedingsandAddressesoftheAmericanPhilosophical
Association 79,no.2(Nov2005):52;Polanyi,‘TheLogicofTacitInference’,7.
656 MelanieM.Minarik,‘BuildingKnowledgethroughSensemaking:ConnectingtheDotwithNew
Information’,(PhDdissertation,UniversityofNevada,2008),43.
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Figure6.Embodiment

Togiveaspecificexamplethatrelatesdirectlytoexpressivemicrotiming,letus

considerthe issueofnotes inégales.Onemayexplicitly‘knowthat’,inFrenchBaroque

repertoire,inequalityisexpectedinparticularpassagesthatfeatureequallynotatednote

valuesandusuallyprogressinstepwisemotion;yetonedoesnot‘knowhow’torealise

notes inégales until the information is physically embodied. Over time, the overall

embodiedandexperientialunderstandingsurpassesthelimitedpropositionalcorrelate,

whichconsequentlylosessignificanceandbecomessomewhatredundant.Theperformer

has gained a socalled ‘feeling in the fingertips’657 as superficial ‘knowledgethat’ has

developed into a deeper ‘intuitive’ ‘knowledgehow’ – a more comprehensive tacit

knowingwhich, as awhole, is inexpressible. Perhaps this status transformation, from

explicit totacit, reflectsthemomentatwhichtheoriginalcodified information,which

was the object of reflective attention, becomes engrained in the performer’s

subattention. A profound and personal tacit knowing, or prereflective ‘intuition’,

replaces declarative knowledge, or reflective attentional focus. After all, our tacit

understandingdevelopswithourexperienceasaperformer,effectivelysupportingthe

directcorrelationbetweenexpertiseand‘intuition’.Asevermoreexplicitknowledgeis

embodied,becomingengrained inone’s subattention,one’s epistemic webblossoms,

tacitknowingdevelops,and‘intuitive’performancedecisionsincrease.

Itmust,of course, be recognised that,asnew tacitknowingemergesamongst

musicians, the process repeats itself: codification translates, and in doing so reduces

‘knowledgehow’intopropositionalforms(‘knowledgethat’)sothattheinformationcan

bereadilypassedontootherswhothen‘makesense’ofit,developingthecorresponding

and more comprehensive procedural understanding by embodying it themselves,

consequentlygaining the ‘knowledgehow’.AsFigure7 indicates, the interactivecycle

betweentheexplicitandthetacitcontinues.

657 ThomasA.Stewart,TheWealthofKnowledge:IntellectualCapitalandtheTwentyFirstCentury
Organization(NewYork:Currency,2001),123.
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Figure7.InteractiveCycle

4.2.3.SubsetsofTacitKnowing

Theprocessofembodimentnotonlyhighlightsthetransformationofexplicitknowledge

intotacitintuition,confirmingthattacitknowingcanonlyeverbeobtainedviapersonal

experience,butalsoleadsustoconsiderthedifferentstrainsoftacitknowingandthe

correspondingsubtletiesofexperientialknowledgeacquisition.‘Embodiedknowledge’,

also termed ‘somatic knowledge’,658 evidently describes tacit knowing that is gained

corporeally:‘thebody“knows”howtodothings’.659 This,Isuggest,isindivisiblyrelated

to‘actionalknowledge’:understandingacquired‘throughwhatwecandoandhowwe

act’.660 After all, our bodies perform our actions. The tacit ‘knowhow’ of musical

performance(and,morespecifically,expressiveinterpretation)isgroundedinembodied,

actional knowledge: it is through physical activity, such as playing the flute, that our

bodiesbecomevaluablesitesof‘sensemaking’.661

Another branch of tacit knowing is ‘relational knowledge’, which ‘resides

intangiblyinourrelationswithothers’:‘one’smindisnotquiteone’sownwhenoneis

658 SandraKerka,‘Somatic/EmbodiedLearningandAdultEducation.TrendsandIssuesAlertNo.32,’ERIC
InstituteofEducationalSciences, 2002,accessedApril29,2016,
http://files.eric.ed.gov/fulltext/ED462550.pdf.
659 RobertE.Wood,APathintoMetaphysics:Phenomenological,HermeneuticalandDialogicalStudies
(Albany:StateUniversityofNewYorkPress,1990),50;MaxVanManenandS.Li,‘ThePathicPrincipleof
PedagogicLanguage,TeachingandTeacherEducation18,no.2(February2002):220;MaxVanManen,
‘EmbodiedKnowledge:WeDiscoverWhatWeKnowinOurEmbodiedBeing’,PhenomenologyOnline,
2011,accessedApril29,2016,http://www.phenomenologyonline.com/inquiry/epistemologyof
practice/practiceaspathicknowledge/embodiedknowledge/.
660 MaxVanManen,‘ActionalKnowledge: WeDiscover“WhatWeKnow”in“WhatWeCanDo”’,
PhenomenologyOnline,2011,accessedApril29,2016,
http://www.phenomenologyonline.com/inquiry/epistemologyofpractice/practiceaspathic
knowledge/actionalknowledge/.
661 Minarik,‘BuildingKnowledgethroughSensemaking’,43.
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activelyinvolvedinsocialinteractions’.662 Thisshared,interpersonalandintersubjective

knowingperfectlydescribestheunique,intimateandsynergeticinterplayofknowledge

thatoccursbetweenmusiciansastheyplaytogether.However, Iproposethatitcould

alsobeappliedtotherelationshipsthatexistbetweenamusicianand their tools– the

musicandthe instrument (aformofknowledgeexplored, indetail, inSection4.3).The

research of musicologist and pianist Nicky Losseff (introduced briefly in Chapter 3)

highlights, through psychoanalytic perspectives, the very significance of the dynamic

interrelationshipthatevolvesbetweenperformerandmusicalwork: informationfrom

bothagentsinteract,663 generatinganexclusive,relationaltacitknowing.Undeniably,a

similarbond is forgedbetweenperformerand instrument– aspecial connection that

oftenbecomessoprofoundandintimatethat (astheoreticallyrationalisedinSection4.3)

the two entities become inseparable. Reflecting the very quintessence of ‘relational

knowledge’, this example of tacit knowing (undeniably incorporating embodied and

actional qualities) is generated through and exists exclusively within the unique

relationship, from which it cannot be extracted. In any case, as these relationships

(musicianmusician,musicianwork,musicianinstrument) intensify over time, so does

thecorrespondingrelationalknowledge– knowledgethat (asexploredinSection4.3)is

fundamentaltoperformance,inherentlyandinextricablyboundwithinterpretationand,

therefore,expressivetimingdecisions.

Despite the undeniable correlation between time, familiarity and deeper

knowing,relationalknowledgeisnotreservedexclusivelyforlongstandingrelationships.

In every given situation, in every given moment, relational interplay exists: it is an

unavoidableandinherentfoundationofexperience.Weareconstantlyinteractingwith

bothourenvironmentandthemanyagentswithinit,andthisgeneratesthedynamicweb

of coexistent interrelationships that, together, create our experience. Indeed, by

recognising that we enter contextual relationships with our surroundings, we

acknowledge a direct affiliation between ‘relational knowledge’ and ‘situational

662 MaxVanManen,‘RelationalKnowledge:We DiscoverWhatWeKnowinOurRelations’,
PhenomenologyOnline,2011,accessedApril29,2016,
http://www.phenomenologyonline.com/inquiry/epistemologyofpractice/practiceaspathic
knowledge/relationalknowledge/.
663 NickyLosseff,‘Curiosity,Apathy,CreativityandDeferenceintheMusicalSubject–ObjectRelationship’,
in CreativeTeachingforCreativeLearninginHigherMusicEducation,ed.ElizabethHaddonandPamela
Burnard(Abingdon:Routledge,2016),168185;NickyLosseff,‘RelationshipswithPieces’,September 26,
2014,accessedJanuary 23,2015,http://www.nickylosseff.com;NickyLosseff,‘ProjectiveIdentification,
MusicalInterpretationandtheSelf’,4959.
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knowledge’:‘wediscoverwhatweknowfromourworld’– ‘thephysicalspace,thesocial

ambience,andtheculturalecology’.664 Asamultidimensionalactivitythatunfoldsinand

interacts with a particular time and spacebound environment in real time, musical

performancecannotescapethehugely influential, inherent involvementofsituational

knowledge – an immediate and everchanging sphere of knowing that can only be

accessedbybeing ‘there’,engaging in thenumerous tacit interrelationships thatexist

exclusivelywithinthatgivensetting,inthatgivenmoment.

However,asaheavilysociallyconditionedandculturallycodedactivity,musical

performance is not only situated in a physical location, but also within a history of

conventions and practices that have influenced and shaped its existence, and are,

therefore, always tacitly present. Musical performance hence incorporates both the

‘liveness’ofsituationalknowledge(whichexplainsspontaneityandirreproducibility)and

thewidersituationalknowledgethatframestheperformancemoregenerally.

It is evident, therefore, that tacit knowing is a fascinatingly rich and complex

sphereofunderstandingthatincludesavarietyofcloselyinterrelatedsubcategories(as

illustratedinFigure8)which,together,engender theimmensediversityofthiselusive

yetabsolutely invaluable‘personalknowing’thatexperiencealonecangenerate.

Figure8.SubCategoriesofTacitKnowing

4.2.4.KnowledgeandExpressiveMicrotiming:ClarifyingtheRelationship

With specific regard toexpressive timing decisions, all formsof knowledgecome into

play. The interpretative process is inherently grounded on embodied and actional

knowledge, as we use our bodies to play an instrument and ultimately generate

expressive decisions. It is further shaped by relational knowledge gained from our

interactionsnotonlywiththemusicandinstrumentbutalsowithourenvironment,in

664 MaxVanManen,‘SituationalKnowledge:We DiscoverWhatWeKnowfromOurWorld’,
PhenomenologyOnline,2011,accessedApril29,2016,
http://www.phenomenologyonline.com/inquiry/epistemologyofpractice/practiceaspathic
knowledge/situationalknowledge/.
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thatmoment,inthatgivensituation.Explicitknowledge,ofcourse,alsoplaysacentral

role.

Forms of explicit knowledge relating directly to temporal matters of Baroque

performancepracticehavebeennotedinChapter2on‘Time inPerformance’andare

manifestinmycasestudy(Chapter5),whichspecificallyexploresthewaysinwhichthis

knowledge is drawn on in practice. However, to consider in more depth how such

knowledgebecomestacitandembodied,letusconsider onerepresentativeexample:the

issue of dotted rhythms. As Dorottya Fabian and Emery Schubert acknowledge, this

subject ‘has received considerable scholarly attention in the recent past’,665 because

whilstthe‘notation isusuallyuniform, thesourcesoftenmentionthedesirabilityofnon

literal execution’.666 Judith Schneider notes that ‘the dot in Baroque times … was in

essenceawayofnotating“unevenness”’, elaboratingthat‘theamountoftimethedot

addedwasvariable’.667 There is some commentary onthenotion of ‘underdotting’, in

whichthedottednoteisshortened‘toproduceamoreflowingstyle’,butaccountsare

primarily concerned with ‘overdotting’ – lengthening the dot ‘for a sharper rhythmic

effect’.668 AsNikolausHarnoncourtsummarises,dottednotationintheBaroque simply

implied ‘a longnoteandashortnote:how longandhowshortcanbeseen fromthe

context’.669

Whilstrecentdiscourse(suchasthatnotedabove)providesexplicitinformation

regarding‘thevariabledot’inBaroque music,musictreatisesofthe timeareperhapsa

morevaluablesourceofdeclarativeknowledgeonthematter.Inhisbookof1752,On

PlayingtheFlute,JohannJoachimQuantz,forexample,statesthatdottedrhythms‘are

not always played with their literal value’,670 and ‘cannot be fixed with complete

exactness’.671 Hesimplyexplainsthat‘thedotsareheldlong,andthefollowingnotesare

665 DorottyaFabianandEmerySchubert,‘MusicalCharacterandthePerformanceandPerceptionof
Dotting, ArticulationandTempoin34RecordingsofVariation7fromJ.S.Bach'sGoldbergVariations
(BWV988)’,MusicaeScientiaexiino.2(Fall2008):177.
666 DorottyaFabianandEmerySchubert,‘PerformanceandPerceptionofDotting:AComparisonof
ResponsestoDottedRhythmsin6/8byExperiencedandInexperienced Baroque MusicListeners’,
EuropeanSocietyfor theCognitiveSciencesofMusic,accessedMarch2,2016,
http://www.escom.org/proceedings/ESCOM2002/sources/Pdf/Session/Fabian.pdf.
667 JudithSchneider,‘AlterationsofRhythm’,inJohannSebastianBach,TheWellTemperedClavier,vol.2,
ed.JudithSchneiderwithfingeringbyMariaSofianska (n.p.:AlfredPublishing,2004),22.
668 Ibid.
669 NikolausHarnoncourt,inSchneider,‘AlterationsofRhythm’,inBach,TheWellTemperedClavier,22.
670 Quantz,OnPlayingtheFlute,290.
671 Ibid.,67.



145

madeveryshort’672 – adescriptionsimilartothatofMichelL’Affilardsomeyearsearlier

in1694:‘[t]oplaydotsastheyshouldbeplayed,youareadvisedtosuspendthedotted

note and quickly go over the eighthnote which follows it’.673 Drawing connections

betweendottedrhythmsandAffekt,Quantzreinforcesthatthenotes‘followingthedots

mustalwaysbeplayedveryshortlyandsharplyinslowandquicktempos ...sincedotted

notesgenerallyexpresssomethingofthemajesticandsublime’.674

Itisselfevidenthowcodifiedknowledgeabout issuesofmicrotiming likethiscan

bedrawnonintheinterpretativeprocess, inordertoinformexpressive timingdecisions.

Thanks to itsexplicit form, theknowledgecanreadilybecometheobjectof reflective

attention for performers concerned to understand historical practice. Of course, as

explained in Section 4.2.2 (as well as in Section 3.6.5 of Chapter 3), via repeated

embodiment inpractice,overtimethisdeclarativeknowledgetransforms intoamore

profound experiential, tacit knowing and becomes engrained in the performer’s

subattention.Inthisway,theknowledgecanbeaccessedprereflectively,inresponseto

triggers, andexternalisedasaseeminglyintuitivedecision.Inanycase,becauseitcanbe

tracedback toexplicit roots, theontologyofsuchknowledge (which is fundamentally

codified)anditsroleinexpressivedecisionmakingisrelativelytransparent; moresothan

itsenigmaticcounterpart, whollytacitknowledge,whichbynatureisunarticulatedand

requires,therefore,greaterscrutiny inordertounderstanditsontology.Theremainder

of this chapter hence focuses on exploring salient forms of tacit (and specifically

embodied) knowledgethatinfluenceexpressivetimingdecisions.

4.3. BodyInstrumentInteraction

4.3.1. Towardsa‘ResonantSubject’

In order to develop an understanding of the embodied knowledge that is crucial to

expressivetiming,wemustexploretheroleofthebody.Thecentralityofthebody in

musicisanexpandingareaofcurrentresearch.Created,experiencedandcomprehended

byembodiedbeings,music,inallitsmultidimensionalcomplexity,livesthroughthe body:

‘itisaphenomenonexperiencedthroughthesensesofthebody,regardlessofthemedia

672 Ibid.,133.
673 MichelL’Affilard,inBettyBangMather,InterpretationofFrenchMusicFrom1675to1775for
WoodwindandOther Performers:AdditionalCommentsonGermanandItalianMusic (n.p.:McGinnis&
MarxMusicPublishers,1973),6.
674 Quantz,OnPlayingtheFlute,224.
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usedtorenderit’.675 Withregardtomusicalperformance, thebody’sindispensabilityis

selfevident.Bymanipulatingsoundproducingtechnologyitis,ultimately,thebodythat

createsthemusic,generatinginterpretativedecisionsincludingexpressivemicrotiming.

Despite its undeniably fundamental position, however, it is essential to

acknowledge that the body does not simply assume control in a unidirectional

relationshipwhilsttheinstrumentliessubmissive.AsAdenEvensdiscussesinhisbook

SoundIdeas:Music,Machines,andExperience:

theinstrumentdoesnotjustyieldpassivelytothedesireofthe

musician.Itisnotablankslatewaitingforaninscription.Likewise,

themusiciandoesnotjustturntheinstrumenttohisownends,

bendingittohiswillagainstwhateverresistanceitoffers.Rather

musicianandinstrumentmeet,eachdrawingtheotheroutofits

nativeterritory.676

Theinstrument,inJamesJ.Gibson’sterms,hascertain‘affordances’:‘thequalities

orpropertiesofanobjectthatdefineitspossibleuses’.677 Gibsonfirmlyemphasisesthat

affordancesarerelationalentities:theyexistonlyrelativetogiven

organisms.Thus,thesurfaceofalakeaffordsneithersupportnor

easylocomotiontoahorse,butitoffersbothofthesetoawater

bug. Thus, to speakof an affordance is to speakelliptically; an

affordance exists only in relation to particular organisms with

particularneedsandcapacities.678

Inamusicalcontext,StefanÖstersjö remindsusofthisrelationalqualitywhenhe

asserts that ‘affordances are as dependent on the individual performer as on the …

propertiesoftheinstrument’andthey‘emerge[therefore]intheinteraction’.679 There

is,then,arichnessofinterplay,theaffordancesandresistancesofbothagentsinteracting

toproduceanew,compositeentity:asynthesisedwhole,ratherthanamereassemblage

675 GregCorness,‘TheMusicalExperiencethroughtheLensofEmbodiment’,LeonardoMusicJournal18
(2008): 21.
676 AdenEvens,SoundIdeas:Music,Machines,andExperience (Minneapolis:UniversityofMinnesota
Press,2005),161.
677 MerriamWebsterOnline,s.v.‘affordance’,accessedJune23,2016,http://www.merriam
webster.com/dictionary/affordance.
678 MarkRowlands,TheEnvironmentalCrisis:UnderstandingtheValueofNature,ed.JoCampling
(HoundsmillandLondon:MacmillanPressLtd,2000), 145.
679 StefanÖstersjö,‘TheResistanceoftheTurkishMakamandtheHabitusofaPerformer:Reflectionson
aCollaborativeCDProjectwithErdemHelvacioğlu’,ContemporaryMusicReview32,no.23(2013):205.
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of ‘thebody’ and ‘the instrument’.MerleauPontyprovides clarificationof this fusion

throughhiswellknownmetaphor:‘theblindman’sstickhasceasedtobeanobjectfor

him,and isno longerperceived for itself’.680 Parallels can,of course,bemadewitha

musical instrument, which, once mastered, becomes an integral component of the

musician’sbeing– hisorherexpression,vocabulary,andbody.Withoutit,theperformer

isincomplete.Itis,however,importanttohighlightthat,asÖstersjö asserts,thisbody

instrumentintimacy‘doesnot[simply]resultfromtheincorporationoftheinstrument

asatransparenttool,butratherfromtheaffirmationof itsresistance,amplifyingand

playingwithit’.681 Again,thisstressestheinstrument’sagency,andthesenseofmutual

interaction,wherebytheresistancesandaffordancesofbothparties(theinstrumentand

thebody)areatplayinthegenerationofacompositeentity.

Toclarify,letusconsidertheactofplayingtheflute.Theperformer’sgestures,

mediatedbythemechanicsoftechnology,arecodefinedbytheinstrument,whichitself

isreliantontheexpulsionofairfromtheperformer.Fluteplaying,ofcourse,involvesthe

physicalprojectionofone’sbreath,aninternalaspectfromdeepwithinanindividual’s

body, into an external object in order to breathe life into the instrument. As the air

crossesthebody’sborders,andmovesintotheoutsideworld,parallelscan,ofcourse,be

drawnwith the voice,which is described byMladenDolar as ‘a bodilymissilewhich

separatesitselffromthebodyandspreadsout,butontheotherhanditpointstoabodily

interior, an intimatepartitionof thebody’.682 Fluteplaying, too, cannotescapebeing

entwinedwithanddefinedbytheuniqueandpersonal‘bodilyinterior’oftheperformer.

AsJohnShepherdputsit,‘sound,thebasisofmusicasdiscursivelyconstituted,reflects

andarticulatestheinternalphysicalproperties…ofthebodiesthatgenerateit’.683 Asthe

bodyplaystheinstrument,theinstrumentsimultaneouslyplaysthebody.

This is encapsulated by Taina Riikonen’s description of flute playing: ‘while

blowingintothetube,thefluteisneveraseparateentityfromtheplayer,becausethe

generatedflutesoundisalwaysabodysoundoftheperformeraswell…. breathingexists

680 MauriceMerleauPonty,PhenomenologyofPerception,trans.ColinSmith(LondonandNewYork:
RoutledgeClassics,2002),165.
681 Östersjö,‘TheResistanceoftheTurkishMakamandtheHabitusofaPerformer’,206.
682 MladenDolar,AVoiceandNothingMore(CambridgeMA:MITPress,2006),70.
683 JohnShepherd,‘DifferenceandPowerinMusic’,inMusicologyandDifference:GenderandSexualityin
MusicScholarship,ed.RuthA.Solie(Berkeley:UniversityofCaliforniaPress,1993),52.
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fromtheplayer’sbody’.684 Thebreath,projectedfromthemusicianintotheinstrument,

is,of course, thephysical connector that fuses the two initially separateworlds– the

internal,bodilyworldoftheflautist,andtheexternalexistenceoftheflute.However,the

instrumentalistdoesnotsolelyprojectphysicalaspectsofthemselves butratheraspects

oftheirentireembodiedbeing:entangledinthatbreathareexplicitmusicalandtechnical

knowledge,thebodilyknowhowoffluteplayingandthefundamentaltacitandpersonal

knowing of feeling and emotion. It is from this epistemic complex that musical

interpretationcanarise,including,therefore,temporalexpressivity.

Thisintimaterelationshipbetweenbodyandinstrumentcanalsobeconsidered

inpsychoanalyticterms.AsdiscussedinChapter3,musicologistandpianistNickyLosseff

drawsonnotionsofprojection,introjection,andprojectiveidentificationfromthefield

ofpsychoanalysistounderstandtheintimacythatevolvesbetweenanindividualanda

musicalwork,wherebyaperformercanstarttofeelthemusicaspartoftheirinnermost

selves, or can ‘hear’ aspects of themselves – their emotional world – in the music.

‘Projection’ describes the process by which aspects from one’s internal world are

transferred onto an external entity; ‘introjection’ defines the process of absorbing

aspectsofanexternalentityintoone’sinternalworld;685 and‘projectiveidentification’

explains the process bywhich an individual identifies with an external entity, having

projectedpartsofoneselfintoit.686 Losseffargues:‘throughajointprocessofprojection

ofpsychologicalmaterialfrommeinto[the]musicalobjectand introjection ofmusical

material intomypsychologicaldomain… [,]musicalmaterialwillbecome inseparable

frommy psychological material’.687 She continues to understand this coalescence by

drawingspecificparallelswithprojectiveidentification,wherebyitisbelievedthat‘the

objecttakesonaspectsofthatselfand“becomes”thosepartsoftheself’;688 ‘thepiece

may takeonanexistenceaspartofmysubjectivity: themusichascontributed tomy

psychologicalandemotionalvocabulary,mergingwithmyself’.689

684 TainaRiikonen,‘StoriesfromtheMouth:Flautists,BodilyPresenceandIntimacyinSaariaho’sFlute
Music’,inKaijaSaariaho:Visions,Narratives,Dialogues,ed.TimHowell,JonHargreaves,andMichael
Rofe(Surrey:Ashgate,2011),75.
685 DavidStraker,‘ProjectionandIntrojection’,ChangingMinds,accessedJuly10,2016,
http://changingminds.org/disciplines/psychoanalysis/concepts/projection_introjection.htm.
686 NickyLosseff,‘ProjectiveIdentification,MusicalInterpretationandtheSelf’,5354.
687 NickyLosseff,‘RelationshipswithPieces’.
688 Losseff,‘ProjectiveIdentification,MusicalInterpretationandtheSelf’,5354.
689 Losseff,‘RelationshipswithPieces’.
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Losseff’s focus is upon the intimate entanglement of a musical work and the

psychological world of the performer. However, aspects of this can be extended to

highlighttherelationshipbetweentheperformerandthemusicalinstrument.Playingan

instrumentisundeniablyahighlypersonal,experientialactivity,anditisinevitablethat

performersbringthemselvestotheevent:notonlytheirownphysicalitybutalsotheir

ownsubjectivity,shapedpreciselybytheirunique‘lifeworld’,their‘livedexperience’,or

their‘beingintheworld’.690 Inthesamewaythat‘apieceofmusicisn’timmutable,nor

stable’,691 and exists through the unique interpretations of individual performers, an

instrument,too,enjoysamalleableontology,mouldedbytheparticularidiosyncrasiesof

each player. Performers cannot help but project aspects of themselves into the

instrument,whichcomestolifeonlythroughinteractionwiththeirbody.Abodyisnot

merelyatangibleobject,buttheembodimentoftheperformer’sexistence,thephysical

site of their very being, uniquely inscribed with ‘personal histories’692 and carrying

imprints of all that the individual has ‘already done, felt, heard, and seen’.693 The

instrument seems only to enjoy a true, ‘lived’ existence when parts of the self are

projectedintoit,perhapshighlighting‘projection’astheveryprocessthatinitiatesthe

mergingofbodyandinstrumentintoauniqueentity:thereformsasimilar‘bridge’toan

‘externalobject,intowhichthoughtsandfeelingscanbeprojected’,througha‘dynamic

process,atwowayprocessbetweensubjectandobject’.694 Afterall, it ispreciselythe

projectedmaterial from the performer that determines quite how the instrument is

involvedintheinteraction;aspsychoanalystHannaSegalputsit,the‘externalobject...

becomespossessedby,controlledandidentifiedwiththeprojectedparts’,695 tosuchan

extentthatthesubject‘caninducebehavioursintheexternalobjectwhichs/healready

believestobeattributesoftheobject’.696

However,alongsideprojectionthereoccursaprocessofintrojection,whereby‘a

subjecttakesintoitselfthebehaviours,attributesofotherexternalobjects’.697 Theflute

690 DavidSeamonandJacob Sowers,‘Existentialism/ExistentialGeography’,inTheInternational
EncyclopediaofHumanGeography,vol.3,ed.R.KitchenandN.Thrift(Oxford:Elsevier,2009),667668.
691 Losseff,‘RelationshipswithPieces’.
692 Östersjö,‘TheResistanceoftheTurkishMakam andtheHabitusofaPerformer’,209.
693 BennettHogg.‘WorkingthroughtheNew:Consciousness,Embodiment,Gesture,andIntertextuality’,
(conferencepaper,CILMResearchNetwork,TheOpenUniversity,MiltonKeynes,July2009).
694 Losseff,‘ProjectiveIdentification,MusicalInterpretationandtheSelf’,55.
695 HannahSegal,IntroductiontotheWorkofMelanieKlein,newed.(London:TheHogarthPress,1973),
27.
696 Losseff,‘ProjectiveIdentification,MusicalInterpretationandtheSelf’,54.
697 Straker, ‘ProjectionandIntrojection’.
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introjects aspects of the performer’s physical and psychological world, particularly

throughthebreath,whichIreiterateisnotmerelyaphysicalconstructbutafundamental

carrier of subjective expression. Simultaneously, as the performer introjects tangible

aspects of the instrument into his or her physicality, the corresponding intangible,

expressive attributes of the instrument are also introjected into his or her emotional

vocabulary. In the case of bodyinstrument interaction, projection and introjection

thereforeinvolvebothcorporealandexpressivedimensions.

Byviewingtheinstrumentasasubject,withtheabilitytointrojectandproject,

ratherthanmerelyanobject fromwhichmaterialisintrojectedandontowhichmaterial

isprojected,itcanbeunderstoodthateachentityintherelationshipprojectstheaspects

the other introjects and vice versa. I suggest, however, that not all projections are

introjected by the coagent, precisely due to the presence of resistances – the

unavoidable ‘friction between the “grain of the voice” of the instrument and the

physicality of musical performance’.698 Even Losseff, who earnestly believes in the

merging of twoworlds, insists thatwe cannot ignore the initial ‘separateness’ of the

participants,699 which, of course, accounts for their individual idiosyncrasies and the

consequentresistancestheypresenttooneanother.Lossefftalks, inparticular,ofthe

‘relationshipspace’thatexistsbetweenperformerandmusicalwork,700 andIsuggestthat

asimilar‘relationshipspace’betweenmusicianandinstrument istheverysiteofsynergy,

wherethetwoagentsengagewitheachotherandtheirresistancesmeet,theensuing

‘friction’ignitingacreativeanddynamicinteraction,whereprojectionandintrojection

occur.Certainprojectedfeaturesaresuccessfullyintrojected,whilstothersaredismissed,

thereasonsforwhichIproposecanbeunderstoodbyreturningtoÖstersjö’s work.

Inendeavouringtodefinethe‘habitus’ofaperformer,Östersjö identifiesadual

process of ‘resonance’ (an ‘affirmative phase’ in which instrumental possibilities are

exploited) and ‘critique’ (the ‘phase of denial’, where habits are decomposed or

discarded).701 Inadaptinghisapplicationoftheseterms,Isuggestthatsomeprojections

are‘denied’,whilstothers‘resonate’withthefellowagentandarehence‘affirmed’or

698 Östersjö,‘TheResistanceoftheTurkishMakamandtheHabitusofaPerformer’,203.
699 Losseff,‘RelationshipswithPieces’.
700 Ibid.
701 Östersjö,‘TheResistanceoftheTurkishMakamandtheHabitusofaPerformer’,205206.
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introjected. In this lattercase, the introjectorhas ‘notsimply ...overcome’but rather

learnt ‘howto“play”thedynamicsof[the]resistances’ofthat,whichwasprojected.702

These distinctions between resonance and critique, affirmation and denial,

highlight the currently illexplained, unsubstantiated difference between projection

‘onto’andprojection‘into’,703 thelatterofwhichIproposereliesonintrojectionfromthe

otheragent,andtherefore‘resonance’.Resonance,connotingharmoniousacceptance

andagreementcanthereforebeviewedastheplacewhereprojectionandintrojection

meet.If resonanceisindeedvitalforprojection intoanentity,projectiveidentification

couldperhapsberedefinedastheprocessbywhichresonancetransformsresistances

intoaffordances,enablingtheprojectedaspectsfromoneentitytobeintrojectedinto

the other. This engenders the coalescence of both agents; the formation of a united

identity with which both agents identify. The resulting entity, the ultimate ‘resonant

subject’704 is,therefore,theuniquefusionofrelationalversionsofbodyandinstrument

thatarisefromundergoingprocessesofprojection,introjection,resonanceandcritique.

Thisresonantsubject– theproductofprofoundrelationalknowledge,and,therefore,a

highlyepistemicconstruct– istheveryentitythatultimatelycreatesmusicand,therefore

temporalexpressivity.

4.3.2. The‘ResonantSubject’andTemporalExpressivity

Havingclarifiedtheprocessesthroughwhichaspectsoftwoseparateentitiesfuseinto

oneresonantsubject,itisessentialtoconsidertherelevanceofthissynergyspecifically

intermsofexpressivetimingdecisions.Theseprocessesthatoccurbetweenperformer

andinstrumentare,Ipropose,assignificantinguidinginterpretation,asthosethatexist

between performer andmusical work. As Östersjö confirms, ‘a fundamental form of

musicalinterpretationisthecomplexsetofinteractionsbetweenaperformer,musical

materials ...andtheinstrument’.705

Musical decisionmaking is, therefore, partially determined by the relational

knowledge that develops in the ‘relationship space’ of body and instrument, living

specificallywithinthefusedentitythatisbornofthem.Afterall,aninterpretationsurely

702 Ibid.,203.
703 DavidStraker,‘ProjectiveIdentification’,ChangingMinds,accessedJuly10,2016,
http://changingminds.org/disciplines/psychoanalysis/concepts/projective_identification.htm.
704 Östersjö,‘TheResistanceoftheTurkishMakamandtheHabitusofaPerformer’,206.
705 Ibid.,202.
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beginstotakeshapewhenthatwhichtheperformeraffordstheinstrument(‘resonant’

projections, such asphysicalaspectsofhis orherbody,explicit technicalandmusical

knowledge,andtacitfeeling) meetsthatwhichtheinstrumentaffordstheperformer(its

physicality and corresponding expressive possibilities), both in relation to themusical

material.Interpretationis,therefore,largelyshapedbythecollaboration,orintegration,

oftheaffordanceswithinthisparticularinterrelationship.

Furthermore, the very ‘knowledge how’ to carry out these musical decisions

successfully on the instrument, also relies on this relational status. Simply consider

instrumental technique – a necessary component of performing an interpretation:

technicalproficiency isa formofrelationalandembodied,proceduralknowledgethat

exists within the ‘performerinstrument’ entity, having emerged from resonance

betweenprojectionsoftheinstrument’sphysicality,theperformer’sexplicitknowledge

oftechnique,andtheperformer’sphysicality.Expressivetimingdecisions,dependenton

technicalandexpressiveaffordancesofboththeperformer’sbodyandtheinstrument,

are,therefore,completelyreliantonthisfused‘resonantsubject’.

4.4. Introducingthe‘Felt’Dimension

4.4.1. ‘TheListeningBody’706

Having considered the status of the body in regard to the relational knowledge that

emergesfrombodyinstrumentinteraction,itisessentialtoscrutinise,ingreaterdepth,

itsroleintheinterpretativeprocess.In his paper‘LettingtheBodyDecide’,DenizPeters

drawsonrecentphenomenologicalaccountsofembodiedlistening,usingthenotionof

the‘listeningbody’asthebasisforarguingthat‘thebodycanbeinvolvedindecisionson

issuesofmusicalinterpretationbywayoflistening’.707 Afterall,asStefanÖstersjö notes,

‘fortheperformeritisnotreallypossibletodistinguishbetweenbeingintheworldas

performingandbeing intheworldas listening’.708 Thecruxofthischapter isthat ‘the

listening body’ – a site of ‘felt’ experience – hosts salient forms of embodied, tacit

706 DenizPeters,‘LettingtheBodyDecide:Creativity,GestureandMusicalEmbodimentinSpaceasa
VirtualInstrument’,(conferencepaper,CMPCPPerformanceStudiesNetworkInternationalConference,
FacultyofMusic,UniversityofCambridge,July15,2011),3,accessedApril,29,2016
http://www.cmpcp.ac.uk/wpcontent/uploads/2015/11/PSN2011
_Peters.pdf.
707 Ibid.,1.
708 Östersjö,‘TheResistanceoftheTurkishMakamandtheHabitusofaPerformer’,205.
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knowledge that underpin a performer’s expressive timing decisions (as explored, in

particular,inSection4.6).

Firstly, asPetersnotes,listeningtomusictriggersinvoluntarybodilyresponses,709

the output of which is the phenomenal ‘whatitfeelslike’ quality of prereflective

experience.Drawingonneuropsychologicalresearchand itsmusicalapplication inthe

workofArnieCox,IanCrossandRolfIngeGodøy,Petersbeginsbyidentifyingcovert,also

termed‘offline’,bodilyparticipation,whereby‘partsofthebraininvolvedintheplanning

of motor behaviours are active in listening, including [for example] areas planning

laryngeal and tongue movement’.710 Noting that ‘“covert” implies an overt

counterpart’,711 andthat,forIanCross,‘thecovertactivityinlistening ...isonthebrink

of overt action’,712 Peters recognises possible externalisations of these subpersonal,

neuralprocesses:overtformsofreflexivebodilyactivity,suchas‘suddenjags,tapping,

finger twiddling’ or ‘spontaneous acts of singing and dancing’.713 Along with these

scientificallysubstantiatedphysiologicalresponsestolistening,Peterstalksofthewell

knownsensationof‘musicalchills’,714 termed‘frissons’byJerroldLevinson:715 apalpable

bodily reaction to music, especially when it is notably dramatic or intense. Most

importantly,however,Petersnotesthat,all ofthesebodilyexperiences,whethercovert

neuralactivity,overtunintentionalmovement,orfrissons

originate without tactile stimulation. One doesn’t quite know

wheretheycomefrom,exceptthattheyarisewithinthemusical

experience; in this, they might be viewed as being “as if”

experiences.Differentlyput, onemight say that it is “as if”we

were touched, in somemysterious way, bymusic, not only in

terms of emotion, but also quite literally, in proprioceptive

terms.716

Peters concludes this part of his argumentwith a particularly noteworthy statement:

‘theoriesorobservationsconcerningthebodilyeffectofmusicalexperiencesharetheir

709 Peters,‘LettingtheBodyDecide’,12.
710 Ibid.,1.
711 Ibid.,2.
712 Ibid.,1.
713 Ibid.,2.
714 Ibid.,4.
715 JerroldLevinson,‘MusicalFrissons’,RevueFrançaiseD'étudesAméricaines,no.86(2000):6667;
JerroldLevinson,ContemplatingArt:EssaysinAesthetics(NewYork:OxfordUniversityPress,2006),222.
716 Peters,‘LettingtheBodyDecide’,5.
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considerationofitsfeltdimension’717 – adimension,ofcourse,onlyknownexperientially,

throughthelivedbodyitself.

