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32). The composer's creative processes depend on his/her inspira
tion, personality, intentions, influences, moods, techniques, etc. 
The performer subsequently exercises his/her own creative (as well 
as re-creative) processes to make a performance, using not only the 
score but also his/her own inspiration, personality, intentions, etc. 
In other words, the performer receives, perceives, and reconceives 
the score by means of a personal receptive process, which is then 
turned around into a creative process. 

Since he does not fully distinguish different traces of the musical 
work - score, performance, and recording (or broadcast) -
Nattiez's ideas need further refinement. If the performance is 
recorded and/or broadcast (as many performances are), then an 
additional receptive- creative link is added to the chain. The record
ing engineer receives, perceives, and reconceives the performance, 
which is then turned into a creative product dependent not only on 
the performance but also on the engineer's inspiration, influences, 
techniques, equipment, etc. When this recording is heard, the 
listener's receptive processes make sense of it and personalize the 
music. This process is also creative, as the listener constructs a 
mental image of the music which depends not only on the recorded 
sounds as heard but also on the listener's predilections, preferences, 
prior listening experiences, musical abilities, etc. 

If it actually existed, the complete communication chain (with 
every link present) would be long and complex: from the com
poser's initial thoughts and intentions through his/her creative act 
to the score, which is altered somewhat by an editor and/or 
publisher, and then through the performer to the performance, and 
then through the recording engineer to the recording, and then 
through the listener to an internalized representation of the music. 
While a particularly strong idea may actually be communicated 
through this chain all the way from composer to listener, I such 
message-sending is relatively rare, I believe. Each person in the 
chain interprets, reads, misreads, and adds his/her own ideas, 
which may well alter or replace those of the composer. In cases 
where the chain is shorter - a jazz improviser playing unamplified 
to a live audience, for example - the communication may be more 
direct. But when all links are present, the communication model for 
musical transmission is quite suspect. Expressiveness, yes: music is 
a means and a context for composers, performers, engineers, and 
listeners to express themselves. Emotion, yes: the expression can be 
quite moving. But communication? Rarely, I believe. 
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Even language is not fixed. As Rose says, "Words are flexible, 
meanings change, language is a living organism." And people who 
speak and people who listen are in flux. Rose writes of " the 
improbability of conveying anything more than very partial truth 
by language. Facts, yes [I would have said 'maybe']; the feelings 
about facts, no." Objective communication - verbal as well as 
musical - is difficult. As Rose writes, language " leaves out more 
than it includes, yet it includes so much that any number of con
nections can be made among the elements that are encompassed." 

We express ourselves all the time, in all sorts of ways. And we 
listen to one another. But we do not simply, passively receive a 
communication. We construct the message (and even the sender!) 
for ourselves, using a mix of what we have heard, what we think we 
have heard, what we want to have heard, what we hope we did not 
hear, who we are, who we think the message sender is, what our 
values and expectations are, what our moods and contexts are, our 
memories of previous interactions, etc. So, misunderstanding 
between two people is inevitable, no matter how much they try to 
communicate, no matter who they are, no matter what their 
relationship. This situation is inevitable, and it should be accepted 
rather than fought. 

The same is true of reading as it is of conversation: as Rose 
writes, each "reader uses the given narrative as material from 
which to form his own fantasy." And so it is with music: each 
listener uses the sounds presented to his/her ear, sounds which the 
composer may have conceived in terms of some narrative structure, 
to create his/her own personal narrative-fantasy. 

In a previous article I related an incident that showed me just 
how tenuous the communication model can be for music: 

I asked a graduate analysis seminar to study [Ives's] Putnam's 
Camp. Several of the seminar participants were from countries 
other than the United States and hence had little knowledge of 
American folk music and patriotic songs. Even some of the 
American participants did not recognize most of the quota
tions in Ives's score. One student recognized only "The Star
Spangled Banner" in the penultimate measure - a possibly 
obscure quotation, since it contains only the first four notes, 
which constitute a generic major triad. I suggested that those 
who did not recognize the distinction between quoted and 
original material, and those who did not know anything about 
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the historical and cultural contexts of the quoted music, had a 
skewed understanding of the music. Several students objected 
vehemently, claiming that they recognized American verna
cular idioms as such and that was sufficient. I am not so 
concerned with how valid or complete the understanding of 
such students was, as I am intrigued by how utterly different 
the piece must have been for them compared to how it was for 
me. Despite a lot of analysis about shared perceptions (of such 
structural aspects as rhythmic irregularities, harmony, set con
structs, interplay of tonality and atonality, etc.), everyone in 
the seminar had different (as well as common) experiences with 
the music. In a certain sense, there were as many pieces as there 
were seminar members! 

(Kramer, 1997: 34- 45) 

Putnam's Camp may be an extreme case, given the large number of 
quotations and references to other music it contains, but I believe 
that all music elicits individual associations, responses, and mean
ings in listeners. As Rose states about a study of reading, "each 
reader interacted with the story in terms of his own personality and 
intrapsychic life and in the light of this constructed something new 
which was most consonant with himself . . . . In short, he takes 
from the work what is most consonant with himself, rewrites it in 
his own mind and becomes its co-author . . . . Art does not 
'communicate' meanings; it generates them in the receptive mind." 
Similarly, if each listener to a piece of music constructs "something 
new," something which reflects the self more than it reflects the 
music heard, then how can anyone maintain that there is direct 
communication from composer to listener? 

I do not deny that it is tempting, and comforting, to believe that 
composers speak to listeners. Rose offers many insights into why 
the communication model of art is appealing. But it is, if not 
outright false, then at best less than half the story. 

What I am suggesting may sound heretical: a listener who is 
deeply moved by a performance is not primarily responding to a 
message sent out by a composer. The composer has not, to any 
appreciable degree, communicated with this listener. I am not 
denying the validity or the depth of the listener's response, but 
rather its source. The listener himself/herself has a lot to do with 
his/her emotional experience - otherwise, how could we explain 
different people having different experiences while hearing the 



Foreword xiii 

same performance? The performer also influences the listener's 
reaction, although probably less than the listener himself/herself. 
And the audio technician (if there is one in the chain) has an 
impact on the listener. But the composer's expression must traverse 
a long, circuitous route, during which what may have been 
intended as communication is inevitably distorted and altered. 

Rose's thinking parallels these ideas. He courageously goes 
against accepted psychoanalytic ideas about " the emotional appeal 
of art." In writing about "the 'communication' by the artist 
through the work to the recipient," he states quite rightly that " the 
possibility of such communication retains little credit in the field of 
aesthetics." Many in the music community, however, continue to 
accept the communication metaphor as literal truth. Often listeners 
do believe they have received a communication from the composer. 
Consider this not uncommon example, which appeared in a news
paper account of how Mozart's G Minor Symphony was believed 
to have helped a man recover from a serious operation. 

I blissfully sink back as the opening chords of his glorious 40th 
Symphony start easing every sore spot in my body .... The 
first movement, Molto Allegro, is . .. a cloud that picks me up, 
lifts me up from the pains and fear of my hospital stay . . . . 
Today, where there was pain, the life-assuring hand of Mozart 
once again leads me back to joy .... [In the second movement] 
Mozart will not just rescue me from despair. He will tell me of 
the glorious paths I have yet in front of me . .. . [In the third 
movement] Mozart sprays me with a dozen more clear 
inspirations. I hear him saying, "All those delights are there for 
you. I know you can do them. I know your will" . . . . The 
music [of the last movement] is Mozart at his highest 
appreciation of life. 

