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From "Psychoanalytic Explorations in Music": Second Series. p.125-153.(1993).
How Music Convey Emotion
Overture

Art is but one of several media used in human communication. It differs from all other media by being expected not only to communicate information, but also to convey emotions, and/or to evoke some emotional response in the receiver. The trouble is that there is no agreement whatsoever among the professionals interested in art - artists, art theoreticians, and aestheticians - as to how does art convey emotions, or what is that "emotional response" art is expected to evoke.

In spite of the significance of these two questions to the theory and practice of art it seems that it was only the theoreticians studying the "arts of form" - music, dance, architecture, ornamentation and abstract painting - who were really interested in finding the answer. Perhaps, the reason for the theoreticians studying the "arts of content" - literature, poetry, drama and representational painting - lack of interest, is that they felt they have a tacit answer to those questions.

They know that any art based on a content is in fact telling us some story, and the creative story-teller is endowed with the talent to tell us his story in such a vivid and convincing manner that succeeds to activate our imagination to get involved in the story as if it would be our own experience, and then, by identifying with one or several of the heroes and their deeds, to experience the emotions appropriate to the situation. This method, of evoking the listener's emotional response by activating his imagination to identify with some human experience, is the regular one employed in regular communication, and is also the main route for conveying emotions utilized by all the arts communicating their meanings mainly by means of content. I would call it - the route of narration-imagination-identification.

In fact, most of what is regarded today as "psychoanalytic interpretation of art" is based on the tacit assumption that meanings are always related to a narrative, and the function of interpretation is therefore to reconstruct the hidden narrative line out of its unconscious symbolizations, displacements, condensations and other  distortions. The problem is that such an approach is justified only in the case of interpreting content, but not for interpretating form. Although we know that form too may represent in some cases an unconscious content, in other cases it may represent nothing beyond itself. If so, perhaps many of the interpretations assigning all kinds of latent meaning to elements of form, are nothing more than the projections of the creative imagination of the interpreter himself.

And indeed, when surveying the literature concerning the "arts of form" we can see that the theoreticians interested in these arts were never content with the psychoanalytic approach attributing the emotional effect only to the ability of the receiver to identify with some narrative latently represented by the elements of form, but always felt that form itself may have some direct effect on the receiver to arouse, induce or entice him into an emotional response.

Although this belief in the eventually direct emotional impact of form  was repeatedly expressed in the aesthetic literature concerning all media of art, it was only in the field of  musicology that some testable theories have been formulated, controlled research has been done, and the various, sometimes contrasting theories - have been systematically discussed and criticized.  Music seems therefore to be the preferred field of art for presenting and investigating the general problems of the emotional impact of art.

As this predilection also fits my personal inclination to prefer the art of music to all other arts, I will confine the discussion of the emotional impact of art in the present paper to music, with only short passages to examine whether some of the findings can also be applied to other arts, or to art in general. 

The view attributing an emotional effect to music originated already in the aesthetics of the Renaissance, as reflected in the writings of the Camerata of Florence. Vincenzo Galile, a member of that group, wrote in 1581: "Music exists primarily to express the passions with greater effectiveness and to communicate these passions with equal force to the minds of mortal for their benefit and advantage" (p. 306).  From those days on people didn't cease to discuss the possible ways by means of which music may effect and move the listener's emotions, but without being able to agree for already 300 years on any theory (see - the survey by Kivy, 1980). A significant breakthrough occurred only in the last 50 years with the formulation of two different theories worthy of serious consideration: the theory of "isomorphism" by Susanne Langer and C.C. Pratt, and the theory of "ego mastery" by H. Kohut & S. Levarie. 

1) According to Langer and Pratt, every affect has its specific form, or "Gestalt", and any message used in human communication that has a form similar to one of the affects (isomorphism) may activate this particular affect. As S. Langer said (1953): "The tonal structures we call 'music' bear a close logical similarity to the forms of human feelings... music is a tonal analogy of emotive life" (p. 27). And Pratt (1952) explains: "Music presents to the ear an array of auditory patterns which at a purely formal level are very similar to, if not identical with, the bodily patterns which are the basis of real emotion. The two kinds of pattern are with respect to their forms practically the same, but the auditory pattern make music, whereas the organic and visceral patterns make emotion" (p. 17), and he concludes: "Music sounds the way emotion feels" (p. 24).