4.4.2. MimeticParticipation

Peters develops the important notion of music’s ‘felt dimension’, or socalled ‘sonic

tactility’,718 byspecificallyexploring‘thefeelingofshapearising fromthesound’719 – a

particularlyimportantmattergiventhatmicrotimingservestoshapesoundexpressively.

Petersexplains,‘whenwehearGestalt,shapes,phrases,gestureinmusic,wedon’tjust

hearthembutalsofeeltheminit’.720 ArnieCox,providesanexample: ‘“melodicsighs”

and“musicalgestures”feel likegesturesandsighs’.721 ForCox, thistactilequalitycanbe

explainedbyhis ‘mimetichypothesis’,whichholds that listening ‘involvesmaking the

heard sounds for ourselves’ – an ‘imagined participation [that] involves covertly and

overtlyimitatingthesoundsheardandimitatingthephysicalactionsthatproducethese

sounds’.722 Coxclarifies: ‘it isas ifweareacting– acting inawaythat ismoreor less

isomorphicwiththesoundproducingactionsheard(andseen)’.723

Beginning to explain the subpersonal underpinning of our ‘whatitfeelslike’

experiential,embodiedknowledgeofmusicalshapes,thetheoryofmimeticparticipation

isstrengthenedbythewealthofscientificresearchinto‘mirrorneurons’– ‘aparticular

typeofneuronsthatdischargewhenanindividualperformsanaction,aswellaswhen

he/sheobservesasimilaractiondonebyanotherindividual’.724 Indeedempiricalstudies

byBangert andAltenmüller (2003),Haslinger et al. (2005), Bangert et al. (2006), and

Lahav,SaltzmanandSchlaug(2007)725 allrevealthatwhenlistening topianomusic,for

717 Ibid.
718 Ibid.,1,10.
719 Ibid.,7.
720 Ibid.
721 ArnieCox,‘Hearing,Feeling,Grasping’,inMusicandGesture,ed.AnthonyGrittenandElaineKing
(Aldershot:Ashgate,2006),52.
722 Ibid.,46.
723 Ibid.,53.
724 Giacomo,Rizzolatti,‘TheMirrorNeuronSystemandItsFunctioninHumans’,AnatomicalEmbryology
210(2005):419.
725 M.BangertandE.O.Altenmüller,‘MappingPerceptiontoActioninPianoPractice:ALongitudinalDC
EEGStudy’,BMCNeuroscience4, no.26.(2003);B.Haslingeretal.,‘TransmodalSensorimotorNetworks
duringActionObservationinProfessionalPianists,JournalofCognitiveNeuroscience17,no.2(2005):
282293;M.Bangertetal.,‘SharedNetworksforAuditoryandMotorProcessinginProfessionalPianists:
EvidencefromfMRIConjunction’,Neuroimage,30,no.3(2006):917926;A.Lahav,E.SaltzmanandG.
Schlaug,‘ActionRepresentationofSound:AudiomotorRecognitionNetworkWhileListeningtoNewly
AcquiredActions’,JournalofNeuroscience27,no.2(2007):308314.
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example,themirrorneuronsystemisactivatedinthelistener.Coxconceives,therefore,

thelistener’sbodilyactivity‘ascloselyimitativetotheperformer’s’.726

Peters,however,arguesthat‘thereisreasontodoubttheabilityofnonmusicians

to imitate performing actions to a significant level of adequacy and intimacy’.727 He

thereforeproposes:

soundproducing actions coming into play in bodily experience

areneitherprimarily thoseof the instrumental performers,nor

imitations thereof, but reminiscent of soundproducing actions

belongtoarealmwithoutinstruments,arealmwherethebody

itselfisproducingthesound. 728

Hecontinuestoexplainthatthisrealmofsoundproduction isonewithwhichweare

extremelyfamiliar:wemakesoundthroughourbodieseverysingleday,andtherefore

enjoyadeeprootedsensorimotorknowledgeofthewayinwhichtimbresarecreated

andmanipulatedthroughcontact,force,andspeed.Itisthislesstechnicallyspecificand

rathermoreholisticknowingthat,heargues,isdrawnoninthemimeticprocess,aswe

listen tomusic.Overall, despite thenotabledifferencesbetweenCox’sarguments for

isomorphismandPeters’nuanceddiscussionofembodiedlistening,whatunderliestheir

workisarecognitionoftheintimaterelationshipbetweensound,bodyandmovement

inmusiccognition:theembodiedfoundationsofthelisteningexperience.

Beyond this, Cox’s research into ‘subvocalisation’ takes us one step further to

understandingourembodiedexperienceof‘felt’musicalshapes– aformofknowledge

that,asI showin Section4.6andinthecasestudy(Chapter5),ismostsalientinguiding

expressive timingdecisions.Subvocalisationcanbedefinedasone’s innervoice– the

silent,internalspeechthatenablesthecomprehensionofwrittenandspokenlanguage

andischaracterisedphysiologicallybycovert,subvocalarticulation– subtlemovements

of the muscles involved in speaking.729 Whilst many studies have shown that

726 Peters,‘LettingtheBodyDecide’,8.
727 Ibid.
728 Ibid.
729 CTIReviews,JusttheFacts,TextbookKeyFacts:Cognition,ExploringtheScienceoftheMind,5thed.
(Cram101TextbookReviews,2016),accessedJuly3,2017,
https://books.google.co.uk/books?id=j_aoDAAAQBAJ&printsec=frontcover&source=gbs_ge_summary_r&
cad=0#v=onepage&q=subvocal&f=false.
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subvocalisation is ‘integral to the perception and cognition of vocal music’,730 some,

includingthosebyCrowderandPitt(1992)andBaddeleyandLogie(1992),suggestthat

italsooccurswhenlisteningtoinstrumentalmusic.731 Thevoiceis,afterall,ourprimary,

mostprimitiveandmostpersonalmeansofsoundproductionandcommunication.Itis,

therefore,perhapsunsurprisingthatweunderstandsoundinrelationtoourownvocal

experience – a realm without additional instrumental technology, surely epitomising

Peters’proposed‘realmwherethebodyitselfisproducingthesound’732. Afterall,asCox

says:

[t]he imaginationlooksforanybasisforcomparison:oneisthe

experienceofmakingthesameorsimilargestures;anotheristhe

experienceofmakingsoundsthatareinsomeway(s)acoustically

similartothoseheard.Inthissense,anyonewithvocalexperience

hasabasisforunderstandingmostinstrumentalsounds,without

having to have ever played any of the various kinds of

instruments, to the extent that vocal sounds are acoustically

similartoinstrumentalsounds.733

Comprehending instrumental music through our embodied knowledge of the

voiceis,afterall,notanewphenomenon.Notonlyisitevidencedbytheexplicitparallels

drawnbetweenmusicandoratoryinBaroque musictreatises(asnotedin discussionsof

‘punctuation’ inChapter2),734 butit isreinforcedbycrossdomainmappings,whereby

vocal qualities are frequently used to describe instrumental sounds. For example,

instrumentalmelodies are often labelled ‘cantabile’,735 performers aim tomake their

instrument ‘sing’, andwindplayers talk of gettingnotes to ‘speak’.Given thesewell

established parallels between vocal and instrumental sound, as well as the intimate

730 Arnie Cox,‘TheMimeticHypothesisandEmbodiedMusicalMeaning’,MusicaeScientae5,no.2(Fall
2001):200.
SeealsoJ.D.Smith,D.ReisbergandM.Wilson,‘SubvocalizationandAuditoryImagery:Interactions
betweentheInnerEarandInnerVoice’,AuditoryImagery, ed.D.Reisberg(Hillsdale:LawrenceErlbaum,
1992), 95119;J.D.Smith,M.WilsonandD.Reisberg,‘TheRoleofSubvocalizationinAuditoryImagery.
Neuropsychologia,33,no.11(1995): 14331454.
731 R.G.CrowderandM.A.Pitt,‘ResearchonMemory/ImageryforMusicalTimbre’,inReisberg,Auditory
Imagery,2944;A.BaddeleyandR.Logie,‘AuditoryImageryandWorkingMemory’,in Reisberg, Auditory
Imagery, 17997.
732 Peters,‘LettingtheBodyDecide’,8.
733 Cox,‘TheMimeticHypothesisandEmbodiedMusicalMeaning’,201202.
734 Togivejustoneexample,Quantzstates‘Musicalexecutionmaybe comparedwiththedeliveryofan
orator’.
Quantz,OnPlayingtheFlute,119.
735 Cox,‘TheMimeticHypothesisandEmbodiedMusicalMeaning’,202.
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connectionbetweensubvocalisationandcomprehension,andbetweenmimesisand‘the

soundproducingbody’,itseemshighlyappropriatetoacknowledgesubvocalisationas a

fundamentalingredientofthebodilyactivitythatoccurswhenlisteningtoinstrumental

music– asalientsubpersonalprocessthatgivesrisetoourembodiedfeelingofmusical

shape.

Cox, after all, identifies subvoalisationasoneof threeprimary componentsof

mimesis,whichherevealsbyreturningtotheimageofthe‘musicalsigh’.Hestatesthat,

whenlisteningtoamusicalsighasperformedonanoboe,mimeticparticipationincludes:

‘(1) imitationof the fingering,embouchureandblowing; (2) subvocal imitationof the

musicalsoundsproduced(thetwonotedescent);and(3)amodal,visceral imitationof

theexertiondynamicoftheevent’,736 thereforeexplicitlyreferencingrealmsthatboth

includeandexcludetheinstrument.Notably,throughthisexample,healsoindicatesthe

concurrence of specificallysituated soundproducing actionimitation – that which is

associatedwith the instrument and the voice– andoverall gestureproducing action

imitation,relatingtothegeneralviscera.Throughhisdescriptionofthelatter,Coxaims

to convey thatmimetic participation importantly involves ‘something in the gut that

somehowmatchestheenergypatternofthemusic’.737 InsummarisingCox’sargument,

Nancy Yunhwa Rao clarifies: ‘mimetic participation involves imitating not only the

imaginedphysicalactionsthatproducethosesounds,butalsothephysicalactionsthat

thosesoundssignify’.738 This canbe furtherelucidatedbydrawingonMark Johnson’s

theoryofimageschemata.

4.4.3. ImageSchemata

According toMark Johnson, ‘image schemas constitute apreverbal andprereflective

emergent level ofmeaning’, basedon ‘recurrentpatternsof bodily experience’.739 As

explainedmostsimplyinChapter2 (Section2.4.2.1),similaritiesareforgedbetweenour

everydaysensoryandperceptual,embodiedexperiences,insuchwaythataparticular

patternor ‘image schema’ is formed. It is important tohighlight that, thanks to their

736 Cox,‘Hearing,Feeling,GraspingGestures’,52.
737 Ibid.,51.
738 NancyYunhwaRao,‘TheTransformativePowerof MusicalGestures:CulturalTranslationinChenYi’s
SymphonyNo.2’,inAnalyticalEssaysonMusicbyWomenComposers:ConcertMusic,19602000,ed.
LaurelParsonsandBrendaRavenscroft(NewYork:OUP,2016),133.
739 MarkJohnson,EmbodiedMind,Meaning,andReason:HowOurBodiesGiveRisetoUnderstanding
(ChicagoandLondon:TheUniversityofChicagoPress,2017), 86.
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grounding in embodied experience, ‘image schemas exist across all perceptual

modalities’,and,assuch,‘areatoncevisual,auditory,kinesthetic,andtactile’.740

This,ofcourse,helpstoexplainourperceptionandexperienceofa‘musicalsigh’.

As Cox states, ‘each melodic sigh performed by various instruments, manifests,

somehow,thesameimageschema’.741 Itisindeedpreciselyviaourembodiedknowing

of‘sighing’asamultimodalgesturewithacoustic,physicalandvisceralproperties– via

itspropertiesasanimageschema– thatmimeticparticipation(includingsubvocaland

amodalimitation)enablesthe‘musicalsigh’tobecomprehendedassuch,themusical

shape felt. Our experience of feltmusical shapes – a salient formof embodied, tacit

knowledgethatguidestemporalexpressivity(asexplored,inparticular,inSection4.6 and

thecasestudy,Chapter5)– isthereforepartiallyexplainedbythecooperationofmimetic

participationandimageschemata.Thesetheories,ofcourse,representtheexplicitapex

of a much deeper, phenomenal embodied knowing that incorporates uncodifiable

aspectswhichcannotbefullyarticulated.

4.4.4. ‘Felt’Emotion

Recalling the close affiliation betweenmotion and emotion, the salience ofAffekt in

Baroque music treatises, and the rhetorical parallels between music and language –

concernsintimatelyboundwithinterpretativemicrotiming,asdiscussedinChapter2–

the ensuing discussion focuses on the emotional quintessence of felt shapes and its

relationship with our embodied knowledge of expressive vocalisation. Indeed, by

understanding the emotional core of musical shapes, we move towards a deeper

understanding of this form of visceral, embodied knowledge that lies at the heart of

interpretativedecisionmaking.

Just like a sigh, the ‘feeling’ of expressive speech, is a deeprooted form of

embodiedknowing.Asidefromthesubjectmatterandvocabulary,whichhavetheirown

implications, speech becomes expressive and can even gain a particular emotional

contentpreciselyfromtheparticularexploitationofvariousacousticelements,suchas

pitch, timbre, dynamic, and their temporal articulation. These expressive devices are

740 R.W.GibbsandH.Colston,‘TheCognitivePsychologicalRealityofImageSchemasandTheir
Transformations’,CognitiveLinguistics6,(1995):349.
741 Cox,‘Hearing,Feeling,GraspingGestures’,51.
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fundamentaltoolsofcommunication(andexplicitly,ofrhetoric,the‘artofpersuasion’742)

and I suggest that their affective properties are understood from an embodied

perspective, thanks to our bodily experiences that unite covert emotion and

correspondingovertexpression.

To clarify, just like a sigh (a vocalisation that arises from feelings of sadness,

yearning,tiredness,despairorrelief),expressivespeechisoften aprereflectiveresponse

toanemotionalstimulus.Asacatalyst induces anemotion inus,wefeel thiscovertly

within our body. Expressive speech is simply an overt externalisation. The feeling of

delivering the speech, of combining certain expressive devices, therefore becomes

inextricablyboundwiththefeelingoftheemotion.Forexample,thefeeling ofscreaming

in a fit of rage is directly associated with the feeling of anger, or similarly, that an

outpouringofgriefisunderpinnedbythefeelingofpain.Eveninapremeditatedspeech,

arisingviapreparationratherthanrawemotion,theoratornotonlyexploitsthepowerful

associations that have been forged between acoustic properties and emotional

expression,butheorshealsocannotescapeanyemotionalimpetusthatmaytouchhim

orherinthatmoment.Importantly,whenlistening tothesedifferentvocalisations,the

particular expression and its corresponding emotional content are recognised due to

imageschemata,derivedfromourembodiedexperienceofthesameorsimilarevent–

of shoutingor lamenting, forexample.Viamimeticparticipation, including,of course,

subvocalisation, the body uses this prior experience to imitate the gestureproducing

actions, generating the image schema and, therefore, the comprehension of the

expressivegesture.Assuch,theexpressionisnotonlyheard,butalsofelt.

Giventhatthesoundproducingactionsofexpressivevocalisationsareintimately

tiedtothefeelingofthe relatedemotion,itcouldbearguedthattheemotionisfelt,to

someextent, bythelistener,aspartofcomprehendingtheexpression.Mostcertainlyan

inextricable ingredient of that ‘gut’ feeling,743 the emotion could, in particular, play a

fundamentalpartinthe‘amodal,visceral...exertiondynamic’744 oftheexpression.There

is, of course, a wealth of literature debating the correlation between perceived and

742 PaddyBullard,‘RhetoricandEloquence:TheLanguageofPersuasion’,inTheOxfordHandbookof
BritishPhilosophyintheEighteenthCentury,ed.JamesA.Harris(NewYork:OxfordUniversityPress,
2013),84.
743 Cox,‘Hearing,Feeling,GraspingGestures’,51.
744 Ibid.,52.
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inducedemotion745 – anareathatliesfarbeyondthescopeofthisthesis– however,I

simply argue that, thanks toboth thedirect correlationbetween covert emotion and

overtexpression,andthesubpersonal,bodilyprocessesofmimeticparticipation(which

work in tandemwith image schemata in the listening experience), the emotion of a

musicalshapeis,insomeway,experiencedbythelistener.Theydonotmerelyrecognise

themusicalemotioncognitively(assuggestedinearlierworkintomusiccognition),but

fromafeltperspective– anunderstandingbasedonembodiedinvolvement.

Music, of course, exploits the same emotionallycharacterised devices as

expressive speech: pitch, timbre, dynamic, articulation, tempo, duration, rhythm, and

silence.Isuggest,therefore,thattheemotionalcontentofamusicalphrase– created,

onceagain,bycombiningtheseacousticfeatures– issimilarlyperceivedthroughmimetic

participation,whereby,thankstoembodiedknowing,thelistenersubvocalisesandtacitly

imitates the ‘amodal, visceral … exertion dynamic’,746 generating a gut feeling of the

expressiveshapeandthecorrespondingemotion.747 Thefeeling ofemotion,embedded

inthesefeltmusicalshapes(asillustratedinFigure9 below) is,therefore,afundamental

componentofthelisteningexperience.

Figure9.FeltEmotion

745 Examplesinclude:
AlfGabrielsson,‘EmotionPerceivedandEmotionFelt:SameorDifferent?’,MusicaeScientaeSpecialIssue
(20012003):123124;PatrikN.JuslinandDanielVästfjäll,‘EmotionalResponsestoMusic:TheNeedto
ConsiderUnderlyingMechanisms’,BehavioralandBrainSciences 31no.5(2008):559560;PatrickG.
HunterandE.GlennSchellenberg,‘MusicandEmotion’,inSpringerHandbookofAuditoryResearch, vol.
36:MusicPerception,ed.MariRiessJones,RichardR.Fay,ArthurN.Popper(NewYork:Springer,2010),
129.
746 Cox,‘Hearing,Feeling,GraspingGestures’,52.
747 ItisinterestingtonotethatLeGuinalsoalludestothegutfeelingofaperformer,byreferringto
eighteenthcenturywriting:ÉtienneBonnotdeCondillac’snotionof‘fundamentalfeeling’andJean
BaptisteleRondD’Alembert’scommentthatsuchan‘internalsensewouldseemabovealltoreside
aroundtheregionofthestomach’.
ÉtienneBonnot deCondillac,inLeGuin,Boccherini’sBody,7.
JeanBaptisteleRondD’Alembert,inLeGuin,Boccherini’sBody, 8.
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Whilstrecognisingthe importanceoffeltemotionintemporalexpressivity,atthisstage

itseemsmostessentialtoaddressDenizPeters’question,‘Whatarethesefeltshapes?’748

4.5. Identifying‘Felt’ Shapes

4.5.1. An Example:DownwardShapesofSadness

Havingexploredthesubpersonalandemotionalfoundationsofourembodiedknowledge

of‘felt’musicalshapes,itis indeed necessary toconsiderwhatexactlytheseshapesare

and,ofcourse,howtheyaffectaperformer’sexpressivetimingdecisions.JohnRinkhas

‘noted the importance ofmusical “shape” ... in the performer’s conceptualisation of

music– anelusivebutelucidatorynotion ...temporallyconceived’.749 Thiscommentfrom

Rink (whoexplicitlyacknowledges ‘forward impulse, timingand“shape”’as the ‘most

essentialconcerns’750 ofaperformer)reinforcesthesignificanceoffeltshapesinterms

of both the performer’s experience and musical timing. Whilst Section 4.5 serves

primarily to identify these shapes in relation to image schemata, Section 4.6 and, in

particular,thecasestudy (Chapter5) revealhowthisembodiedknowledgespecifically

affectstemporalexpressivity.751

HallgjerdAksnesalludestofeltshapesinherresearchinto‘howbothsounding

music and score are understood in termsof our ownembodiment’.752 As part of her

explorations,Asknesconsidersourembodiedexperienceofsadness:specifically,‘whatit

feelsliketobesad,andhowwecarryourbodieswhenwearesad’.753 Shestates:‘wefeel

excessivelyheavyandsluggish,wesink together,our shoulders crouch,andourhead

falls;inotherwords,weexperienceourbodyintermsofdownwardmotion– muchlike

thedownwardmotionof themelodic lines’.754 Aksnes continues todrawconnections

betweenourembodiedexperiencesof sadnessandmusical shapesas she specifically

748 Peters,‘LettingtheBodyDecide’,9.
749 Rink,‘Analysisand(or?)Performance’,inRink,MusicalPerformance,36.
750 JohnRink,‘Playing inTime:Rhythm,Metre,andTempoinBrahm’s FantasienOp.116’,inRink,The
PracticeofPerformance,255.
751 Itisveryimportant,atthisstage,toacknowledgethepotentialculturallimitationsoftheensuing
discussion(Section4.5),whichissituatedinWesternpractice.Whilstcertaincommentsmayindeedhave
crossculturalrelevance,claimsofshareduniversalexperiencewouldrequirethoroughcrosscultural
investigationthatliesbeyondthescopeofthisthesis.Theculturalnuancesandlimitationsofmyresearch
arefurtherconsideredinChapter6.
752 HallgjerdAksnes.‘MusicandItsResonatingBody’,inMusicalSignification:BetweenRhetoricand
Pragmatics:Proceedingsofthe5th InternationalCongressonMusicalSignification,ed.G.Stefani,E.
TarastiandLMarconi(Bologna:CLUEB,1998), 81.
753 Ibid.,93.
754 Ibid.
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compares‘ourfacialandposturalexpressionsofsadness’,with‘fallingmelodiclines’.755

Recognising overt externalisations of felt emotions, she refers to ‘spontaneous vocal

expressions of sadness’ and ‘sobbing’, noting ‘sonorous similarities’756 with ‘falling

chromaticlines’,757 andthe‘dottedrhythm’758 respectively.

Most importantly, Aksnes develops her argument for bodybased musical

meaning by proposing that ‘wedrawupon these bodily patterns and reactionswhen

listening’.759 Shesuggeststhatourunderstandingofmusicalshapeandemotioncanarise

notonly ‘fromsimple recognitionofmusic’sexpressiveproperties’butalso ‘fromour

identifyingwithandactuallyfeelingtheexpressivity ofthemusic’.760 Inthisway,Asknes

implicitly recognises that felt musical shapes of sadness exploit the crossmodal

dimensionsofmimesisandimageschemata,drawingontheacousticpropertiesofthe

sound (‘understand[ing] sounds incomparison tosoundswehavemadeourselves’,761

suchascryingorsobbing),aswellason‘thephysicalactionsthatthosesoundssignify’762

(suchasslouchingorfrowning).Ofcourse,together,avocalwail,afacialgrimaceanda

posturalslumpformanoverallgestureofsadness,encapsulatingtheprofoundandall

consumingvisceral,‘gutfeeling’.Ultimately,whenlisteningtodescendingmusicallines

(suchasthatwhichtypicallycharacterises‘Dido’sLament’)ortomusicalsighsandsobs,

due to mimetic participation, which exploits our many, multisensory, embodied

experiencesofunhappiness,we feel thedownward, sighingor sobbingmusical shape

(thankstoitsimageschematicproperties)inourbodiesandthisinherentlyinstigatesthe

concomitantfeelingofsadness.763

4.5.2.TheBalanceSchema

Continuingtoexploit‘bodybasedmetaphors’,favouredfortheirintersubjectivequality

asaresultof‘sharedbiologicalandculturaldispositions’,764 Aksnesrecognisesanother

755 Ibid.,87.
756 Ibid.,93.
757 Ibid., 91.
758 Ibid.
759 Ibid.,93.
760 Ibid.,94.
761 Cox,‘TheMimeticHypothesisandEmbodiedMusicalMeaning’,195.
762 Rao,‘ChenYi,SymphonyNo.2(1993)’,133.
763 Thisholistic,multimodalqualityofmusicalexperiencehelpstoexplainacommentbyLeGuin,inher
researchintotheembodiedexperiencesofperformingBoccherini’smusic:‘Icanneverbesurewhether
theexperienceIamdescribingisprimarilyheard,orprimarilyfelt,orprimarilyseen’.
LeGuin,Boccherini’sBody,36.
764 Aksnes,‘MusicandItsResonatingBody’,82.
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feltmusicalshape:balance.Thephenomenonofbalance isinextricablyboundupwith

notionsoftensionandrelease,andthereareindeedanumberofconnectionsbetween

musicalandbodilytension.Theboundarybetweenmusicaldissonanceandresolution,as

wellasbetweenphysicalpainandpleasure,isveryclose,765 thelongerbothmusicaland

physical tension endure, the greater the impact of the ensuing relaxation (hence the

powerful effect of prolonging a dissonant appoggiatura to delay the resolution), and

finally, listening to musical tension induces bodily activity associated with muscular

tension.766 Theseobservationsunderpinmyargumentthatmusicalshapesofbalanceare

felt bythelistener,confirmingthevisceralessenceofourembodiedexperienceoffelt

musicalshapes.

Asknes specificallyproposesthatmusicalbalanceisfelt inrelationtooursomatic

experienceofgravity– adeeprootedtacitunderstandingofthebalanceschema,which

isdirectlytorelatedto‘stability’,‘centeredness’and‘uprightness’(andthereforetothe

‘verticality’and ‘centerperiphery’schemata)767 – and isknownonlythroughthe lived

body:

risingmelodiclines,forexample,areoftenheardasanincrease

in tension; much like our understanding of potential energy,

whichisproportionatetotheelevationofanobject.In thesame

wayasphysicalobjects,melodiesseemtoreturntotheiroriginal

energywhentheyreturntotheregistralpointofdeparture.768

Reminiscent of Peters’ discussion of the crossmodal relationships between musical

shapesandotherembodiedexperiencesof theworld,Asknes’argumentsconfirmthe

powerofimageschematato‘transcendthedifferentsensorymodalities’.769

Havingmadetheseconnectionsbetweengravitationalforceandmelodic musical

balance,AksnessubsequentlydrawsparallelswithWesternfunctionalharmony.Quoting

JeanPhilippeRameau’scommentthatthetonic‘mustbeseenasthecentreofthemode,

towards which is drawn all our desires’,770 alongside Riemann’s description of ‘the

765 JimSchnabel,‘TheYinandYangofPleasureandPain’,TheDanaFoundation,August 21,2008,
accessedJuly28,2016,http://www.dana.org/News/Details.aspx?id=42834.
766 LeeA.Rothfarb,AugustHalm:ACriticalandCreativeLifeinMusic (NewYork:UniversityofRochester
Press,2009),179.
767 Brower,‘ACognitiveTheoryofMusicalMeaning’,327.
768 Aksnes, ‘MusicandItsResonatingBody’,85.
769 Ibid.,86.
770 JeanPhilippeRameau, inAksnes,‘MusicandItsResonatingBody’,97.
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dominantchord’sleadingtonebeingpulledtowardsthetonic’,shesummarises:‘[i]nour

culture we both hear and feel this pull as a major source of musical tensions and

releases’,771 thankstoourembodiedexperiencesoftheforcesandattractionofgravity.

CandaceBrowerconcursnotonlythat‘bodilyimageschemas– especiallythoseinvolving

forceandmotion– appeartounderlieourunderstandingofmusic’,772 butalsothatthe

‘balanceschema’inparticularplaysafundamentalroleinourembodiedexperienceof

melodiccontoursand‘thepullofthetonic’.773 Examplesofhow ourembodiedknowledge

of tension and release – our tacit understanding of the balance schema – influences

expressive timingdecisions inperformancecanbe seen inSection5.4.1.4 of thecase

study.

4.5.3.TheCycleSchema

Havingidentifiedthesignificanceofourembodiedknowledgeofthebalance schemain

regard to our experience of felt musical shapes, it is important to consider the

interrelationship between the balance and the cycle schemata. Interestingly, Brower

notesthat,as‘processesorstatesrelatedbybinaryopposition’,tensionandrelaxation,

alongwith‘upversusdown’,‘inversusout’,and‘departureversusreturn’,reflectmany

ofourbodilycycles,suchas ‘thealternationof leftandright inwalking, inandout in

breathing,backandforthinswinging’.774 Browerillustratesthisrelationshipwitha‘cycle

[that]takestheshapeofarepeatingpatternofpeaksandtroughs,suggestingclimaxes

alternatingwithpointsofrepose’775 – the‘cycleschema’ – asindicatedinFigure10.

Figure10.TheCycleSchema

Of course, as Brower notes, whilst thewavemay be balanced, itmay also be

‘asymmetrical,asinthecaseofmostbodilyprocessesoftensionandrelaxation,withthe

climaxsometimescomingwellafterthemidpointofthecycle’.776 Thiswaveoftension

771 Aksnes,‘MusicandItsResonatingBody’,97.
772 Brower,‘ACognitiveTheoryofMusicalMeaning’, 324.
773 Ibid.,335.
774 Ibid.,330.
775 Ibid.,329.
776 Ibid.,330.



165

and release is also reflected in musical shapes on many levels, from a dissonant

appoggiaturalastinghalfortwothirdsofasinglenote,tothehighpointofanindividual

phrase,totheclimaxatastructuralgoldensection.Indeed,thiscoexistenceofmultilevel

musicalcyclesissupportedbyBrower’sassertionthatthey may‘benested,withlarger

cyclessubsumingsmallerones,producing ...hierarchy’.777

Inordertounderstandtheprofundityofthisformofknowledge – whichoften

masqueradesas‘intuitive’or‘natural’– itisessentialtoconsiderhowit isacquired.In

Chapter 2, following Epstein, I noted that cyclicity pervades our bodily and worldly

experiences.ThisisconfirmedbyMarkJohnson:

[w]e come into existence as the culmination of a reproductive

cycle. Our bodily maintenance depends upon the regular

recurrence of complex interacting cycles: heartbeat, breathing,

digestion, menstruation, waking and sleeping, circulation,

emotionalbuildupfollowedbyrelease,etc.Weexperienceour

worldandeverythinginitasembeddedwithincyclicprocesses:

day and night, the seasons, the course of life (birth through

death), the stages of development in plants and animals, the

revolutionsoftheheavenlybodies.778

It is evident, therefore, that fromamultitudeof cyclic experiences,wehave a deep

rootedembodied knowledgeofthecycleschema,withoutnecessarilyrealisingit.779 Itis

thisdeeplyengrained,prereflective qualitythataccountsforthe‘intuitive’statusoftacit,

experientialknowledge.

Having recognised themanyexperiences that together generateourprofound

embodiedknowledgeofcyclicity,itisessentialtohighlighttheinherenttemporalityof

thisschema,inordertounderstanditsparticularinfluenceonmicrotemporalexpressivity

inperformance.Developingherexplanation(alreadynotedinChapter2,Section2.4.2.3)

777 Ibid.,329.
778 Johnson,TheBodyintheMind,119.
779 Ofcourse,thetheoryofimageschemataendeavourstocodifyourtacitknowledgeofthecycle
schemaintoanexplicitepistemicform.Onecould,therefore,criticallyconsiderthetheoryofimage
schematainone’sreflectiveattention.AsMarkJohnsonsays,‘eventhoughimageschemastypically
operatewithoutourconsciousawarenessofhowtheystructureourexperience,itissometimespossible
tobecomereflectivelyawareoftheimageschematicstructureofacertainexperience’. Inanycase,as
explainedinSection4.2.2andillustratedbyFigure5,thefulldepthofthisembodiedknowledgecanonly
everbeunderstoodexperientially.
Johnson,EmbodiedMind,Meaning,andReason, 86.
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that ‘the CYCLE [sic] schema serves to organize our experience of time’,780 Brower’s

account of the prevalence of cyclicity in everyday life highlights its temporal

quintessence:

[a]tmanylevelsoftemporalexperience,humanactivitytendsto

organizeitselfintocycles.Fromlowlevelpatternsofwalkingand

breathing to higherlevel patterns of waking and sleeping,

working and resting, we use these cycles to locate ourselves

within the flow of time, anticipating the timing of upcoming

eventsthroughtheregularityandpredictabilityofthecycles.781

Johnson,too,emphasisesthat‘thisstructureconstitutesoneofourmostbasicpatterns

forexperiencingandunderstandingtemporality’.782 Cyclessimply ‘constitutetemporal

boundariesforouractivities’,thankstotheiridiosyncraticcapacityto‘markoff...units

oftime’783 – acharacteristicelucidatedbyviewingthecyclenotmerelyasasinewave(as

represented in Figure 10), but as a ‘circle’, or a ‘closed pathway’.784 Brower draws

connections with the ‘container schema’: ‘[t]he circle, being closed, can be

conceptualizedasacontainerformotionarounditsperimeter’,ormorespecificallyas‘a

temporalcontainer’,addingthatthesetemporalcircles‘maybesubjecttoexpansionand

contraction’.785

Whilst thespecific relationshipbetweenourembodiedknowledgeof thecycle

schemaandmicrotemporalnuanceshasbeen introduced inChapter2 (specifically in

termsofpunctuationor‘restpoints’andproportionaltempo)andisexploredindetailin

thecasestudy,atthisstageitisinterestingtodrawsomebrief,rudimentaryconnections

with musical phrases. Thanks to the crossmodality and subpersonal, bodily

underpinnings of image schemata, I contend that phrases are felt as temporally

delineating, cyclic patterns, the continuous flowand regularity ofwhich establishes a

sense of predictability or expectation, such as a series of fourbar phrases. Phrase

expansionsorcontractions,therefore,defyouranticipationsandarehenceexperienced

as premature or delayed arrivals at the expected goal, of course stimulating

correspondingfeelingsofsurpriseoruncertainty,forexample.Thisconceptualisationof

780 Brower,‘ACognitiveTheoryofMusicalMeaning’,328.
781 Ibid.,351.
782 Johnson,TheBodyintheMind,121.
783 Brower,‘ACognitiveTheoryofMusicalMeaning’,329.
784 Ibid.
785 Ibid.
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temporallyorganisingcycliccontainersthatcanenlargeanddecrease– theveryresultof

the synergetic interaction of different schemata to construct meaning based on

embodiedexperience– perfectlyexplainsthefeeling ofdifferentmusicalphraselengths,

alongwiththeinherent,correspondingfeelingofemotion,suchasthatofsatisfactionas

ourexpectationsaremet,orsurpriseoranduneaseastheyare thwarted.

What is significanthere is that earlier ideas concerningexpectation inmusical

shape(suchthosedevelopedfromthe1950sonwardsbyLeonardMeyerandothers)786

takeonanewdimension:beyondpurelymentalcognitivemodelsformusicperception,

my argument (following the likes of Cox, Peters, Aksnes and Brower) is thatmusical

shapes and emotions are not only perceived mentally, but felt through embodied

cognition. Specifically, in drawing on Brower’s recognition of the ‘cycle schema’ as a

significantcomponentofembodiedmusicalmeaning,aswellasonmyownexperience

as a listener and performer, I contend that musical shapes, and in particular phrase

shapes,arefeltpredominantlyas cycles – anembodied,cyclicexperiencethatinfluences

ourexpressivetimingdecisions(asnotedinChapter2 on‘Time’andfurtherelucidated

inSection5.4 ofthecasestudy).