(Atlas, 1995: 5E) 

These feelings originated in this particular listener, not in the man 
Mozart (who most likely did not intend to offer solace to ailing 
patients), and not even really in the G Minor Symphony. I do not 
mean to belittle the profundity of this man's experience with the 
symphony. I believe his account, if I take the more direct invoca
tions of communication as metaphorical. Nor do I mean to suggest 
that his experience came only from within, that the actual music 
had nothing to do with it. This man would surely not have had a 
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comparable experience listening, for example, to rap music. 
Mozart's symphony certainly has something to do with the 
man's cathartic experience, even if the experience depended even 
more on the listener: on his needs ("I know Mozart will have 
something I need to hear and to hear now," (Atlas, 1995: 5E)), his 
desires, his veneration of Mozart's work, his prior experiences with 
the symphony, and possibly the opinions others have expressed of 
K. 550. 

Indeed, this particular work - like the second movement of 
Beethoven's Seventh Symphony, as Rose reports - seems to have 
elicited a wide variety of responses throughout its 200-year 
existence: 

Otto Jahn, for example, called it " a symphony of pain and 
lamentation" (1856), while C. Palmer called it "nothing but joy 
and animation" (1865). Alexandre Dimitrivitch Oulibicheff 
(1843) wrote of the finale, "I doubt whether music contains 
anything more profoundly incisive, more cruelly sorrowful, 
more violently abandoned, or more completely impassioned," 
while A.F. Dickinson (1927) felt that "the verve of this 
movement is tremendous. It is ... the best possible tonic for 
the low in spirits. " Georges de Saint-Foix wrote in 1932 of 
"feverish precipitousness, intense poignancy, and concentrated 
energy," while Donald Francis Tovey wrote at about the same 
time of "the rhythms and idioms of comedy." Robert Dearling 
called it "a uniquely moving expression of grief," while H. 
Hirschbach thought it " an ordinary, mild piece of music." 
While Alfred Einstein found the symphony "fatalistic" and 
Pitts Sanborn thought it touched with "ineffable sadness," 
composers seem to have had happier opinions. Berlioz noted 
its "grace, delicacy, melodic charm, and fineness of workman
ship"; Schumann found in it "Grecian lightness and grace"; 
Wagner thought it "exuberant with rapture." 

(Kramer, 1988b: 480) 

A traditional music analyst might discourage all such responses to 
the G Minor Symphony, saying that the composer never intended 
to convey such images (or, even if he had, that his intentions are 
irrelevant: only the music counts, not how or why it came to be)? 
Confronted with a student writing a comparable interpretation, 
such a music analyst might try to get him/her to listen more 
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abstractly, more in terms of patterns of tension and release, 
rhythmic development, motivic derivation, metric structure, and 
harmonic drive. But we should accept that the student's hearing is 
perfectly appropriate - for that particular student. 

Musical amateurs (such as the man who believed that Mozart 
helped him recover after surgery) are hardly the only ones to 
anthropomorphize works of music into their composers, to identify 
the force behind the perceived music with the actual person who 
wrote it. This tendency is common among performers, who readily 
speak of, for example, "how Serkin plays Beethoven." This phrase 
is a telling abbreviation of "how Serkin plays the music composed 
by Beethoven." Such an identification of the music with its com
poser may be taken as a tacit equation of the music and the person 
who created it. To the extent that such a locution is a personi
fication of the music, I find little trouble with it: there is something 
about music that is not badly served by the concept of a person
ality. But is it Beethoven's personality? Or is it a personality (or 
persona) created (only in part, since both Serkin and his listeners 
have a role in the construction of musical personae) by Beethoven, 
much as Shakespeare (and actors, directors, and theatergoers) 
created Hamlet? Because Hamlet has his own name, we do not 
usually conflate him with Shakespeare. We know that Hamlet's 
ideas came (in part) from the man Shakespeare, but we also know 
that a playwright is capable of creating diverse personae, none of 
whom need be the author's alter ego. The characters in a piano 
sonata of Beethoven do not have individual names, and indeed it is 
not obvious just how they inhabit the music. But the sense of 
personality in the music is palpable. Lacking anyone else to 
identify with the personalities, musicians (and listeners) happily call 
the personalities by the name of the composer (or, sometimes, by 
that of the performer: commentators have written about the 
personality - whether or not they use that exact word - of a Glenn 
Gould performance, for example). This is especially evident when 
performers refer, in rehearsals and other contexts, to "playing the 
Mozart." Less often do we hear them say they are playing the C 
Major Quartet, or K. 465, or the " Dissonant" Quartet. 

As I have tried to indicate, the pseudo-communication chain is 
problematic. Nowadays music scholars are beginning to shift their 
focus from one end of the chain (the composer) to the other (the 
listener). Thus Rose's ideas are particularly valuable, as he writes 
of the ways music becomes meaningful, and even therapeutic, for 
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individual listeners. If the listener is understood to be active in the 
creation of musical meaning, then he/she - more than the com
poser - is the source (not simply the destination) of what is loosely 
taken to be communication. Yet many listeners - such as the 
essayists writing on K. 550 quoted above - still think they have 
received communications from composers. The composers who 
allegedly communicate with them are not the real flesh-and-blood 
people who created the scores that the performers interpreted, but 
rather a mental construct. Music theorist Nicholas Cook writes of 
denying " that the author is a free agent, the source from which 
meaning flows; instead the author is seen as a construction of 
ideological forces, and meaning is seen as being negotiated between 
those forces and the reader" (Cook, 1995: 426). 

In their minds, each of the people who wrote interpretations of 
the G Minor Symphony created their own Mozart, who is only 
tangentially related to the Mozart who actually lived. These virtual 
Mozarts are believed to communicate to these listener- interpreters, 
but since all these Mozarts are different their "communications" 
are different. 

Time and therapy 

Rose is quite right when he states in Chapter 5 that music " is 
meaningful primarily through time." I find fascinating Rose's 
explanations of how music's temporality gives it its power to help 
neurologically damaged individuals, such as those suffering from 
the sundown syndrome. Up to a point, it would seem to be the 
cyclic and repetitive nature of music (e.g. the constant beat to 
which listeners may entrain their bodily motions, and the four
measure phrases succeeding one another throughout much of a 
piece) that makes it calming. But if this were the whole story, it 
would be the repetitive, unchanging nature of music, more than its 
march through time, to which disturbed patients react. And then 
we might expect the most repetitive music to be the most soothing. 
But I wonder if that would be the case. I do not know if anyone 
has tried to soothe patients by playing pieces like Steve Reich's 
Piano Phase, Philip Glass's Music in Fifths, Maurice Ravel 's 
Bolero, Erik Satie's Vexations, or certain piano sonatas of 
Clementi, but I would doubt that such music would be as tran
quilizing as the examples Rose cites, extending from country music 
to that of Bach and Handel. This is because excessive repetition, 
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excessive sameness, begins to produce not an inner calm but rather 
an inner tension: there is only so much repetition or predictability 
that a listener can take before beginning to feel trapped by the 
music, before experiencing the tension of a small sound-world 
seeming to close in on the self. This is where temporal orderliness 
can turn against itself: musical calm, I suspect, comes not from a 
maximum of order but from a balanced admixture of (mostly) 
order and (some) disorder, of regularity and irregularity, of pre
dictability and surprise. Excessive order (as in the works just 
mentioned) and excessive disorder (as in the second movement of 
Ives's Fourth Symphony, for example, or in certain compositions 
of Iannis Xenakis) can produce a profoundly unsettling experience 
of musical time. 