  
2) Kohut & Levarie (1950) claimed that music may reach the listener's ear as a chaotic and unorganized stimulus, which, owing to its association with some archaic frightening sounds, may arouse anxiety. The ego, in its efforts to control anxiety, tries to master these potentially frightening auditory stimuli by organizing them and transforming them into lawful and recognizable forms of music. The affect felt is the result of the ego's mastering activity - pleasure, if it has succeeded in its organizing efforts to restore order and law into the chaos; frustration, irritation or disgust, if it has failed to accomplish it. This ego-psychological theory represents a totally new approach to the centuries old discussion of the emotional effect of art. Common to all previous theories was the implicit view of the receiver of art as a passive recipient getting the emotion that has been communicated to him embedded in the message, and the question to ask was therefore only - how is the emotion communicated and how does the receiver succeed in recognizing it. According to that new approach the receiver of art is perceived as an active agent performing some organizing work on the artistic input, while there are no emotions whatsoever that have been communicated, transmitted or suggested in the artistic message. All the emotions experienced as a response to music listening are only the by-product of that organizing activity itself. 

To summarize - we have now three theories to explain the emotional effect of music: The theories of "narration-imagination-identification", of "isomorphism", and of "ego mastery". These theories represent three different principles for explaining how art may convey emotions, or in other words - three different routes by which the artist may succeed in reaching and stirring-up his audience's emotions.

The first is the narrative route, luring the audience to identify with the experiences and emotions appropriate to the narrative by succeeding to arouse his imagination. The second is the direct route, using messages that may activate directly by means of their form the emotions the artist is interested in. The third is the indirect route, provoking the receiver's ego into that particular organizing activity that, according to the artist's experience, may result in the emotional response the artist intends to arouse. The gifted artist, as represented by the great creations of art, knows how to utilize all three routes in his efforts to arouse his audience's emotional response, and how to manipulate with the various means separately and in all possible combinations.                          

The assumption the present paper is based on is accordingly that every art utilizes all three routes for conveying its emotional meanings, while the difference between one art and another is only in the relative proportion each route is utilized. Although the "arts of content" predominantly use the narrative route, it is possible to demonstrate that they almost always utilize the two others as well, and the same with the "arts of form" which predominantly use the direct and indirect routes, but evidently utilize the narrative one as well.

The Narrative Route

Via narration- imagination- identification

The main problem to deal with is of course - to what extent is this route, dominant in the "arts of content", utilized also in music. It is evidently utilized in every music accompanied by a verbal text, such as songs, opera, ballet, and in what is called "programmatic music",  where the narrative line is  presented not by a verbal text, but only by a title, assuming that the listener knows the story by heart (e.g. - "Romeo and Juliet",  by Tschaikowsky). But these cases do not provide the  answer to the question, if music is indeed able to convey emotion by the narrative route for two reasons: First, programmatic music, and all other kinds of music based on a verbal text, make up for only a small part of music; second, a verbal text is an extra-musical means, and if relying on such a text would really be the only way for music to present a story, it would prove only that music alone is unable to communicate  any narrative line!

So the question really has to be - can abstract music, not relying on any extra-musical means, present a narrative line? The answer, I suppose, would be rather ambiguous. Most people will certainly say -no! But on second thought - if we take all these "Listener's Guide" books or attend one of the many lectures where a musicologist is analyzing one of the great symphonies or concerts by Mozart, Beethoven or Brahms, what are they guiding the listener to pay attention to? For example, let us look into one such book (Gradenwitz, 1950) and read what is written about the second part of Beethoven's Piano Concert No. 4, Op. 58: "The second part... presents the opposition between the orchestra and the soloist to the highest degree of poetic expression... the strings speak firmly, forte, in one voice, fragmented, in sharp rhythm; the solo talks softly, in piano, continuously, in full accords, in a calm movement, and some elegiac spirit hover over it" (p. 127). And so also with most of the other books - they try to show us how the various instruments of the orchestra converse one with another, how one calms down the excitement of his fellow-instrument, how they depart one from another to express each its individual opinion, only for meeting again at the end in agreement, and so on. In fact, they try to present the great creations of symphonic and cameric music not only as a narrative, but as a drama full of excitement, suspense, contradictions, and surprises. Their authors, at least, seem to have no doubts that music is indeed a narrative, that it has a plot, and that it may present an exciting drama!