4.5.4.ThePathwaySchema

Recognising the implicit connections between cyclic patterns and notions of motion,

departure,expectation, goalsandarrival,itisnoteworthythatBrowerclaims,‘wemove

throughlifeincyclesinwhichtheattainmentofonetypeofgoalisfollowedbystriving

fortheother’.787 Thereis,ofcourse,anexplicitalliancehere,betweenthe‘cycleschema’

andthe ‘sourcepathgoalschema’ (orasIterm it,the‘pathwayschema’),which, asnoted

inChapter2,‘organizesourexperienceofmotion,specificallygoaldirectedmotion’.788

RecallingDavidEpstein’scommentthat‘motionistheverystuffoftimeitself’,789 aswell

as the prevalence of ‘goaldirected linearity’ in the literature on musical time, the

significanceofthepathwayschemainexpressivetimingispatent.Mostimportantly,it

supportsmyproposalthatmusicalshapes(orcycles)arealsofeltasjourneys– auniversal

786 LeonardB.Meyer,EmotionandMeaninginMusic (ChicagoandLondon:TheUniversityofChicago
Press,1956).
787 Brower,‘ACognitiveTheoryofMusicalMeaning’,331.
788 Ibid.
789 Epstein,ShapingTime, 8.
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understandingofprogression, theembodied foundationsofwhichhavealreadybeen

alludedtointhediscussionofKramer’sworkinChapter2 (Section2.4.2.2).

Indeed,themetaphorofamusicaljourneyisafamiliarconcept.Justlikelife– one

bigvoyage(orcycle),encompassingavastmultitudeofsmallerjourneys(orcycles)– a

musicaljourneyexistsonmanylevels,comprisinganumberofphasesofdepartureand

arrival,fromindividualmotifs,tophrases,tostructuralsections,towholemovements,to

entire works – journeys nested within journeys. With specific regard to pitch, ‘the

descriptionofmelodyasmovingbystepclearlyreflectsthebodilyexperienceofwalking’,

andsuggests ‘astepbystepprogressionalongapathwayleadingtoagoal’.790 Afterall,

Schenkerhimselfstates:‘[s]inceitisamelodicsuccessionofdefinitestepsofasecond,

the fundamental line signifies motion, striving toward a goal, and ultimately the

completionofthiscourse’.791 Thewayinwhichourembodiedknowledgeofthepathway

schema relates to our experience of pitch, thanks to the crossmodality of image

schemataandmetaphoricalprojection,isevident.

Each single step one takes can be viewed as an individual journey in itself,

underpinned by the feeling of 1) departure as the foot leaves stable ground, 2)

anticipationandtensionasthefootissuspendedintheairagainstgravity,and3)arrival

atagoal,asthefootreturnstoastablepositionandbalanceisregained.Thisisillustrated

inFigure11.

Figure11.Journey

Thishighlightstheintimaterelationshipnotonlybetweendifferentphasesofajourney

andcorrespondingemotions(and,thereforebetweenfeltshapesandfeltemotions),but

also between the verticality, balance, cycle and sourcepathgoal schemata. These

interrelatedschemata aresimilarly reflected inamelodic journey,whereby themusic

790 Brower,‘ACognitiveTheoryofMusicalMeaning’,333.
791 HeinrichSchenker,FreeComposition,trans.ErnstOster(NewYorkandLondon:Longman,1979),4.
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departsfromastablepitch,causingthelistenertofeelaforce,mirroringthetensionof

gravitational energy; in diatonic music, for example, this manifests as a ‘pull’ from

‘unstabletones’,suchasthe7th orthe4th, ‘upwardordownwardtothecloseststable

tones’,suchasthe1st orthe3rd – themelodicgoal.792

WithregardtoharmonicprogressioninWesternclassicaltonalmusic,theterm

‘progression’itselfinherentlyconnotingajourney,thesuspenseofanensuingcadence

leadstothefeelingofarrivalandrepose asthetonicisreached– ashapeexperienced

thankstoourembodiedknowledgeofthepathwayschema.Inparticular,Browernotes

that‘theprogressionIVIevokestheexperiencenotonlyofdepartureandreturn,but

alsoofriseandfall,tensionandrelaxation’,793 onceagainindicatingthecoexistenceof

the verticality, balance and sourcepathgoal schemata. When she asserts that

‘[c]ompletionoftheIVIprogressionbringsintoplaytheCYCLE[sic]schema,andwithit

implicationsofclosureandcontainment’,794 shealsoalludestothe‘containerschema’.795

Evidently, iftheharmonicprogressionends, instead,withan interruptedcadence,our

expectationsaredefied.Thiscertainlygeneratesafeelingofsurpriseratherthanarrival,

andextendsourmusicaljourney,justasanunforeseenroadclosurecausesustodeviate

fromouroriginalrouteandtakeanewdirection.ThisisrepresentedinFigure12.

Figure12.ExtendedJourney

Thanks to thecrossmodalityof imageschemata, in thesamewaythatexploringnew

territoryandmakingunusualdiscoveriescanbebothdisorientingandintriguing,wemay

feel lost yet curious when our anticipated musical journey changes course, such as

listeningtothesurprisesofadevelopmentsection,oraseriesofunexpectedharmonic

792 Brower,‘ACognitiveTheoryofMusicalMeaning’,334.
793 Ibid.,340.
794 Ibid.
795 Ibid,329,342.
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progressions.Inanycase,thankstoitsdefiningquintessence– goaldirectedmotion–

thesalienceofthepathwayschemainexpressivetimingdecisionsispatent (andthisis

confirmedby examplesprovidedinSection4.6.3 andinthecasestudy,Chapter5).

4.5.5.ArchShapes

Todraw togethermyexamplesof feltmusical shapes it seemsuseful to consider the

imageofan ‘arc’or ‘arch’.This shape is referenced frequently inBrower’sdiscussion,

thanksto itscurvature,whichinherentlyreflectsthecontourofthecycleschema,the‘up

anddown’ofverticalityandbalanceschemas,thedeparture,motionandarrivalofthe

pathwayschema,andhencetheoveralltrajectoryofajourney.Whilstrecognisingthe

‘hierarchicalnestingofarcs’inmusic,796 Browerrefers,inparticular,to ‘arcsofmotion’

todescribemusicalphrases.797 Interestingly,Aksnes,too,recognisesthesignificanceof

arches in musical experience, highlighting ‘the arch’ as ‘a striking example of

metaphoricalprojectionbetweendifferentdomainsofexperience’.798 Aksnesidentifies

‘visualimagesofarchesinthescore(includingphrasearches)’,aswellasarchshapesthat

are‘associatedwiththemovementandtensionqualitiesofbodilygestures’,799 alluding,

ofcourse,tothetensionreleaseofthebalanceschemaandtherelatedcontourofthe

cycle schema, which underpin both overt physical motions, such as walking, and

undulating subpersonal bodily processes, such as breathing. The significance of arch

shapesinembodiedlisteningisreinforcedbyastudycarriedoutbymusictheoristMarion

Guck inwhichsheaskedmusicstudentstodescribeapassagefromChopin’sBMinor

Preludeinnontechnicalterms.Responsesincluded:

apolevaulterjustreleasingapole;alaboredbreath;andaperson

divingoffadivingboard.Allthreedescribetheactivityofaperson

and suggest an arching shape with steadily increasing tension

culminatinginapointofclimaxwithsubsequentsuddenrelease.

Differences between the three seem to be differences in

emphasisratherthanfundamentaldisparitiesinconception.800

796 Ibid.,370.
797 Ibid.,351.
798 Aksnes,‘MusicandItsResonatingBody’,96.
799 Ibid.
800 MarionGuck,‘MusicalImagesasMusicalThoughts:TheContributionofMetaphortoAnalysis’, In
TheoryOnly5,no.5(1981):3435.
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Thesedescriptionsdemonstratethearchingcontourofthebalance,cycleandpathway

schemata, which draw on a variety of embodied experience and work together to

generatethesefeltmusicalshapes.

4.5.6. Section Summary

Toconcludemydiscussionoffeltshapeswithinthelisteningbody,Isummarise:thebody

playsafundamentalroleinthelisteningexperience.Viatheinterdependentcooperation

ofmimeticparticipation andimageschemata– complexprocessesthatareunderpinned

by covert bodily and cognitive activity and draw on amultimodal array of embodied

knowledge – musicalshapes,entwinedwithandcocreatedbycorrespondingemotions,

arefeltbythelistener.Theseshapesareneitherpreciselydefined,norrigidlyfixed,yet

they are felt vividly within the body. The shapes predominantly take the form of

emotionallycharacterisedgesturesorexpressions,andjourneys,feltascyclesorarches,

encompassing a vast array of feelings associated with departure, motion, tension,

expectation,arrivalandrelaxation.Thankstotheirinherenttemporality– particularlythe

temporallydelineatingqualityofthecycleschemaandthemotionaltrajectoriesof the

pathwayschema– thesefeltshapes(a profoundvisceralformofembodiedknowledge)

playacrucialroleinguidingexpressivetimingdecisions.

I reiterate,here, that I amnotmerelyarticulating thecognitivist view thatwe

mightrecognisemusicalpatternsthroughmentalmetaphoricalprojections,cognitively

identifyingshapes(andtheircorrespondingaffectiveproperties) innotationorsound;

nor am I delving into the psychological complexities of emotional perception and

induction by insisting that emotion is induced in the listener. Rather, the crux ofmy

argumentisembodiment:musicalpatternsandshapesareunderstood,perceivedand

feltthroughthemindandbodytogether,throughembodiedcognition.Inthecasestudy

(Chapter5),Iaimtoexemplifythisprocessinaction.

4.6.Felt ShapesinPerformance

4.6.1. PerformerasListener

Havingexploredfeltshapesthatariseinthelistening experience,itis,ofcourse,essential

tounderstand their relevance to theperformer,and, specifically, toexpressive timing

decisions.Afterall, it isessential to reiterate that the focusof this research ison the

experienceoftheperformer,nottheaudience.Myexplorationsofembodiedlistening
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thereforeservespecificallytodevelopanunderstandingofthewayinwhichthisformof

knowledge influences a performer’s interpretative decisions; they do not intend to

address issuesof audience reception.Whilst theoriesofmimeticparticipation,mirror

neuronsandimageschematado,tosomeextent,suggestthattheremaybesomeshared

experience between performer and audience,801 and that we may well experience

musicalshapesintermsofsimilarembodiedimageschemata,thisrelationshiprequires

thorough investigation that lies farbeyond the scopeof this study.Afterall, justasa

performer’s embodied knowledge of image schemata interactswith a range of other

epistemicavenuesintheindividual’sepistemicweb,eachlisteneralsobringstheirunique

reservoirofknowledgetotheactivity,influencingtheirpersonalexperienceofthemusic.

ThepurposeofSection4.6is,therefore,tofocusspecificallyonthewayinwhich

felt shapes – a form of knowledge grounded in embodied listening – can influence

temporalexpressivityinperformance. Thisinvolvesconsidering theroleoftheperformer

simultaneously asperformerand listener. Stefan Östersjö’s comment,which I quoted

earlierandwhichechoesMerleauPonty’snotionof ‘reversibility’,802 isworthrecalling

here:‘fortheperformeritisnotreallypossibletodistinguishbetweenbeinginthe world

asperformingandbeingintheworldaslistening’,duetotheintimateentanglementof

‘actionperceptionloopsatplayinmusicalperformance’.803 Theperformeris‘asoneboth

hearingandbeingheard’.804 DenizPetersprovidesadetailedexplanation:

[a] similarstrandofbodilyexperiencethatengagesthelistener,

engages the performer, only that the performer decides about

the continuation of a sounding shape. In other words, the

performerapproachesinherorhisinterpretationofascore,orin

herorhisimprovisation,notonlytheheardattributeofapassage,

but also the felt .... Decisions of this kind aremade and often

consolidated already at the rehearsal stage, which involves

experimentation beyond the question of how a passage is

801 Suchanimitativeexperienceis,infact,alsoproposedbyLeGuin,whenshestatesthat‘[I]nalive
performance(andtosomeextentinarecordedone)notonlywilltheperformerfeelthings…butthe
listenerobserverwillfeelthemtoo,orwillatleastfeelthattheperformerfeelsthem’.
LeGuin,Boccherini’sBody,24.
802 JackReynolds,‘MauriceMerleauPonty(19081961)’,in InternetEncyclopaediaofPhilosophy:APeer
ReviewedAcademicResource,ed.BradleyDowdenandJamesFieser,accessedJuly20,2016,
http://www.iep.utm.edu/merleau/#SH3b.
803 Östersjö,‘TheResistanceoftheTurkishMakamandtheHabitusofaPerformer’,205.
804 Corness,‘TheMusicalExperiencethroughtheLensofEmbodiment’,21.
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approachedtechnically,intothatofitsfeltshape.Thesumofsuch

decisionsandtheconsistencyandsynthesisformedtherein,make

adecisivedifferenceon interpretation. It iswith thebody that

suchshapesarefound,andconsequently,decisionstaken.805

We listenasweplaymusic;we feel theshapesaswecreate them.Whilst the

exploratorynatureofpracticelendsitselftoexperimentationwithdifferentfeltshapes,

providingtheopportunitytoconsolidateaninterpretation,orbetterstill,interpretative

possibilities, theperformercannotescape the impactof the feltmusical shape in the

moment, whichis,ofcourse,aninitiallyprereflectiveresponsetotheunfoldingmusical

narrative in real time, influenced by the subtleties of the surrounding shapes – a

phenomenal,‘whatitfeelslike’,visceralexperience.Inthisway,asPeterssummarises,

the‘body[takes]theleadinshapingthesound’.806

Feltmusicalshapes,therefore,ultimatelyunderpinandguideexpressivedecision

making. Asnoted, shapesare feltpredominantlyascycles,archesand journeys,allof

whichhave ahighly temporal quality – recall thediscussionof ‘temporallyorganising

containers’– andsuggestdirectionalmotiontowardsandawayfromaclimax.Assuch,

thefeltshapeplaysa crucialroleindeterminingthetemporaltrajectoryofthephrase,

therefore lying at the heart of expressive timing decisions. Due to actionperception

loops,thefeltshapesandconcomitantemotionsleadtoexpressivemusicalmotion;yet

theexpressivemusicalmotionsimultaneouslyengenders thefeltmusicalshape.Thereis

indeedacomplexentwinementofmusicalshapesandfeltshapes,ofdoingandfeeling,

ofmotionandemotion:musicalshapesstimulateandaresimultaneouslystimulatedby

feltshapes. Inanycase,wecannotneglecttheprimacyofthebodyingoverningmusical

interpretation– itsinherentabilitytoguideexpressivedecisionmakinginperformance.

4.6.2. FeltShapesandOvertExternalisations

Havingestablishedtheinvaluableroleof covertfeltshapesinmusicalperformance,Iwish

toconsider theirovert externalisations.Whilstovertacoustic externalisationstakethe

form of interpretative musical decisions, such as temporal expressivity, and are,

therefore,manifestinthesound, Isuggestthatitisequallyimportanttoexplorepotential

805 Peters,‘LettingtheBodyDecide’,11.
806 Ibid.,12.
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physical externalisations.Ipropose,afterall,thatcovertfeltshapesmaydirectlygiverise

toovertbodilyshapesorgestures.

ThisrelationshiphasindeedbeentoucheduponinDenizPeters’work, inwhich

‘therelationbetweenmusicalexpressionandbodilyexpression’isexamined;807 however,

ratherthanexploringthegesturesofperformingmusicians,itisthemovementofdancers

(astheyinteractedwithmusicinacomplex,embodiedactionperceptionprocess,both

producingandrespondingtoelectronicsound)thatstealsthefocus.Whistthedancers

recountthat‘theyfelttheywerecorrelatingtheirmovementsspontaneouslywiththose

invitedorincitedbythesound’,808 Peterselaboratesthatthe‘shapesengenderedbythe

sonic development’ were not only ‘felt proprioceptively’ by the dancers, but, more

importantly,that‘[t]hesefeltshapeswere[also]presentenoughforthedancerstoorient

their movements on or even to give rise to movement’.809 In considering potential

‘mappings between motion qualities and sound qualities’, Peters most significantly

recognises moments that indicate an ‘empathic correlation of sonically suggested

movementqualitieswith theiractualmovement, [where the]dancerswould feel that

they “embodied the sound”,meaning that theywould feel as if sonic andmovement

qualitiesmerged’.810 Peterscontinues: ‘beyondthequalities,theintentionalitiesofthe

twomovements(onesuggestedbythemusic,theothercontinuingthedancer’s)merged

as well’.811 This intimate connection between the sonic shape of the music, the

correspondingcovertfeltshape withinthedancer,andthedancer’sexternalised,overt

bodilyshape iseffectivelysummarizedbyPeters,asfollows:‘[t]hefeelingofshapearising

fromthesoundtheyapproachedwasjustthere– inthesound,intowhichtheyextended,

andwhichthusbecamepartoftheirbodies’.812

As they play, creating music, performing musicians also embody the sound,

covertlyfeelingshapesandovertlygeneratingthem,movingbothinresponsetoandin

anticipationofthesound,insuchawaythatthemotionalandsonicdimensionsoftheir

performancefuse.Personally,Icannotforgetthemomentthat ProfessorPeterSeymour

toldmethatI‘dance’whenIplay.Whilstthereis,ofcourse,anabundanceofresearch

807 Peters,‘LettingtheBodyDecide’,6.
808 Ibid., 7.
809 Ibid.,6
810 Ibid.
811 Ibid.,67.
812 Peters,‘LettingtheBodyDecide’,7.
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intotheperformative,physicalgesturesofmusicians,813 thissubjectisrarelyconsidered

specificallyinconnectionwithcovertfeltshapes.Researchintotherelationshipbetween

covertfeltshapesandovertbodilygesturesmusttherefore,bynecessity,extendfrom

dancers, to investigate performing musicians. After all, I propose not only that a

musician’sperformativegesturesarisepredominantlyasexternalisationsofcovertfelt

shapes, but also that they may be as integral in shaping performance and guiding

interpretativedecisionsasthecovertshapesthemselves.Inparticular,Isuggestthatthe

durationandmotionofgesturesplay afundamentalroleinexpressivetimingdecisions.

Atthisstage,itisimportanttoacknowledgethatthoroughinvestigationofovert

gestureliesbeyondthescopeofthisthesis.Indeed,Ididnotsetouttostudybodygesture

aspartofmyresearch:myobservationsemergedorganicallyintheresearchprocessand

hintedatinterestingconnectionswithmyfeltexperienceandimageschematicshapes.

Thefollowingdiscussionis,therefore,basedonmyownexperiencesandobservationsas

aperformerresearcher,andservesto introduceaplausible interrelationshipbetween

feltshapes,imageschemata,overtgestureandtemporalexpressivity.Itdoesnotattempt

tomakeanygrandclaimsbasedonhighlyscientificempirical investigationthatwould

require advanced technology to scrutinise correlations between overt gesture and

microtiming– anavenueforfurtherresearch.Indeed,suchaformal,experimentalstudy

using motion capture sensors and gestural analysis would not only pose different

technologicalandmethodologicalrequirements,buttheprimaryresearchfocuswould

shift fromthecovertprocessesandphenomenologicalexperiencesthatareofutmost

interestinthisthesis,towardsexternal,observableandmeasurablephenomena.Whatis

relevanthere isnot theminutiaeofgesturalspeedordistance,but thevery fact that

thereseemstobeanoteworthyrelationshipbetweenfeltexperience,imageschematic

shapes,overtgestureandexpressivetimingdecisions.

813 Particularlynotableexamples,lyingattheforefrontoftheliterature,include:
JaneW.Davidson,‘IntroducingtheIssueofPerformativityinMusic’,MusicologyAustralia36,no.2
(2014):179188;JaneW.Davidson,‘BodilyMovementandFacialActionsinExpressiveMusical
PerformancebySoloandDuoInstrumentalists:TwoDistinctiveCaseStudies’,PsychologyofMusic40,no.
5(2012):595–633;AnthonyGrittenandElaineKing,eds., NewPerspectivesonMusicandGesture (Surrey:
Ashgate,2011);RolfIngeGodøyandMarcLeman, eds.,MusicalGestures:Sound,Movement,and
Meaning (NewYorkandOxon:Routledge,2010);JaneW.Davidson,‘QualitativeInsightsintotheUseof
ExpressiveBodyMovementinSoloPianoPerformance:ACaseStudyApproach’,PsychologyofMusic35,
no.3(2007): 381‒401; JaneW.Davidson,‘TheRoleof theBodyintheProductionandPerceptionofSolo
VocalPerformance:ACaseStudyofAnnieLennox’,MusicaeScientae5,no.2(Fall2001):235256;Jane
W.DavidsonandJorgeSalgadoCorreia,‘MeaningfulMusicalPerformance:ABodilyExperience’,Research
StudiesinMusicEducation17,no.1(2001):7083;JaneW.Davidson,‘VisualPerceptionofPerformance
MannerintheMovementsofSoloMusicians’,PsychologyofMusic23(1993):103113.
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Interestingly,inmyanalysisofaudiovisualrecordingsofmyownperformances,

carriedoutpriortomytheoreticalexplorationsintothebodyandgesture,myprimary

andmostrecurrentobservationwasofthepreponderanceofcircular,cyclicmovement,

which characterised the vastmajority ofmy gestures and coincided directlywithmy

interpretation of small musical shapes.814 These circular motions often occurred in

tandemwithbodilymovement forwardsandbackwards,which seemed to reflect the

direction of the musical phrase. Example 1, an excerpt taken from one of my

performancesofMichelBlavet’sSonatainDmajor,showsbothmytrajectorialmotion

(00:16 – 00:21) and cyclic gestures (00:29  00:33). Whilst I initially discarded these

preliminary observations as simple, futile trivia, in retrospect, they appear most

significant. Having since come to understand the centrality of the cycle and pathway

schemata (and more specifically, cycles, containers, arches and journeys) in the

comprehension and felt dimension of music, it seems most plausible that my

performativebodilygesturesrelatedirectlytotheseschemata,andmoreimportantly,to

these feltshapes.By feelingthemusicalphraseasa journey, themotiontoand from

musicalgoalsisembodied,andexternalisedphysicallyandvisuallybytheforwardand

backwardmovementofmybody.Intimatelyentwinedwiththisdirectionalmotion,my

circularmovement (an embodiment of the journey as a ‘temporallyorganising arc of

motion’) simultaneouslydeterminesnotonly thedurationof thephrase,butalso the

subtletiesof thesonicmotion– the temporalnuances.Afterall, thephysicalgesture,

itselfoneofmotion,takesacertainamountoftime:itisatemporalcontainer. Itseems,

therefore,thatthecycleandpathwayschemata worksynergistically,bothcovertlyand

overtly,toguideexpressivetimingdecisions.Itis important toemphasisethat, ifeffective

andconvincingcommunicationreliesonthemusicalshapebeingfeltbytheperformer,

theovert,physicalshapes,whichnotonlyattesttobutalsoconsolidateandenrichthis

embodiment,areperhapsessential tothisend.815

814 Thisobservationreflectsthefindingsofastudycarriedoutby JaneDavidson,inwhichshenotesthe
prominent‘circlingaction’thatcharacterisesthebodilygesturesofflautistsandclarinettists.
Davidson,‘BodilyMovementandFacialActionsinExpressiveMusicalPerformancebySoloandDuo
Instrumentalists’,605.
815 Ireiterate,here,that,thoughIspeakofeffectiveandconvincingcommunicationanddraw
connectionswithbodygesture,Idonotattempttomakegrandclaimsaboutaudiencereception,which
wouldrequireevidencefromsystematic,empiricalinvestigation.Mycommentsareintentionallybased
onmyownauthenticexperiencesandobservations.
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Whilst the complexentwinementand cocreationof covert,overt andmusical

shapesmustnotbeforgotten,forsakeofclarity,Iprovideasimplified,linearexplanation

ofhowwemightunderstandtheforcesbehindexpressive timingdecisions:thecovert,

bodily processes of mimetic participation and image schemata underpin felt musical

shapes, predominantly of goaldirected journeys or arcs of motion, which inherently

encompassfeelingsassociatedwithdeparture,travel,tension,arrivalandrelease;these

covert felt shapes often externalise into overt bodily gestures, dominated by cyclic

patterns(sometimesintandemwithforwardbackwardmovement),whichcorrespond

directlywiththemusicalshapesandphrases;characterised bymotion,thesegestures,

whichtakeacertainamountoftime,controlthedurationandtemporalevolutionofthe

musical correlate, hence determining expressive timing decisions. I firmly reiterate,

however,that,duetoactionperceptionloops,theovertphysicalgestureisdetermined

by the covert felt shape, which arises from the musical motion and corresponding

emotion;yet it is theovertphysicalgesture itself that indeeddetermines themusical

motioninthefirstplace.Forperformers,then,musicalshapesofmotionareatoncefelt,

foundandcreatedbythebody.

In my audiovisual analysis, I also identified instances in which there was a

momentarypausewithin myovertbodilygesture,whichappearedtobesuspendedup

in the air, the motion adjourned, as my body physically paused. This corresponded

directlywithmomentsoftemporarysoniccaesura,inwhichthemusicappearedtobe

‘suspended’on‘unstable’territory,suchasaninterruptedcadence,beforethetension

subsided,stabilityreturnedandthephysicalgestureresumed.(Thisgesturalsuspension

andresumptioncanbeseeninExample1(00:06– 00:09)and(00:28– 00.30). Thisnot

onlydemonstratesmetaphoricalprojectioninmusic,thecrossmodalworkingofimage

schemata,andmappingsbetweensonicandmotionqualities,butmoreimportantly,itis

testamenttotheembodimentandphysicalexternalisationof feltmusicalshapesand,

therefore,totheentanglementofcovert,overtandsonicgestures.Simply,itreinforces

theentwinementofbodyandsound.

More noteworthy, however, is the particular moment of resumption. I can

confirm,frommyfirsthandexperience,thatIsimplyrelyonapowerfulimpulsivefeeling,

anembodiedknowinginthatmoment,todetermineandcontrolthecontinuationofthe

physicalandsonicmotion. It just ‘feelsright’. Inowbelievethatthiscanbeexplained

preciselybyfeltshapes.Havingembodiedthemusicalphraseasajourney,orevenasa
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verbalexpression,bothofwhichhaveaunique temporal trajectory andduration, the

pacingandtemporalnicetiesaresimplyintrinsicfeaturesofthefeltshape.Theinherent

momentumofthegestureasawhole,notleastofthephysicalcyclicgesture,effectively

determinestheexpressivetimingofthesuspensionandresumption.

Finally,itmustbehighlightedthat,intermsofverbalexpression,breathing isalso

fundamental incontrolling theduration, trajectoryandexecution,and it is,ofcourse,

equallyimportantinshapingmusicalexpression,particularlyonwind instrumentssuch

astheflute.Thebreath– itselfabodilycycleofinhalationandexhalation– isanintegral,

unavoidable and inseparable part of the verbal andmusical utterance. By feeling the

shapeoftheexpression,thebreathisadjustedaccordingly,felt bythewholebody,not

justthelungs,andthisdeterminestheevolutionofthephrase.Byembodyingamusical

shape, therefore, as a verbal expression, a vocal journey (of course linked to

subvocalisationinmimesis),thetemporaltrajectoryofthephrase,includingmomentsof

suspensionandcontinuation,isbasednotonlyonthefeltcyclicshapeofthegestureand

theovertphysicalexternalisation,butalsoonthebodilycycleofbreathing.Covert,felt,

visceralcycles;externalised,overt,physicalcycles;andprereflective,subpersonal,bodily

cyclesintimatelycorrespondwithoneanother,andworktogethertocontrolexpressive

timingdecisions.

4.6.3. FeltShapesandEpistemicInteraction

Havingnotedthecentralityofembodiedknowledge inthe interpretativeprocess, it is

important to consider how itmay specifically influence expressive timingdecisions in

performance.Whilst thisisalludedtoinChapter2andexploredmostthoroughlyinthe

casestudy (Chapter5),hereIprovideafewgeneralexamples,tointroducetheprocess

ofepistemicinteraction– theveryprocessthatunderpinsinterpretativedecisionmaking

and,therefore,temporalexpressivity.

Asevidencedthroughoutthisthesis,musicians‘playwithtime’,fundamentallyin

order to create an expressive, emotionallyengaging and convincing performance. A

performer specialising in Baroque repertoire will, in order to inform his or her

interpretation,mostcertainlydrawuponexplicitknowledgeofthemusicalAffekts ofthe

time, alongside the wellknown rhetorical principles for persuasive, emotional

communication.However,he orshe isalsoinfluencedbythefeeling ofemotion,andof

impassioned expression – an embodied, tacit knowing, acquired through experience.
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Alongside both declarative and personal knowledge associated with emotion, the

performer also exploits other explicit knowledge to aid his or her interpretation.

Propositionalknowledgeofharmony,melodyandrhythm,forexample,canbeusedto

determine amusicalemotion,shapeorphrase;yetfarmorepotentis,ofcourse,thetacit

feelingofthatshape withinthelisteningbody.Theunparalleleddepthandintensityof

thisembodiedfeelingsimplyreinforcesmyassertion, inSection4.2.2,thatembodiment

allowstheuncodifiable aspectsofknowledgetobediscovered.Asaresultof itssheer

profundity,thistacitfeelingmayeventuallysurpassthecorrespondingexplicitmusical

knowledge, reflecting themoment atwhichdeclarative, codified knowledgebecomes

engrained in the performer’s subattention, and replaced by a greater, more

comprehensiveknowing: ‘intuition’.

Havingidentified,explicitlyortacitly,amusicalshape,theperformerthen‘plays

withtime’correspondingly.Itisimportanttoreiterate,here,thatIregard‘playingwith

time’ as any interpretative decision that alters the notated time. Chapters 2 and 5,

however,looselycategorise thisenormoussubjectinto three fundamentalsubsets:the

manipulationofnotelength, theebbandflowofmotion,andthepunctuatingofmusical

clauses.Firstly,Iwishtoconsidermotion; inparticular,thewayinwhichaperformer’s

embodiedknowledgeofthepathwayschemamayinfluencetheoverarchingshapingof

aphrase.Todoso,IrecallacommentfromBrower(notedinChapter2,Section2.4.2.2)

thatdescribesthemotionalqualityofoureveryday,embodied,goaldirectedactions:

[a]sweapproachanunstablegoal,we tend tomove toward it

with increased speed, tension, andanticipation.Upon reaching

the goal, we tend immediately to seek its opposite – stability,

relaxation,andtheslowingand/orstoppingofmotion.Thus,each

completedmotioncorrespondstoacompletedcycleoftension

andrelaxation.816

Notonlydoesthisdescriptionindicateadirect ‘superimpositionoftheSOURCEPATH

GOAL schema onto the CYCLE [sic] schema’,817 but I suggest that it also provides an

embodiedexplanationforourdesiretomoveorstrivetowardsthemusicalclimaxofa

phrase. After all, according to Brower, ‘the climax of the phrase – the turning point

betweentensionandrelaxation’isoneofthe‘twodistinctgoals’withinamusicalphrase

816 Brower,‘ACognitiveTheoryofMusicalMeaning’,332.
817 Ibid.
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– theotherbeing‘thecadence– themaximallystableeventattheendofthephrase’.818

The felt drive towards a climactic turning point (based precisely on our embodied

knowledgeof thepathway schema)might bemosteffectivelyelucidated through the

musicalexampleofadissonantappoggiaturaattheclimaxofaphrase:theperformer’s

urgetostrivetowardstheinitiallyunstablegoal ismostoftenexternalisedthroughan

increaseofmotiontothedissonance,beforeasubsequentrelaxationofmotionintothe

resolution,wheretensionandsuspenseeventuallysubsideinplaceofarrivalandrelief.

Figure13 provides anexample.819

Figure13.DrivetowardsDissonantAppoggiatura

Aswellasgainingmomentuminapproachingthedissonance,andsubsequently

relaxingmotionattheresolution,theperformermayalsomanipulatetimebyextending

thedissonantappoggiaturaattheclimaxofthephrase,delayingtheresolution.Thismay

ofcoursebeadirectresultofexplicitknowledge ofperformancepracticeissues,relating,

ofcourse,toknowledgeofharmony.Perhapstheperformerdrawsoninformationfrom

Baroque treatises, such as assertions from Quantz, in his essay from 1752, that

‘appoggiaturasareusuallyretardations’,‘heldforhalfthevalueofthefollowingprincipal

note’or,ifthenote‘isdivisibleintothreeparts’,heldfor‘twooftheseparts’.820 More

noteworthy, however, are the inherent associations with tension and release –

metaphorical projections, grounded, of course, in embodied experience. Due to the

subpersonalphysicalcorrelatesofmusicalexperience,inparticularthecovertprocesses

thatunderpinmimeticparticipationandimageschemata,theperformerexperiencesthe

dissonantappoggiaturaandconsonantresolutionasaspecificfeltshape.Inthiscase,the

shaperelatesprimarilytothebalanceschema,which(characterisedbyabinary,‘stability

818 Ibid.,350.
819 ExcerpttakenfromtheSarabandaofMichelBlavet’sfluteSonataNo.2‘LaVibray’
Blavet,SonatesPourlaFlûteTraversière, 11.
820 Quantz,OnPlayingtheFlute,92.
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instability’quality) exploitstheperformer’swealthofembodiedexperienceoftension

and relaxation (such as that inherent in the breathing process, or the clenching and

releasingofmuscles,orthedefyingofandsubmittingtogravitationalforce).

Nonetheless,asthepropositionalstringofwordsfromQuantz’streatiseextends

from the page into practice, becoming embodied in the performer, the explicit

informationinteractswiththetacitdimensionsofthecorrespondingfeltshape, andthe

uncodifiable aspects (the ineffable essence of taste, creativity and expression) are

discovered. Theperformerbegins to learn, through feeling, that the longerheor she

prolongsthedissonanceandtension,forexample,thegreatertheimpactoftheensuing

resolution. I propose, therefore, that, though of course initially guided by the rather

rudimentaryandmathematicalexplicit knowledgeofappoggiaturalengths(knowledge

thatislikelytobecomeengrainedintheperformer’s subattentionthroughpractice), the

subtletiesofthisornament’stemporalexecution(anelusivequalitythatgives lifeand

expressiontoanotherwisemechanicalanduninspiringrealisationofa‘rule’) arisesfrom

thefeltshape.Byrelyingonthisfeltshapetheperformeris,inthewordsofDenizPeters,

‘lettingthebodydecide’.821

Related toessentialgraces, suchas theappoggiatura, is,ofcourse,extempore

embellishment– ‘thefreeandusuallyspontaneousadditionofmelodicFigures’.822 Asa

tool thatenhances expressivecommunicationof themusicalcharacterand inherently

alters thenotated time, embellishmentmust be recognised as an important strainof

expressive timing. Informed by the explicit guidelines and examples of effective

ornamental patterns (such as those that fill Quantz’s chapters on ‘Extempore

Variations’823 and on ’the Manner of Playing the Adagio’824), as well as by tacit,

experiential knowledge acquired not only from listening to other performers’

embellishments, but also viapractical experimentation, themusicianusually relieson

‘intuition’toguidehisorherornamentationintheperformance,embellishingimpulsively

inthemoment.Thisrelianceonintuitionconfirmsthat,throughpractice,theknowledge

has become ingrained in the performer’s subattention and is hence accessed pre

reflectivelyintheperformance,inresponsetotriggers.Whilsttriggerstakeavarietyof

821 Peters,‘LettingtheBodyDecide’,1,11,12.
822 ColinLawsonandRobinStowell,TheHistoricalPerformanceofMusic:AnIntroduction (Cambridge:
CambridgeUniversityPress,1999), 70.
823 Quantz,OnPlayingtheFlute,136161.
824 Ibid.,162178.
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formsand can,of course,be reflectiveorprereflective, I suggest that, as extempore

embellishment both arises from and heightens the prevailingmusical sentiment, the

mostsignificanttriggerforornamentationisthefeelingofthemusicalexpression.This

covert felt shape, constituted largely from feeling the inherent emotion, therefore

inspirestheembellishment– thesonic externalisation,usuallymirroredbythephysical

externalisation,whichcontrolstheoveralltemporalexecutionoftheexpressivegesture.