And so, let us not lose sight of music's ability to produce the 
opposite effect from calming: music can upset otherwise calm 
people! I am not sure it is the same music which does both, but 
music with irregularities, discontinuities, etc. - music that goes 
against the expected regularity which (as Rose demonstrates) is 
what makes it a powerful tranquilizer - can be disturbing. The 
harrowing effects of, for example, Beethoven's Grosse Fugue or the 
first movement of Mahler's Seventh Symphony, or the barbaric 
asymmetries of Stravinsky's Rite of Spring, depend in part on the 
denial of regularity and of expectation. This music unsettles as 
much as regular music that Rose mentions soothes. Hence this 
music requires some getting used to, as does any new learning. 

I do not wish to discount the extraordinary calming power of 
certain music, but I do believe that music which deeply disquiets us 
has an equally wondrous power. This is the ability to induce 
strangely new, at once unfamiliar and shockingly familiar, emo
tional states in listeners who are able to give themselves over to the 
vulnerability of such musical experiences. 

The question of the orderly versus the disorderly is ultimately 
temporal: soothing music tends to be predominantly (but not 
exclusively) temporally regular. Unsettling music tends to com
promise its temporal regularity with striking irregularities. And so I 
can, on one level, scarcely object to Rose's idea that "one normal 
function of music is to support the illusion that time 'flows' in an 
ultimately orderly way." But on another level this statement hardly 
tells the whole story (nor does Rose believe that it does) . Music 
whose time flow is mostly ordered may soothe disturbed patients, 
but it can bore other listeners. It may provide a comforting context 
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for dancing, or for entering into the rituals of a rock concert, or for 
humming away in the background as we go about other tasks. But 
music which is listened to with deep involvement and complete 
concentration, without accompanying other activities, often 
appeals not because of its even temporal flow but precisely because 
of its deviations from the expected regularity to which listeners 
have become entrained. 

Rose calls musical time flow an illusion, and I agree. Perhaps it is 
not time that flows in music but rather music that flows through 
time. Perhaps time is not a river flowing by us, but rather it is we 
who move, along with the music we hear, through a temporal 
landscape. Whether or not time flows is a major philosophical 
question, not likely to be resolved here. But it is useful to keep clear 
these two alternative ways to regard musical temporality - the flow 
of time through music versus the flow of music through time. Thus, 
I think Rose is being too loose when, in discussing nonrational 
intuition, he equates "the flow of time" with "human advance 
through time. " One of these two concepts says that time moves 
(and we observe it do so), the other that we move through (a 
presumably static or eternal) time. 

Rose is aware of this distinction, and of its insolubility. Thus he 
is able to end one section of Chapter 5 by stating that " it is not 
time that passes but we," yet near the beginning of the next section 
he invokes music's power to destroy the sense of time's passage. 3 

We can have such seemingly contradictory views of time because 
time is not like any other life experience, nor like any other entity 
or concept we know. Trying to pin it down as either in motion or 
static serves only to obscure its profound pervasiveness in all we do 
and all we are. As Rose states elsewhere, music offers the opportu
nity for reordering beyond the conventional categories of temporal 
succession. 

If time neither solely flows nor solely stands still, what can we 
say about music? That it too neither flows nor stands stilI? I prefer 
to think of music as both moving through time and standing still. 
Music accomplishes the apparent impossibility of moving and not 
moving simultaneously. This is because virtually all music is at once 
progressive and cyclic, linear and nonlinear, diachronic and syn
chronic, irregular and regular, becoming and being. Music in which 
cyclic, nonlinear, synchronic, and regular qualities predominate 
may be the music that is most soothing, the music that works best 
as "temporal prosthesis" for the neurologically impaired. Music in 
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which the progressive, linear, diachronic, and irregular qualities 
prevail is the music which can shake some listeners to the depths of 
their souls. 

Interestingly, Rose discusses Javanese gamelan music, which is 
unusually cyclic. The temporal regularity of this music would seem 
to make it a good candidate for temporal prosthesis. I would 
indeed be curious to know what their responses would be if 
gamelan music were played for disturbed Western patients (J would 
also be interested in its effect on troubled Javanese). Would its 
unfamiliar sound world preclude it from calming them, or would 
its ordered cyclicity soothe the patients?4 

Actually, traditional Western music also contains temporal 
cycles embedded within larger cycles, somewhat like those in 
Javanese music. I am referring to musical meter and its hierarchic 
properties (for example, a prototypical four-measure phrase acts 
like a large, slow 4/4 measure). What is the distinction between 
Javanese musical cycles and those of the West? A major temporal 
difference is that the higher levels of the hierarchy in most Western 
music contain frequent irregularities (when, for example, a phrase 
expected to last four measures is extended by one or two "extra" 
measures). These irregularities are subtle: we do not realize we are 
experiencing, for example, a five-measure phrase until it fails to end 
in its fourth measure. These so-called "hypermetric" irregularities 
might make Western classical music not the best candidate for 
"temporal prosthesis," and indeed the soft rock and country music 
Rose mentions generally have regular hypermetrical structures. 

Since Rose is particularly interested in music's temporal regu
larity, it is hardly surprising that he is attracted to Epstein's theory 
of proportional tempo. Epstein has shown a predilection in much 
music for proportional tempos. Proportional tempo is indeed a 
seductive force in music, particularly since the relative tempos of 
the levels of the hypermetric hierarchy are usually 2: I and some
times 3: I but only occasionally some other ratio. Neither com
posers nor performers (nor, let us hope, listeners), however, are 
slaves to proportional tempo. Not every performance or every 
composition follows Epstein's theories. Non-proportional tempos 
can be startling or even upsetting to a listener, but it is sometimes 
in the very process of being confused - as in any new learning -
that listeners ultimately gain their greatest meanings from music. 

Epstein does not discuss exceptions very much, since he is trying 
to explicate the widespread occurrence of proportionality. However, 
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as a composer and a listener, I know that I often relish, and am 
taken by, and moved by unpredictable tempo relationships - pre
cisely those that do not follow simple proportions. Unusual tempo 
ratios can jolt me out of my complacency, and cause me to pay close 
attention to the temporality of the music I am hearing. Such music 
can be exhilarating precisely because of its unpredictability. In our 
praise of music's orderliness, let us not lose sight of the irrational 
nature of certain music (here I specifically go beyond Rose's "non
rational" qualities of music), which can be among the most pro
found music we have. Proportional tempo may well be the norm, it 
may be expected, it may (as Epstein claims) have a biological basis, 
and it may possibly even contribute to temporarily resetting a 
dementing process in those who listen to it, but it is not inevitable. 

I would caution Rose not to accept all of Epstein's ideas 
uncritically. Epstein certainly offers a strong case for proportional 
tempo (and for the cubic curve underlying rubato), but these ideas 
remain controversial and have been challenged on a number of 
grounds by various scholars. 