Reviewing music from the historical point of view - at the beginning there was the song, a story told by words and accompanied with some melody. Then, sometime around the 13th century polyphony has been invented. At first it served its creators for exhibiting their talent and supreme ability to "play" with the laws of mathematics and architecture, or for demonstrating the magnitude of God or the Kaiser; but it took only a short hundred years for discovering that the new polyphony provide excellent means for artistic expression,  means by which the ambiguities, contradictions, struggles, tensions and releases, and all other conflicts and  dramas of life, could be even better expressed than by means of verbal language alone. And, indeed, musicians gradually began to tell their stories and create their dramas by means of pure music alone, without having to rely any longer on the support of the spoken word. In fact, the entire history of polyphonic music, as best reflected in the development of the "sonata form" from the Baroque until the beginning of the 20th century, is the invention each time of new means and techniques to make the story more dramatic, to encompass more emotional meanings, and to enhance the ability of music, as Vincenzo Galilei asked in 1581, "..to express the passions with greater effectiveness". 

The competency of an "art of form" to tell a story without relying on any verbal means isn't confined to music but comprise any art. Recently I saw a short experimental movie made by a student of art in which he presented some abstract forms built out of matches, and by using the cinematographic technique succeeded to tell a whole story only by inserting dynamic movement into the match forms. What impressed me was that the artist didn't try to imitate any recognizable form by his matches, such as a human face, or an animal (as usually done in cartoons), but succeeded only by changing and moving his abstract forms to tell a story to which his audience responded with laughter, excitation, sorrow, tension and release, as would they respond to a dramatic story.

In modern ballet   several schools have recently appeared which are refraining intentionally from utilizing any forms and movement that may have some agreed-upon recognizable meanings. They too attempt to present the whole gamut of human emotions by merely playing with pure form and movements.

These arts, telling their story only by means of manipulating pure non representational form, allow us to formulate the following general law: Any non representational modifiable form, if expanded over the axis of time, may create a narrative line, and hence - may convey meanings just as a  content. And that is really what abstract music is all about!

But, and there is no argument without a "but", even if we have succeeded to prove that pure music is able by itself to tell a story, it doesn't yet bring us closer to our main aim - to prove that the narrative content of music may serve as one of the routes for the conveyance of emotional meanings. To prove that, we we will have to cope with two additional problems: 1) Can the average non professional listener really "read" the story the composer intended to tell out of that  highly-sophisticated counterpointal transformation in which the narrative line has  supposedly been hidden? 2) Are the narratives of music really representative of the narratives of life with which the listener can identify?

1)  I remember when in my youth, I used to attend all the   lectures about music that came to town, I was especially fascinated by one lecturer who was famous for his ability to present and analyze the great classical music in a most-sophisticated manner. He opened our eyes to see, for example, how one composer succeeded in expressing the experience of separation in one of his creations by presenting two themes that are continuously running apart, while at the same time trying in vain to close  the distance between them; or another composer who expressed the idea of death by repeating the main theme each time, shortened and condensed; or succeeded to portray bewilderment by inverting one of the themes; and so on. But I also remember that with all my enthusiasm I began to doubt the validity of such kind of interpretations and wondered if it can really be regarded as more than an exciting intellectual exercise. Because, if the average listener is really expected to get the meanings the composer intended to convey by means of such subtle formal manipulations, he has of course first to be able to discern and identify them. And here I am, in those days still considering myself to be more than an "average listener", who couldn't even distinguish in the first example that there are two different themes, and certainly not that they are continuously escaping one from another? So how could I be expected to get the feeling of "separation" if I could not "read" without explanation the drama in the music?