A finalexamplethathighlightstheemergenceofexpressivetimingdecisionsfrom

epistemic interaction, and also reinforces the ultimate dependence of temporal

expressivity on felt shapes within the body, is the performance of notes inégales.

LiteratureonBaroque performancepractice indeedaboundswithexplicit information

discussingtheunevenexecutionofequallynotatednotes. Yet,despitethesubstantial

discourse, thereisnounanimousconsensus,ineithertheoryorpractice,abouttheexact

ratioofinequality.Opinionsare,however,unitedbythebeliefthatnotesinégales,being

anexpressive device,mustfundamentallybeguidedbythe‘characterofthemusic’.825

Indeed,musicologist Jacques Chailley notes ‘the absence of a universalmathematical

rule’,the‘nonmathematicalcriterionofcharacter’,and‘theconstantreferencetogood

taste’.826 Itisaccepted,therefore,thatthespecificdegreeofunevennessbe‘lefttothe

performer’.827 Duetotheevident inadequacyofexplicit informationonnotes inégales

alone,theperformermust,intentionallyorotherwise,seekotheradditionalknowledge

tofuelhisorherinterpretationofinequalityeffectively.Aswellasnecessarilyestablishing

theemotionalcharacterofthemusic,viaexplicit musicalknowledgeand/ortacitfeeling

arisingfromprereflectivemusicaltriggersandmimeticparticipation,Isuggestthatthe

performermayalsodrawuponhisorherembodiedknowledge ofexpressivespeechas

variedanduneven,ratherthanmechanicallyrepetitiveandmonotonous.Afterall,based

onthe ‘naturalstressand lingering’of theFrench language,828 notes inégales havean

inherentlyvocal,flexibleandexpressivequality.Itispossible,therefore,thatviaimage

schemata,mimesis, and, in particular subvocalisation, the felt shapeof theparticular

emotionallystimulated and emotionallycharacterised expression, guides his or her

executionofrhythmicinequality.

825 MaryCyr,PerformingBaroque Music(Aldershot:Ashgate,1992),117118.
826 JacquesChailley, inMather,InterpretationofFrenchMusicFrom1675to1775forWoodwindand
OtherPerformers,5.
827 Cyr,PerformingBaroqueMusic,117.
828 TimothySchultz,PerformingFrenchClassicalMusic:SourcesandApplications (Hillsdale:Pendragon
Press,2001),12.
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4.6.4.FeltShapesandAttentionalStates

Having notedways inwhich felt shapes (embodied knowledge grounded onmimetic

participation and image schemata) may influence temporal expressivity, we should

question whether decisions made on these grounds are wholly ‘intuitive’ or in fact

‘intentional’. To address this, I draw directly on notions discussed in Chapter 3 on

‘Attentional States’, for the answer certainly depends on the cognitive state of the

performerand,ifinastateofattention,wherehisorherfocuslies.

If,forexample,attentioncentrespreciselyontheexecutionofspecifictemporal

fluctuations,expressivetimingrelating tosaidfocuswouldtranspireasadirectresultof

thereflectiveintention,ratherthanofthefeltshape.Rememberingthatattentionisin

but one place at a time, this particular focus on deliberate timing decisions not only

preventsreflectiveattentionontheoverallfeltshapeofthegesture,butisalsolikely to

overrideanyalternative temporalnuancesthatwouldarisedirectlyfromsaidfeltshape.

If, on the other hand, a completely unrelatedmatter, such as an extramusical issue,

characterises the object of attention, expressive timing relies exclusively on the pre

reflective working of intuition. Whilst the subattentional felt shape and the

corresponding temporal trajectory could certainly be exploited, this cannot be

guaranteed, due to the inherently unpredictable nature of intuition, which has the

potential to travel any route of the performer’sweb of knowledge. Of course, if the

particularfeltshapewasaprominentfeatureofthepreparatoryprocess,exploitedwhen

consolidating interpretative possibilities in practice, and favoured as a preferred

expressive route, it is likely that the temporal evolution of that particular shapewill

transpireinperformance.Thiscan,ofcourse,beexplainedbythedominanceoffamiliar

interpretativeroutesand,specifically, theworkingofprereflectivetriggers– suchasthe

prereflective‘whatitfeelslike’qualitythatarisesfromsubpersonalprocesses,including

thosethatunderpintheplayingofaspecificphrase,and,moreimportantly,thosethat

occurinmimeticparticipationandengenderaparticularfelt musicalshape.

Finally, itmust benoted that, if theperformer’s reflectiveattention is, in fact,

focused on the overall felt shape and concomitant emotion of the phrase (a general

reflectivefocus;theprerequisiteforflowtranceviaabsorption),intuition,guidedbythe

very object of attention (the overarching felt shape) prereflectively exploits the

musician’sepistemicwebaccordingly,giving rise toexpressiveaffectiveand temporal
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nuancesthatareassociatedwiththatveryshape.Thiswouldarguablygeneratethemost

convincingresultbecause1)thefeltshapeworksintimatelyandsynergisticallywiththe

musicalshape,theovertgestureandsubpersonalbodilyprocessestogreateffect,and2)

thefeltshape,andconcomitantemotion,providesanoverarchingthemeforthe initial

attentionalfocus,whichguidesintuitioneffectivelyand facilitatesabsorption,ultimately

affording flowtrance – the optimum cognitive state for performance (as argued in

Chapter3,particularlyinSections3.4.2and 3.7.2).

Tosummarise:intheactofperformance,whenmusicianisbothperformerand

listener, subpersonal processes ofmimetic participation and embodied knowledge of

image schemata together give rise to a prereflective, phenomenal ‘whatitfeelslike’

tacitfeeling– afeltshape,suchasacycle,journeyorarch,whichhasahighlytemporal

qualityandisexperiencedasintuitiveandnatural.Thisprereflective,embodiedfeeling

canbecometheobjectofreflectiveattentionastheperformerfocuseson thefeltshape.

Inthisway, theinherenttemporaltrajectoryofthefeltshapeguidesexpressivetiming

decisions.Moreover,nowthat thesefeltshapeshave,tosomeextent,beencodifiedby

Mark Johnson’s theory of image schemata, the more specific, explicit theoretical

correlateofthisexperiencecouldalsobecometheobjectofreflectiveattention,as,for

example, the performer critically considersmusical shapes in relation to the cycle or

pathwayschemata. Inanycase,however,thisexplicitapexcannotencompassthefull

depthofembodiedfeltshapes,whichincorporateprofoundanduncodifiabledimensions

– dimensionsthatareunderstoodonly throughexperience,throughtacitknowing,and

can,therefore,onlybeaccessed prereflectivelyinperformance.

4.6.5.FeltShapesandBaroque Practice

Astheabovediscussionindicates,acomplexandintimateinteraction,aninterdependent

entanglement, between explicit musical knowledge, tacit embodied knowing, image

schemata, mimetic participation, triggers, reflective attention and prereflective,

subattentionalintuition,underpinsfeltshapes,whichultimatelyreignsupremeinguiding

temporalexpressivity.Consideringthefocusofthisthesisonexpressivetimingwithinthe

performanceofBaroque flute repertoire, Iwould like to end this chapter bydrawing

someinterestingconnectionsbetweenfeltshapesandrecurrentthemesthatpervade

musictreatisesfromthetime.
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Whilst emotional communication is, of course, the primary objective ofmany

musical performances,onecannotdismiss (asnotedthroughoutthisthesis) theamplified

insistencein the Baroqueperiod thatthemusicianbeguidedbyemotion.Toprovidean

elucidatingexample, theperformance instructions in Quantz’s treatiseare completely

saturatedwith references to ‘sentiment’829 and ‘passion’,830 whichhementionsmore

than fifty times throughout his essay.Whilstwe cannot be certain of the nuances of

meaninginQuantz’suseofthesewords,inparticularwhetherheisreferringtoemotion

perceptionor induction– anareaof research thathas receivedmuchattention since

Quantz’s time, especially in regard to cognitivist andemotivist perspectives – what is

significanthereisQuantz’sundeniablereferencetostrongemotionalengagementwith

the music. Quantz even asserts that the performer must ‘counterfeit in himself the

passionrequiredinthepiece’,831 surelyencouragingthemusiciantofeel,insomeway,

themusicalemotionwithinhimself.Feltemotionis,ofcourse,thecruxoffeltshapes.

Inparticular,Icannotignoretheinherentparallelsbetweentheverb‘counterfeit’,

synonymouswith ‘imitate’,832 and themimetic processes that are indeed essential in

givingrisetotheveryfelt dimensionofshapesandemotionswithinthelistening body.

Whilstacknowledging,onceagain,thesomewhatspeculativenatureoftheseparallels

(drawnbetweenatranslationofaneighteenthcenturymusictreatiseandtwentyfirst

centurytheoriesofembodiedcognition),andreiteratingthatwecannotsituateQuantz’s

position incontemporary theorywithanycertainty, it isnonethelessnoteworthy that

these imitativeconnotationsarereinforcedwhenQuantzstatesthat, if theperformer

doesindeedfeel theemotion,‘hisexecutionwillalwaysbemoving’,833 and similarlythat,

‘without being moved yourself’, you cannot move others, and the performance will

consequently be ‘poor’.834 Quantz’s description of ‘being moved’ could be explained

physiologicallyas thesubpersonal,physicalprocessesofmimesis, thatunderpin these

feltshapesanddo,infact,covertly‘move’yourbody.Furthermore,hisdirectcorrelation

between‘beingmovedyourself’and‘moving’othersthrougha‘moving’performance,

829 Quantz,OnPlayingtheFlute, 100,119,125,126,128,131,132,134,159,164,181,208,223,226,231,
233,237,243,248,253,255,279,304,307,314,331.
830 Ibid.,23,71,75,98,100,119,124,125,126,128,133,134,158,164,182,185,186,205,215,230,
242,244,254,263,270,271,273,274,277,284,301,307,308,313,319,329, 332,334.
831 Ibid., 273.
832 OxfordDictionaryofEnglish,3rded.,ed.AngusStevenson(Oxford:OxfordUniversityPress,2010)s.v.
‘counterfeit’.
833 Quantz,OnPlayingtheFlute,126.
834 Ibid.,128.
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supportsmybeliefthatthemosteffectiveandconvincingperformances areindeedthose

inwhichtheperformersurrenderstothefeltshapesandcorrespondingemotions,and

‘givesthelivedbodytheleadinshapingthesound’.835 Indeed,byfocusingonthisfeeling

– ageneralobjectofreflectiveattention– theperformercan be‘moved’,throughtotal

absorptioninthefeltemotion,intoastateofflowtrance.Thisisinfactalsoalludedto

byQuantzwhenhestatesthat‘[t]heperformermust ...seektotransporthimselfinto ...

[the]passions’836 – aphraseconnotingdissociationfromone’susualstate(thankstothe

word‘transport’)intoarealmofintense,phenomenal,feltemotion(‘passions’).

It isessentialtoreiteratethatmanyofmycommentsherearespeculativeand

require some critical consideration. Firstly, it is impossible to determine whether

Quantz’s description of ‘being moved’ relates specifically to a musician’s experience

duringaperformanceitself,orrathermoregenerallytotheirexperienceofbeingmoved,

at somepoint, by themusic. After all, someperformersmay not feel ‘moved’ in the

momentofperformance(perhapsduetoperformanceanxiety,oradesire forutmost

focus and control); yet the performance may still ‘move’ members of the audience.

Indeed, my comments on effective and convincing performances, as well as the

concomitant allusions to an implicit, imitative connection between performer and

listener experience, are based on a creative synthesis of reflections on my own

performing experiences, theories of consciousness, information processing and

embodiedcognition,andmyinterpretationoftranslatedeighteenthcenturywritingon

music. Whilst the imitative essence of mimetic participation and mirror neurons, in

particular, does indeed suggest there may be some shared experience between

performerandlistener,837 thisthesisinnowayattemptstodelveintothecomplexitiesof

audiencereception,byinvestigatingperformanceeffectivenessortheextenttowhicha

performer’sexperienceisreflectedinthatoftheaudience– hugeareasofinvestigation

thatliefarbeyondtheconfinesofthisthesis.

Having considered the limitations ofmydiscussion, Iwish tomake some final

speculations,byproposingthatfeltshapesandemotionscouldbetheveryanswerto

performing with ‘taste’ – another most persistent yet frustratingly unexplained and

835 Peters,‘LettingtheBodyDecide’,12.
836 Quantz,OnPlayingtheFlute,133.
837 IreiterateLeGuin’sposition(notedinSection4.6.1),whichsupportssuchaconnection:‘[I]nalive
performance(andtosomeextentinarecordedone)notonlywilltheperformerfeelthings…butthe
listenerobserverwillfeelthemtoo,orwillatleastfeelthattheperformerfeelsthem’.
LeGuin,Boccherini’sBody,24.
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elusive requirement for effective performance, as insisted in most Baroque music

treatises. Ifboth taste, and felt emotion aredeemedas thesinequanonof supreme

performance,perhapstheyare,infact,indistinguishablefromoneanother.Afterall,itis

interestingtonotethat,whendiscussingexpressiverhythmicalterationsineighteenth

centurymusicalperformance,musicologistEugeneBorrelstates,‘thisistheplacetonote

the difference between thinking in geometrical or mathematical terms and thinking

whichissensitiveandfulloffinesse.Thelatter ...themusiciansofthetimecalledgoût

[or taste]’.838 Not only does Borrel associate nonmathematical and expressive

approaches to temporalmanipulationwith ‘taste’, but his particular use of the term

‘sensitive’ – directly related, of course, to the word ‘sentiment’, which fills Baroque

writingonperformance– isaderivativeoftheLatin‘sentire’,meaningto‘feel’,839 and

thereforehasinherentassociations,onceagain,withthefelt dimensionofmusicalshapes

and emotion. In order to create an effective and moving performance, filled with

‘emotion’andcarriedoutby‘taste’,itappearsthatthefeltquality– aprofoundformof

embodiedknowledge(underpinnedbymimeticparticipationandimageschemata)– is

simplyindispensable.

838 EugèneBorrel,inMather,InterpretationofFrenchMusicFrom16751775 forWoodwindandOther
Performers,4.
839 OxfordDictionaryofEnglish,s.v.‘sensitive’.
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Chapter5.TheCaseStudy

5.1.AnIntroductiontotheCaseStudy

Inordertodeepenmyunderstandingofthe interrelationshipsbetween interpretative

timingdecisions,differentformsofknowledgeandattentionalstates,andtoreinforce

thecrucialintegrationoftheoryandpractice,itwasessentialtocarryoutapracticalcase

study.Afterall,asChristopherSmallstates,‘thebestonecanhopetodowithwordsis

suggestwaysinwhichwemightbegintounderstandtheexperience.Theunderstanding

itselfcanonlycomefromthemusickingitself’.840

Atthisstage, it is importanttorememberthatthiscasestudyisfuelledbythe

essenceofPracticeResearch– selfreflection– ratherthanbymorescientificmethods.

Whilstmoresystematicempirical investigationscouldcertainlycomplementorextend

thisstudy,forexamplebyquantifyingtemporaldecisions,mycriticalreasoningfornot

choosingthisapproach(asdiscussedindetailinChapter1,particularlyinSection1.3.2)

mustberecalled.Indeed,identifyingspecifictemporaldurations(includingnoteonsets,

offsets and interonset intervals) would not, in itself, elucidate the issues under

interrogation. Objective,quantitativedatawouldbereductionistinacontextfocusedon

the multidimensional, subjective, qualitative processes that this thesis aims to

understand. The complex and dynamic interrelationships between attentional states,

knowledge, embodiment, epistemic interaction, felt shapes, intuition and temporal

expressivitysimplycannotbescrutinisedinisolationoratadistance.Thesephenomena

mustbeconsideredconcurrentlyandecologically throughmeasures representativeof

their entangled, interrelational existence. The onlyway to truly understand issues of

experience, is through experience itself. A quantitative investigation of my timing

decisions– anexaminationofproductratherthanprocess– wouldthereforefailtoserve

thefundamentalinquiryofthisthesis.

Duetomyfocusoninterpretative,phenomenologicalprocesses– the‘musicking’

rather than the ‘music’, the process rather than the product – any piece could have

providedthenecessarystimulusforthestudy.841 MyparticulardecisiontouseFantasia

840 ChristopherSmall,Musicking:TheMeaningsofPerformingandListening (Connecticut:Wesleyan
UniversityPress,1998), 185.
841 ThelimitsofmymethodologicalapplicationtootherrepertoireareconsideredinChapter6.
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No.7byGeorgTelemann(showninAppendices1and2)842 isbasedonamultiplicityof

factors.Firstly,thesoloinstrumentnotonlyreflects thesinglevoiceofanorator,who

exploitsanextensivepalateofexpressivetoolstocommunicatehisorhermessageclearly

and convincingly, but it also eliminates any interperformer compromise, allowing

maximum interpretative freedom,which is, of course, ideal for a study of expressive

timing.Indeed,byreducingrelationalvariablesandcomplexity,thisminimisingofagents

affords greater ease and reliability to both reflective and analytical pursuits, in turn

leading to a more definitive and authoritative discussion of the interrelationships

between temporal expressivity, phenomenological experience and individual webs of

knowledge.

Secondly,withitsverytitleinherentlyevokingconnotationsofdreamlikefantasy

and freedom, the Fantasia juxtaposes distinctly contrastingmaterial that incites vivid

characterisationanddemandsinterpretativecreativity– theperfectcanvasforcolourful

temporalexpressivity.Moreover,asthisdiversity meetsconcision,coalescing ideallyinto

arathershortmusicaljourney,theFantasiacanbedigestedcomfortablyasawholeor

easilybrokendownandanalysed.Indeed,asaresultofthis,Iwasabletofocusonthe

rather selfcontained French Overture section (bars 194), which constitutes the

centrepieceofthiswork.Whilstthisformisheavilystylised,conventionallystructured

andperhaps,therefore,affordingalittlelessfreedom thansomeoftheotherFantasias,

itusefullybringsexplicitknowledgeoftheFrenchOverturestyleintoplay– anexcellent

foundation for exploring the way in which explicit information interacts with tacit

understanding.Finally,asanewpiecethatIhadnotyetstudiedorperformed,asapiece

that provokes considerationof all sorts of knowledge, and as a piece that presents a

numberofcomplexpassagesofferingvariousinterpretativepossibilities,FantasiaNo.7

presentsanidealcasethroughwhichtoexploretheprocessesofepistemicinteraction,

embodimentandinterpretation.

Aftercriticalconsiderationofsomefurthermethodologicalissuesrelatingdirectly

tothiscasestudy, Section5.3examinestheslowandstately,majesticopening ofFantasia

842 Themusicalexcerpts(andbarnumbers)inthiscasestudyaretakenfromtheWienerUrtextEdition
(1999)ofFantasiaforFlutesolo,No.7byGeorgPhilippTelemann.ThiscanbeseeninAppendix1.
Appendix2presentsafacsimileofthefirsteditionofthiswork(c.1727).
GeorgPhilipp Telemann,FantasiesforFluteSolo (Wien:WienerUrtextEdition,1999),1415;Georg
PhilippTelemann,Fantasia7(Hamburg:G.P.Telemann,c.1727),accessedNovember7,2015,
http://imslp.eu/files/imglnks/euimg/5/5e/IMSLP322698PMLP54405Telemann_
_Fantasies_flute_(with_facsimile__Musica_Rara).pdf.
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No.7(bars114),beforeSection5.4focusesonthecontrastingliveliercounterpartthat

follows(bars1585). Examiningsubtle,andsubjective,mattersofinterpretativetemporal

nuance,thesediscussions,fuelledbymypractice,drawinthemanyconceptsintroduced

inChapters2 to4,ultimately shedding lightonmicrotemporal issuesofnote length,

goaldirectedmotion,continuouspulseandpunctuation,inrelationtothefundamental

interactiveepistemicprocessesthatunderpinthem.

5.2.FurtherMethodologicalConsiderations

5.2.1.Documentation

ItwasimportanttovideorecordmypracticeofFantasiaNo.7.Thisallowedthenormal

processthroughwhichIlearnapiece– meetingandovercomingchallenges,creatingand

experimenting with interpretative possibilities – to be captured. By concretising the

ephemeralevent(boththeunfurlingofthecreativeactivityanditsconcomitantproduct)

thisdocumentationprovidedtangiblematerialforreflectionandanalysisofmypractice

– socalled‘reflectiononaction (aftertheeventthinking)’843.Furthermore,byoffering

materialfromwhichtoselectillustrativeaudiovisualexamplestosupplementmywritten

discussion, itoffersanothermediumthroughwhichtopresentmyworkthat isa little

truertomultidimensional,experientialpracticethanwordsare.Afterall,asHannulaet

al. insist, certain issues simply ‘demand ways of expression that are not exclusively

propositional’844 andbenefitfrom‘usingthelanguageoftheskillitself’.845 Inthefamous

wordsofHansChristianAndersen:‘wherewordsfail,musicspeaks’.846

Whilst the benefits of videorecording are patent, its disadvantages and

limitationsmustalsoberecognised.Indeed,itcouldbearguedthattheverypresenceof

a video cameradisturbs thenatural ethnographic conditionsofmypractice,due toa

perhapsunsettlingandpressurisingawareness thatmyusuallyprivate, intangibleand

evanescentpracticewillbetangiblyandpermanentlyrepresentedanddistributed.Bede

Williamscomments onthe‘offputting’ realisationthat,byvideorecordinghispractice

asaconductor,his ‘instantaneousresponses ...wouldbecapturedforever’.847 Although

843 LindaFinlay,‘ReflectingonReflectivePractice’,PBPLpaper52(January2008),3,accessedApril8,
2017,https://pdfs.semanticscholar.org/c128/691f2615de873dfe544fcb5dc902fe812675.pdf.
844 Hannula,SuorantaandVadén,ArtisticResearch,45.
845 Ibid.,4546.
846 HansChristianAndersen,in‘HansChristianAndersonQuotes’,Goodreads,accessedDec29,2015,
https://www.goodreads.com/author/quotes/6378.Hans_Christian_Andersen.
847 Williams,‘ConductingResearchwiththeCameraOn’.
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this awareness cannot be avoided, I believe that it had negligible influence on my

practice,whichIconductedasnormallyaspossible. Itisimportanttoacknowledgethat

thedefiningattributeofarecordingitself– thefixationofapermanent,repeatableand

tangible artefact – opposes the very essence ofmusical practice, interpretation, and

performance: realtime, live activities, characterised by spontaneity, transiency,

flexibility, intangibilityand irreproducibility.RobinNelsonagreesthat ‘therecording is

alwaysinonesenseareconstructionandnotthethingitself’.848 Unfortunately,itmust

be accepted that the situated, circumstantial immediacy of performance, contingent

uponsituationalknowledgeand ‘relationshipspaces’849 inthemoment,willalways lie

beyond the confines of recordings. Finally, it is important to recognise that video

recordings, as Williams comments, ‘cannot capture what goes on “inside”’:850 in

themselves, they cannot disclose the covert processes that underpin phenomenal

experience– theveryprocessesthatare,ofcourse,central tothisthesis.

In ordertogainabetter understandingof ‘whatgoeson“inside”’and penetrate

the covert underpinnings of my interpretative decisionmaking (such as processes of

epistemic interaction), my thoughtsduring practice – thatwhichDonald Schön terms

‘reflectioninaction(thinkingwhiledoing)’851 – werevoicedassoonastheyenteredmy

attention, allowing them to be instantly documented in the videorecording. Jane

Davidson calls this the ‘“talkaloud” protocol’852 and, similar to the ‘running

commentary’853 or ‘flowofconsciousness’ approaches of Action Research,854 this

externalisationtechniquecapturesthatwhichDoğantanDackdescribesas‘themoment

thattheartistresearcherseizesasensationoranimageandkeepsitfromrecedinginto

thedistancewithinthesensorycontinuumbymarkingitforsustainedattention’.855 The

thoughtis ‘broughtintoconsciousness,directlyattendedto,andconnectedintoother

knowledge’856 – a description also alluded to by Elisabeth Le Guin, who identifies

‘rehearsalinterruptingattention’ascentraltohermethodofresearching‘thesensations

848 Nelson,’Supervision,DocumentationandOtherAspectsofPraxis’,83.
849 Losseff,‘RelationshipswithPieces’.
850 Williams,‘ConductingResearchwiththeCameraOn’.
851 Finlay,‘ReflectingonReflectivePractice’,3.
852 Davidson,‘PracticebasedMusicResearch’,96.
853 LeitchandDay,‘ActionResearchandReflectivePractice’,184.
854 Ibid.,186.
855 DoğantanDack,‘TheRoleoftheMusicalInstrumentinPerformanceasResearch’, 175176.
856 Butler,‘ProfessionalDevelopment’, 272.
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andexperiencesofplaying’Boccherini’smusic.857 Forme, thisveryprocessallowedmy

attentional focusatprecisemoments in time tobe recordedalongsidecorresponding

musical experimentation, which, in turn, enabled valuable connections to be made

between my cognitive state, particular details of knowledge and specific musical

decisions: examples of this technique in practice are drawn on in the case study.

Furthermore, one significant concern of the selfreflective approach is that the very

experiencebeingstudiedmayindeedchange throughtheinherentlyexpostfacto process

ofreflection.Assuch, thisrealtimevocalisationofmythoughtsinactionminimisedthe

influenceofretrospection.Iwasableto usetheseverythoughts(capturedinrealtimeas

theyenteredmyreflectiveattention)tofuelthischapter.

Thisdocumentationofemergentideas,deemedvitalbyCoffeyand Atkinson,858

simply ‘entailsmakingconsciousand[verbally]explicit thedynamic interplaybetween

thinkingandaction’.859 Inotherwords,myvocalisationsprovideatangiblerepresentation

ofthereflexive processthatisinherentinmypracticeandmethodology. Forclarification,

reflexivityisviewedhereasa‘continued,selfreferentialactivity’,860 whereselfscrutiny

occursinandthroughtheprocessinsuchawaythatit‘“bendsbackon”,refersto,and

affectstheentity instigatingtheactionorexamination’.861 Thereisatrulycircularand

bidirectional‘intertwinementofthinkinganddoing’,‘acontinuingflow betweenthem,a

recurrent bending back that keeps the research process dynamic’.862 Mareli Stolp

summarises: reflexivity is ‘the facilitator of a dialogue’, a dialogue which ‘could be

interpreted as interactionsbetweenembodiedexperience (generated throughartistic

practices),andprocessesofthinkingthroughtheseexperiences’.863

In addition to these realtime verbalisations of the reflexive process, detailed

supportingcommentswerenotedinalogbookimmediatelyaftereachpracticesession.

Itseemsunnecessary toprovidethesecomments– bothspokenandwritten– intheir

entiretyinthisthesis;howeveranexcerpttakenfrommy logbookisgiveninAppendix

857 LeGuin,Boccherini’sBody,3.
858 A.CoffeyandP.Atkinson,inFinlay,‘NegotiatingtheSwamp’,210.
859 LeitchandDay,‘ActionResearchandReflectivePractice’,181.
860 MareliStolp,‘SettlingtheScore:MusicandthePerformerCreatorApproachinNicolaElliott’sRun!’,
SouthAfricanTheatreJournal29,no.13(2016):17.
861 HyunJeanLee,‘TheScreenasBoundaryObjectintheRealmofImagination’,(PhDdissertation,
GeorgiaInstituteofTechnology,May2009),112.
862 MareliStolp,‘SubjectivityandReflexivityinArtisticResearch’,ArtisticResearchReports,October16,
2015,accessedApril19,2017,http://artisticresearchreports.blogspot.co.uk/2015/10/marelistolpon
reflexivity.html.
863 Ibid.
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3.Inanycase,myspokenandwrittencommentsareincorporatedinthechapter; they

affordedauthenticmaterial fromwhich thediscussionsof this chapteremerged.Asa

naturallymeticulousdeliberator,theseactionsdidnotdisruptmypractice:Iamusedto

debatingmy interpretative considerations and keeping a practice diary. Nonetheless,

whilstthesequasiinstantaneous, verbalexternalisationsofbothmyspoken‘thoughts

inaction’ andmywritten‘thoughtsimmediatelyafteraction’endeavourtoconfrontthe

problems of retrospection, they cannot escape the inherent issues. It is, of course,

undeniable that translationofany kind involvesacertaindegreeofmodification.This

concern is amplified when experience (an intangible, allusive and multidimensional

phenomenon)iscodifiedandcondensedintoa‘onethingatatime’864 stringofwords(a

propositionalandreductionistmedium).Afluctuating,ephemeral andtacit phenomenon

paradoxicallybecomesfixed,permanent andexplicit.

Itis,though,essentialtorecognisethepositiveaspectsofthisprocess.Forme,

explicit, reflective articulation has, in fact, not only confirmed but also clarified and

refinedmythoughts.JimButleragrees: throughsuch processes,ideas‘arelinkedtowhat

isalreadyknown,relationships ...areestablished,ideasandfeelingsaretestedfortheir

authenticity, and thus new ... knowledge and understanding are established’.865 This

purification and concretisation process is indeed invaluable when forgingmeaningful

connectionsbetweenpracticeand theory,andbetweenvariouscomplexphenomena.

Codificationis,therefore,atoncereductiveyetclarifying,reshapingyetrefining,deficient

yetsolidifying.

Overall,thesynergisticmarriageoflivepracticeandrealtimevocalisations,with

retrospectivereflectionandanalysissupportedbyvideorecordings,canleadtoagreater

understandingoftheelusive,subjectiveactivityofmusicalperformance,andspecifically

thecomplexprocessesthatunderpininterpretativedecisionmaking.

5.2.2.SubjectiveClassification

Whilstmyselfreflectivecasestudyinevitably,andindeedpurposefully,revolvesaround

‘subjectivity’– anissuediscussedbroadlyinChapter1 (Section1.3.2) intermsofresearch

approachesingeneral– aspecificexampleofitsmanifestationwithinmymethodology

concerns‘classification’.Animportantpartofmyprocesswasthewrittenrecordingof

864 Small,Musicking,59,94,105,132.
865 Butler,‘ProfessionalDevelopment’,273.
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mytemporalmanipulationsandtheirsubsequentcategorisationinatable,accordingto

theirgeneraleffectorpurpose:thiscanbeseeninAppendix4.Thiscategorisationwas

inevitablyamatterofsubjectivity.Insteadofseekinganobjectiveclassificationsystem,

theselectionanddefinitionofcategories,aswellastheallocationofmusicalexamples

thereto, are based on my own musical intuitions, understandings, motivations and

intentions.Despite the potential controversyof suchapersonallydrivenmethod, this

idiosyncraticapproach,infact,isof value.Myverychoiceofcategoriesilluminatesthe

wayinwhichIconceivemyinterpretativedecisions,whichinturnimplicitlysuggeststhe

natureoftheexplicitandtacitinformationthatfuelsmymusicalmotivations– theprecise

phenomenaIwishtounderstand. Itwouldbefutile,therefore,tousecategories lying

outside mymotivations. Evidently influencedboth bymy tacit, felt experience of the

musicandbyrelatedexplicit,theoreticalexplorations,mycategorisationshelptobuilda

pictureofexpressivemusicaldecisionsinrelationtophenomenologicalexperienceand

contextuallyclarifyingtheoreticalframeworks,indoingsoilluminatingtheimbricationof

differentmodesofknowledge.Hence,thismethodologicalprocess(ostensiblytrivial) is,

infact,inherentlyimplicatedintheresearchmatter,initself revealingagreaterinsight

intothereasonsbehindmymusicaldecisions– whyIdowhatIdo.Myunderstandingof

theresearch issuesis inthissense deepenedbythismethodological issue.

Subjectivityofcoursealsopenetratesmyclassificationofknowledge.Theprocess

ofclassifying the informationguidingmyexpressivetimingdecisionsaseitherexplicitor

tacitisinevitably subjective:notonlydoesthisdeterminationprocessrelyonreflection,

butknowledgeformsare,ofcourse,fluid,interwovenand,frankly,ambiguous866 – their

classificationsimplycannotescapetheinherenceofsubjectiveprojection.Itisevident,

therefore, thatsubjectivity infiltratesmymethodology;yet theconceptofsubjectivity

itselfofcourseliesatthecentreofmyresearch.Mymethodologicalprocess,therefore,

allows me to immerse myself in and hence better understand this very issue. As

qualitative research specialist Johnathan Cook recognises, ‘reducing subjectivity is

contrary it its purpose’.867 This leadsme to argue that the categorisation ofmatters

related to phenomenological experience indeed benefits from a personallydriven

866 Polanyi,‘TheLogicofTacitInference’, 7;Puusaand Eerikäinen,‘IsTacitKnowledgeReallyTacit?’,307.
867 JohnathanCook,‘HowDoYouReduceSubjectivityinQualitativeResearch?’,Quora,November9,
2015,accessed14April2017,https://www.quora.com/Howdoyoureducesubjectivityinqualitative
research.
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approach. In thewordsofLindaFinlay, ‘subjectivity inresearch is transformedfroma

problemtoanopportunity’.868

5.2.3.PlayingwithTheoryinPractice

As already suggested by the comments on my processes of classification, my

methodologyservestofacilitatetheapplicationandexplorationoftheoreticalmattersin

practice.Byexperientiallyworkingthroughresearchissues,amoreauthentic,thorough

andholisticunderstandingoftheoreticalconceptsandtherelationshipsbetweenthem

is gained. One prominent example of this concerns cognitive states. In Section 5.3.1,

whilstreflectingonaspecificmomentfrommypractice(thesamemomentintroduced

attheendofExample 2)Istatethat

Ispecifically endeavouredto“forget”theinformationIhadbeen

contemplating,oratleasttoentrustittomysubattention ....to

dilutemyfocusandrelaxintoamoreintuitiverealmofmusical

communication, focusing simply on expressing the feltmusical

emotion and seeingwhere prereflective intuitionwould guide

me.869

Here,stimulatedbymyextensivetheoreticalresearchintoaspectsofconsciousness,itis

evidentthatIintentionallyattemptedtoaltermyattentionalfocusduringmypractice,in

order to explore the different phenomenal experiences of various cognitive states –

different intensities of concentration and angles of focus – alongside the respective

interpretative, musical outcomes. In particular, this specific methodological process

facilitated practicalexplorationofreflectiveattentionandprereflectivesubattention(or

intuition)inmusicalperformance,offeringaplatformtoexaminetheinfluenceofexplicit

thoughtonsubsequentintuitive,musicalexecution.Issuesofconsciousness,knowledge,

embodiment, intuition, interpretation and felt shapes are hence brought together,

experienced concurrently, and therefore experientially connected as a result of the

initiallysimpledecisiontoaltermyattentionalfocusinpractice.Suchamethodological

approach, allowing theory to be played with in practice, affords invaluable insights,

meaningfulconnections,andmoregenuineunderstandings.

868 Finlay,‘NegotiatingtheSwamp’,212.
869 SeeSection5.3.1,page201.
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5.2.4.ChoiceofInstrument

Atthisstage,itmustbeaddressed,why,inacasestudyofaBaroqueflutepiece,Iam

performingonamoderninstrument.Firstly, it isessentialtorecallthepurposeofthis

casestudy: it isnotan investigation intohistoricalauthenticity; it isanexplorationof

interpretative, epistemicprocesses. In thisway, the instrument itself is not aprimary

concern.Most simply, each instrumentbringsdifferent knowledge to theprocess. By

performingonthemodernflute,Isimplyinteractwiththeinstrumentspecificknowledge

affordedbythisinstrument.WereItoplayontheBaroqueflute,theepistemiccontent,

relationalknowledgeandresultantinterpretationswouldbedifferentlynuanced,yetthe

interactive processes would be fundamentally comparable. After all, it must be

recognised that relational epistemic nuances are unique to every instrument. As

performerswellknow,notwoinstruments– noteventwoidenticalmodelsofamodern

flute– arequitethesame:theyeachpresentsubtlyuniqueresistancesandaffordances.