I am impressed by the numerous instances Rose discusses 
wherein music integrates and cures (to use Sacks's terms, as quoted 
in Chapter 5). I find that the therapeutic uses of music speak 
volumes about its fundamental importance. And I imagine that 
well people react to music in some of the same ways. But I think it 
is important to remember that not all music has therapeutic 
potential, and that well listeners may react to aspects of the music 
other than its temporal regularity. Disturbed patients, and patients 
with Parkinson's disease, may respond to music's soothing regu
larity because it fulfills a need they have for stability. But those of 
us who live in the outside world, which in some ways is already too 
full of order and predictability, may well crave - or at least 
respond deeply to - musical instances of instability, irregularity, 
discontinuity, unexpectedness, or irrationality. This may be 
because we need some amount of those qualities, precisely because 
they unsettle us. As Morse Peckham (1965) has suggested, in 
dealing with the most challenging art - in trying to impose some 
sort of order on, or discover some sort of order within, its apparent 
disorder - we grow, as individuals and ultimately as a culture. This 
kind of intellectual and emotional growth, occasioned by challeng
ing and seemingly irrational music, is as necessary for the well 
among us as the stability provided by temporally regular music is 
for the disturbed and sick among us. 
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Rose explains in Chapter 3 that music tends to lose some of its 
irregularities in memory: "a system left to itself [I would have said 
'to a perceiver'] tends to lose asymmetries and become more 
regular. Memory reinforces this tendency; less good shapes tend to 
be forgotten." Indeed, this fact has been substantiated through 
experiments in music perception. Irregular music is often recalled 
in a version more regular than what was originally heard. This 
process of regularization is similar to what happens with muzak, 
when it uses some music of the classical or romantic eras. Muzak's 
arrangers often recompose the music they borrow so as to remove 
striking harmonies or irregular meters or rhythms - things which 
they believe may be too startling, too noticeable. As a result, the 
music is supposed to soothe people in grocery stores or wherever, 
and even encourage them to buy. It tends to annoy rather than 
soothe those who are deeply involved in the music that is being 
watered down, however. But background use of simplified music is 
akin to the use of temporally regular music to calm the disturbed. I 
am not against such uses of music, of course, but I think it is 
important to remember the power of music, when carefully listened 
to, to do just the opposite. "Music heard so deeply that it is not 
heard at all, but you are the music while the music lasts," as T.S. 
Eliot (1943) wrote. 

Music's therapeutic power may go beyond temporal regularity 
and muzak's simplifications. As Rose remarks (in Chapter 5), 
music "may have to do with self-recognition, union, reinforce
ment." This is, according to Rose, because of not only music's 
periodicity and motion but also its patterns of tension and release. 
Music may indeed mirror the mind in these ways. But, again, let us 
also remember the darker side of music. Challenging music, 
unusual music, may force us beyond our selves. It may help us to 
forge new selves. It may provoke us with disunion rather than 
welcome us with union. It may not mirror our minds as they are 
but rather suggest ways to expand our minds, ways to have new 
temporal experiences, ways to find new meanings, new personae. 

Rose ends up saying that we create music "in our own image." 
But some of the most profound composers (of all eras) have gone 
beyond that, creating a music in the image not of what we are but 
of what they glimpse we might become. Theirs is the music of the 
greatest profundity, but it may also be the least useful as temporal 
prosthesis. This is music in which there may, in fact, be an imba
lance of tension and release (Rose suggests in Chapter 3 that a 
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dynamic balance of tension and release is central to all art), and in 
which the frame is not always "secure and sensitive." When I think 
about the music that has moved me, and changed me, the most -
Beethoven's A Minor String Quartet (Opus 132), Mahler's Ninth 
Symphony, Schubert's C Major String Quintet, Sibelius's Tapiola, 
Bach's B Minor Mass, Brahms's Clarinet Quintet, Mozart's G 
Minor Quintet, Ives's Trio, Bartok's Music for Strings, Percussion, 
and Celeste, Stravinsky's Symphonies of Wind Instruments, 
Messiaen's Chronocromie, Xenakis's Eonta - I find music of con
siderable tension (with releases, to be sure, but not necessarily with 
a balance between the two). This is music in which "returning to 
the central tonality of the 'home' key" (Chapter 3) may not 
"always bring a relief of tension." This is music which does not 
consistently offer "a dynamically-balanced holding environment of 
virtual tension and release." I have difficulty imagining such pieces 
as soothing mentally or physically impaired patients, because 
soothing is precisely what they do not try to be. 

Music and words 

In Chapter 7, Rose recounts fascinating stories about people turn
ing to music at times of severe stress. These stories are compelling 
and moving. They make me want to know more: how does music 
serve to comfort the frightened? I suspect the answer is something 
more than music's temporal regularity, something more than what 
seems to calm disturbed mental patients. Echoing Zuckerkandl, 
Rose suggests that singing together melts away people's separate
ness. This is no doubt true, but why is music-making such an 
efficient communal activity for bringing people together? How does 
music succeed so well in uniting people under stress? 

Since the music produced by people bonding together in the face 
of adversity is usually texted, I wonder particularly why singing has 
its unique power, compared to simply reciting verses or humming 
music without words. Rose is on the right track when he states in 
Chapter 7 that "the content of the song was always secondary to 
the music." By "content" he must mean verbal content. But does 
not the real content of song lie in the amalgamation of the words 
and the tones? In the most effective songs - including of course 
songs that bring a sense of strength to threatened people - the total 
experience of singing and/or listening is more than the sum of the 
experiences of hearing the words and listening to the music. 
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Rose suggests a reason why people under emotional stress turn 
to song, why words alone are not sufficient to provide comfort and 
solidarity. As he notes, tunes are experienced as entities, not note 
by note. 5 The unitary wholeness of a musical melody is not an 
objective fact. Composers and performers do not communicate 
wholeness in the melodies they produce. As Rose explains in 
Chapter 3, a musical line is not literally an organic whole, but if it 
has certain requisite characteristics, listeners will sense in it a 
sufficient similarity to their own inner notion of wholeness that 
they will mentally constitute it as unitary. 

The same is true of words, I believe, but less so. When I listen to 
speech, I of course take in the meaning (as I construe it in my 
mind) of a verbal phrase as a whole, but I am also aware of the 
individual words and morphemes6 that help to convey that mean
ing. But I am less aware of the individual phonemes,7 just as I am 
less aware of individual tones in a melody.8 

I would like to suggest, on a hunch and without any scientific 
justification, that people are less aware of individual notes in a 
heard melody than of morphemes (or syllables or words) in heard 
speech. Why would this be? Perhaps because we are all experts at 
listening to and parsing speech, whereas most of us are amateurs at 
singing and at analytic listening to music. Amateur musicians hear 
complete gestalts more than individual components; experts hear 
both. When words are sung to music, the integrated listening that 
is second nature to music listeners casts its unifying influence over 
the words, so that we hear musical gestalts binding together verbal 
morphemes. 

The reason that melodies may be experienced as more nearly 
unitary than speech may be this: there are far fewer possible tones 
that can continue a melody begun than there are words that may 
come next in a speech pattern. The repertory of tones available in 
most musical languages is far smaller than the repertory of words 
or syllables available in most natural languages. Hence strings of 
morphemes may go many places, but strings of notes are more 
constrained, and hence are understood more as a unit. 

It is true that natural languages have relatively small repertories 
of phonemes, however, but I do not believe that we construct 
meanings from the phonemes as we hear them so much as we react 
to the morphemes, which have far greater variety. The phonemes 
have a basic importance, of course - it is they that we literally hear. 
But it seems to me that the morphemes, more than phonemes, 
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correspond to individual notes of a melody, and musical notes 
create greater continuity and greater unity than do spoken 
morphemes. 

Music can provide a comfort of wholeness that is stronger than 
that of speech. By singing we bind the words together into unitary 
experiences, and being unitary is precisely what is needed in the 
face of the fragmented experiences of fear and loss. Words alone 
can support the fragmentation of a damaged personality, whether 
hurt through loss of a loved one, fear, or illness. But words sung to 
music resist that breaking apart and offer to the person who sings, 
and to the people who listen, the integration that has been taken 
from their lives. 

As a professional musician, and in particular as a professional 
analyst of music, I have a more difficult time achieving that 
wholeness than does someone who listens to melodies only as 
entities, someone who does not have the habit of pulling melodies 
apart to look for relationships between individual tones. It is often 
noted that professional musicians and music scholars may lose 
some of their emotional responses to music, the very responses that 
attracted them to music earlier in their lives. This paradoxical 
change is sometimes explained by an alleged shift of musical 
responses from the right to the left brain hemisphere (relevant 
research is cited in Kramer, 1988b: 404, notes 31 - 32). But another 
explanation is what I have just suggested, inspired by Rose's ideas: 
that amateur listeners and singers sense mainly the wholeness of 
melodies, which have the power to concatenate possibly disparate 
words. Music for them is an integrating and an integrated experi
ence, an ordered experience, an experience of continuity and 
wholeness. Once musicians begin to pull melodies apart into indi
vidual motives or single notes - whether in rehearsal or under 
music analysis - then it becomes less automatic, and possibly more 
difficult, to sense only their wholeness. And so music performers 
(particularly those who play or sing from notated scores) and 
music theorists may have a richer understanding of music than 
amateurs do, but they also may find it rare to be profoundly moved 
by continuous, integrated melodies. 

For most people, music is comforting and integrative, and it has 
the ability to console and to cure. It is therefore hardly surprising 
that music plays an important part in almost everyone's life. There 
are no cultures on earth without music. Music pervades our daily 
lives, our rituals, our religions, our leisure activities, our times of 
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stress and loss. Few people have asked how or why music is so 
potent and pervasive. Now, thanks to Rose's groundbreaking 
work, we can begin to understand from a psychoanalytic perspec
tive some of the reasons behind music's ubiquity and power - the 
power to stretch as well as to soothe.9 

Notes 

Jonathan D. Kramer 
Professor of Music 

Columbia University 

An example: Justin London suggested (in a private conversation) that 
communication must be present for the jokes in Haydn's music to work. 
Even today, two centuries after the composer placed his rather specific 
messages into his scores, listeners "get" the jokes. The communication 
chain is complete, and listeners understand what Haydn wanted them to 
understand. So, communication is possible. But jokes are more specific 
than most musical expression, and I maintain that, on average, most 
Western art music fails to communicate specific ideas from composer to 
listener. 

2 Perhaps the most influential statement of this attitude is Wimsatt and 
Beardsley's (1954) "Intentional Fallacy." 

3 I suggest that these apparent contradictions arise from trying to think of 
time in the same way we conceive other life experiences and other 
entities. The best way out of this conundrum, I believe, is that offered by 
Arlow (as quoted in Chapter 5): "time does not flow or stand still." 
Seeger's idea (also quoted in Chapter 5) is equally relevant: "the 
experience of time flow . .. is . . . a socially constructed form of order 
imposed on experience." 

4 Indeed, Rose does not tell us enough about therapeutic music, although 
he does mention, in Chapter 7, that not all music works therapeutically, 
and some pieces may even be epileptogenic. Some of the things I still 
want to know are: Does the same music always calm the same patients? 
Different patients? Does some music soothe some patients but not 
others? What aspects, if any, do the most soothing musics have in 
common? 

5 This is certainly true of short melodies, but those whose duration 
exceeds that of the perceptual present may be conceived, but are not 
perceived, as entities. However, listeners do chunk longer tunes into 
segments of manageable length, which are felt as unitary entities. 

6 A morpheme is the smallest unit of language that carries meaning, such 
as a syllable. A morpheme cannot be subdivided without losing its 
meaning. Thus a morpheme is analogous to a molecule (but not to an 
atom, which does not possess the same characteristics as does the 
substance of which it is a part). The musical analog of a morpheme is a 

2 
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motive - a small figure with a recognizable rhythmic and/or melodic 
shape. 

7 A phoneme is the smallest unit of language that has a distinct sound, 
such as what is represented in written language by a letter. In spoken 
language, a phoneme consists of a single sound. Morphemes usually 
consist of more than one phonemes. A phoneme is thus analogous to an 
atom. The musical analog of a phoneme is an individual note or tone. 

8 Unless I force myself to listen analytically, something I do reasonably 
often because I am a music theorist but which I did far less often in my 
younger years, before I had learned how to pull apart and analyze 
melodies. 

9 I would like to acknowledge the help of Norma Kramer and Deborah 
Bradley, who carefully and critically read preliminary versions of this 
foreword. 
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Preface 

Why do music and abstract art pack universal emotional appeal? 
And, sometimes, "therapeutic" efficacy? 

The main thesis of this book is that they tap into a biological 
need to grow and develop by newly reintegrating thought and 
feeling. 

This is key to a creative expansion of awareness. Thus, the 
inquiry itself sheds light on the creative process. 

My focus on this theme stems from long-standing interest in the 
arts and from clinical experience as a psychoanalyst. In the latter 
capacity, I continue to be struck by the shortcomings of words 
alone to touch emotions in order to effect change and growth. In 
contrast, abstract art, especially music, can have a direct emotional 
appeal. Without having to be representational, and irrespective of 
words or eventual verbalization, they both generate feelings and 
help to process them. 

Closely related to this is their mysterious "therapeutic" efficacy. 
Like truly satisfying work or the magical mutuality of love, music 
and art appear to rank among the "natural" means for expanding 
the apprehension of the riches of reality. 

My psychoanalytic understanding suggests that this draws upon 
the earliest wordless - largely vocal and kinesthetic - emotional 
rapport between infants and their parents. The infant's survival 
actually depends on the quality of this nonverbal relationship. So, 
too, do emotional growth and development. Later on, one's 
attachment to art encourages ongoing elaboration and refinement 
of emotions, thus deepening the quality of life. 

This volume is based on my trilogy on nonverbal aesthetic form 
and psychoanalysis (G.1. Rose, 1980, 1987, 1996). It incorporates 
an overview of that work but also advances the project of building 
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a theory of psychoanalytic aesthetics with new material, as well as 
by concentrating primarily on music as the ultimate abstract art. 

While fundamentally beholden to Winnicott's (1953) theory of an 
intermediate transitional area between self and objects, and the spirit 
of Marion Milner, it is essentially an original body of work. Most of 
the chapters have never been previously published, apart from "On 
the Shores of Self: Samuel Beckett's Molloy" (1973); "The Music Of 
Time in Faulkner's Light in August" (1979); " In Pursuit of Slow 
Time: Modern Music and a Clinical Vignette" (1984). 

The nature of the project is such that it seems fitting to share 
some of its personal background. 

As a youngster I kept being reminded by my parents that these 
were the best years of my life. I had every reason to be happy, they 
rightly said; and they, every reason to expect that I be grateful in 
return. I could only agree. But felt more woeful than ever. 

Fortunately, along the way I learned that nothing could beat 
Beethoven's piano sonatas for expressing emotion - safely. And 
the best place to listen to my sister play Beethoven's sonatas (far 
better than I could ever hope to) was lying under the piano. From 
rage to yearning, I could connect with a whole range of emotion 
without being accused of being ungratefully unhappy. 

There I could listen to myself, too: feel feelings, think thoughts, 
think feelings, feel thoughts. And be whole again. 

The same baby grand piano and a couch have long shared space 
in my office. There, my entire adult professional life has been spent 
listening - behind the couch or often face to face - to other people's 
thoughtful feelings , feelingful thoughts - and my own responsive 
resonances. The organizing principle has been the importance of 
exercising minds of our own in such a way that feeling and thought 
are equal partners. 

In my office I listen for the "music" - i.e., the feeling - behind 
others' speech and behavior as I try to help them with their task of 
mastery and integration. As music led me under the piano to find a 
wholeness of thoughts and feelings, the "music" of feeling guides 
me through seemingly endless variations toward the inner 
coherence of underlying identity themes. 

* * * 
It is astonishing that, until recently, feelings - the very origin of 
psychoanalysis - have been down-played in psychoanalysis. 
Likewise, art. It has been almost a mantra in organized psycho-
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analysis that it is a science and hence worthy of respect. Art is not 
only not science, it is based on its very opposite: illusion. Art is also 
worthy of respect, of course. There is no denying that great writers 
anticipated psychoanalytic truths. 