Whilst thedifferencesbetweenthemodernandBaroquefluteareofcoursefarmore

pronounced, it is neither the specificities of the epistemic content nor the resultant

interpretativeproductthatissignificanthere;itistheprocessthatisofinterest,andthis

canbestudiedbyplayingtheBaroqueorthemodernflute.

Secondly, it is important to reiterate that I specialise in the performance of

Baroquemusiconthemodernflute.Havingonlyrecentlybecomeacquaintedwiththe

Baroqueflute(incomparisontomymanyyearsofplayingitsmoderncounterpart),my

lesser ability on this instrument means that, currently, my expressive voice and

interpretativeintentionscannotbecommunicatedsatisfactorilythroughthisinstrument.

MylackoffamiliaritywiththeBaroqueflutesimplyresultsinalackofintimaterelational

knowledge:theresistancesintherelationshiphavenotyettransformedintoaffordances.

WhilstIcandraw,tosomeextent,onanunderstanding(albeitalimitedexplicit,rather

thanembodiedtacitunderstanding)oftheidiosyncrasiesoftheBaroqueinstrument,itis

themodernflutethatismyvoice,throughwhichIamabletoexpresstheveryshapes

that I feel. Together, we form a resonant subject. (The relational knowledge formed

throughperformerinstrumentinteractionisdiscussedindetailinChapter4,Section4.3).
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5.3.Bars114

5.3.1.Table1:AnExplanation

Explorationofbars114wasinstigatedbyexaminingmyaudiovisualdocumentationand

consequentlycreatingatable,cataloguingavarietyofinformationfrommypractice,as

shownin Appendix4.Itisfromthistablethat theexamplesinSection 5.3 aredrawn.By

juxtaposing descriptions of specific timing manipulations alongside their underlying

motivations, corroborating primary source evidence, and other explicit and tacit

knowledgethatinfluencedtheinterpretativedecisions,thecorrelationsbetweenthese

mattersbecomemanifest.

To explain the configuration process, the column titled ‘What’ explains the

particularwaysinwhichmyinterpretationsalterthenotatedtimeofthemusic,alongside

the corresponding bar numbers. Detailed answers to ‘Why’ these timing decisions

transpire immediately follow, before subsequent classification according to their

‘GeneralPurpose’or ‘Effect’, forwhichthreeprimarycategorieshavebeen identified.

The first concerns communicationof theoverallmajesticAffekt of this sectionof the

Fantasia;theseconddealswiththeconnectingofindividualnotestoformaunitedshape

orgesturalunit;andthethirdcoversgoaldirectedmotion.Thisfinalcategory ismore

specificallysubdividedinto1)thesuggestionofmotiontowardsagoal;2)thefeelingof

arrival at a goal; and 3) the relaxation of motion after having reached a goal. This

particularclassificationsystemof‘generalpurposesandeffects’iscertainlynottheonly

possibility, and it is by no means exhaustive. Frankly, the chosen categories most

successfullyencompassmyprimarymusicalmotivationsforthesespecificexamplesof

expressivetiming,whilstalsocoincidingperfectlywiththeprincipalthemesandoverall

discussion of this thesis. After all, one cannot dismiss the inherent associations with

musicalandfeltemotions,covertandovertshapesorgestures,andjourneyingorthe

pathwayschema,allofwhichare,ofcourse,closelyconnected.Indeed,byrecallingthis

intimateinterrelationshipbetweenemotion,shapes,andmotion(asdescribedinChapter

4),wecanunderstandwhymanyofthereasonsunderpinningtimingmanipulationsand

theconsequenteffectsareintricatelyentangled.

Take,forexample,bars1and2,asshowninFigure14 below.
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Figure14.Bars12:UnpreparedTrills

Beginningthetrillswithoutaprolongedpreparationorupperappoggiaturabutratherat

asimilarspeedtotheprecedingsemiquavers,beforegraduallyacceleratingthroughthe

ornament and the succeeding semiquavers (as demonstrated in Example 3), was an

initially prereflective and subsequently reflective decision made fundamentally to

connect the semiquavers and trills as one decorative gesture. This timing decision,

however,alsocreatesagreatersenseofmotion,abuildingofmomentum,towardsbeat

oneof the followingbar, aswell as offering abriefmomentof decorativebeauty, of

relaxedandfluidgentlenessamidstthebolderoverallAffekt.Forme,thedesiretounite

the ornamental gesture was greater than any compulsion to maintain the majestic

character,whichcouldarguablybeupheldwithaprolongedappoggiaturaandamuch

shorter trill (as demonstrated in Example 4). From this simple example, it is clearly

apparentthataparticularshapeorgestureinspiresorevendemandsacertainmotion,

whichinturngeneratesanemotionorAffekt.Furthermore,itcanbededucedthatone

smalltimingdecisioncanarisefromavarietyofintentions,generatemultipleeffectsand,

therefore,belonginmorethanonecategory.Hence,inTable1,theprimary purposeof

eachtimingmanipulation(whetherinitiallyattentionalorprereflectivelysubattentional

and retrospectively articulated) is listed first, before any significant secondary

motivationsorbyproducts.

These interpretative timing decisions and causal incentives arise from

somewhere.Theymustoriginatefromknowledgeofsomesort.Bydelvingintomyweb

of accumulated knowledge, I have, therefore, with the support of my theoretical

backdrop,endeavouredtoidentifysomeofthespecificstrainsofknowledgethatfuelled

my interpretive motivations and ultimately led to my expressive timing decisions.

Through a list of quotations, the column ‘Examples of Primary Source Information’

highlightsexplicitknowledgefromeighteenthcenturymusictreatisesthatinfluencedmy

timingmanipulations.870 Thesecitationsarebasedonabankofinformationgainedover

870 Ireiterate,here,thatbecausestylisticchangeovertimeisagradualprocess,treatisesfromthelatter
halfofthe eighteenthcentury,tosomeextent,reflecttheinfluenceofearlierpracticesandare,
therefore,relevanttomydiscussion.
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theyearsthroughstudyandexperienceofBaroque performancepractice.Itisimportant

to note thatmost of this explicit informationhas become sodeeply engrained inmy

subattentionthatitinducessomewhatautomaticorprereflectivereactionsinresponse

tomusicaltriggers (theprocessdiscussedinChapter3).Nonetheless,duringinstancesof

interpretative deliberation, many of these specific ideas were recalled in practice,

broughtforwardintofocus,and hencereceivedfullattention.

Forexample,asaresultofthepotentFrenchOverturestylethatopensFantasia

No.7,Iintuitivelyoverdottedtherhythmsfromtheveryoutsetoflearningthispiece.

This tacit response certainly developed from absorbing propositional knowledge of

rhythmic alteration from eighteenthcentury music treatises (examples of which are

providedinAppendix4),alongsideextensivepracticalexperienceofthisstylisticissue.To

giveoneclearexample,amongstthemanysources ofpropositionalinformationonover

dotting in directconnection to the FrenchOverturestyle is thearticle ‘Ouvertüre’,by

JohannPhilippKirnberger(apupilofJ.S.Bach)andJohannAbrahamPeterSchulz(apupil

ofKirnbergerandC.P.E.Bach) – ‘amongthemostdetaileddiscussionsofthatgenreto

appearduringtheeighteenthcentury’,871 accordingtoStephenHefling – inwhichthey

state:

[f]irstofalltheregenerallyappearsasectionofseriousyetfiery

characterin4/4time.Themovementhassomethingproudabout

it, the steps [beats] are slow, but embellishedwithmany little

notesthatmustbeplayedinafierymanner. ...Themainnotes

are mostly dotted, and in performance the dots are held out

beyondtheirvalue.Afterthesemainnotesfollowmoreorfewer

smallerones,whichmustbeplayedwithextremerapidity.872

Interestingly,atcertainpointsduringmypractice,myreflectiveattentiondidinfactfocus

onexplicitinformationregardingoverdottingsuchasthis,notonlythankstothe‘alla

Francese’marking in themusic – an explicit trigger – but alsobecause I intentionally

concentrated on perfecting my bold, rhythmic characterisation. Reinforcing the

relationship between knowledge and attentional states, this confirms that explicit,

871 StephenHefling,RhythmicAlterationinSeventeenth andEighteenthCenturyMusic:NotesInégales
andOverdotting (NewYork:SchirmerBooks,1993),132.
872 JohannPhilippKirnbergerandJohannAbrahamPeterSchulz,inHefling,RhythmicAlterationin
Seventeenth andEighteenthCenturyMusic,133.
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propositionalknowledgegainedfromprimarysources, influencesmytimingdecisions,

suchasrhythmicalteration,bothprereflectively andreflectively duringpractice.

Anothershortexample concernsamomentinwhich Icriticallyreflecteduponmy

intuitiveexecutionofthetrillsin bars1,2and13alongsidetheirvaryingaffectiveand

temporal impacts. In doing so, I recalled specific Baroque information concerning

preparatorynotesandspeedsofoscillation,inrelationtothedecorative,harmonicand

structuralqualitiesoftrills,andfoundthatthis confirmedmyintuitivemusicalresponse.

In particular, by recalling Loulié’s description of prepared and unprepared trills, my

interpretationswere justified:

[w]henthe Voiceremainsappreciable… onthelittlesoundofthe

firstAppoggiatura… thisiscalledpreparingtheTrill …. Whenthe

VoicedoesnotremainappreciablyonthefirstNote...ofthefirst

Appoggiatura,theTrilliscalledunpreparedTrill(nonappuyé)or

withoutPreparation(sansAppuy).873

ApreparedtrillcanbeheardinExample5,withitscorrespondingnotationpresentedin

Figure15;anunpreparedtrill,inExample3,Figure14.Mydecisionsarefurthersupported

by Tosi’s remark that ‘on final Cadences, it [the preparation] is always necessary’874

(again,thisisevidentinFigure15 andcanbeheardinExample 5),aswellasbyCouperin’s

descriptionoftrills‘begin[ning]moreslowlythantheyend,875 andMarpurg’sexplanation

of ‘a slow beating… [that] increases… by a kind of gradation’876 (see Figure 14 and

Example 3). Inmypractice,therefore,Icriticallyreflectedonmy‘natural’,prereflective

execution of trills, alongside issues of timing, Affekt and explicit knowledge of

unprepared,decorativetrillsandprepared,cadentialtrills.

Figure15.Bars1314:Structural,PreparedTrill

Therefore, whilst precise quotations were located and compiled into the table after

practice, knowledge of overdotting, the French Overture style, and trill execution

873 ÉtienneLoulié, inRobertDonington,TheInterpretationofEarlyMusic,newrev.ed.(NewYorkand
London:W.W.Norton&Company,1992),242.
874 PierFrancescoTosi,ObservationsontheFloridSong,48.
875 Couperin,L’ArtdeToucherLeClavecin,38.
876 FriedrichWilhelmMarpurg,inDonington,TheInterpretationofEarlyMusic, 244.
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undoubtedly influencedmy timingmanipulationsboth reflectivelyandprereflectively

during practice.

ThefinaltwocolumnsofTable1recordother specificaspectsofknowledge that

influencedmytimingmanipulations,fallingunderthe‘explicit’or‘tacit’headings.Every

entryinthe‘explicit’columnbecametheobjectofmyreflectiveattentionatsomepoint

during practice, perhaps because of my determination to unite theory and practice,

exploiting explicit knowledge,where appropriate, to suggest, enhance and justifymy

interpretations.Indeed,duetotheexclusiveandsingularfocusofattentionatanygiven

moment,muchofthisexplicitknowledgewouldalsohavebeenaccessed prereflectively

frommy subattention, atmomentswhen itdidnot fall directlyunder theattentional

spotlight.Atothertimes,Ispecifically endeavouredto‘forget’theinformationIhadbeen

contemplating, or at least to entrust it to my subattention, because my intense

concentration on specific elements of knowledge had become too pedantic or

overwhelming.Itwasimportant,intheseinstances,todilutemyfocusandrelaxintoa

moreintuitiverealmofmusicalcommunication,focusingsimplyonexpressingthefelt

musicalemotionandseeingwhereprereflectiveintuitionwouldguideme.Itiscertain,

nonetheless,thatatthesepointssomeoftheknowledgeIhadjustbeenexploringwould

have been accessed prereflectively via subattention as a particularly ‘familiar

interpretativeroute’.877

TherewerealsomomentsduringmypracticewhenIcentredmyconcentration

on the tacit feelings that were stimulatingmy temporal expressivity: the strong, felt

shapes.Thesecovertshapes were induced,ofcourse,bymusicalshapes,mostoftenas

reactions to particularly salientmusical features, such as sequences, voice leading or

prominentharmonicprogressions.Theywere allied, therefore,withexplicitcorrelates

listed intheadjacentcolumn inTable1.Thissuggeststhat,aswellasbeingrooted in

mimetic participation and image schemata, which draw on a range of embodied

experience(asexplained inChapter4,Sections 4.4 and4.5), thesetacit feelingscould

alsooriginatefrom, oratleastbecocreatedby, explicitknowledge that,viaaprocessof

internalisation and assimilation over time, has deepened into a more profound and

intuitivetacitfeeling.Embodiedknowledgeofimageschematathereforeinteractsclosely

877 Seepage183.
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withexplicit musical knowledgethathasbeenembodied,togethergeneratingprofound

feltshapes.

5.3.2.NoteLength

5.3.2.1TheRelationshipbetweenBeatHierarchy,NoteLength,EpistemicInteraction

andAttentionalStates

An example that effectively exhibits the ambiguous distinction, fluid transition and

intimatecorrelationbetweenpropositionalinformationandtacitfeeling (asdiscussedin

Chapter4) concernsbeathierarchy. Indeed, as alluded to inChapter2, the notionof

‘strong’ and ‘weak’ beats is perhaps one of the most crucial elements of Baroque

performance practice: a topic pervading themusic treatises of the time. Quantz, for

example, in hismonumental essay,On Playing the Flute, analyses numerousmusical

examplesintheseterms,notingthat‘youmustadjustyourtonguingorbowinginsuch

fashion thatyougiveeachnotegreateror less stress’878 evenwhen,according to the

notation,‘theyseemtohavethesamevalue’.879 Of course,moderninstrumentsgenerally

enjoy a greater dynamic range than their Baroque counterparts and can therefore

engenderemphasissuccessfullythroughdynamiccontrast. Duetotheinherentdynamic

limitations of many Baroque instruments, articulation, or specifically note length is

perhapsthemostfundamentalmeansof creatingsubtle musicalhierarchies,givingshape

anddirectiontophrases inBaroque repertoire.Manynotesare,therefore,performed

withashortersonicdurationthantheirnotationalvaluesuggests.Soundinganotefor

theentiretyofitswrittenlengthofcoursecreatesastrongeremphasisthaninstancesin

which the sonic value is diminished by filling the remaining durationwith silence. As

illustrated in simple form in Figure 16 below, the longer thenote length, the greater

emphasis:asocalledagogicaccent.

Figure16.HierarchyandNoteLength

878 Quantz,OnPlayingtheFlute,172.
879 Ibid.,123.
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Explicitknowledgeofbeathierarchy,afrequentfocusofmyconcentration whenIfirst

beganlearningBaroque style,hasbecomesodeeplyengrainedinmysubattentionand

soprofoundlyembodiedinmybeing,thatitisusuallyreflectedintuitivelyinmyplaying,

throughsonicemphasis.Asalreadynoted, thisisachievedpredominantlyvianotelength

– afundamentalmanneroftiming.Fromthis,a resultantmusicalframeworkofemphatic

regularity iscreated,fromwhichanyunexpecteddeviationisinherentlyhighlighted.Of

course, when deliberating upon varying degrees of interpretative emphasis, explicit

informationconcerningbeathierarchyisbroughtforwardfrommysubattentiontothe

forefrontofmyreflectiveattention.Nonetheless,havingembodiedadeephierarchical

understandingandcorrelatingarticulatoryflexibilityviapracticeandexperience, mostof

mysonichierarchicalexternalisationstranspirefrommyrealmoftacitknowing.Perhaps

even more interestingly, thanks to my understanding of image schemata – newly

acquiredtheoreticalknowledgethatexplicitlycodifiesmycorresponding,deeprooted

tacitexperiences– Iarguethattheseintuitivefeelingsofhierarchyprereflectivelyexploit

thepathway andcycle schemata,drawingonarangeofembodiedexperienceassociated

withtravellingtowardsandawayfromgoalsofvaryingsignificance.Thissuggeststhat

thereisanintimateinterrelationshipbetweeninterpretativetiming decisionsconcerning

note length, explicit knowledge of beat hierarchy, embodied knowledge of image

schemata, and attentional states (the latter determining the ways in which these

differentformsofknowledgeareaccessed).

5.3.2.2.Beat3: ItsExecution

To elucidate these issues of hierarchy in practice, let us consider bars 3 and 14 as

examples.Firstly,itisessentialtonotethatthewellknownpracticeofoverdotting(a

characteristic feature of the French Overture Style) immediately alters the notated

rhythm by prolonging the dotted notes through sonic extension or rest insertion,

subsequentlyshorteningtheensuingquaversorsemiquavers.880 Morenoteworthythan

mymereadherencetothisbasicprinciple,however,ismyhierarchicalinterpretationof

thesebars– inparticular, the relationshipbetween the sonicdurations of thedotted

quavers.Myinitialintuitive,orprereflective,executionofbars3and14renderedeach

dottedquaverofthebarasimilarlength,withoutnoticeablehierarchicaldifferentiation.

880 Ofcourse,therealisationandextentofoverdottingdependsonthetempo.
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This particular timing decision, arising prereflectively via subattentional intuition,

consequentlycreatedonlyone strongbeatinthebar,onbeat1(ascanbeseeninFigures

Figure17 and 18,andheardinExamples6 and7,respectively).

Figure17.Bars34:OneStrongBeatperBar

Figure18.Bars141:OneStrongBeatperBar

After reflectively recalling primary sourcematerial stating that ‘fourpartmetershave

twostrongbeats,namely,thefirstandthethird’,881 andthat‘thesecondstrongbeatis

alsoplayedwithemphasis’,882 Isubsequentlyexperimentedwithtemporalmanipulation,

lengthening the sounding duration of the dotted quaver on the third beat to give it

greateremphasisthanbeats2and4,hencecreatingtwo strongbeatsperbar:thiscan

beheardinExamples8 and9,andseeninFigure19 and20.Thisofcoursedemonstrates

the hugely influential and creative potential of knowledge, reinforcing the dynamic

interactionbetweenknowledgeandexpressivedecisions: interpretationsarenotonly

born ofknowledge,butcanberemoulded inlightofknowledge.

Figure19.Bars34:TwoStrongBeatsperBar

Figure20.Bars141:TwoStrongBeatsperBar

In this particular example, the ostensibly minor temporal modification (of

durationalemphasis)had,infact,anotable impactonthemusicaloutcome:thesenseof

881 Türk,SchoolofClavierPlaying,91.
882 Ibid.,325.



205

motion wasaltered,generatingadifferentcharacterisation oftheseshortpassages.By

accentuatingbeat3, it simplybecamethegoal towhichbeat2 led,meaningthat the

longer,(tomymind)moreimportantjourneytobeat1ofthefollowingbardiminished in

significance.Frankly,themotionfeltrestrained,confirming, forme,themain functionof

thesepassagesistoleadtobeat1.Thisinterpretationindeedacknowledgestheprimacy

of thisgreater journey, clearly connectedby thedescendingvoice leadingandby the

fundamental harmonicprogressionfromthetonic(Dmajor)tothedominant(Amajor)

inbar3,andfromthedominantbacktothetonicinbar14,allofwhichrathernaturally

propelthemusic forwardstobeat1,asshowninFigure21 and22.

Figure21.Bars34:VoiceLeadingandHarmonicProgression

Figure22.Bars141:VoiceLeadingandHarmonicProgression

Ofcourse,various harmonicinterpretationsarepossible.Thosepresentedinmy

examples, however, are particularly potent, reflecting both traditional harmonic

progressionsofthetime andmyownphenomenalexperienceofimpliedharmonies.With

thisinmind,itisinterestingtorecognisethatmyinterpretationofthethird beatofbar3

aspartofchordVII(asillustratedin the‘detailedanalysis’of Figure21)couldcertainly

inspire durational emphasis, as a means of reflecting the dissonant quality of the

diminishedharmony.Nonetheless,myexperienceoftheunderlyingharmonicdriveto

thedominant,aswellastheincreasingspeedoftheharmonicprogression(asimpliedby

the‘detailedanalysis’inFigure21 andelucidatedinFigure23) was farmoreinfluentialin

thiscase.Indeed,followingachangeofharmonyoneveryminimbeatinbars1and2,

theharmonicprogressionquickensinbar3,withadifferentchordforeverycrotchet,as

illustratedinFigure23.Thisincreaseinharmonicmotionactsasasignal,indicatingthat

themusicismovingtowardstheimperfectcadence– themusicalgoal.Thereis,hence,
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anundeniablesenseofjourneyingthroughthewholebartowardsbeat1ofbar4. This

canbeheardinExample10.

Figure23.Bars14:HarmonicProgression

Itisinterestingtonotethatrecognitionandanalysisofthemusicaldevicesused

intheseexamples,cameaftertheireffectswerefeltsostronglyandtacitlyinmyplaying.

Identification of correlating propositional, musical knowledge (concerning harmony,

voiceleading and harmonic progression) simply transpired as explicit, theoretical and

reflectivejustificationforthetacitfeltshapesthatprereflectivelyguidedmyseemingly

intuitive interpretation – an interpretation that, I contend, is ultimately based on an

interactionofembodiedknowledgeofthepathwayschemaandembodiedknowledgeof

musicalharmony.Moreover, myinitiallysimpleexplorationofarticulationinthesetwo

short passages revealed the hugely influential quality of note length.Most simply, it

becameclearthataprolongednotelengthamongstnotesofshortervaluecreatesnot

only hierarchical emphasis but also a notable feeling of arrival at amusical goal, and

correspondingly, that the shorter surroundingnotes suggestmotion towardsor away

fromthat goal.Theexpressiveflexibilityofnotelengthisthereforeusedasavaluable

tooltoconveyvaryingdegreesofhierarchyanddifferentaspectsoftravel.Ofcourse,this

issomethingthatperformersandtheoristsofBaroque musicknow,buttheimportant

point here is the significant interrelationship betweennote length, hierarchy and the

pathwayschema(asillustratedinFigure24),andthereforebetweenexpressivetiming

and different forms of knowledge. Note length is an overt, sonic and temporal

manifestationorinterpretativeexternalisationofourknowledgeofmusicalhierarchyand

ofourembodiedunderstandingofgoaldirectedmotion.
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Figure24.Interrelationship

Inanycase,itbecameclear frommypracticalexperimentation that,inaccordance

withmy initial intuitions and supported by explicit knowledge, a light, unemphasised

executionof beat 3 conveyed mymusical intentions for bars 34 andbars 141most

effectively (as shown in Figure 17 and 18, and heard in Examples 6 and 7). This

interpretation,ofcourse,adherestothefact thatthedownbeat is ‘thefirstandmost

importantnoteinameasure’,883 yet,moreimportantly,ithighlightsthat,whilst fourpart

metresoften‘havetwostrongbeats’,884 ultimately,asTürkexplains,emphasis‘depend[s]

primarily upon (1) the greater or lesser importance of the note, (2) its length and

relationshiptoothernotes,and(3)theharmonywhichisbasictothem’.885 Inthesetwo

particularcases,Iregardbeat3as: havingmuchlessimportancethanbeat1andsimilar

importancetobeats2and4 (thiscorrespondstoTürk’sfirstpoint); asrelatedtotheother

dottedquaversofthebarasone descendingjourneythatleads,likeanupbeat,tobeat1

(Türk’ssecondpoint);andaspartofthefundamentalharmonicprogressionleadingfrom

the tonic to the dominant or from the dominant to the tonic (Türk’s final point). By

recalling Türk’s comment from his eighteenthcentury treatise, I gained explicit

justification formy expressive decisions: a reminder of the dynamic entanglement of

knowledgeandinterpretation.

It is,however,essential toacknowledgethatthe likelihoodofperformingeach

dotted quaver in the bar with exact durational equality is negligible, and, in fact,

undesirable.Expressivenuancesare,ofcourse, inherentlyandpositivelyflexible.They

will vary on every occasion, not only due to the innate uniqueness of any musical

performance, but here, more significantly, because of my heightened awareness of

883 Türk,SchoolofClavierPlaying,325.
884 Ibid.,91.
885 Ibid.,327328.
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different interpretative possibilities and the related supporting knowledge. It is, of

course,possible that I could marginally lengthen thedottedquaversofbars3and14

successively,inresponsetomygutfeelingofgrowingintensificationthroughoutthebar,

orslightlyprolongthethirdbeatduetomysubattentionalknowledgeoftraditionalfour

partmeterhierarchyandexperimentationwiththisparticularinterpretativepossibility.

Afterall,inbar14,thefallingsequencebegins onbeat 3(asopposedtothesecond beat

in bar 3), and on the note A (the dominant) itself: compare Figures 20 and 21. The

dominanttonic progression is, therefore, explicitly delineated by the melodic line: A

falling toD. It is hence possible that this demarcationmay be subtly reflected inmy

execution,highlightingthedominantandtheonsetofthedescentwith aneversoslightly

prolongedthird beat.Frankly,differentstrainsofknowledgeareaccessedondifferent

occasions, as a result of a performer’s recent interpretative exploration, his or her

cognitivestateandattentionalfocus, thesituationalknowledgeofthe moment, andthe

uniquely unfurling musical narrative. Most importantly, this discussion highlights the

interpretativeflexibilitythatexplicitknowledgeoffers.Propositionalknowledgeneither

demands nor generates one exclusive or unanimous outcome. It offers a variety of

interpretive possibilities thatmust bemoulded by an individual’s unique experience,

feelingandtacitknowing.This,initself,issomethingthatwemightwellalreadyknow:it

isan inherentpartof the interpretativeprocess,experiencedby allperformers.Quite

howthese formsofknowledge interact toengenderaparticulardecision is,however,

whatmyresearchshows.

5.3.2.3.NoteLength:AMeansofUnitingGesturalUnits

Despite the interpretativeplasticity thatknowledgeaffords, it is apparent that, in the

aboveexamples,Iultimatelyfavourlargercycles,sonicallydelineatingbarlength (rather

thanhalfbar)journeys.Interestingly, asimilarlighteningofbeatthree,generatingjust

onestrongbeatperbar,isalsoevidentinmyinterpretationofbars7and8,asillustrated

inFigure25.Followingalightupbeatattheendofbars6and7,thevoiceleadingand

descendingpatternunitethefirstthreebeatsofbars7and8asonegesture: onefelt

shape.Thedownbeatestablishesthegoal (showninFigure25 bymeansofbrightred

noteheads), before beats 2 and 3 act as fading repercussions or reverberations and

suggest a relaxation of motion away from the goal (illustrated by the subsequent

lighteningofnoteheads).
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Figure25.Bars68:UnitingGesturalUnits

Incontradiction to theconsistencyof rhythmicnotation,modificationsofnote

lengthareemployed inmyinterpretation,inordertoconnectthegesture together asa

singleentityandexpressthetrajectoryofagoaldirectedjourney,conveyingmotionand

delineating arrival in accordancewith the pathway schema. Simply, themany dotted

quavers – notationally equivalent – enjoy varying sonic durations depending on their

function.Thefinaldottedquavers ofbars6and7unsurprisinglyaregiven arelatively

short note length, fulfilling their role as light upbeats leading to beat 1. The dotted

quaversonthedownbeatof bars7and8havethelongest sonicvalue,highlightingtheir

identity asmusicalgoals,beforethemotionrelaxesthroughthe secondand third beats,

whichgentlycompletetheshapewithmuchshorter,lightlyarticulateddottedquavers

and, therefore, greater use of silence. These different note lengths, serving to unite

gestural units, canbeheard in Example 11,whichbeginswith theupbeat intobar7.

Furthermore, the video in Example 12 (whilst not reflecting the light upbeat that

characterisesmylaterandpreferredinterpretation)evidencestheveryfirstmomentin

whichIreflectivelyrespondedtothesetriadicshapes,feltcovertlyasunitedgestures.

This manipulation of note length as a means of connecting individual notes

togetherinto smallgesturalshapes alsooccursin bars5,6,9,10and12,andisillustrated

inFigure26 and27 below.

Figure26.Bars46:UnitingGesturalUnits

Figure27.Bars812:UnitingGesturalUnits

Indeed,recordingsofmypracticerevealthatIgivethecrotchetsonthesecondbeatof

thebar anotably short sonicduration, even though theyhave the longestnotational

value.Whilst of course falling on a ‘weak’ beat in terms of musical hierarchy, these
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crotchetsmore significantly constitute the close of a small gestural unit: a small felt

shape.Thesesmallunitssimplycharacterisethearrivalatthegoalonbeat1,followedby

agentletapering,ascanbeheardinExample13(whichbeginsfromthemiddleofbar4,

andcanbeseenin Figure26)andExample 14(whichbeginsfromtheupbeatintobar9,

seen in Figure 27). Indeed, thanks to sequential repetition and delineating rests, the

conspicuousphrasesinbars 46reinforcemyfeltexperienceofthecrotchetonbeat2as

anunimportant conclusion to themusical shape,which inherently demands a lackof

emphasis.ThisisclarifiedbytheannotationsinFigure28.

Figure28.Bars46:UnitingGesturalUnits

Thesameargumentcanbemadeforbars812,whereineachcycleisclosedbythesame

rhythmicfigure(dottedquaversemiquavercrotchet):seeFigure29.

Figure29.Bars812:UnitingGesturalUnits

Despiteitsvisuallyostensibleimportance,theentirenotationaldurationofthecrotchet

isnot realisedinperformance. Asmyinterpretationsonicallyexternalisesmyfelt sense

of the shape of these small figures, communicating the arrival at and subsequent

relaxationawayfromthemusicalgoal(thankstoembodiedknowledgeofthepathway

schema),thedottedquaversfallingonbeat1ofbars5,6,9,10and12assumeagreater

sonicnotelengththanthesubsequentcrotchet.

To clarify the relationship between my temporal decisions, knowledge, and

attentional states, it should be noted that, whilst these shapes in Figure 2529 were

vividly felt covertly, and sonically externalised thanks to my intuitive timing

manipulations,explicit theoreticalknowledgefrommusicalanalysis(includingknowledge

of phrases, sequences, and repetition) was recalled, in order to accredit my tacit
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interpretation – to justify the felt shapes and my corresponding expressive timing

decisions.Thisofcourseremindsusoftheinteractionbetweenthetacitandtheexplicit;

betweentheprereflectiveandthereflective.

Figure 2529 clearly demonstrate that notational durations can be effectively

manipulatedinordertoconnectindividualnotestogetherasoneunitedshape.Further

examinationoftheseexamples,however,revealsadditionaltemporalissuesthatmust

be considered. Returning to bars 68 (Figure 25), it is important to recognise that, in

additiontomyinterpretativemodificationsofthedottedquavers,thisparticularexample

infactdemandsalterationofthenotatedtime.Aswritten,beats1and2ofbars7and8

exceed their allocatedvaluebyaquaver, renderingbothbars too longbyonewhole

crotchet. The existence of bars in which the sum of the written note lengths is

theoreticallyincorrect,failingtocorrespondwiththetimesignature, is notuncommonin

Baroque repertoire.Thefollowing excerpt(Figure30) fromthefirstmovementofMichel

Blavet’s SonataNo. 4 inGminor (‘La Lumague’)886 is a good example (note that this

movementisincommontime).

Figure30.ExcerptfromSonataNo.4byMichelBlavet

Each circledbeat is too longbyone semiquaver andmust, therefore, beexpressively

adaptedinperformance.

Due to limitations of printing in the eighteenth century, dotted rhythms and

complex rhythms, such as writtenout ornamental flourishes, were often notated

imprecisely,withtheveryexpectationthattheperformerwoulduseexpressiveintuition

to follow the general shape of the suggestive notation and execute a fitting gesture.

RobertDoningtonidentifiessimilarexampleswherenotesare‘tobetakenornamentally,

unmeasuredandalittlequickerthantheyarenotated’,887 andRichardRastall,discussing

theinterpretativeambiguitiesof the‘“variabledot”principle’,recognisesthat,because

of‘dottedrhythmsbeingfussyandlaborioustowrite ...composersoftheseventeenth

andeighteenth centuries oftendidnotbother towrite thenecessary rests and short

886 ExcerpttakenfromtheAdagioofMichelBlavet’sfluteSonataNo.4‘LaLumague’
Blavet,SonatesPourlaFlûteTraversière, 19.
887 Donington,TheInterpretationofEarlyMusic,469.
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notes’.888 Thedotand/ortheshortnotes,therefore,haveto‘expandorcontractinvalue

beforethegroupaddsuptotherighttotalduration’.889 Simply,inthewordsofRastall,

‘notated rhythms accommodate themselves to the basic metre required by the

composer’.890 Evidently,inthecaseofFigure25, Telemannsimplyexpressesthedesire

for a dotted note, followed by a decorative flourish of short notes leading to the

subsequent beat. This example of course corroborates the existence, acceptance and

needfortemporalmanipulationinBaroque repertoire.

5.3.2.4.CloserExaminationofBars46

Whilerevisiting bars78,above,showedthatthesetwodeceptivelysimplebarsinfact

presentanumberofimportantconsiderationsregardingnotelength,bars46similarly

demand further attention. It is interesting to note that my initial, prereflective

interpretationherecreateda rather ineffectivehierarchical imbalance.A felt senseof

arrival at the top of the decorative flourish resulted in a somewhat untasteful and

unstylisticemphasisonbeat4,renderingthedottedquaversofbeat4andbeat1equal.

ThisisshowninFigure31 andevidencedbyExample 15– anexcerpttakenoneofmy

initialpractices.

Figure31.Bars46:HierarchicalImbalance

Musicalfunctionswereneglectedandhierarchicalequilibriumwasobscured.

Inthisinstance,mytacitintuitionwasineffective,clearlycontradictinganyexplicit

justification,andtherequisiteknowledge– thesameknowledgemoreeffectivelyused,

apparently intuitively, in the aforementioned examples – was not being accessed

successfullyfrommysubattention.Itwasessentialtorecallthat‘eachmeterhasstrong

andweakbeats,althoughaccordingtotheirexternalvalueorduration,theyareequalto

eachother’.891 Thebasic,explicitrudimentsofbeathierarchywereconsequentlybrought

intomy reflective attention, in order to regain balance and differentiate the equally

888 Rastall,TheNotationofWesternMusic,222223.
889 Ibid.
890 Ibid.,226.
891 Türk,SchoolofClavierPlaying,90.
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notateddottedquaversofbeat4andbeat1accordingtotheirdistinctandprimaryroles

– alightupbeatleadingforwardsandastrongarrivalonthedownbeat,respectively.Once

again,thiswasachievedprimarilyvianotelength– an alterationofthenotatedtime–

the resultsofwhich canbeheard inExample13.Whilstof coursedemonstrating the

practical application of eighteenthcentury information, this particular discussion,

perhapsmoreinterestingly,recognisesthatinitialintuitionsdonotalwaysreignsupreme,

theycannotberelieduponexclusivelywithoutconsideration,andtheymaybemoulded

successfullybyrecallingexplicitknowledge.InthewordsofEpstein,‘[i]ntuition ...isnot

omnipotent’;892 ‘knowledge can assist intuition’.893 Furthermore, this experience

highlightstheveryrealsignificanceof‘nestingjourneys’ inpractice(anotionexplained in

Chapter4,Section4.5.3).Whilstbeat4certainlymarksanarrivalattheendofaflorid

ornamentalgesture,italsoformspartofthelargerandmoreimportant journeytowards

beat 1. It is fundamentally because of this superimposition of musical journeys that

gradationsofexpressiveemphasisarenecessary,inordertoconveyvaryingdegreesof

motiontowards,arrivalat,andrelaxationawayfromgoalsofdifferingimportance.

Another noteworthy observation within this passage concerns the

demisemiquaver rests. As evidenced by Example 16, I experienced the notationally

equivalentrestsinbars4and5differently:theyseemedtohavecontrastingfunctions,

characterisations and therefore slightly different durations. Not only did I feel these

differentdegreesprereflectively, thanks tomydeeprooted,embodiedknowledgeof

punctuationandgrammar(bothverbalandmusical),butIsubsequentlyrecalledexplicit

primary source information to reinforce my intuitions, bringing knowledge that had

become engrained in my subattention directly into reflective attentional focus. In

particular,IwasthinkingofQuantz’scommentthat‘theendoftheprecedingideaand

thebeginningoftheonethatfollowsareseparatedfromoneanother’894 – aninstruction

similartothatofCouperin,whoinsiststhat‘onemustmakeaslightbreakattheendofa

phrasebeforegoingontothefollowingone’895 and(asnotedinChapter2)‘pauseatthe

fullstops’896.IlaterrecalledGeorgPuttenham’sdescription– inhisinfluentialhandbook

onpoetryandrhetoricTheArteofEnglishPoesie(1589)– ofdifferentcaesuraldurations

892 Epstein,ShapingTime,101.
893 Ibid.,417.
894 Quantz,OnPlayingtheFlute,88.
895 FrançoisCouperin,PiècesdeClavecin:TroisièmeLivre [1722],ed.KennethGilbert(Paris:Heugel, n.d.),
ix.
896 Ibid.,ix
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astheequivalentofstoppingforaquickdrink,alongermeal,oranevenlongerovernight

stay.897 Allinall,thesecommentsexplicitlyrationalisedmyexperienceoftherestinbar

4asafullstop,overwhichItooksometimebeforeintroducingthecontrastingmaterial.

Inbar5,however,thedemisemiquaverrestwasexperiencedasacommamid

sentence,likeasmallgapofair:ithadaslightlyshorterdurationthanitsequivalentin

bar4(ascanbeheardinExample17).IcontendthatIexperiencethisrestasacomma,

largelythankstothemusic’ssequentialascent,whichconnectsthegestureseitherside

oftherest,indoingsocreatinganinherentsenseofurgency.Thisinterpretationis,after

all,furtherjustifiedbyexplicit,counterbalancingadvicefromQuantz,that‘[y]oumustbe

justascarefultoavoidseparatingphrasesthatbelongtogether’.898 Succinctly,asaresult

ofourmanyembodiedexperiencesof‘pauses’– inmusic,speechandwriting,aswellas

inourdailyroutines– wehaveadeepandmultifaceted,embodiedknowledgeof‘taking

time’,which,thankstothecrossmodalandprojectivequalitiesofknowledge,influences

musical punctuation. Undeniably, this richness of epistemic interaction played a

fundamentalroleinmytemporalexecutionsoftherestsinbars4and5.

Furthermore, thanks to the sequential intensification across bars 46, I

experiencedagreatersenseofarrivalonbeat1ofbar6(highlightedbythesharpened

G),asopposedtobeat1ofbar5.Thisisreflectedinmyinterpretationsthroughalonger

dottedquaverinbar6,usuallyenhancedbyatrill,whichdrawsattentiontothemore

emphatic,higherversionofthegesture.ThisisillustratedinFigure32 andcanbeheard

inExample17. Indeed,myinsertionofatrillonthisnotewasinitiallyaprereflective,

subattentional reactiontomyembodied, tacitunderstandingofsequential repetitions

thatbecomemoreandmoreemphatic.Anintegralcomponentofthistacitfeelingis,of

course,explicitknowledge(ofrhetoricalprinciplesandornamentation)thathasbecome

engrainedandembodied.

897 GeorgePuttenham,TheArteofEnglishPoesie [1589](Teddington:EchoLibrary,2007), 57.
898 Quantz,OnPlayingtheFlute,90.
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Figure32.Bars46:RestsandSequentialRepetitions

Thisdetailed explorationofbars46confirmsthatexpressivetimingencompasses

themanipulationofnotelength(includingbymeansofornamentation),aswellas the

manipulationof rests.Drawingparallelswith speechand, inparticular,ourembodied

experienceofspeaking,therestscanbeinterpretedaspunctuationmarks– inherently

flexible, clarifying and expressive. In practice, this deeprooted embodied knowledge

interacts closely with explicit knowledge of music theory and Baroque performance

practiceinawaythatsolidifiesmyinterpretativetimingdecisions.

5.3.2.5.CloserExaminationofBars812

Bars812mustalsoberevisited.Thispassage, inparticular, affordednotablyextensive

experimentation with the number of strong beats per bar, and provoked especially

detailedexplorationofthevariousinterpretativepossibilitiesthatarisefromostensibly

simple knowledge of beat hierarchy. It is of course most apparent from the above

examples, thatmy interpretation of the first section of Fantasia no. 7 predominantly

revolvesaroundonestrongbeatperbar,wherebyemphasisfallssolely onbeat1rather

thanbeats1and 3.Thisisessentiallyaresultofthreefactors: notatedrestsonthethird

beat(bars4,5,6,12);thefunctionofleadingfiguresthatvividlysuggestmotionforwards

(bars3and14,seeFigure17 and18);andunitedshapes(bars7and8,seeFigure25).

Instanceswhere this is not the case and two strong beats transpire inmy preferred

interpretationcanbeseeninbars1,2and13(presentedinFigure14 and15). Thetrills

onbeat3haveaninherentlyemphaticquality,thoughthisis,ofcourse,fargreaterinthe

lattercaseduetothe significantstructuralfunctionandprominentharmonicqualityof

thiscadentialtrill,withitslongpreparationorupperappoggiatura (asdemonstratedin

Example5).Inthecaseofbars812,however,Ididnot haveanimmediateoroverriding

tacit feeling that confirmed one particular framework of hierarchical emphasis:many
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interpretationsfeltequallyright.Icouldnotrely,therefore, onthedeterminationofany

one pieceofexplicitknowledge,noronaparticularlycompellingtacit feeling. Ihence

experimented thoroughly with different emphases and their varying affects, whilst

simultaneouslydrawingonawealthofexplicitknowledgeconcerningmusictheory,such

as harmony and voiceleading. Indeed, in instances of heightened interpretative

uncertaintyandpossibility,aparticularlyexploratoryprocessofmusicalexperimentation

and explicit epistemic recollection facilitates the consolidation of convincing

interpretativeoptions.

To elucidate, it is evident that, following the end of the previous shape (as

describedinFigure25),the notesD#EBclosingbar8constituteanupbeat(illustratedin

apalecolourinFigure33)leadingtobeat1ofbar9(highlightedinred).Havingrecognised

this,Icould then intentionallyimitatethiseffectinbars9and10andexecutetheentirety

ofbeats3and4lightly,asanupbeattothefollowingbar,generatingone strongbeatper

bar:thisisdemonstratedinExample18,whichbeginsfromtheupbeat tobar9.

Figure33.Bars812:Upbeat– OneStrongBeatperBar

Inthisway,explicitknowledgeof‘upbeats’isappliedpracticallytoguidedecisionsofnote

length. On the other hand, I could noticeably accentuate beat 3 to highlight the

descendingvoiceleading fromG#F#ED, consequently creating twostrongbeatsper

bar,asillustratedinFigure34 andExample19.Inthiscase,knowledgeof‘voiceleading’

gainsprimacy,surpassingknowledgeof‘upbeats’astheprimaryinfluence,togenerate

thisalternativeinterpretation.

Figure34.Bars812:VoiceLeading– TwoStrongBeatsperBar

Havingreflectivelyexperimentedwithbothinterpretativepossibilitiesinpractice,

myultimatefavouringoflighteningtheupbeatratherthanaccentuatingthevoiceleading

concerns the impactofbar11and the intensificationofmotion. Inbar11,Telemann

breaksthepatternhehasestablishedinbars9and10bypostponingthearrivalofthe

expected rhythmic figure (dotted quaversemiquavercrotchet). He does this by
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continuingtheseriesofdottedquaversemiquaver and,moreimportantly,byintroducing

ascendingandratherunexpectedchromaticvoiceleadingfromD,throughD# toE,where

therhythmicgoaliseventuallyreached. Asaresult,theestablishedregularityofonebar

(orfourbeat)cyclesexpandstofeatureatwobar(oreightbeat)cycle,asshowninFigure

35.Themoment I reflectively realised thiscyclicexpansionduringmypracticecanbe

seeninExample20.

Figure35.Bars812:ChromaticVoiceLeadingandCyclicExpansion

Having explicitly recognised Telemann’s compositional development, highlighting the

deviationfromtheexpectedcourseofthejourney,thedelayingofthegoalarrivaland

the cyclic expansion, I accentuate the chromatic voiceleading from bar 1112 by

emphatically lengthening beats 1 and 3, creating two strong beats in bar 11. After

experimentation, it was clear that this had greater impact when beat 1 only was

emphasisedinbars9and10,asthesubsequentincreaseofaccentuationinterruptedthe

regularframeworkandcreatedanew,moredramaticsenseofmotion.Thisincreaseof

accentuationcanbeheardinExample21(whichbeginsfromtheupbeattobar9)and

seen,thankstotherednoteheads,inFigure36.

Figure36.Bars812:ChangeinEmphasis;ChangeinMotion

Interestingly,whentwo strongbeatsperbarwereemphasisedcontinuallyfrom

bar 9 (as demonstrated in Example 22) I experienced feelings associatedwith rather

heavy,pedanticandtiresomemotion;yetwhenthisdualemphasiswasreservedforbar

11,tohighlightanoteworthymoment(inthiscasethechromaticism),theoppositeeffect

occurred: thesenseofmotion intensified.Thisdemonstratesthevariedpotentialofa

singularexpressivedeviceandthereforetheimportanceofitsuseinthewidermusical

context and its relationship to other musical elements. Situational and relational

knowledgeisabsolutelypivotal.Italsorevealsthesignificanceofepistemicinteraction.
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Myultimate,favouredinterpretationarosefrom(andisindeedjustifiedby)theinterplay

ofdifferentforms ofknowledge:musicalknowledgeofupbeats,thematicdevelopment

andchromaticism, andtheoreticalknowledgeofthecycleschema.Moregenerally,by

discussingthedeliberativeprocessthatledtomydecisiontovarythenumberofstrong

beats per bar via note length (a matter of timing), this example demonstrates the

practicalapplication ofknowledge,whilstsimultaneouslyreinforcingtheimportanceof

musical functions and context, the flexible potential of explicit knowledge, and the

valuableinteractionofallkindsofknowledgetoleadtothemostconvincing individual

interpretation.Fundamentally,itisthroughepistemicinterplaythatinterpretationsare

bornandconsolidated.

Theaboveexamplesdemonstratethepowerofmanipulatingthenotatedtimevia

note length to connect notes together as a united gesture and to express different

degrees of motion, delineating journeys towards and away from goals of varying

significance.Furthermore,theyhighlighttheinteraction,complementarityandmalleable

divide between the explicit and the tacit. Interestingly, this epistemic fluidity is

epitomisedbythenotionofprocedural knowledge(noted inChapter4)– amarriageof

codified technical knowledge that has become absorbed and embodied, and

correspondinguncodifiableactionalandrelationalknowledgeoftheinstrument,gained

only by doing. Indeed, it is important to recognise that, in addition to the specific

examples of knowledge listed in Table 1 and discussed in the above examples, my

researchconfirmedthat theentiretyofmypracticeisgroundedonthisfundamentaland

omnipresentfoundationof‘knowledgehow’to fulfilmyinterpretativeintentions.

5.3.3:CloserConnectionswithImageSchemata

5.3.3.1:NestingJourneysandCycles

It is evident from the above discussion that the cycle schema and, in particular, the

pathwayschemaplayanimportantroleinguidingmyinterpretativetimingdecisions.To

prove just how integral embodied image schemata are in musical performance, the

openingfewbarsofFantasiaNo.7willberevisited.

AsdiscussedinChapter 2(Section2.4)and Chapter 4 (Section4.5),thereisaclose

affinitynotonlybetweenthecycleandpathwayschemata,butalsobetweenacycleand

amusical phrase, bothofwhichact as temporal containers, ‘mark[ing]off ... unitsof
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time’.899 With this in mind, the opening phrase of Fantasia No. 7 can certainly be

conceived, and indeed felt, as one overarching cycle and, correspondingly, as one

journey,travelling,fundamentally,fromthetonictowardsthedominant(thegoal).This

is illustrated inFigure37 below andinExample23,the latterhighlighting thephysical

manifestationofembodiedknowledge.Indeed,theforwardmotionofmybodyindicates

thatthegoaldirectedtrajectory(embodiedknowledgeofthepathwayschema) isnot

only felt covertly and externalised sonically, through my interpretation, but also

physicallyexternalisedintheprereflectivemotionofmybody,whichmovesforwardas

itreachesthegoalinbar4.AssuggestedinChapter4 (Section4.6),covert,feltshapes

worksynergisticallywithovertbodilyshapes,bothinreactiontoandinordertogenerate

musicalshapes.

Figure37.Bars14:CycleandPathwaySchemata

Withinthisphrasalcontainer,however,smallercyclesandjourneysarenested–

namelythesmallermusicalgesturesthattogethercreatethe largerphrase.Theseare

showninFigure38.

Figure38.Bars14:NestingCyclesandJourneys1

899 Brower,‘ACognitiveTheoryofMusicalMeaning’,329.
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These smaller journeys loosely follow the regularity of the bars – another means of

demarcating time intocycles. Ofcourse,within the thirdsubcycle,wecan identifya

seriesofevensmallerrhythmicsubcycles,whichonceagainpiecetogethertoformthe

greatermusicalshapewithinwhichtheynest:seeFigure39.

Figure39.Bars14:NestingCyclesandJourneys2

5.3.3.2.TheBalanceSchema

Interestingly, the first twosubcycles inFigure38 eachcompleteanotable journeyof

tension and release (thebalance schema) as theharmonic progressionof IVI (or

IV7I)moves themusic from stability (the tonic) to the dominant,which enjoys a

degreeoftensionandinstability,thankstothechord’sinherentpulltowardsthetonic.

Inthisway,themusiccompletesafullcycleofrelaxationtensionrelaxation,asshownin

Figure40.

Figure40.Bars13:BalanceandCycleSchemata

Thismusicalmanifestationofthebalanceschemaisfurtheremphasisedbythetrillon

chordV,whichintensifiesthephaseofinstabilitythroughcyclesoftensionandrelease

onanevensmallerscale:in thetrill’sidiosyncraticundulationbetweendissonanceand

consonance, between tension and release. This reinforces the cycle and balance

schemataondifferent levels.
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5.3.3.3.ThePathwaySchema

In terms of the goaldirected trajectory of the subcycles in Figure 40 – the pathway

schema– Iarguethattherearetwo interpretativepossibilities:thegoaltowardswhich

eachsubcyclestrivescouldbeeitherbeat3(midcycle)orbeat1ofthesubsequentbar

(at the end of the cycle). As mentioned when discussing Figure 21, the underlying

harmonicdrivetowardsthedominantandtheprominentvoiceleadinginbars34leads

metoexperiencebeat1ofbar4asthegoalofthethirdsubcycle.Thefirsttwosub

cycles could similarly travel towards beat 1, in order to establish a clear hierarchical

framework fromtheoutset.Thiswouldhighlight the firstbeatof thebaras thegoal,

creatingcyclicregularityandofcourseresonatingwith(orsubattentionallydrawingon)

myexplicitknowledgethatthefirstbeatofthebarassumeshierarchicalprecedence.This

interpretation, illustrated in Figure 41 and Example 24,would at once inspire andbe

achievedbyatrillthat‘increases[inspeed]...byakind ofgradation’,900 inherentlygaining

motionandmomentumtowardsbeat1,thegoal.Itisinterestingtonote,onceagain,the

physicalexternalisationofmyembodiedexperienceofthepathwayschema,ascanbe

seeninExample25.

Figure41.Bars14:CycleandPathwaySchemata1

Ontheotherhand,itispossiblethatthefirsttwosubcyclespicturedinFigure40

strivetowardsthethirdbeat,inherentlyhighlightedbothbythedeparturefromthetonic

to thedominantandbythetrill,whichcreatesanundulationbetweenconsonanceand

dissonanceonthehighestnoteofthebar.Thethirdbeatcouldthereforemostcertainly

becharacterisedasthatwhichBrowerterms‘anunstablegoal’:

[a]sweapproachanunstablegoal,we tend tomove toward it

with increased speed, tension, andanticipation.Upon reaching

900 FriedrichWilhelmMarpurg, inDonington,TheInterpretationofEarlyMusic,244.
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the goal, we tend immediately to seek its opposite – stability,

relaxation,andtheslowingand/orstoppingofmotion.Thus,each

completedmotioncorrespondstoacompletedcycleoftension

andrelaxation.901

Thisdescriptioncouldmostcertainlybeappliedtosubcycles1and2:motionbuildsas

themusicstrivestowardsbeat3– theunstablegoalcharacterisedbyadissonanttrillon

thedominantchord;uponreachingthegoal,themotionrelaxes,andthemusiccalmly

returns to thetonic.This interpretationwould,ofcourse,correspondcloselywith the

balanceschema,throughwhichthefirsttwosubcyclescompleteafulljourneyofrepose

tensionrepose (IVI). Subsequently, in bar 34, the voiceleading and harmonic

progressiontothedominantleadthemusictowardsbeat1,beforethemotionrelaxes

onbeat2,with its tapering repercussion, fadingaway fromthegoal. In thiscase, the

changeinhierarchicalemphasis,frombeat3(inbars1and2)tobeat1(inbar4),breaks

theexpectedregularityestablishedbythefirsttwosubcycles,inturnemphasisingthe

longerjourneythroughbar3asthedominantchord(thegoal)isdelayedbytwobeats

until beat1ofthesubsequentbar.Asenseofexpansioniscreatedasthejourneytowards

thegoalinthefinalsubcycleisprolonged.ThisisdemonstratedinFigure42 andExample

26.

Figure42.Bars14:CycleandPathwaySchemata2

Ofcourse,thankstotheincreasedsenseofanticipationintheextendedjourneytowards

thisdelayedgoal,theeffectoftheeventualarrivalisgreater,effectivelyhighlightingthis

momentasthemaingoaloftheoverarching phrasalcycle,assuggestedinFigure37.

Thesetwosalientexamples(Figure41 and42) demonstratethatdifferentepistemic

combinations generate different resultant temporal interpretations; in the first case

901 Brower,‘ACognitiveTheoryofMusicalMeaning’,332.
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throughknowledgeofbeathierarchyandofthecycleandpathwayschemata,andinthe

second,knowledgeofharmony,consonanceanddissonance,ofvoiceleading,andofthe

cycle,pathwayandbalanceschemata.

5.3.3.4.PhysicalExternalisationsof EmbodiedImageSchemata

Byexaminingrecordingsfrommypractice,andashighlightedbyExample23inSection

5.3.3.1andExample 25inSection5.3.3.3,itismostevidentthatthemotionofmybody

isentwinedinthe interpretativeprocess.Myovertphysicalexternalisationsappearto

correspond to my internalised, covert experience of goaldirected trajectories.Whilst

research into the influence of visual gesture on expressive and interpretative

communicationliesbeyondthescopeofthisstudy,frommy personalexperience,Iargue

thatthesebodilygesturesplayacrucialroleinallowingmyinterpretationstoberealised

effectively.Theyreflecttheembodimentofthegoaldirectedtrajectory,enrichingboth

thevisceralfeltshapeandsonicexternalisation.

Foranother illustration, seeExamples 27and28:excerpts taken from practice

sessionfilmedwhen Ihadbeenconsideringinterpretativeideasfortheopeningsection.

Theseclips(beginningfromtheanacrusisattheendofbar6)bothrevealthatthenotes

I regarded as particularly significant and to which I consequently gave durational

emphasis– the‘goals’notedinbars7,8,9and10,andtheunexpectedchromaticvoice

leadinginbar11whichdemarcatestheextendedascenttothegoalinbar12(allofwhich

arehighlightedinredinFigure43)– correspondedwithnotableforwardmotionsofmy

body.

Figure43.Bars612.EmbodiedPathwaySchema

I moveforwards, asifjourneyingtowardsandsubsequentlyreachingatarget,therefore

visuallymarkingoutthegoalsandimportantmarkerstowardsthem.Thisovertlyvisual

externalisationofmyinterpretativedecisions istestamenttothecrossmodalworking
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andembodiedqualitiesof image schemata, aswell as to thephysicalityofembodied

knowledgewithinmusicalpractice.

5.4.Bars1585

5.4.1.EmbodiedCycleSchema

5.4.1.1.EmbodiedCyclesandMetricModulations

TheslowandstatelyopeningofFantasiaNo.7,characterisedby itsdistinctivedotted

rhythmsandmajesticgrandeur,isimmediatelyfollowedbyacontrasting,liveliersection

in 3/8. The ‘Alla Francese’ marking is reinforced by the musical conformity to the

traditional formatof theFrenchOverturestyle.Fortheperformer,a matterof crucial

(andfrankly inescapable)consideration is thetransitionbetweenthesections. Indeed,

the secondtime bar itself inherently calls for interpretation.Marking the end of one

sectionaljourneyandthestartofanother,yetlackinganyexplicitindicationofametric

relationship, this particularbar requires theperformer tomakea varietyof temporal

decisions– it isacapsuleof interpretativetemporalpossibility.Giventheperformer’s

heightened level of both interpretative freedom and responsibility in this transitional

moment,howexactlydotemporaldecisionscomeabout?

Havingstudiedrecordingsofmypractice,itisevidentthatametricmodulationof

‘crotchet=dottedcrotchet’consistentlycharacterisedmysubattentional,prereflective

interpretation of this transition. By subsequently drawing on my theoretical

understandingofimageschemata,itbecameclearthatmyembodiedexperienceofthe

cycleschemaaccountsforthismetricrelationship.Indeed,asnotedinChapters2and4

(specifically, Section 2.4.2.3 and Section 4.5.3), a defining characteristic of the cycle

schema is the expectation and desire for continuity and regularity. Establishing an

underlyingtempothroughoutthefirstsectionoftheFantasia,withacontinuousflow of

beatsized cycles, means that this regularity becomes deeply felt internally. In this

context,mypredispositiontocontinuethiscyclicpattern(thefeltshape),ifatallpossible,

guidesthemetricrelationship.Ofcourse,duetotheonebeatperbarcharacteristicofa

3/8timesignature,a‘crotchet=dottedcrotchet’metricmodulationmaintainsa‘beat=

beat’relationship,enablingaparticularlysmoothtransition.ThisisillustratedinFigure

44 andcanbeheardinExample29.
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Figure44.Bars1317:Crotchet=DottedCrotchetMetricModulation

If, on the other hand, the original cycle endeavoured to endure a ‘crotchet =

crotchet’modulation,forexample,thethreequaverbeatsinthe3/8sectionwouldbe

divided uncomfortably by the cycle, rendering a conflicting friction or dislocation

between the musical shapes (understood through knowledge of metre, hierarchy,

phrases,andsoon)andthecontourofthecycle,whichinherentlysuggestshierarchical

patternsandgoaldirectedpathways.Thisinterpretativepossibilityfeltsounnaturalto

me that I could not successfully achieve this particular metric modulation, despite

consideringthispossibility.Indeed,therewasastrongepistemicdisaccordbetweenthe

explicit theoretical knowledge in my reflective attention (a ‘crotchet = crotchet’

relationship’) and the tacit embodied felt shape in my intuitive, prereflective

subattention.Inanycase,the‘crotchet=crotchet’possibilityis representedinFigure45

below.


Figure45.Bars1316:Crotchet=CrotchetMetricModulation

Asillustratedbythenonalignmentofrednotesandreddots,thecyclesimplymarksoff

opposing segmentsof time to those indicated in themusic by, for example, the time

signature andbarlines. As a result of thenewpulse – a slower beat arising from the

‘crotchet = crotchet’modulation – the emphatic fluctuations of themusic cannot be

unitedwiththoseoftheoriginalcycleunlessthecycleisadaptedorreplaced.A‘crotchet

= dotted crotchet’ correlation, however, which characterised my intuitive metric

modulation (illustrated in Figure 44 and Example 29), corresponds with the natural

divisionofcommontimeintocrotchetbeatsandthenaturalcohesionof3/8timeinto
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dottedcrotchetbeats,consequentlyaligningthesmallscalecyclicandmusicalshapes(as

shownbythecoincidingrednotesanddotsinFigure44).

Itcould,ofcourse,bearguedthata‘minim=dottedcrotchet’metricmodulation

alsosatisfiesanaturalgroupingofbeats.Inthiscase,however,thedefiningcharacteristic

oftheFrenchOverturestyle– thetransitionfromaslowandstatelyopeningtoafaster,

liveliersection– is far fromfulfilled.Asthequaverexpandsorslowsdownacrossthe

transition, from4 to3quaversperbeat, the temporalandcharacterfuleffectsof the

contrasting sections are somewhat reversed: the opening creates a greater sense of

movementandenergythanthesubsequentsection,suggestinga2/2 3/4ratherthan

a4/4 3/8transition.902 Theresultanttempoofmyintuitive‘crotchet=dottedcrotchet’

metricmodulation, however, not only reflects the temporal implications of the time

signaturesused,butisalsoideallysuitedbothtofulfilling thetypicallylivelycharacterof

thesecondsectionofaFrenchOvertureandtonegotiating thetechnicaldemandsofthe

acrobatically leaping semiquavers. It is, therefore, evident that my tacit, embodied

knowledge of the cycle schema, as a continuing pattern, plays an integral role in

navigatingthismetricmodulation– acrucialmatterofinterpretativetiming.

Fromamoregeneralpointofview,itisinterestingtonote,basedbothonmyown

experiencesasperformerandlistenerandonanecdotalaccountsfromothermusicians,

that performances which, intentionally or otherwise, boast such smooth and well

constructedtempo relationshipsbetweensectionsareveryoftenregardedaseffective.

Generally,theoverallexperienceisremarkablysatisfying.This is,ofcourse,supported

andelucidatedbythedetaileddiscussionofproportional tempo inChapter2 (Section

2.5).However,manylisteners,andindeedperformers,arenotexplicitlyorreflectively

awareof the intimatetemporelationshipsthatoccur.Theysimplyknowthat it ‘feels’

goodor‘feels’right: anembodied,tacitfeeling.Mybasicunderstandingoftheunifying

qualityoftemporelationships– knowledgeovertlydisclosedbytheword‘relationship’

itself, the defining essence of which is connectivity – provided an elementary and

somewhat superficial explanation for this. By connecting sections together, tempo

relationshipsunify themusicalwhole,generatingasuccessful renditionandapositive

experience.Havingsinceexplicitlystudied imageschemata,and inparticularthecycle

schema,Inowattributetheeffectivenesstomorethanjustasimplerelationshipbetween

902 Formoreinformationonthetemporalimplicationsoftimesignatures,seeMather,Interpretationof
FrenchMusicfrom1675to1775forWoodwindandOtherPerformers,11,22,24.
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tempi: it lies in a deeprooted embodied understanding of the cycle schema and a

concomitantinherentpredispositionforcyclicpatternstocontinue.Indeed,byfulfilling

thisdesireforperpetuation,ourembodiedexperienceissatisfying: things‘feel’good,it

‘feels’ right. Furthermore, through continuity, we are able to experience the greater

overarchingjourney– thepathwayschemaonalargerscale.Embodiedknowledgeof

thecycleschemathereforeplaysahugelysignificant,yetlargelyunrecognised,roleinour

experienceofmusicalperformance,bothasperformersand/orlisteners,particularlywith

regardstosectionaltransitionsandtemporelationships.

From these fundamentalprinciples, it isworthnotingtheaffectivepossibilities

thatsubtlemodificationcanafford.Bytakingaslightly slowertempothanthatimplied

by cyclic continuation at a sectional transition, for example, an affect of calmness or

relaxation canbeachieved:ourembodiedcyclicexperienceslowsdownasthecycleis

subtlystretchedorslackened.Ontheotherhand,aslightlyfastertempocreatesasense

ofurgencyasourembodiedcyclecontractsslightly.Theunderlyingtemporelationship

lingers, yet it is understatedly adjusted, via subtle expansion or contraction, for

expressiveoraffectiveintent.Thecycle,on thecontrary,couldbecompletelybrokenat

asectionaltransition– inotherwords,onecycleterminatesandanother,unrelatedcycle

begins.Whilst the lack of cyclic continuation could certainly generate a less pleasing

overallresult,itcouldconverselyachievetheheightenedcontrastorthedramaticand

distinctsectionalseparationthataperformer(orlistener,forthatmatter)desires.Put

simply,itispossibletoexploitormanipulatethecycleschemaforparticulareffect.Inany

case,itisimportanttorecognisetheinherenttemporalimplicationsofcycliccontinuity,

expansion, contraction and termination at sectional transitions, and the affecive and

experientialconcomitants.

5.4.1.2. LargerCycles,GoalDirectedJourneys,andHierarchicalFrameworks

Havingrecognisedthatafelt,tacitunderstandingofbeatsizedcycles– theembodiment

ofthecycleschemaonanotablysmallscale– underpinsmypreferred‘crotchet = dotted

crotchet’metricmodulation,itisessentialtoconsiderothertemporalissuesthatinhere

withinthissectionaltransition.Indeed,recallingthemultilayerednestingofcycles,we

shouldzoomouttoexaminelargershapes,longerjourneys.Afterall,whilstbeatsized

cyclesundeniablygovernmymetricmodulation,Iarguethatmycoexistingexperience

oflargercyclesinfluencesthetimetakenbetweenthesectionsaswellasthehierarchical,
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goaldirectedtrajectoryoftheensuingphrases.Thissuggeststhatembodiedknowledge

ofthecycleschemainfluencesexpressivetimingdecisionsonseveral levels.

Inordertoexplorethesematters,Ifocusedonbar13.Asthebarthatprecedes

thetransition,andthereforethefinalbarbelonging exclusivelytotheopeningsection,

bar13isparticularlysignificant.AsexplainedinSection5.3.2.5,thisisasalientexample

inwhichtwostrongbeatsarefeatured.Followingtheupbeatattheendofbar12,the

arrivalonAonthefirstbeatofbar13marksanemphaticandjoyousarrivalinAmajor

(theupliftingdominantofDmajor)andatanotablyhightessitura– therehasbeenonly

one higher note in the music so far. Just two beats later, however, a structurally

important,emphaticcadentialtrillhighlightsthethirdbeatasthesecondgoalofthebar.

It is evident, therefore, that in terms of expressive, hierarchical emphasis (or simply

musicalshaping)Ifeelbar13mostprominentlyinhalfbarcycles– abroaderundulation

thatdemarcatesgoalseverytwo beats,asillustratedin Figure46.

Figure46.Bars1314:HalfBarCycles

Thishalfbarpatternis,afterall,reflectedinmybodilygestures,wherebytwovisually

overt,bodilycyclescorrespondpreciselywiththetwobeat,goaldirectedmusicalcycles:

thereisaparallelismbetweenthesonicandphysicalexternalisationsthatarisefrommy

embodiment of the cycle schema. This is apparent throughout the recordings of my

practice,rightfromthe initialtothefinal playthroughs,ascanbeseenin Examples30 to

32.

Ifthislarger,halfbarcycle,inspiringsonicemphasisevery2beats,doesindeed

manifestinbar13asthemostprofoundlyfeltcyclefortheperformer,it is inclinedto

persist across the ensuing transition and into the second section. In this case, the

hierarchicalemphasisofeveryalternatebeat inbar13at theendof the first section

subsequentlymarks every alternate bar in the following section, thanks to the cyclic

continuation and the ‘beat = beat’ metric relationship. This resultant emphatic

framework,anorganicconsequenceoftheinherentlygoaldirectedcontourofthecycle

is,infact,musicallyeffective.Indeed,atparticularmomentsinmypractice,Iintentionally

focusedmyreflectiveattentiononhierarchicalphrasingacrossmultiplebars, inorderto

preventthemonotonyandmotional restraint thatarises fromemphasisingevery bar.
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Travelling towardsagoalevery twobars instead createsagreater senseof direction,

movementandenergy.

Interestingly,thevideorecordingstakenfrommyfirstcoupleofpracticesreveal

thatIdid,infact,initiallysonicallyemphasisethefirstbeatofeverybaratthestartofthe

secondsection.Moreover,thisemphaticfrequencywasreflectedbythemotionofmy

body– aregularswayingwitheach bar, asshowninExamples33and 34.Notonlydoes

thisreinforcetheinfluenceoftheovert,physicalgesture inmusicalinterpretation– the

intimateinterrelationshipofbodyandsound– butitconfirmsmyargumentinChapter3

(Section3.6)thatinexperienceoftenequatestoafocusofattentiononaveryspecific

detail rather than on the overall musical shape or emotion. Indeed, due to my

unfamiliaritywithTelemann’sFantasiaNo.7atthattime,myattentionalfocusduringmy

firstfewplaythroughs wasdirectedtoplayingthecorrectnotesinthecorrectrhythm

andmetre,ratherthantocreatinganexpressiveandemotionalinterpretation.Inorder

toguidemyself stepbystep through this sightreadingprocess,maintaininga regular

pulsewasessential.The needforastrong,unwaveringpulsewas,ofcourse,intensified

whennavigating the sectional transition, hence, at this stage, theuseof a beatsized

cycle, regularlymarking off small sections of time (each bar of the 3/8). Indeed, the

corresponding (and tomymind rather tasteless) barbybarpulsationofmybody– a

strongovertexternalisationofmyembodiedfeelingofthecycleschema– providedan

additionalsupport,asthebeat wasfeltwithmyentirety,increasingmysenseofcontrol,

reliabilityandassuranceintacklingthesightreadingprocessand,inparticularthemetric

modulation.

Over time, of course – as experience was gained, interpretative possibilities

explored, knowledge embodied, and attention refocused onmore general expressive

issues,suchasthebroadermusicaltrajectory– boththesonicandbodilycycleschanged,

toreflectthelargerjourneysandexpressiveshapes.Indeed,recentrecordings(suchas

thatshowninExample35)showthat thelargertwobarcyclicpattern characterisesmy

current sonic and bodily interpretation of the 3/8 section, with longer phrasal lines

punctuatedbyhierarchicalemphasiseveryotherbar,andanaccordinglycalmerbodily

motion.Itisimportanttonotethatthiscyclicchange(musicalandbodily)occursinother

passages,too.Thevideorecordingofmyinitialplaythroughalsorevealsthatinbar3my

bodilymotionreflectedthesmallrhythmicsubcycles(asillustratedinFigure39),rather

than the larger journey tobeat1ofbar4, as itdoesnow.Thisdifference inphysical
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gesturecanbeseenbycomparingExample36(takenfrommyinitialplaythrough)with

Example37(takenfrommymostrecentpracticesession).

Overall,thissuggeststhatasattentionalfocusexpandstowardsexpressionrather

than elementary specifics, the bigger picture is considered, additional aspects of

knowledge are embodied, interpretative possibilities consolidated and, consequently,

sonicandbodilyexternalisationsmodified.Fundamentally,theseobservationsofvisual

changesinbodilygestureconfirm thatknowledgeisembodiedphysically.Furthermore,

theyhighlightthesignificantimplicationsthatthesize oftheembodiedcyclehasnotonly

onbodilyshapesbutalsoonmusicalshapes.Indeed,thankstotheintimatecorrelation

betweentheembodiedcycleschemaandinterpretativenuancesofmusicalphrasingand

emphasis, the expressive shaping and temporal trajectory of the music is hugely

dependentonthesizeofthecyclethatisembodied,orsimplyfeltmostprominently,at

thatgivenmoment.Differentsizedembodiedcyclesgeneratedifferentexpressiveand

temporalresults.