Whatever the reasons, whether the security of a century of 
accumulated experience and expansion, or the threat from rival
rous contenders - its own intellectual offspring - the centrality of 
feelings is being restored into the field of psychoanalysis. Art 
stands ready to be mined as a treasured resource for their study. 
Just as psychoanalysis can shed light on why one needs art, art can 
help teach psychoanalysis more about emotions. 

Since art can play a significant role in helping to modulate 
emotions, as indeed I so maintain, then we need to rethink the 
primacy accorded to psychoanalytic insight via verbalization on 
the couch as the royal route to access and integrate feelings with 
thought. Nonverbal affect embodied in abstract art like music may 
need to be assigned a status alongside the established importance 
of narrative fantasy, free association, interpretation and insight. 
Contrary to what I was taught to believe in years of school-room 
Latin, it appears that first-class thinking may not be substantially 
limited to if not synonymous with language. 

It may be suspected that raising such possibilities reflects early, 
unresolved rebelliousness now aimed at analytic orthodoxy. And so 
it may. But, if so, it also arises from a richly savored personal and 
cultural life and, most importantly, the privilege of a fulsome 
career in clinical psychoanalysis, itself. So I believe. 

* * * 
It remains to say a few words about the use of the terms "feeling," 
"emotion" and " affect," which I have been using fairly loosely. 
"Feeling" and "emotion" are almost synonymous except that while 
we are aware of feelings we may not always be aware of emotions. 
Emotions are accompanied by physical manifestations such as 
shortness of breath, or rapid heart beat; these may then call one's 
attention to the existence of underlying feelings. As for the term 
"affect," because of the metapsychological thicket that surrounds 
the concept, I try to limit its use to technical matters such as affect 
regulation or nonverbal affect. 

A recent explication (Matthis, 2000) brings needed clarification to 
the concept. Affect arises from an affective matrix whose ultimate 
location is embodied within the nervous system. Affect comprises 
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feelings, emotions, and "affect equivalents" in the form of psycho
somatic symptoms or somatic illnesses. Because of its basic origin in 
the body, affect reflects an ongoing bodily potential to react in two 
different directions: psychically with conscious, subjective feelings 
or emotions, as well as to respond physically with the objective 
physical signs of "affect equivalents." Thus, most importantly, the 
term "affect" emphasizes the fact of embodiment for feelings, emo
tions and affect equivalents. 

The same bodily aspect holds for words. To Lacan's dictum that 
the unconscious is structured like a language we may rejoin that the 
ego is first and foremost a bodily ego. As Freud pointed out in one of 
his earliest works (On Aphasia, 1891), words are also physical events 
arising from sensory sources in parental language and intonation. 
Early analysts found bodily sources of language in the infant's 
gestures (Ferenczi, 1913), sphincter activity (Sharpe, 1940), and 
nursing patterns (Spitz, 1957). The philosopher, Cassirer (1923), 
demonstrated the first conceptual differentiations of language in 
the body. 

The physicality of words is exploited most eloquently in poetry 
where a context of pulse and silences convey sense through sound 
(Rose, 1980). Thus relating poetry to music. 

Words, music, feelings - and embodiment. 
As music led me originally to what I consider the heart of psy

choanalysis, namely, feeling, it seems a natural development that 
the perspectives of psychoanalysis now lead me more deeply into 
the nature of music and abstract visual art. 

As I sought words to express feelings, I learned to value music 
the more: it frames the silences untouched by words. And the 
mystery. Contemplating which seems not an unfitting task for the 
later days of one's years. 

Among the most puzzling mysteries is the almost magical way in 
which music can sometimes almost instantly, if temporarily, "jump
start" normal feelings , motion and identity where these have been 
seemingly destroyed by inexorable neurological disease. Specula
tions are offered in terms of (I) the power of "implicit motion" in 
music reinforcing faulty neurobiological rhythms, and (2) all art 
stimulating affect-regulating internalizations - both old, preverbal 
ones and perhaps providing external transferential models for 
building new, nonverbal ones. 

This book is not primarily a clinical investigation. Therefore, 
although it makes use of case examples, it does not rely mainly on 
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psychoanalytic observational data as evidence emerging from the 
couch. Rather, the methodology makes use of basic psychoanalytic 
concepts - the interplay of primary and secondary processes, the 
implicit motion embedded in their patterns of tension and release -
plus trauma theory and data from early development and neuro
science; it applies these tools to such questions as how nonverbal 
abstract art integrates thought and feeling. 

The effort succeeds, I believe, in contributing new heuristic per
spectives to perplexing problems. Perhaps more importantly, it 
stimulates new questions such as how ongoing emotional differ
entiation and psychic integration take place other than by verbal 
insight and analytic working through. 

For the benefit of lay readers who are put off by technical 
jargon, I try as far as possible to favor ordinary usage. For 
example, primary and secondary processes are often rendered into 
imagination and knowledge or cognition. However, these terms, 
whether technical or popular, are never divorced from their under
lying economic attributes of tension (the long-circuiting of second
ary process) or release (the short-circuiting of primary process). 
These are retained as fundamental to the argument. 

Freud's own writing style might well serve as a model. It 
illustrates a "marriage" of primary process imaginative freedom 
with secondary process logical control such that the "music" of his 
prose "enacts" the ideational content (Mahoney, 1987). I would 
like to think that a combination of some degree of poetical style 
and terse, nontechnical clarity helps bring my work to the 
appreciative attention of receptive readers. 

* * * 

The book as a whole owes its being to my life companion. 
Deprived of self and memory in the long dying of vascular 
dementia, a radiant smile at times still bore witness that a soul yet 
lived. None other than hers who was our Anne, it inspirits this 
effort. 
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Chapter 1 

Between words and music 

Where does aesthetic responsiveness arise? A prototype may well 
lie in the nonverbal emotional rapport and empathy of the 
earliest infant- parent interplay. Within this matrix are found, too, 
the rhythmic sing-song and syllables that universally comprise the 
rudiments of music and words. Reaching further back, there is 
the interactional synchrony that neonates manifest within twenty 
minutes of birth: they react to voices with synchronized movements 
(cited by Benzon, 2001). And still further, since auditory systems 
become active three to four months before birth, perhaps the fetus 
becomes entrained to speech patterns in utero. Little is known about 
any of this. 

We know perhaps even less about the continuum between 
knowing and feeling. Or words and music. We do know that words 
and music are both rooted in the body. As Freud (1891) made clear 
in a number of his writings beginning with On Aphasia, every word 
has been bathed in sensory sources coming from parental speech 
and intonation. There is no such thing as a disembodied word. 

Emboldened by recent neuroscience, it would seem more apparent 
than ever that cognition and feeling are basically inseparable and not 
only in infancy. In the course of development and the attrition of 
daily life they become more differentiated from each other. 

It is a common problem of clinical practice to attempt to rejoin 
them and thereby help restore a sense of inner and outer wholeness 
without the danger of flooding. The early discovery of transference, 
then counter-transference, and now an increased sensitivity to 
intersubjectivity are among the tools in this direction. 

As for words and music, words tend to cluster towards the 
knowing end of the intellect- feeling spectrum; music towards the 
opposite pole. 



2 Between words and music 

Let us begin with clinical technique and then turn to other 
matters which arguably can be located somewhere in the mid-range 
between words and music: the difference in how verbal and 
nonverbal information is registered; the contribution of musical 
sensitivity to therapeutic communication including predicting 
suicidality; some bodily correlates of poetry and music; and 
recent thinking about the neurobiological basis of the sensory 
qualities of our subjective world. We will return specifically to 
words and music via one musician's brave attempt to translate 
eight bars of music into words - only to demonstrate once again its 
ineffability within what has been termed the "mysterious leap" 
between body and mind. 