In any case, having followed the evolution of cyclic change that occurred

throughouttheprocessoflearningFantasiaNo.7,itcanbeestablishedthatatwobar

cycleultimatelyunderpinsmyfavouredinterpretationofthesecondsection.Recognition

of this cyclic dominance does not, however, solve all interpretative temporal

complexities. Indeed, if thenotation isstrictlyadheredto,thefirstgoalofthesecond

section,asdeterminedbythecontinuedcycle,isbar16– thesecondbarofthephrase.

AsillustratedinFigure47 andExample38emphasisfallsoneveryevennumbered bar.

Figure47.Bars1328:EvenNumberedBarEmphasis
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AscanbeseeninFigure47,thereisaparticularlystrongresonancebetweenthecyclic

andmusicalcontourinbars18,22and26:thedescending semiquaverssimplyfallaway

fromthethirdtotheroot,havingarrivedonthechord(thegoal)atthebeginningofthe

bar.Aswell as reflecting this potent decaying shape, thehierarchical framework also

correspondswith an implied harmonic progression inwhich the bassline demarcates

beats1and3intheoddnumberedbars,drivingthemotiontowardstheevennumbered

bars at thebeginningof this section: this is illustrated in Figure 48,whichprovides a

possibleharmonicrealisation.

Figure48.Bars1520:ImpliedHarmony1

Whilstthishierarchicalinterpretationiscertainlyplausibleandeffective,itsimply

opposes thealternativepossibilityof goals fallingon theoddnumbered bars. In fact,

takingthesecondsectioninisolation,Ifindahierarchicalinterpretationthathighlights

thefirstmainbar(bar15)andeveryalternate barthereafterparticularlysuccessful.In

accordance with this framework, ends of phrases and punctuating musical junctures

correspondwithweak,unemphasisedbars.ThisisshowninFigure49 (thoughwith the

upbeatattheendofbar14omittedfor illustrativeclarity)anditcanalsobeheard in

Example39.

Figure49.Bars1528:OddNumberedBarEmphasis
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Thankstomyprereflectiveinterpretationoftheimpliedharmonyacrossbars19

20as aperfect cadence (VI), aswell as the returnof the theme intobar23and the

somewhatunexpectedA#inbar28(animperfect cadenceinBminor),bars20,22and

28 all lend themselves to being characterised as moments of punctuation (which

inherentlyendclauses)ratherthancentralpointsofsententialemphasis.903 TheA# inbar

28,forinstance,markingtheimperfectcadence,rhetoricallyrepresentsaquestion.Left

upintheair(bothmusically,andphysically,asevidencedbyExample40)andanticipating

ananswer,thismusicalquestionmarkintrinsicallyresistsanyrealisationthatendeavours

toredefineitasanemphaticgoalpoint.Reflectingmyembodied experienceofimplied

harmony and punctuation, and supported by explicit knowledge of cadences and

thematic restatements, there is, therefore, a compelling argument for an emphatic

framework that highlights theoddnumberedbars of the second section.Despite the

inevitablechangeofharmonyinbar19,afundamentallyslowerharmonicprogressionof

one chord per bar – a simple foundation that inherently allows greater flexibility

regardinghierarchyanddirection– wouldsupportthisinterpretation.Figure50 offersa

possibleharmonicrealisation.

Figure50.Bars1520:ImpliedHarmony2

Withthis inmind,wemustrevisitthebaroftransition.Asapivotalmoment–

whereinonesectionaljourneyiscompletedandanotherbegins– bar14lendsitselfto

exaggeratedtemporal freedom. Indeed,significantstructuralmomentsofpunctuation

welcomeelevatedflexibility,allowingtheperformertoplaywiththenotatedtime.Inthe

caseofbar14,takingtimebetweenthetwoAsacknowledgesthesectionaldivideand

offersa‘breathingmoment’; abriefinterludeofrepose,asonelargesectionaljourney

comes toa close. Fromanalysing the recordingsofmypractice (andasevidencedby

Example41),itwasevidentthatmyinitial,prereflectiveexecutionofthistransition– my

903 Notethat,duetotheinherentandinescapableambiguity,flexibilityandpossibilityofimplied
harmony,anotherperformercouldexperiencealternativechordprogressions,suchasaVVIprogression
acrossbars1920,creatinganinterrupted,ratherthanperfect,cadence.Inanycase,theargumentfor
punctuationremainsthesame.
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intuitiveinterpretationofthis‘breathingmoment’– couldlooselybenotatedasFigure

51 belowsuggests,withanadditional3/8bar.Interestingly,thisinterpretationcreatesa

musical ‘paragraph indentation’, rather than amere ‘full stop’,whilstmaintaining an

effectivemetricmodulation that satisfies the inherent continuity of the felt cycle, as

showninFigure51 below.

Figure51.Bars1328:ParagraphIndentation

In this case, not only do the two sections enjoy amore explicit delineation, but the

continued cyclic pattern emphasises the firstmain bar of the phrase and every odd

numbered barthereafter,ratherthanontheevennumberedbars,aswouldtranspireif,

conversely,thenotationwasstrictlyobeyed.Basedonmyexperiencesofthispassage,I

contend, therefore, that a performer’s hierarchical interpretation – the particular

trajectoryofthegoaldirected shapeheorsheexperiences– togetherwiththeprofundity

ofthefeltcyclic patterncouldbetheverycatalystthatinspirestemporalmanipulation

withinthissecondtimebar.

Itisevidentthatbar14isamost crucialanddeterminingbar, richwithtemporal

possibilities. Its execution is fundamental in shaping the subsequent hierarchical

framework,whichinturndeterminesthegoaldirectedtrajectoryoftheensuingmusical

phrases.Eachinterpretativepossibilityofcoursecorrespondswithauniqueembodiment

ofthecycleandthereforepathwayschemata,asthemusicjourneystowardsandaway

fromdifferentgoals.Simply,thefeltshapesaredifferentineachcase.Eachinterpretation

isofcoursethenexternalisedcorrespondingly,bothbytheperformer’sbodilygestures,

andsonically,throughhierarchicalemphasis,notelength,musicalmotion,andphrasal
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shaping– allmattersoftiming.Embodiedknowledgeofthecycleschemaisthereforean

intenselypowerful formofknowledgethatguidesanumberofimportantinterpretative

temporal decisions. In this particular example, it plays a hugely influential role in

navigatingthesectionaltransition– themetricmodulationandthetimetakenbetween

sections – and in shaping the ensuing phrases: the hierarchical framework and

corresponding goaldirected pathways, conveyed through note length and musical

motion.

This retrospective analysis, connectingmypractical, interpretative experiences

withtheoreticaldiscourseonthecycleandpathwayschemata,wasextremelyvaluable,

elucidating and reassuring. Indeed, the majority of my practice on bars 1428 – the

beginningofthesecondsection– wascharacterisedbyfrustrationanduncertainty,asI

persistentlydebatedthemusicaldirectionandphrasingofthispassage.Onoccasions,an

embodiedcycleorpathwaywouldintuitivelyleadmetotowardsevennumberedbars;

at other times, to oddnumbered bars. Different felt shapes dominated in different

moments,yetwithoutconsistencyand, initially, Icouldnot justifymyexperiences.No

tacitfeltshapewaspowerfulenoughtoguidemeconvincinglyandresolutelythrough

thispassage.Bysubsequentlyunderstandingtheimpactofmultiscalicembodiedcycles

inrelationtothisspecificpassage,alongsidetheconcomitanttemporalandhierarchical

issues (asdiscussedabove), theoreticalexplanations formy interpretativeambiguities

begantoemerge,reaffirmingthevalueofintegratingtheoryandpractice.

5.4.1.3. CyclicDiscrepancy,AmbiguityandIrregularity

Additionalexplanationofmy interpretativedifficultieswasgainedby laterrecognising

theratherunusualwayinwhichthecycleschemaoperatesonalargerlevelwithinthis

section,duetotheambiguousandirregular qualityofthelonger,phrasalcyclesanda

disaccordbetweenexplicitcyclesunderstoodfromthepage(vianotationandanalysis)

andtacitfeltcycles.Explicitnotationalanalysisofthefirst14bars– theopeningmusical

paragraph– ofthesecondsectionofFantasiaNo.7revealsthreeappearancesofafour

bartheme,inwhichthefinalrestatementisextendedbytwobars. Resemblingafugal

exposition and showcasingTelemann’sexpertise in creatingpolyphonic textures for a

soloinstrument,afourbarsubjectisfollowed firstlybyafourbaranswer(afourthlower)

and then by an extended subject restatement (one octave lower), both ofwhich are

hidden amongst a profusion of semiquavers. Explicit analysis, therefore, reveals an
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undeniablecompositionalregularityoffourbarcyclesfollowedbycyclicexpansion (six

bars). ThisisshowninFigure52.(NotethattheAhighlightedinpurpleinbar22couldbe

consideredapivotnote,asitofficiallybeginsthereturnofthesubject,yetsimultaneously

closesthepreviousfallinggestureattheendoftheanswer.)

Figure52.Bars1528:ThematicCycles

Whilst this explicit analysis of thematic cycles could certainlybe reflected in a

performer’sinterpretation,inpractisingIfoundittobeatoddswithmypersonal,pre

reflectivefeltexperienceofthispassage.Heretherewasadisjunctionbetweentheory

and practice, between reflective thought and prereflective intuition, between the

explicit and the tacit. Simply, there was a discrepancy between different forms of

knowledge. Indeed,theprereflectivefelt cyclicshapesthatarosefrommyembodied,

tacit knowledgeofthecycleschemadidnotcorrespondwiththenotationalcyclicshapes

identifiedby reflectivethematicanalysis– withexplicitknowledgeofthecycleschema.

Itiscertainlypossiblethat,havingreflectivelyfocusedmyattentiononthematicanalysis,

Icould,overtime,embodythisexplicitknowledgeandultimatelyexperiencethepassage

accordingly,astwofourbarcyclesfollowedbyanextendedsixbarcycle.Nonetheless,it

is important to remember that analytic justification does not necessarily equate to

superior interpretation or supremeperformance. Asmusic theoristWilliamRothstein

remindsus,‘toperformtheanalysisisnottoperformthepiece’.904

This viewpoint is indeed endorsed by a number of performers, composers,

musicologists and music analysts: Anton Webern insisted that audiences must be

904 Rothstein,‘AnalysisandtheActofPerformance’,inRink,ThePracticeofPerformance,229.
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unawareoftheserialprocessesheemployedtoconstructhismusic.905 MusicanalystTim

Howell similarly emphasises that the listener should not be ‘made directly aware of

analyticalthinkinginanyobviousway’;906 themusicianshouldstepbackfromanalysis

andreturntointuitioninperformance.907 Likewise,JohnRinkcomparestheplottingof

analytical results directly onto performance to the reciting of a translation ‘wordfor

word,withoutregardtothesecond language’sparticular idioms, inflections,grammar

andsyntax’: althoughoneortwophrasesmaycoincidentallyappearfitting,thespiritof

thetextislosttoaratherunnaturalandnonsensicalrendition.908 ReflectingRink’snotion

of‘informedintuition’,909 myensuingdiscussiongraduallydivertsitsfocusawayfromthe

influence of explicit thematic knowledge to my initial prereflective felt or tacit

experience,prior toanyreflectiveanalysis.Thiswillprovide agenuinerepresentationof

myexperienceandtheinterpretativechallengesfacedduringmypractice.

Inanendeavourtotrulyunderstandmyexperiences,itisessentialtoexplorethe

reasonsbehind the surprising conflict between the cycles presented in Figure 52 and

thoseI felttacitly.Theembellishedfaçadethatobscuresthethematicrestatements is

significanthere.Disguisedamidstaseaofsemiquavers,thethematicidentityofbars19

22 and bars 2326 is concealed and the felt potency of the fourbar repetitions

consequentlyreduced.Frankly,Idonottacitlyorprereflectivelyexperience bars1922

(andtosomeextentbars2326)assalientthematicmaterial,eventhoughIexplicitlyor

reflectivelyrecogniseitassuch.Furthermore,despitetheVIprogression thatcompletes

thetraditionalfourbarthematiccycle,thereareanumber offeaturesthatpreventme

fromexperiencingbars1718asaphrasalclose,themostfundamentalbeingtheimplied

harmony.

As demonstrated in Figure 50, I tacitly experience the harmonic progression

acrossbars1718asVbI(thedominant chordinfirstinversion ratherthanrootposition).

Alongwith thepreceding lackof impliedDmajorharmony to reinforce the tonic, the

relativeweaknessofthefirstinversionchord,incomparisontothefarmorepronounced

905 AntonWeberninChristopherWintle,‘AnalysisandPerformance:Webern'sConcertoOp.24/II’,Music
Analysis1,no.1(March1982):75.
906 TimHowell,‘AnalysisandPerformance:TheSearchforaMiddleground’,inCompanionto
ContemporaryMusicalThought,vol. 2,ed.JohnPaynter,TimHowell,RichardOrton andPeterSeymour
(LondonandNewYork:Routledge,1992),700.
907 Ibid.,709.
908 Rink,reviewofMusicalStructureandPerformance,320.
909 Ibid.,323,327.
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authentic perfect cadence that I experience across bars 1920, begins to explain my

characterisation of bars 1520 as the first phrasal cycle of this section. After passing

throughthetonicforthefirsttimeinbar18,itisonlyonarrivalinDmajorinbar20that

the phrasal cycle feels complete. Indeed, thanks to our deeprooted and powerful

embodied experiences of perfect cadences in traditional Western harmony, which

characteriseendsofphrasessuchasto createafeelingofrepose,mytacitexperienceof

aperfect cadenceacrossbars1920– a resolute arrival on stable territory – strongly

implies a sixbar phrasal cycle, despite falling in the middle of the second fourbar

thematicrestatement orfugal‘answer’.Thisinterpretation,extendingthefirstphrasal

cyclefrom4to6bars,isindeedreinforcedbytheinherentinclinationforthesemiquavers

introducedinbar18tocontinue, asmotionisdrivenforward throughbar18towardsthe

authenticperfectcadenceacrossbars1920.Perhapstheseimpliedharmonies(indicated

inFigure53)andthecorrespondingphrasalcycle,canbeheardwhenlisteningtoExample

42.


Figure53.Bars1520:6BarFeltPhrasalCycle

Reinforcing the relationship between the explicit and the tacit, between the

reflective and the prereflective, this example illustrates the way in which explicit

knowledge– inthiscase,explicit musicanalysis(particularlyofharmony)– canhelpto

explainaperformer’sprereflective,tacitexperienceofamusicalpassage. Itis,ofcourse,

importanttoacknowledgethat,thankstotheinherentambiguityandflexiblepotential

of implied (ratherthanabsolute)harmonies, it iscertainlypossible foraperformerto

experiencedifferentharmonicprogressionstothoseIhavediscussed.Figure54 below,

for instance, presents an alternative harmonic realisation, in which an underlying

harmonicfoundationcorrespondswiththefourbarthematiccycles.(Itshouldbenoted

that,ratherthanvoicingthebasslinestylisticallywith differentinversionsandoctaves,
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Figure54 simplypresentstherootofeachchord,inorder toshow,mostlyclearly,the

correspondingharmoniesacrossthethematicreturns.)

Figure54.Bars1526:AlternativeHarmonicRealisation

Nonetheless,evenwiththesecorrespondingharmoniesthatreinforce therepetitionof

fourbar compositional cycles, one could still experience longer phrases trespassing

across thethematicdivisions,forexamplebyfeelingtheBminorchordinbar20asan

interruptedcadenceclosingthefirstsixbarshape.

Fundamentally,becauseofthewayinwhichIprereflectivelyinterpretorfeelthe

implied harmony (a visceral form of embodied knowing), the various thematic

restatementsarenotexperiencedasequivalents:theyenjoyuniquecharacterisations,

takingondistinctroles,fulfillingnewfunctionsandgeneratingdifferentmusicalresults.

ThishelpstoexplainwhyIprereflectively experiencebars1920asaperfectcadence

closing a sixbar phrasal cycle, despite my reflective recognition of its simultaneous

characterisationaspartofathematicfourbarcycle.Thereis,forme,adislocatedand

incongruouscoexistenceofexplicitthematiccyclesandfeltphrasalcycles.Inthisway,

the thematic repetitions can be considered a means of compositional development

ratherthandefinitivemarkersofphrasalshapes.Thisargument,afterall,corresponds

withadvicefromRothstein,whowarnsusofthe‘pedantry’ thatcanarisefrom‘bringing

out’everysubjectandanswerofafugue:heconsiders thatbysonicallydivulgingeach

thematicappearance,particularlythosethatthecomposerhasperhaps triedtoconceal,

theoverallspiritandshapingofthemusicbecomesdistorted.910 Inthisparticularcase,

the cyclic, fourbar, thematic restatements that Telemann camouflages with

910 Rothstein,‘AnalysisandtheActofPerformance’,218219.
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semiquavers, are not discernibly highlighted by my intuitive, prereflective cyclic

interpretation. It is important to recognise these cyclic discrepancies (between

compositionalandfeltcycles), becausesuchdeliberationsareanintegralingredientof

musical practice, interpretation and expressive timing, whether or not they are

consideredintheseimageschematic terms.

Having identifiedmy tacit inclination towards a sixbar opening phrasal cycle,

specific interpretative considerations from my practice can be explored. Firstly, the

repeatedDsinbar20(ascanbeseenattheendofthefirstlineofFigure55 below)afford

theperformersubtleinterpretativeflexibilityintermsoftheprecise momentofphrasal

completion and the subsequent anacrusic onset of the ensuing shape. Marking the

momentofarrivalinDmajor,theveryfirstDofbar20isaneffectivepointoftermination,

yetitisalsopossibletointerpretthefollowingoneortwoDsastaperingreverberations,

subtlyprolongingthephrasalendingandshorteningthesubsequentanacrusisfrom5to

4or3semiquaversrespectively.Thesethreeinterpretativepossibilitiescanbeheardby

comparingExamples43,44and45.

Figure55.Bars1528:6BarPhrasalCycles

Despite the ambiguity regarding the exact moment of phrasal competition, the

fundamental sixbarinterpretationisindeedreinforcedbythethematicreturn from the

upbeat to bar23.Asaforementioned,a twobarextension– this timeendingwithan

imperfectcadenceinBminor(bar28)– extendsthefourbarthematiccycleintoasixbar

phrasalshape,asshowninFigure55.Interestingly,complexitiesofphrasaldemarcation

alsoinherewithinthisparticularcycle.Asalreadysuggestedbythepurplepivotnotein

Figure52,explicitnotationalanalysispatentlycharacterisestheAinbar22asboththe
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beginningandendofaphrasalcycle.Thankstomy overriding feltexperienceofthisnote

as the natural close of the preceding falling shape, my interpretation entrusts the

subsequentanacrusicroletotheF# alone(ascanbeheardinExample46).Inanycase,

theoverallsixbartrajectory,reflectingthatofbars1520,ispatent.

Sandwiched between these two sixbar shapes, however, bars 2122 are left

somewhatunaccounted for in termsof feltphrasalcycles.Dotheybelong to the first

phrasalshape,extendingitintoaneightbarcycleendingonAmajor,thedominantofD

major,(whichwouldofcoursecorrespondwiththetwosuccessiveappearancesofthe

fourbartheme);dotheybelongtothesecondphrasalshape,servingtointroducethe

leapingsemiquaversandfurtherobfuscatethethematicreturns;ordotheysimplystand

alone,asaselfcontainedcycle?Thanks to thepotencyofmyexperienceofaperfect

cadenceacrossbars1920 (whichpreventsmefromprereflectivelyfeelingbars2122 as

the close of the first phrasal cycle) alongside explicit, reflective recognition of the

thematic restatement thatbeginsanothersixbarphrase from theupbeat to bar23, I

wouldarguethat,intermsofphrasalcycles,bars2122 arebestconceivedasabridging

passage – anadditionalsmallshapeconnectingthetwosixbarphrasalshapes.Regarded

inthisway,bars2122canbecharacterised asashortechoofbars1718.

Inanycase,whetherthisfourteenbarstretchisinterpretedassuch(6+2+6),or

indeedsubdividedinto8+6or6+8, thereisanunavoidableirregularityintermsofthe

cycleschemaonanexperiential phrasallevel.Clausesofdifferentlengthsandtherefore

cyclesofalteringsizesopposetheregularity,predictabilityandcontinuityof thecycle

schema. This explains my interpretative struggles: compositional ambiguities and

irregularcyclespreventaconsistencyofprofound tacit felt shapesonaphrasal level,

causingextensivedeliberationregardingmusicalshaping,directionandphrasing(matters

that are inextricably linked to timing). These practical issues are, therefore, better

understoodthankstomytheoretical knowledgeofthecycleschema,remindingusofthe

importanceandsynergisticvalueofcombiningtheoryandpractice.

This irregularity of phrasal cycles and corresponding interpretative ambiguity

persiststhroughoutthissectionoftheFantasia.Indeed,evenoccasionalinstancesthat

satisfyconventionalphrasalexpectations(suchasthepalpablefourbarcyclesinbars29

36,bars4754andbars6774,whichareshowninFigure56 and57)contributetothe

inconsistency,thankstotheirintermingledpositionamongstothercyclesofvaryingsizes.
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Figure56.Bars6774:CyclicRegularity

Figure57.Bars2954:CyclicInconsistency– RegularityamidstIrregularity

Sandwichedbetweentheratherconformistandperspicuouspatternsofbars29

36andbars4754,forinstance,asomewhatanomalousstretchof10barsunfolds,ascan

be seen in Figure 57.My attempt to identify phrasal clauseswithin this passagewas

ultimatelysuppressedbytheintensifyingandpartiallychromaticascentthatweldsthis

progressiontogetherasonetenbarjourneyorphrasalshape,aswellastheanacrusic

ambiguityofmotificshapes.(Notethat,otherthanthepalpableanacrusisthatbeginsthis

tenbarpassage,subcyclesarepresentedwithoutanacrusesinFigure5860,inorderto

achieveillustrativeclarityandconsistency). Indeed,aplausiblesubdivisionbalancingfive

bars+five bars(asindicatedinFigure58)disturbsthe chromaticprogressionfromAto

A#(bars4142)andopposestheembodiedinclinationforafourbarcycliccontinuation:

thisinterpretationcanbeheardinExample47.
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Figure58.Bars3746:CyclicSubdivision5+5

A fourbar + sixbar interpretation (as presented in Figure 59), superficially satisfying

cyclicregularity(4bars)andsubsequentexpansion(6bars),issimilarlyrejectedbythe

chromatic voiceleading (G#A) as well as the forward motion engendered by the

semiquavers,whichconnectbars40and41,particularly thankstotheBAmovement

acrossthebar:thisapproachcanbeheardinExample48.

Figure59.Bars3746:CyclicSubdivision4+6

Similarargumentswould indeedchallengean interpretation thatgroups the stepwise

ascentintothreetwobarpairings,followedbyanextendedfourbarcycle(inwhichthe

musical direction changes in order to reach the perfect cadence), or of course a

corresponding sixbar + fourbar formation (in which the twobar subcycles are

conceivedasalargersixbarascent).Thisisillustrated inFigure60 andExample49.


Figure60.Bars2746:CyclicSubdivision2+2+2+4
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Fundamentally,thankstothecontinuousincreaseoftensionthatbuildsthrough

this highly chromatic passage, there is no sense of phrasal arrival until this perfect

cadence inBminor is reached inbar46, as shown in Figure57. This veryabsenceof

conspicuous‘subgoals’,thecorrespondinglackofexplicit,compositionalornotational

indications of subclauses (partially thanks to the anacrusic ambiguity), and the

concomitantdeficiencyofcompellingfeltshapesconfirmtheunusualqualityofthisten

barpassage,theirregularityofthephrasalcycleswithinthissection,andmyconsequent

interpretativedeliberations.Onceagain,explicitknowledgeofanacruses,chromaticism,

voiceleading and the cycle schema (theory) enables a better understanding of

interpretative complexities (practice).Whilst this work evidently draws on traditional

musicoanalytical approaches and typical considerations of historicallyinformed

practice,thesignificanceisthedrawingofbothoftheseintoaquestioningofthestatus

ofknowledge:ofoneepistemicforminrelationwiththeother,andwithinacontextthat

acknowledgestheembodiedunderstandingofeach.

5.4.1.4. CyclesandPunctuation

Itisofcourseimportanttorecognisethatunderstandingthephrasalpatternswithina

piece of music is certainly not an end in itself or a mere analytical pursuit. By

comprehendingthecyclicphrasalstructures,theperformergainsasignificantnuggetof

knowledge– acompositeformedfromavarietyofotheraspectsofknowledge– with

interpretative,andinparticulartemporal,implications.Indeed,bymarkingofftimeinto

larger units, phrases inspire not onlymusical direction, emphasis and therefore goal

directedmotion,butalsomusicalpunctuation(asnoted inChapter2,specifically,Section

2.3.2.4) – in otherwords silence, or indeed taking time.My phrasal explorations are

thereforefundamentallydrivenbyadesiretoincorporatemusicalcommasandfullstops

asameansofclarifyingandenhancingthemusicalstatements.Punctuationis,afterall,

anintegralcomponentofalllanguage:acardinalingredientforeffectivecommunication

andanindispensableprerequisiteforsensemakingandcomprehension.Theperformer’s

veryconceptionofphrasal cycles, therefore,hasa significant impacton the temporal

trajectoryofthemusic:thecycleschemaandexpressivetimingareintimatelyentwined.

Temporal subtleties, such as slowing down at the end of a clause (phrasefinal

lengthening) or taking time between clauses (rest points) will likely emerge as sonic

externalisationsoftheperformer’sembodiedinterpretation,punctuatingthedifferent
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clausesasexperiencedby theperformer.Thesephrasal interpretationsofcoursealso

help the performer to identify the most suitable places to breathe – an inherently

temporalissue(giventhetimeittakestobreatheandtheinevitablecessationofsound),

closelylinkedtopunctuation.

To give an example that connects cyclic interpretation, musical knowledge,

expressivetimingandpunctuation,theA# inbar28distinctlysignalstheendofaphrase,

thankstothepalpableimperfectcadencethatrhetoricallycreatesamusicalquestion,as

wellasthenewmaterialthatissubsequentlyintroducedattheendofthebar.The A#is

therefore characterised as a punctuation mark, far more distinct than the possible

commasinbars20and22thatmarkofftheinterpretativelyambiguousbridgingpassage.

Bystretchingtimeinbar27,Ihighlighttheunexpectedchangeindirectionasthemusic

deviates from the original thematicmaterial in anticipation of the ensuing imperfect

cadence. On subsequent arrival on the A#, the questioning gesture left up in the air

demandsspace.Asifasking aquestionandawaitingareply,takingtimebetweentheA#

andD inbar28delineates thephrasalcycles.Thiscanbeheard inExample50 and is

showninthebottomlineofFigure61.(Itshouldbenotedthat,duetotheinterpretative

flexibilityandambiguityofbars20and22,asdiscussedabove, thepositioningof the

punctuationmarkingsusedinFigure61 and62 reflectmyfavouredinterpretations,based

on the potent feltshapes that characterise my initially prereflective, embodied

experience.)

Figure61.Bars1532:Punctuation1
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Whilstthismomentofpunctuation inbar28 isratherselfevident,thankstoboth

thecompositionalindicationsandourembodiedunderstandingofthemusicalquestion,

temporaldecisionsintheprecursorymaterialarenotablymorecomplicated,duetothe

aforementioned discrepancy between compositional and felt cycles, the ambiguity of

phrasal cyclesand thecorrespondingly lessexplicitqualityof themusicalpunctuation

marks hidden amidst a continuous stream of semiquavers. After all, the expressive,

temporal execution of a string of understated commas is a matter of much greater

subtletythanthatofboldlydemarcating a fullstoporquestionmark.Withthisinmind,

if the sixbar phrasal journeys are indeed felt more prominently than the fourbar

thematiccycles,andifbars2122areconsequentlyexperiencedprimarilyasabridging

passage, the performer must decide whether the comma in bar 20 (following the

cadence)orthecommainbar22(priortothethematicrestatement)ismoreprominent.

Notonlyisthisdecisionapracticalnecessity(astheperformerislikelytowanttobreathe

somewherebetweenbars15 and28)butitalsopreventsexcessivefluctuations– namely

manipulatingthetempoinbars20and22alike,inresponseto6+2+6barpattern.

Inordertomakethisdecision,itiscertainlyhelpfultocharacterisethebridging

passageeitherasanintroductorypreludemergingintothesecondshape(reflectingasix

bar+eightbarsplit) orasaposteriorextensiontothefirstphrasalcycle(resonatingwith

aneightbar+sixbardivision).Conceivingandindeedembodyingthematerialinoneof

thesewayswill engender corresponding temporal nuances that inherently reflect the

broader cyclic interpretation. The first possibility, for instance,might inspire a subtle

relaxationofmotion intotheperfectcadence(wherestabilityisregained),afterwhicha

notabletemporalcommawouldallowabreathtobetakenandconsequentlylessdesire

orneedfortemporalmanipulationinbar22.This is illustratedinFigure61.Thelatter

option,ontheotherhand,wouldgenerateamirrorimage:lesstemporalfluctuationin

bar20,followedbyarelaxationofmotionprecedingthebreathandtemporalcommaat

theendofbar22.Thisinterpretativepossibilityisrepresented inFigure62.
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Figure62.Bars1532:Punctuation2

Justifiedbothbymusicalanalysisandby thetheoryofimageschemata(inparticularthe

cycleschema),each interpretativeoption isplausibleandwillbemusicallyeffective if

embodiedandfeltwithintheperformer.

Of course, whilst these two interpretations are particularly potent, other

possibilities undeniably exist. After all, it must be recognised that the best place to

breathedoesnotalwayscorrespondwiththemomentinwhichtheperformerwantsto

takemosttime.ThisisevidencedbyExample51,inwhichIclearlyfeelthe openingphrase

asasixbarcycle,yetstruggletomakethecorrespondingbreathworkeffectively.Indeed,

while logic might suggest otherwise, I can confirm from experience that particular

temporalexpressivitiesareoftenbestexecutedwithoutthedisturbanceofabreath.It

may, therefore, be more effective for the performer to enjoy a subtle relaxation of

motioninbar19andamusicalcommainbar20butsavethephysicalbreathforbar22,

for example. This combined approach is illustrated in Example 52. Whatever the

performer’sultimatedecision,musicalcommasarecharacterisedwithflexibility,subtlety

anduniqueness,thankstoexpressivenuancesoftiming.Indeed,eveniftheperformer’s

interpretation isconverselybasedonthefourbarthematiccycles,thesametemporal

considerationsconcerningthepositioninganddegreeofpunctuationarenecessary. Most

fundamentally,whatevertheinterpretation,itisknowledgeofthecycleschemaonthis

larger scale that facilitatesmusical shaping, punctuation and corresponding temporal

expressivityonaphrasallevel.
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Anotherclearexamplethatdemonstratestheinterrelationshipbetweenthecycle

schema,musicalpunctuationandexpressivetemporalnuances(andthatsimultaneously

exploitsexplicit,reflectiveanalysistoexplainmyinitialprereflective,tacitinterpretation)

isthepassageofmusicbetweenbars55and66.Followingatransposedfourbarcycle

ofthemainthemeinbars5558,afurtherrestatementinanewguiseostensiblycloses

withamusicalfullstopafteranotherpalpablefourbarshape,asastepwisetapering(F#

ED) rhythmicallyaugments,orslowsdown,fromsemiquaverstoquavers andsuggestsa

relaxationofmotiononarrivalattheDmajorchord.ThiscanbeheardinExample53.

Furthermore,asindicatedbyFigure63,itisasifacolon,dividesthetwoexplicitclauses

ofasentence.

Figure63.Bars5562:Punctuation1

Thisinitialinterpretationis,however,challengedwhenthesecondhalfofthephraseis

unexpectedly extended by 4 bars, which reinforce the return to D major with a

remarkably pronounced perfect cadence, as shown in Figure 64. Bar 62 therefore

relinquishesitscharacterisationasamusicalfullstop– arolenowinheritedbybar66–

andinsteadrevertstoamoresubtlecomma.Asaresult,thetemporalnuancesinbar62

becomefarslighterthanthoseinbar66.ThiscanbeheardinExample54,andtheprocess

through which I came to this realisation, reflectively considering the temporal

implicationsofpunctuation,canbeseeninExample 55.
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Figure64.Bars5566:Punctuation2

Byunderstanding thephrasalexpansion that fuses the fourbar thematic restatement

(bars 5962)withafourbarextension(bars6366)– knowledgeofthecycleschemain

practice– thethematicmaterialisinterpreted primarilyaspartofalargereightbarshape

as opposed to its previous sixbar format (bars 1520 and 2328). (Of course, when

consideringthebroadercontextandincludingtheprecedingfourbarcycle(bars5558),

itcanbeconceivedaspartofanevenlongertwelvebartrajectory).Notonlydoesthis

reinforce thecyclicphrasal irregularityof this section,butmore importantly ithugely

influencesmyexpressivetimingdecisions.Thisservesasareminderofthedetermining

potential of knowledge: the pivotal role that knowledge plays in the interpretative

processandthetemporalpossibilitiesthatknowledgeaffords.

Anotherextendedphrasalcycleisbars7585.Asequentialascent,balancedwith

subsequentdeclivity,createsaconventionallybalancedeightbarshape.Cyclicexpansion

occurs,however,asaphrasalextension(bars8285)prolongsthe arrivalonthetonic(D

major) throughundulatingarpeggiation,andactsasalinkingpassage,flowingseamlessly

intoamodifiedreturnoftheslowandstately,majesticmaterialthatopenstheFantasia.

ThisisillustratedinFigure65 andExample56.
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Figure65.Bars7585:CyclicExpansion

Withinthisextendedphrasalshape,however,explicitnestingsubcyclescanof

coursebeidentified.Zoominginlayerbylayer,pastthepreliminarysubdivisionof‘main

clause’and‘codetta’,adiscerniblemanifestationofthebalanceschemaindicatesafour

bar+fourbarpartitionwithintheeightbarnucleusitself.ThisisshowninFigure6669,

which provide different illustrations of the same passage,911 together reinforcing the

interrelationshipandentanglementofthepathway,cycleandbalanceschemata.

Figure 66, for example, illustrates the balance schema in terms of the

juxtapositionofmotion(ortension)andrelaxation,whilstsimultaneouslyrepresenting

thepathwayschema. Thankstothesequentialandratherchromaticascent,motionand

tensionincreasefor4barstowardsthemaingoaloftheeightbarphrase.Asthegoalis,

of course, the moment where tension and relaxation meet, there is immediately a

subsequentfourbarrelaxationawayfromthegoal,asthemusicdescendsandreaches

stabilityattheperfectcadence.

Figure66.Bars7582:BalanceSchema1

911 Itmustberememberedthatthegoaldirectedtrajectoryillustratedhereisjustoneinterpretative
possibility.Itisbynomeanssuperiortoothertrajectories;itsimplyillustratesmymostprominent
experienceofthispassage,whichisreinforcedthroughmusicalanalysis.
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Readingthecycleorcurvebelow asifitwerethecontouronagraph,withthey

axisplotting the levelofmotionand tensionand thexaxis representingdistanceand

time,Figure67 similarlyillustratesthefourbarintensification,leadingtowardsthegoal

or peak where tension and release meet, followed by the counterbalancing fourbar

relaxation.

Figure67.Bars7582:BalanceSchema2

Figure 68 provides a clearer and simpler depiction of the balance schema across this

eightbartrajectory,inwhichafourbarperiodoftensionis symmetricallybalancedwith

afourbarperiodofrepose.

Figure68.Bars7582:BalanceSchema3

ThisbalancedformationissimilarlyrepresentedbythesubcyclicdelineationinFigure69

below.
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Figure69.Bars7582:SubCyclicDelineation

Whilsttheeightbarshapeacrossbars7582isevidentlyformedbybalancingtwo

fourbar subcycles, furthermagnification reveals a 2+2+4 pattern that illustrates the

repetitionandexpansionof cyclesonanevensmaller, gestural scale,as illustrated in

Figure70.

Figure70.Bars7582:CyclicRepetitionandExpansion

Indeed,atwobarcyclicshapecharacterisesthemotifthat is introducedinbars7576

and repeated by way of sequence in bars 7778. After hinting at another sequential

appearanceinbar79,themusicaldirectionchanges:thesequenceisnotcompletedas

expected,asthemusicdeviatesfromtheestablishedgestureandinsteadtravelsacross

fourbarstowardstheperfectcadenceinbars8182.Thepairingofshorttwobargestures

is therefore answered by one longer, developed fourbar shape, exemplifying cyclic

expansiononamotificlevel.

Explicitmusicalanalysisconfirmsthemanifestationofthecycleschemaonmany

levelswithinthemusic,includingtheexistenceofnestingsubcyclesandcyclicexpansion.

Intermsof temporalimplications,eachcycliclevelreflectsthedifferentstagesofphrasal

deconstruction, from a sentence (extended, for examplewith a colon ormdash), to

sententialclauses,tofoundationalsubclausesrespectively.Eachcomponentisofcourse

grammaticallydelineatedbypunctuationmarks thatenjoyvarying functionsandhave

correspondingtemporalqualities.Hence,byembodyingthemusicbywayofthecycle

schema, temporal nuances are experienced as an intrinsic feature of the felt shapes.

Fundamentally,ourembodiedknowledgeofthecycleschemaremindsusthat,inmusic

and language alike, clauses are repeated for emphasis, extended or condensed for

expressivevarietyandpunctuatedbygrammarforintelligibility,andthroughouruseof

timing,theseshapesareunderstoodandexternalisedeffectively.Temporalexpressivity

thereforeenablessensemakingandfacilitatesexpressivecommunication.
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Itismostevident,fromcyclicanalysisofthesecondsection ofFantasiaNo.7,that

thephrasalcyclesarelargelyirregular.Giventhenaturalconsistencythatinheres within

thecycleschema,itisnotsurprisingthatthissectionposedinterpretativechallengesin

mypractice,asmusicalgoals,pathways,shapesandcycleswerenotalwaysinitiallyfelt

potently.Nonetheless,ambiguityandinconsistencyinspiregreaterinterpretative,andof

coursetemporal,possibilityanddeliberation.

5.4.2.RepetitionandExpressiveTiming

Despite the phrasal irregularity that pervades the second section of Fantasia No. 7,

occasionalnotableinstancesthatdefycyclicuncertaintycanbeseeninbars2936,bars

4754andbars6774,asillustrated above inFigure56 and57.Thesepassages,formed

bybalancingtwofourbarcycles,infactwelcometemporaldeliberationsoftheirown.In

thecaseofbothbars2936andbars6774,thesecondfourbarshapeisanotationally

equivalentrepetitionofthefirst,butwithapianodynamicmarking.Thepianodirection

here reinforces conventional Baroque performance expectations and corresponding

rhetoricalprinciples, inwhich repetition, termed ‘anaphora’ in rhetoricaldiscourse,912

demands variation. Quantz, for example, confirms that ‘in repetition generally, the

alternationofPianoandFortedoesgoodservice’,913 andthat‘therepetitionoftheidea

may be played somewhat more softly than the first statement’.914 Despite these

instructions, however, it is important to remember the notable rarity of dynamic

markings in Baroque scores and the intrinsically restricted dynamic range of many

Baroque instruments (in comparison to their modern counterparts), as well as the

prominenceofthedoctrineofaffectionsinBaroque performanceliterature.Asaresult

ofthis,theoccasionaldynamicmarkingsthatdoexistareinterpretedasanindicationnot

onlyofvolumebutalsoofcharacter.

This rather selfexplanatory affiliation between dynamic and character is once

againhighlightedbyQuantz,whocommentsthat‘thealternationofthePianoandForte

isoneof themostconvenientmeans… torepresentthepassionsdistinctly’,915 andthat,

inorder ‘toexpressthesentimentsproperlythePianoandForteareamongthemost

912 JudyTarling,WeaponsofRhetoric:AGuideforMusiciansandAudiences (St.Albans:Corda,2004),27.
913 Quantz,OnPlayingtheFlute,133.
914 Ibid.,277.
915 Ibid., 17.
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essentialelementsofperformance’.916 Inbars3336andbars7174,thepianodynamic

marking(indicatedundertheanacrusisbeginningeachoftheseshapes) thereforesignals

amodificationofvolumeaswellasamoreholisticchangeofsentiment.Triggeredbythis

dynamic marking and by the ‘whatitfeelslike’ experience of the repetition, I pre

reflectively drewonmy knowledgeof expressive variety and affective contrast inmy

practice, intuitively characterising the repetitions in distinct ways. On occasions,

however, these considerations did fall into my reflective attention, as I critically

experimentedwithdifferentinterpretativepossibilities.

Withoutforgettingthepossibilityofhesitatingslightlybeforeandafterthepiano

phrase– temporalmanipulationthatexploitsmusicalpunctuationtoputthe‘echo’ in

parenthesesanddelineatetherepetitiveclauses– it isevident,fromrecordingsofmy

ownpractice,thatalongsidedynamicmodificationIusethreefundamentalexpressive

devices to engender characterful variation in bars 2936 and bars 6774, all ofwhich

manipulate time. Again, these devices (and the correlating knowledge) were

predominantly drawn on prereflectively, though at times, when deliberating and

exploringdifferentinterpretativeoptions,Ireflectivelyfocusedontheseissues.Thefirst

of thesedevices isarticulation (ornote length).Quantzhimselfconfirms theeffective

interrelationshipbetweenrepetition,dynamicandarticulation:‘ifanideaisrepeatedin

thesamekey,andnovariationsimmediatelyoccurtoyou,youmayremedytheresulting

deficiencywith thePianoandwithslurrednotes’.917 Indeed,bydrawing(bothreflectively

andprereflectively)onmyknowledgeoftheversatilityofarticulationintheBaroque (as

evidencedbyQuantz’sentirechaptertitled‘OftheUseoftheTongueinBlowingupon

the Flute’)Ijuxtapose tonguednoteswithslurrednotes,andlong,smoothtonguestrokes

withshortandlight,spikyarticulation,punctuatingtimeindifferentways.Anillustration,

takenfrommypractice,representingjustoneoftheendlesspossibilities,canbeheardin

Example57.Thankstothecontinuityorseparationofsoundengenderedbyvaryingnote

lengths,differentmusicalcharactersarecreated.

AsevidencedbyExample58,anothermeansby which Isometimesmodify the

repetition forexpressive contrast is,of course,ornamentation– amatterofchanging

notationand,therefore,timing.Byconnectingsomeofthefallingthirdswithdecorative

passing notes, notational durations are inherentlymodified,musical time is narrated

916 Ibid.,255.
917 Ibid.,167.
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differently,andcharacter isonceagaintransformed.Ofcourse,thankstothemultitude

of thirds that repeatedly undulate throughout these passages, there are numerous

possibilitiesconcerningthefrequencyanddistributionoftheadditionalpassingnotes–

anotherinterpretativedecisionthatshapestimeandinfluencestheresultantcharacter.

This kind of variation by embellishment is once again supported by Quantz, who

encourages the performer to ‘add or omit something the second time the ideas

appear.’918 Henotes that,togetherwith‘thealternationofPianoandForte’,the‘addition

of ...smallandlargegraces’,contributesimmenselytothemusicalcharacter,‘formsthe

musical light and shadow to be expressed by the performer, and is of the greatest

necessity’.919 MyknowledgeofornamentationasacentralpartofBaroque performance

practice – a broad sphere of knowledge encompassing a range of more specific

interrelatedelements,embodiedovertimeviapracticeandexperience– is,therefore,

also drawn on in my practice both reflectively (as I explicitly consider different

ornamental possibilities) and prereflectively (as I allow intuition to guide my

interpretation,drawingontheepistemicweblyinginmysubattention).

Thefinal notablemeansbywhichIengenderexpressivevarietyinthesepassages

ishierarchicalemphasis, inextricably linkedtogoaldirectedmotion– variationsofthe

pathway schema, each of which is uniquely and temporally nuanced. As a fourbar

phrase,createdbynestedcyclesofrepetitiveundulations,thereareanumberofpossible

interpretative trajectories. During my practice, these were both externalised pre

reflectivelyinresponsetotacitfeltshapesandreflectivelyconsideredintermofmusical

shapes,direction,phrasesandclauses. Duetotherudimentaryequivalenceofbars29

32,3336,6770and7174,thepathwaysillustratedinFigure7173 areofcourseequally

applicabletoeachofthefourbarphrases.Therefore,toavoidexcessiveandredundant

duplication,bars2932only are usedintheensuingexamples.

When prereflectively experienced or reflectively considered as one fourbar

cycle,themotiontravelstothethirdmainbarofthephrase– themidpointoftheshape.

Specifically,as indicated inFigure71 belowandevidencedbyExample59, themotion

travels towards the goal, which (along with dynamic intensification) is highlighted

throughagogicemphasis,beforethemotionsubsequentlyrelaxesawayfromthegoal.

918 Ibid.,152.
919 Ibid.,165.
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Figure71.Bars2932:PathwaySchema1

Experienced as twosmallercycles,however,eachofcourseformedbytwoevenshorter

subcycles,themusictravelseithertothefirstandthirdortothesecondandfourthmain

bars.ComparethesubtletemporalinflectionsofExample60 (corresponding with Figure

72)withExample61(correspondingwithFigure73).

Figure72.Bars2932:PathwaySchema2

Figure73.Bars2932:PathwaySchema3

Ineachcase,themusicalmotionevolvesuniquely,asdifferentgoals(highlightedthrough

durationalemphasis,aswellasthroughdynamic)aresubtlyanticipatedwithhasteand

followed by relaxation. By varying the goaldirected pathways between the fourbar

repetitions,thedifferentmusicalgoals,concomitantmotionandcorrespondingemotions
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(forexampleofanticipation,tension,arrivalandrelaxation)giverisetoexpressive and

affectivevariation.

Ofcourse,aswellasthemanypossibilitiesofferedbyvariationsofeachdevice

(articulation,ornamentationandgoaldirectedmotion),thedifferentwaysinwhichthese

toolsarecombined affecttheresultantmusicalexpression.Thereis,ofcourse,aplethora

ofcombinations.Fundamentally,havingexploredavarietyofarticulatory,ornamental

andtrajectorialpossibilitiesinpractice(ascanbe seen,forinstance,inExample62),the

particularinterpretativecombinationchoseninthemomentofperformancearisespre

reflectivelyinresponsetothecharacters,emotions,shapesandfeelingscreatedfrommy

executionoftheprecedingmusic.Thepiano dynamicmarkingsimplyactsasanexplicit

trigger that reinforces my prereflective desire to contrast repetitions of the same

material– atacitinclinationthathas,ofcourse,developedovertime,asknowledgeof

musical expressivity, contrast, Baroque performancepractice and rhetorical principles

areembodied.Ultimately,itistheperformer’sexpressivetemporaldecisions,alongside

hisorhermodificationsinvolume,thatfulfilthechangesincharacterindicatedbythe

musicalrepetitionand,ofcourse,theexplicitdynamicmarkings.

Itisimportanttorecognisethatbars4754similarlyjuxtaposetworelatedfour

barphrases.Inthisinstance,however,thesecondphraseisnotanexactequivalentof

thefirst,butasequentialrepetitionaminorthirdlower.Itispreciselythenewkey,and

in particular the minor tonality, that inspires a different characterisation from its

precedingcounterpart.AsillustratedinExample63,Ienhancethischaracterchangenot

onlythroughsubtledynamiccontrastbutalsothroughnuancesofarticulationornote

length– aninherentlytemporalmatter.Furthermore,anumberofpossiblegoaldirected

trajectoriesafford evengreateropportunityforvariation.Themostprominentofthese

areillustratedinFigure7477 (where,onceagain,duetotheconstitutionalequivalence

ofbars4750 andbars5154,bars4750onlywillbeusedintheexamples).

Figure74.Bars4750:PathwaySchema1
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Figure75.Bars4750:PathwaySchema2

Figure74 andFigure75 bothpresenttwoversionsofonegoaldirected,cyclictrajectory,

inorder to showvisuallydifferentbut intrinsicallyequivalent illustrationsof thecycle

schema. They both reveal basic hierarchical interpretations, whereby motion travels

towardsgoalseverytwobars,consequentlydividingthefourbarphraseintotwotwo

barcycles(bars4748andbars4950).ThesonicexternalisationofFigure74 canbeheard

inExample64,andthatofFigure75 inExample65.

Figure76 and77 ontheotherhand,reflectgreatercompositionaldetails– motivic

cyclesandcyclicexpansion.

Figure76.Bars4750:PathwaySchema3

Figure 76 illustrates both the greater journey towards themain goal of the fourbar

phrase,highlightedbytheascendingvoiceleading,aswellasthesmallermotivicsub

cycles(onebarcyclesreflectingthesequentialpattern)andcyclicexpansion(two bars).

ThistrajectorycanbeheardinExample66,thankstothesubtlemanipulationofagogic

emphasisworkingcloselywithdynamicstress. Thiscyclicexpansioncanalternativelybe

externalisedby accentuatingthefirsttwomotivicsubgoalsand delayingthethird goal

withintheextendedcycle,asshowninFigure77.
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Figure77.Bars4750:PathwaySchema4

Indeed,bysettingupanaudiblecyclicframework(byemphasisingbars47and48),and

thendefyingexpectations(byresistingemphasisinbar49andreservingitforbar50),the

cyclic expansion becomes more pronounced, as can be heard in Example 67.

Fundamentally,thankstotheinherenttemporalimplicationsofthecycleandpathway

schemata– primarilymotiontowardsgoals,relaxationawayfromgoals,andtheinherent

emphasisofgoalarrival– varyingthegoaldirectedtrajectoriesofbars4750andbars

5154 is another means of generating expressive variety by way of microtemporal

nuances. These interpretative variations are indeed entwined with embodied and

theoretical knowledge of image schemata, which, in turn is inextricably linked with

explicit and embodied musical knowledge of phrasing, motific sequences and voice

leading.

Anadditionalpoint regarding thisparticularpassage (bars4754)concerns the

veryrelationshipbetweenthesesmallerscalecyclicshapesandanacruses.Thankstothe

sequentialrepetition,structuralequivalence, andsymmetricalbalancebetweenthetwo

fourbar phrases,traditionalnotationalanalysiswouldsuggestthatthesecondfourbar

phrasebeginsonthe lastquaverofbar50.Thiswouldofcoursecorrespondwiththe

palpableanacrusisattheendofbar46,whichintroducesthefirstphrasefollowingthe

conspicuouscloseofprecedingmaterial,aswellaswiththephraseendinginbar54that

precedesthemodulatedreturnofthemainthemeonthefinalquaver.Thisisillustrated

inFigure78 andExample68.

Figure78.Bars4758:Anacruses
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Giventhesequentialrepetitionofsmallermotiviccycleswithineachphrase,score

analysiswouldalsocharacterisethequaversinbars47,48,51and52astheanacrusic

beginningofthesmallershapes (markedredinFigure79),delineatingcyclesasfollows.

Figure79.Bars4754:SmallerShapeAnacruses

Thesephrasal andmotific delineations are basedon explicit, reflective recognition of

anacruses.Whenexperimentingwiththisknowledgeinpractice,however,Iexperienced

a strongconflictbetween thisanalytically justified interpretationandmy ‘felt’ shapes

(hence Example 69 demonstrates an exaggerated attempt to counter my intuitions).

Indeed,whilstfeelingthequaversofbars46and54asanacruses,Iprofoundlyexperience

thequaversinbars47,48,50,51and52astheend ofacycleorharmonicshape(marked

redinFigure80).920 Inthiscase,myfeltsense,orembodiedexperienceofharmoniccycles

is far stronger than that of upbeats, my tacit knowledge of felt shapes therefore

overriding any explicit knowledge of anacruses. My intuitive execution – an overt

externalisationofcovertshapes– canbeheardinExample70.

Figure80.Bars4754:AnacrusicAmbiguity

Thispoint emphasises thehugetemporalimplicationsofsuchanostensiblytrivial

matterasaquaver.Thewayinwhichthesequaversarecharacterised,embodied,and

felt in themoment of performance crucially determines the shaping of gestures, the

subtlemusicalpunctuationbetweentheshapesand,ofcourse,theveryplacewherethe

performerbreathes(forexample,beforeorafterthefinalBofbar50):compareFigure

920 Iemphasise,onceagain,theinherentambiguityofimpliedharmonies.Bar50could,ofcourse,
alternativelybeexperiencedandharmonisedasaGmajor(ratherthanEminor)chord.Whilstthiswould
correspondwiththeharmonicpatternofbars5154,Iprereflectivelyexperiencedbar50aspartofanE
minorchord.
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79 and80,andExamples69 and70.Fundamentally,differentstrainsofknowledgelead

to different interpretative possibilities, which lead to different timing decisions:

knowledgeaffordstemporaldiversity.

5.5.CaseStudyConclusion

Thischapterdiscussesaspecificinstance:mypersonalexperienceoflearningTelemann’s

FantasiaNo.7.Itneithercoversallexpressivetemporalpossibilities,norproposesone

ideal interpretation. Rather, it articulates some of the fundamental experiences and

considerations of my practice, drawing on the different forms of knowledge that

influencedmymicrotemporalexpressivity,inordertoscrutiniseepistemicinteraction:

theprocessthatunderpinsinterpretativedecisionmaking.
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Chapter6.Conclusion

Expressivemicrotiming, interpretativedecisionmakingandintuitionare issuesfraught

withcomplexity,subjectivity,andelusiveness:theywillneverbeunderstoodcompletely.

Nevertheless,theyareinextricableingredientsofeveryliveperformanceand,therefore,

warrantinvestigation.AsChapter2hasshown,thesematterslieattheheartofBaroque

performancepractice, thanks to the relativelyunderdeterminednotation, the stylistic

conventions of temporal manipulation, the significance of rhetorical and affective

communication, and the insistence on ‘taste’. Despite this, the phenomenology of

temporalexpressivityintheperformanceofthisrepertoirehasreceivedlittlescholarly

attention.Itisthisgapthatthisthesisendeavourstoaddress.

Entwining theoretical and practical perspectives,my research interrogates the

phenomenologicalunderpinningsofexpressivetimingdecisions intheperformanceof

Baroquemusic. Indeed, it is theexperiential process, rather thanmerely the tangible

product itself, that is of interest in this study. As such, the relevance ofmy research

extendspastBaroque repertoire toperformance studiesmoregenerally.Byexploring

aspects of consciousness, and in particular the different attentional states musicians

enter during performance, the relationship between temporal expressivity, intuition,

knowledge and information processing is elucidated. This is particularly significant

consideringtheomnipresenceofintuition:‘lyingbehindalljudgementswhichpertainto

performance,totheshapingofartisticconceptsarecriteriaof“rightness”,whoseroots

areintuitive’.921

Thephenomenonofintuitionisfurtherscrutinised,withtheontologicalstatusof

knowledge called into question and the different epistemic modes that influence

temporal expressivity explored. In particular, by drawing on theories of mimetic

participationandimageschemata,embodiedexperienceishighlightedasacrucialform

oftacitknowing.This,inturn,givesrisetoseeminglyintuitivefeelingsofmusicalshapes.

These shapes are primarily experienced as goaldirected journeys, cycles or arcs of

motion, inherentlycharacterisedbyauniquetemporal trajectory that– thanks to the

intimateentanglementofactionperceptionloops– atoncestimulatesandisstimulated

by expressive microtiming. Importantly, this part of my discussion develops earlier

cognitivistideasofmusicalunderstandingintoamoreholisticperspective,exploringthe

921 Epstein,‘ACuriousMomentinSchumann’sFourthSymphony’,127.
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notionthatmusicalshapesarenotmerelyperceivedmentally,butfeltthroughembodied

cognition. Inthisway,mythesiscontributestotherelativelyrecentfieldofembodied

musiccognition,developingtheworkofauthorssuchasCox,Aksnes,BrowerandPeters

byaddingaspecificperformativeandtemporal focus, throughmyexaminationof the

relationshipbetweenperformers’embodiedknowledgeandmicrotemporaldecisions.

This fundamental relationship between knowledge and embodiment is further

highlightedinthecasestudy– anexplorationoftheFrenchOverturesectionofGeorg

PhilippTelemann’sFantasiaNo.7forsoloflute– whichprovidesanexampleofepistemic

interactioninpractice.Bytheorisingpracticeandpractisingtheory,themanyelements

of my research are ultimately interconnected and clarified – my thesis synthesised.

Inevitably,traditionalmusicoanalyticalandhistoricallyinformedapproachesaredrawn

upon.However,thesearesalientformsofknowledge,integraltotheverytopicunder

scrutiny.Atoncecodifiedandexplicit,yetembodiedthroughpractice,thesetraditional

methods of musical understanding interact intimately with experience and hence

encompass a tacit dimension. Confirming the fluid ontology of knowledge and the

significanceofepistemicinteraction,theyare,therefore,consideredalwaysinrelationto

thephenomenologyofinterpretationor,morespecifically,totheepistemicdynamism

thatunderpinsexpressivetimingdecisionsinperformance.

Itisthismultidimensional,immersive,interdisciplinaryqualityofmycasestudy

thatclarifieswhyitoffersmorethanthatofreflectivepracticediaries(suchasthosenow

oftenrequiredbyundergraduateormasterlevelperformancestudentsatconservatoires

anduniversities,asevidenceofcriticalpracticeandthelearningprocess).Indeed, rather

thansimplynotingtheexplicitknowledgethatinfluencedmypractice,orthefactthatmy

decisionsintuitively‘feltright’,mythesistakestheseveryrealexperiencesasobjectsof

study,exploringtheirinterrelationshipandprobingthemaspartofbiggerquestions,in

relationtoarangeofdisciplinesandavarietyoftheoreticalconcepts.Inthisway,the

case study serves a metapurpose in its attempt to elucidate the more complex

phenomenologicalprocesses that remainundeveloped in reflections typicalofamere

practicediary.Furthermore,whilstthiscasestudycouldbecriticisedassolipsistic,itis

important to remember not only its function (the elucidation of experiential process,

whichreliesontheresearcheradoptinganinsideperspective) butalsothat,bystudying

myself,Iaminherentlydrawingonobjectiveinfluences– everythingthathasshapedmy

lifeworld.Afterall,asarguedbyJudithButler,andevidencedinthecontextofmusical
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practicebyNaomiCumminginTheSonicSelf:MusicalSubjectivityandSignification,no

onecanneverbeacompletelyfreeandliberalsubject:theindividualisalwaysshapedby

externalstructuresand ‘laws’– whethersocial,cultural,or (as inthiscase)ofmusical

practice– thatinsomewaysbecomepartofus.922

Inadditiontoitssignificanceinthefieldofembodiedmusiccognition,mythesis

offersacontributiontothegrowingdebateconcerningtherelationshipbetweenanalysis

and performance. Whilst traditional explorations of this relationship examine the

somewhatlinearandcausalapplicationofanalysistoperformance(forexampleinthe

work ofNicholas Cook, JohnRink and TimHowell),923 themore recent emergenceof

‘performer analysis’ places the performer at the forefront of the analytical process,

creatingmusicanalysesspecificallyfromtheperformer’sperspective.924 Guidedbymy

ownmusicalexperiencesandunderstandings,thisthesisresonateswiththeprinciplesof

performeranalysis.Myperformerperspectiveis,however,often exploredinrelationto

specificmusicoanalyticalissues,aspreviouslystated.Afterall,myperformeranalysisis

heavily conditioned by my knowledge of traditional musical analysis. This not only

highlightstheentwinementofthetwoapproaches,butitmoresignificantlyemphasises

the influential, malleable and interactive qualities of knowledge. The epistemic and

ontological underpinnings of different forms ofmusicoanalytical study are harder to

segregatethantheymayinitiallyappear.

Morespecifically,myworkcontributestodiscourseonanalysisandperformance

thankstotheparticularimageschematicqualityofmyperformeranalysis.Whilstauthors

suchasBrowerandEcharddoindeedanalysemusicintermsofimageschemata,925 their

922 TracyMcMullen,‘ImprovisationwithinaSceneofConstraint:AnInterviewwithJudithButler’,in
NegotiatedMoments:Improvisation,SoundandSubjectivity,ed.GillianSiddallandEllenWaterman
(DurhamandLondon:DukeUniversityPress,2016),23;NaomiCumming,TheSonicSelf:Musical
SubjectivityandSignification(BloomingtonandIndianapolis:IndianaUniversityPress,2000).
923 NicholasCook,‘AnalysingPerformanceandPerformingAnalysis’,inRethinkingMusic,ed.Nicholas
CookandMarkEverest(Oxford:OxfordUniversityPress,1999),239261;Howell,‘Analysisand
Performance’,692714;Rink,‘Analysisand(or?)Performance’,3558.
924 ExamplesofthiscanbeseenintheworkofpianistsAlessandroCervinoandIanPace.
AlessandroCervino,‘MappingthePerformer’sCreativeSpace:AnExplorationinandthroughPiano
Playing’,(PhDdissertation,LeuvenUniversity,2012);AlessandroCervino,‘Performer’sHarmony:Towards
aPerformanceofElliottCarter’sPianoSonata’,inThePracticeofthePractising,ed.CatherineLaws
(Leuven:LeuvenUniversityPress,2011),3348;IanPace,‘Notation,TimeandthePerformer’s
RelationshiptotheScoreinContemporaryMusic’,inUnfoldingTime:StudiesinTemporality inTwentieth
CenturyMusic,ed.DarlaCrispin(Leuven:LeuvenUniversityPress,2009),151192.
925 Brower,‘ACognitiveTheoryofMusicalMeaning’,323379;CandaceBrower,‘Pathway,Blockage,and
Containmentin“Density21.5”’,TheoryandPractice2223(19971998):3554;WilliamEchard,‘An
AnalysisofNeilYoung’s“Powderfinger”BasedonMarkJohnson’sImageSchemata’,PopularMusic18,
no.1(1999):133144.
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discussions arenotpresentedfromtheperspectiveofaperformer.Despitebasingtheir

analyses on embodied theories of image schemata, these theories are applied in a

somewhat detachedmanner, analysingmusical shapes from a theoretical, cognition

basedperspective,ratherthanfromanexperientialandembodied,insideperspective.

Aswell as contributing to literature on the relationship between analysis and

performance, this thesis offers a methodology that highlights not only the role

performance can have in musical scholarship, but more significantly, the value of

methodological synergy – of entwining theory and practice. Indeed, it is through this

interdisciplinaryentanglementofdoingandthinkingthatmyworkprobesthoseelements

of performance that are at once routine and customary, yet magical and enigmatic,

ultimatelypavingthewaytowardsamoreholisticunderstandingofthephenomenology

of temporal expressivity. This thesis may, therefore, be of particular relevance to

performerresearcherswhoseekatheoreticallyunderpinnedyetholisticunderstanding

oftheelusiveandexperientialprocessesthatunderpintheinterpretativeprocess,orto

performerresearcherswhoareinterestedinmethodologicalapproachesthataffordsuch

aninterplaybetweentheoryandpractice.Afterall,thevalueofthisworklieslargelyin

themethodology itself, rather than in the specificities of content. Indeed, this is not

primarily a studyofBaroqueperformancepractice; it is anexaminationofperformer

knowledgeandexperientialprocesses.Whilstmythesissimplyoffersonecaseinpoint,

asimilarapproachcouldindeedbeappliedtoagreaternumberofpieces,differentstyles

ofrepertoire,oreventothestudyofmultipleperformers,asmattersoffurtherresearch.

Particularlyinterestingextensionscouldincludeexplorationsofinterperformer

epistemic interaction in ensemble settings, or qualitative studies that examine other

performers, observing them through the process of learning a piece and forming an

interpretation,andconductinginterviewstorecordhowtheydescribetheirexperiences.

Thiswouldallowexaminationofthesimilaritiesanddifferencesinindividualexperiences.

Afterall, ElisabethLeGuin (whoadoptsa similarperformer’sperspective inher book

Boccherini’s Body) does indeed mention issues relating to motion, tension, repose,

expectation, balance and gravity, in her descriptive accounts of her experiences as a

performer.926 Specificexplorationsofotherperformerscouldindeedhelptoclarifythe

extenttowhichmyfindingsaresharedamongstmusicians.

926 LeGuin,Boccherini’sBody,8,9,18,19,21,22,23,26,27,31.
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Of course, the limits of the application of my methodology must also be

considered. In the very broad sense that all practice is based on the interaction of

differentepistemicforms,mymethodologyiswidelyrelevant:theinteractiveprocessis

the same; the epistemic content different. My methodology is, however, culturally

entangled.ItundoubtedlyhasmostvalueinrelationtoWesternpractice.Indeed,many

of the processes this thesis interrogates (such as epistemic embodiment and

interpretationformation)areinherentlynuancedbyculture.Theverywayinwhichmusic

is taught, learned and performed is culturallydependent; the manner in which

interpretationisviewed,encouragedandformedisinfluencedbyculture;andthewayin

whichknowledgeisregarded,transferred,acquiredandembodiedisinextricablybound

withculturalpractice.Culturethereforedeterminesnotonlythecontentoftheexplicit

musicalknowledgebroughttotheprocess,butalsotheveryontologyoftacitknowing,

theexperienceofepistemicacquisitionandembodiment,theformationofinterpretation

and, therefore, the making of expressive decisions. Whilst there may, of course, be

certain crosscultural similarities between certain types of knowledge (in particular

embodied knowledge related to physiological experience, such as heartbeat and

breathing) itmust not be forgotten that even the body is not an objective, universal

entity:itissituatedinandmouldedbyculturalpractices.JustasLeGuinacknowledges,

‘whatabodilysensation is,asanexperience,canonlybeapproachedthroughwhat it

meanswithintheculturethatintroducedthatbodytoitselfinthefirstplace’.927 Thevery

manner inwhich physiological experiences interactwith both explicit knowledge and

culturally idiosyncratic routines and rituals will, for example, determine the specific

imageschematicpropertiesoftheembodiedknowledgethatcomesintoplay.

Having established the culturally situated quality of my methodology, it is

importanttoconsideritshistoricalstatusbyaddressingtheextenttowhichitisrelevant

tootherrepertoiresoftheWesterntradition.Icontendthatthismethodologycouldbe

widely applied to Western music, thanks to the similarities of the underlying

interpretativeprocess.Indeed,whilsttheepistemiccontentis,ofcourse,specifictothe

repertoire in question, the rudiments of the process are not. Zooming out from

Telemann’sFantasiaNo.7layerbylayer,itcouldfirstlybearguedthatmymethodology

isapplicabletoallBaroquemusic:explicitknowledgewouldbedrawnonfromsimilar

927 Ibid.,6.
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primary sources; the same musicoanalytical devices would be exploited; and the

balance,cycleandpathwayschematacouldremainasprominentconsiderations,given

the way in which Baroque music appears to shape and structure time (through, for

example,temporallydelineatingphrases,surgesoftensionandrelease,andtrajectorial

harmonicprogressions).

Zoomingoutonelayerfurther,thismethodologycouldbeappliedmoregenerally

toWesternclassicaltonalmusic.Whilsttheepistemicspecificitieswouldindeeddiverge

fromBaroqueparticulars, the fundamental formsofknowledgeand their interactions

would persist. After all, Western classical music appears to embody similar image

schematicproperties.NotonlyrepertoireoftheClassicalandRomanticperiodsbutalso

muchcontemporarymusiccontinuestorevolvearoundwavesof tensionandrelease,

gravitational structures and tonal centres. Particularly interesting would be the

applicationofthismethodologytoanondiatoniccontemporarypiece(particularlyone

thatismarkedlygestural,formedofnoticeableshapesthatareclearlyvisibleinthescore)

oreventomusicofanonclassicalmusicalgenre,suchasjazz.Theseexplorationswould,

ofcourse,incorporateaplethoraofotherconsiderations,including,forexample,genre

specific explicit musical knowledge as well as idiosyncratic understandings of

interpretation, expression, subjectivity and intuition (particularly in relation to the

potentially more ambiguous composerperformer divide). In any case, it would be

intriguingtoexaminewhethersimilarshapesorimageschemataareexperiencedhere.

Arecertainschematamoreprominentthanothers inmusicfromparticularperiodsor

genres? Is therea relationshipbetweenmusicalperiodorgenreand imageschematic

salience?Theseare,indeed,compellingavenuesforfurtherresearch.

Overall, by synthesising a variety of theoretical perspectives with critical

reflections on practice, my research begins to pave a way towards a holistic,

phenomenological understanding of interpretative temporal expressivity in the

performance of Baroque flutemusic. Contributing primarily to the field of embodied

music cognition and to scholarship exploring the relationship between analysis and

performance, this thesisopensanumberofavenues for furtherresearchandoffersa

methodology forpracticeresearchers tocontinueto investigate performerknowledge

anditsroleintheinterpretativeprocess.
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Appendices

Appendix1.FantasiaNo.7byGeorgPhilippTelemann:WienerUrtextEdition
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GeorgPhilippTelemannFantasien|fürFlötesolo
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Appendix2.FantasiaNo.7byGeorgPhilippTelemann:FacsimileofFirstEdition
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Appendix3.ExcerptfromLogBook
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Appendix4.Table1

The following table documents the written recording and categorisation of my temporal

manipulations (in bars 114 of Telemann’s Fantasia No. 7) in relation to different forms of

knowledge. Thiswasacentralpartofmyresearchprocessandhelpedtodevelopthediscussions

inthecasestudy.Thesourcesusedinthetablearereferredtobyauthornameandpagenumber.

Thefulldetailsofthesesourcesareasfollows:

Bach, Carl Philipp Emanuel. Essay on the True Art of Playing Keyboard Instruments [1753

and1762].TranslatedandeditedbyWilliamJ.Mitchel.NewYorkandLondon:Norton,

1949.

Couperin,François.L’ArtdeToucherleClavecin:TheArtofPlayingtheHarpsichord[17161717].

EditedandtranslatedbyMargeryHalford.NewYork:AlfredPublishing,1974.

Donington, Robert. The Interpretation of Early Music. new rev. ed. New York and London:

W.W. Norton&Company,1992.

Geminiani, Francesco. The Art of Playing on the Violin: Containing All the Rules Necessary

toAttaintoaPerfectiononThatInstrument,withGreatVarietyofCompositions,Which

WillAlsoBeVeryUseful toThoseWhoStudy theVioloncello,Harpsichord&c. London:

PrintedfortheauthorbyJ.Johnsonopposite BowChurchinCheapside,1751.Microform.

Eighteenth Century Collections Online. Range 14700. Accessed January 25, 2017.

http://find.galegroup.com/ecco/quickSearch.do?now=1485367292054&inPS=true&

prodId=ECCO&userGroupName=uniyork.

Hotteterre le Romain, Jacques. Principles of the Flute, Recorder & Oboe [1707]. Edited and

translatedbyDavidLasocki.London:Barrie&Rockliff,1968.

Mozart,Leopold.ATreatiseontheFundamentalPrinciplesofViolinPlaying [1756].2nd ed.

TranslatedbyEdithaKnocker.OxfordandNewYork:OxfordUniversityPress,1951.

Quantz,JohannJoachim.OnPlayingtheFlute:TheClassicofBaroqueMusicInstruction [1752].

2nded.EditedandtranslatedbyEdwardR.Reilly.London:FaberandFaberLimited,1985.

Tosi,PierFrancesco.ObservationsontheFloridSong;or,SentimentsontheAncientandModern

Singers[1723]. TranslatedbyMr.Galliard[1734].WilliamReeves:London,1967.

Türk, Daniel Gottlob. School of Clavier Playing; or, Instructions in Playing the Clavier for

Teachers and Students [1789]. Translated by Raymond H. Haggh. Lincoln &

London:UniversityofNebraskaPress,1982.
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