* * * 

It is a truism of psychoanalysis that insight without emotional 
involvement is of little therapeutic value. How can treatment unite 
thinking and feeling? 

The long-established principle is that of "working through." For 
however long it takes, one hopes that a new cognitive insight will 
eventually percolate down toward the depths of one's affective 
core; at the same time, the defenses that keep deeper feelings 
sequestered from mature thought may gradually yield to the 
emotional constancy of the treatment alliance and tactful, timely 
interpretations of its transferential distortions. 

Alas, life is short and psychoanalysis - perhaps necessarily -
long. 

In actual practice, experienced therapists find their own guiding 
principles the better to bridge between abstract theory and the 
pressing needs of reality. 

Here are some of mine. 
The arts sensitized me, and clinical experience confirmed, that 

psychic boundaries are permeable rather than being firm structures. 
Accomplishing what language does not readily do, the arts sub
jectify the outer world and objectify the inner; they show that the 
boundaries of subjectivity and objectivity are more permeable than 
traditional psychoanalytic theory used to teach. (Think of Munch 's 
painting of the experience of a kiss as a graphic representation of a 
meltdown of boundaries. Or the conflation of inner and outer 
surfaces in a Mobius strip.) They pioneered the insight that there 
is no immaculate perception without subjective interpretation, no 
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reality without imagination, no thought without feeling. Con
temporary neuroscience is adding heft to these principles. 

It is useful to think that the constant interplay of imagination 
and knowledge helps each evolve to higher levels of development 
and complexity. One does not simply outgrow and abandon earlier 
forms of imagination and graduate to mature secondary process 
knowledge of reality. A less simplistic (and less dour) view: the past 
is an ever-present accompaniment and an only partially accessible 
resource, supplying the potential for both harmony and dissonance. 

A child may outgrow an actual comfort blanket or other tran
sitional object; but much of adult feelingful thinking continues to 
take place in Winnicott's (1953) intermediate area. Here a transi
tional process of continuous interplay of inner and outer (Rose, 
1978) in an open system (von Bertalanffy, 1968) reflects the 
dynamic between a breathing self and a changing reality - each 
shaping the other to create a unique synchronous totality. It is a 
minor, everyday version of the creative process bringing novelty to 
the tired, old familiar and building a bridge to the new and 
heretofore strange. 

Ego boundaries expand and constrict as a person's need for 
privacy alternates with the wish to share, be silent as well as com
municate, savor distance as well as closeness, regress perhaps to 
consolidate further before venturing again to progress and explore. 

All these dynamic shifts arise out of a field of dynamic forces 
which may be understood in time. Or not. In the meantime, pro
fessional name-calling such as "Resistance!" connotes an adver
sarial static state and recalls an outdated early era in the history of 
psychoanalysis. 

The therapeutic process may usefully be thought of in terms of 
music. Music is not about playing notes; music consists of silences 
that breathe and shape the sound, engendering depths of feeling to 
be experienced without the necessity for immediate understanding. 

As in music, a holding environment based on attunement 
and stability provides a reliable structure conducive to affect. 
Unrelieved structure, however, like a blank screen, may degenerate 
into a shared torpor rather than encouraging the freedom to 
discover and learn to express affect. 

In addition to interpretation, other active measures consistent 
with objective neutrality and abstinence may well be required to 
promote affective interaction and keep the process from languish
ing. Flexible spontaneity and a readiness to improvise are called for, 
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such as introducing discrete doses of controlled dissonance like 
changes of tempo and rhythm. 

All this depends, of course, on the therapist's own subjectivity: 
constraints and possibilities inherent in one's character and 
humanity, assurance arising from the thoroughness of one's 
personal training analysis, an ingrained habit of self-appraisal, and 
the confidence that accrues from successful clinical experience and 
learning from one's mistakes. For the practitioner, the immense 
good fortune of a full personal life may be nothing less than a 
mental hygiene necessity. 

Flexibility and spontaneity, however much hedged with cautions 
about respecting traditional parameters of neutrality and abstin
ence, the constancy of a reliable holding environment, and the 
necessity for self-appraisal should not be dismissed as mere boiler
plate. On the other hand, since nothing short of a handbook of 
clinical illustrations would be sufficient, I will limit myself to 
sketching some of the ways I try to connect with a patient's 
unverbalized affect - without scrupling too much about whether 
this is " real analysis" or "just therapy." 

Simply put, I try to discern and speak in the person's natural 
language. This includes noting, accommodating and perhaps 
matching - not aping - phonological features of speech such as 
tempo, rhythm and volume. Also pertinent are the frequency and 
quality of silences, accompanying body language, congruity or 
discrepancy between style and content. I pay particular attention to 
trying to discover the latently operating metaphors that so often 
connect content with underlying feeling. All this may happen 
quickly or take many sessions. 

The phonology and metaphors seem closely related to and 
embodied in much that is nonverbal. As I become comfortable with 
the style, like attending to a new language and adopting some of it, 
I frequently notice a mutual unbending taking place. Even the 
breathing seems easier. These considerations must be closely 
related to empathy, for it has been noted that adult partners who 
match their patterns of vocalization and pauses tend to feel more 
empathically related (Jaffe and Feldstein, 1970: 95- 96). 

A personal example far removed from professional life comes to 
mind and may convey what is difficult to express. As a pre
adolescent I spent some summers on a farm and hung out with the 
adult son of the owner, who seemed to enjoyed teaching me how to 
do some of the chores like milking. As a young adult years later I 
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traveled to that part of the country and looked for the farm. It was 
boarded up and seemingly abandoned. Walking over the fields I 
saw a man. As we approached each other I called out, "Fred?" He, 
squinting, replied: "You look kinda natural!" 

I often wondered later what went into the homey acknowledge
ment. Had I unconsciously reverted to an earlier gait, and/or 
perhaps mirrored his? Was it this whole gestalt, as well as my voice 
and "tonality" - certainly not my features for I was now grown in 
total appearance - that had allowed him to recognize me through 
himself as "kinda natural"? 

As in relating this anecdote, as time has gone on I am not shy 
about using personal examples to illustrate something or make a 
point if it is apposite. It sets an example of my feeling comfortable 
and inviting the other to join me. I may also free associate aloud to 
something the person has said, or has not said, or expressed 
posturally or in some other nonverbal way. It sets an example of 
daring to be free even if it risks looking foolish or making a 
mistake, which I am also ready to admit. An instructor long ago 
defined doing therapy as: "two people sitting in a room, one is 
probably anxious, and it better not be you!" 

In the ambience that I am describing, humor comes naturally to 
me. At its best, its use does not detract from always remaining 
serious if seldom solemn. In the course of time I have refined its 
use in therapy and have previously discussed it (Rose, 1969). It 
is an important aspect of my style along with striving to find 
the right metaphors, being guided largely by nonverbal cues, and 
using myself as a human instrument to invite a freer affective 
interchange. 

As an example of using myself as an instrument, there are times 
when ironic self-directed humor emerges spontaneously. This can 
serve as an inoculation against unhealthy self-importance. It also 
sets a further example that there be no immunity - myself included 
- from detached objectivity. When directed towards the other 
person, it licenses me to be direct without being cruel, as it also 
counteracts any tendency to infantilize by being overly compassio
nate and over-identified. When it occasionally misfires, it offers an 
opportunity for clarification and a yet closer working alliance in 
which it is clear that I am not above - indeed, I invite - mutual 
criticism and candor. 

* * * 



6 Between words and music 

Progress in cognitive psychology has brought a clarifying restate
ment of the problem of connecting underlying feeling with con
scious thinking, if not how to solve it. Instead of feeling versus 
thinking, it offers a different duality: verbal versus nonverbal 
information processing. They are encoded and organized in differ
ent formats and are stored in separate systems specialized for each 
type. We turn now to summarizing some of the work of Wilma 
Bucci (1985, 1997). 

Mental representations appear to be stored in dual codes: verbal 
and nonverbal. Verbal information is encoded and stored in lin
guistic form and may involve abstract phonological or semantic 
codes. The verbal system is activated by words, whether in the 
form of inner speech or verbal thought. 

Nonverbal input is encoded and stored in perceptual forms 
which includes kinesthetic and visceral as well as other sensory 
representations. The nonverbal system is directly activated by 
pictures, sounds, tastes, smells and feelings. 

Experimental studies show how important imagery is in forming 
mental representations; and that both imagery and emotion are 
associated with the nonverbal system. Since thought depends on 
mental representations, which require imagery, which is stored 
in the nonverbal system, it follows that the nonverbal system is 
closely implicated in thought. More cogently, language can no 
longer be considered the major vehicle of thought; the nonverbal, 
imagistic component of thought - closely related to affect - may 
be an equal if silent partner in cognition. 

Repression is more likely to involve the nonverbal system. This is 
where much painful material may be stored, de-linked from words 
and never represented in verbal form. 

The problem for psychoanalytic treatment is that the verbal and 
nonverbal systems are linked but often insufficiently. A person's 
affective core is linked to nonverbal perceptual schemata. Treat
ment must go beyond dealing with verbalizable mental contents 
and reach down to the nonverbal levels where so much of the 
emotion is encoded. Free association and dreams aid in this. So, 
too, do the various devices beyond verbal interpretation that we 
have been discussing, like humor, and the analyst using his/her own 
personal style as an instrument for attunement and change. 

Verbal interpretations often leave untouched emotional material 
that either has never been linked to words, as in alexithymia or 
somatization, or has been wrongly named. Language is necessary 
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to disentangle faulty verbal connections that reflect emotional 
confusions. 

Common examples in my own experience: disagreeing and being 
disagreeable; liking and being alike; objective aloneness and sub
jective loneliness; having wishes or needs and being wishful or 
needy; being objectively broke as against feeling poor, deprived, or 
helpless; authoritative and authoritarian; making judgments and 
being judgmental; moral and moralistic. 

In addition to such linguistic disentanglement, Bucci appears 
to support the traditional view that conveying insight through 
language is the goal of psychoanalysis. Is linkage to language 
necessary to influence emotions encoded in the nonverbal system 
and thus effect structural change? One may question this partly on 
the basis of her own work, which shows that there is more to 
thought than language. 

By now, many therapists agree that there is more to treatment 
than words. Much change in analytic therapy comes by way of an 
internalization of the emotional ambience of the therapeutic rela
tionship, which in turn effects a more benevolently critical relation 
with oneself. Though this may never become fully conscious or 
verbalizable, it may yet prove enduring. 

* * * 

A recent book (Knoblauch, 2000) is a treasury of clinical illus
trations of the phonological as contrasted to the semantic 
significance of verbalization. As a former jazz musician as well as 
therapist, the author is able to spell out how music can serve as a 
descriptive analog for tuning in to affect. This has the merit of 
helping to make manifest what has undoubtedly been implicit and 
intuitive in the hands of many therapists. 

The following summarizes relevant aspects. 
Jazz provides a way of thinking about some nonverbal dimen

sions of psychoanalytic dialogue like tone, rhythm, tempo, volume, 
and gesture. In therapy these are intuitive and silent considerations; 
but among members of a musical ensemble group playing and 
improvising together they are explicitly musical. Improvising and 
accompaniment in jazz can be used as a metaphor for a clinical 
technique for interacting with certain patients. 

In a therapeutic dialogue musical considerations can serve to 
sensitize a therapist to nonverbal cues and thereby do more 
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skillfully what he/she may be doing intuitively - such as bring out a 
nonverbalized affect, introduce a new facet of personality, or 
prevent a premature closure. 

Rhythm, especially, is the connecting link between music and the 
body's respiration and pulse. Respiration and pulse may become 
entrained - namely, synchronized - with musical rhythms to pro
vide either soothing regularity or jolting tempo shifts and breaks. 

Some of the elements that provide order in ensemble playing 
are rhythm, tone, and each performer taking turns for soloing. In 
therapy, such nonverbal elements assume equal importance with the 
semantic content of the verbal interchange. A therapist may employ 
a rhythmic dimension to slow or accelerate the pace, increase the 
arousal, or, by using an upward turn of tone, to avoid sounding 
officious. 

These microdimensions of nonverbal communication were first 
recognized in infant- caregiver observations. There it was repeat
edly observed that each of the pair influences the other's actions 
and feelings long before verbal communication is available to 
them. Out of such interactions with each other, temporal shapes of 
feeling emerge continuously. As music structures the experience of 
time, so do these interactions. 

Attending to the nonverbal, musical dimensions of the dialogue 
can provide a point of departure for dealing with otherwise inac
cessible, dissociated affects. As in the original work with infants, 
one may, for example, match a patient's vocal rhythm, tone, and 
volume and then slowly reduce and soften them in a gradual 
process of nonverbal affect regulation. 

Knoblauch makes clear that the type of patient he is describing is 
often so inarticulate and sensitive to intrusiveness that little more 
than the most tactfully timed, nonverbal accompaniment - informed 
by musical considerations - is tolerable until considerable progress is 
accomplished. This is a slow process of symbolic elaboration and 
silent dialogue. At a much later stage this may be supplemented by 
verbal interpretation to facilitate gradual verbal articulation of 
feelings and eventually self-regulation and integration. 

A cautionary note may still be added, however. If the interplay 
between patient and therapist be thought of as a musical collabora
tion, we must respect that each intrinsically represents a different 
perspective. Also, the balance between them is constantly shifting 
in focus and weight. A "democratic" principle of intersubjective 
equality can be misleading if applied uncritically. 
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On the one hand, it is the patient who has composed the material 
and is the primary performing artist; the therapist is the sensitively 
attentive, supportive, non-intrusive accompanist and as such is 
essential but secondary. 

However, while the therapist surely acts as accompanist, there is 
more to his/her function to be applied when it becomes possible: 
for example, experienced listener, critic and professional tutor. The 
patient does not come (and pay!) in order to enjoy solo privileges 
only, but for a basically asymmetrical working partnership. 

Patient and therapist each has priority in the area where he/she 
has most to contribute. From this, meaning may emerge or be 
discovered, and perhaps surprise either one or both and eventually 
turn out to be the work primarily of either, both, or, indeed, 
essentially indivisible. 

* * * 

In contrast to the foregoing account of what makes for "musically" 
good sessions, the following communication from a young 
musician friend just beginning treatment offers a lucid account of 
what getting off to a bad "musical" start feels like. I quote with his 
permission. 

In the first session I felt rather free but there were things that I 
felt uncomfortable with: his interest and way of listening and 
talking seemed a bit acted. I had a hard time feeling where he is 
as a person. As it was the first session I didn't let it bother me 
too much. 

I walked out of my second session really down and out and 
after today's (third) session I'm really not sure if I want to 
continue working with him. 

I can' t locate him as a person and feel like it's a space of 
theatre (the theatre of therapist and patient) which wouldn't be 
all that bad if I didn't feel that there's not much space for 
emotions. In the way he talks and moves, somehow affected, 
nervous. I imagined him on stage as a musician. I believe I 
would be really put off. I can imagine having a creative session 
with him every now and then but I don't see a basis for a 
relationship of several years. 

It all reminds me of the feeling I get (and other musicians, 
too) when I play chamber music with a new person: he/she may 