That example demonstrates a general problem of every psychoanalytically oriented art interpretation which, by revealing unexpected symbolic meanings or by demonstrating hitherto unnoticed formal manipulations, may arouse that uneasy feeling of "over sophistication", wondering whether the average audience is indeed capable of perceiving and responding to such intricate expressive means. Psychoanalysis today, practically, has no doubts any longer concerning the legitimacy of that form of interpretative approach, based on a knowledge that can be regarded as one of the main contributions of psychoanalysis to the understanding of art. And that because psychoanalysis succeeded to prove that most of the transformations of content and form in all arts are similar to the transformations done by the "dream-work", the unconscious processes producing the joke, the neurotic symptoms, and determining the forms of psychotic thought disorders and infantile cognition; i.e. - art is constructed according to the laws of the primary process.

This knowledge was applied to music by Masonyi already in 1938, but was developed further only in the fifties. Ramana (1952) wrote: "In some ways musical production can be compared with dream process, with its similar mechanisms of condensation, displacement, symbolization, and transformation" (p. 240). Friedman (l960) studied music based on the hypothesis "..that primary process transformations must frequently be found and also play an important role in the structure of serious music" (p. 430), and he managed to demonstrate eight such processes of transformation in various samples of classical music. He summarized his study with the assumption "..that these transformations greatly enhance the affective impact of the melodies", and even suggested that "..it may be related to our judgments of musical greatness in a manner not yet understood" (p. 448).

The heretic may ask at this point: So what? Even if you have succeeded in proving that the transformations of the musical themes in polyphonic music are subordinated to the laws of some organized system of thought you call the "primary process" - how is this knowledge relevant to the problem of whether or not the listener is able to recognize the meanings encoded by such transformations? The answer to such a question has been clearly formulated only by Ehrenzweig (1953):  Even the most intricate transformations in music, and in all other   arts, are rather easily deciphered and comprehended by unconscious perception because they are already encoded according to the laws of the primary process governing the "language" of the unconscious. In other words - art and unconscious understand one another so well because they speak in the same ancient language which rational thought hardly comprehends. And Ehrenzweig present many examples in his interesting book to show that even the most sophisticated formal transformations presented by the great composers are not intellectual exercises or mathematical calculations as many people believe, but originate in the creator's unconscious thought, just like a complicated dream. It doesn't mean that the composer is always unaware of his creative processes as the dreamer is in constructing his dream, because in many cases he knows exactly what and how he is operating in his creative work and even is able to describe and teach his techniques. It only means that the origin of his creativity is in his unconscious (see also - Noy, 1969.) 

The assumption that the artistic message is directly perceived by the receiver's unconscious, owing to its primary-process structure, arouses another interesting question: Are indeed all intricate artistic creations constructed according to the laws of the primary process?  I suppose that not. The laws of musical transformation are presented in any book of counterpoint, and any student of composition has to learn and exercise them. The problem is that for many composers composition continues for ever to be nothing more than an intellectual exercise in applying the learned laws of composition. I think that the problem is especially crucial in our days, when composers have learned to utilize the new technology of the computer and synthesizer to manipulate and expand the laws of composition, so that many novel formal innovations are created not out of human creative imagination, but are invented by a machine! In these cases most of the novel "interesting" formal manipulations do not originate in and have nothing to do with the primary process, at least not until we will know how to write the laws of the primary  down  as  programs for the computer (a knowledge that we still do not possess today). To my mind, the degree of involvement of the primary process in the creative process can be regarded as one of the main measures for greatness in music, and perhaps in any creative art.  The great artist creates and innovates out of his primary processes, whether or not is he conscious of their operation, while the lesser artist creates mostly out of his intellectual knowledge by manipulating mechanically the laws for composition. And I suppose that the reason for the failure of many musical compositions, especially those "modern" pieces composed with the aid of electronic devices, to reach the audience and induce an emotional response, is that they are composed not according to the laws comprehensible for the unconscious perceptual apparatus of the average listener. That means that as intricately and complicated the narrative the artist creates may be, the limits for its permissible transformations and formal manipulations are the laws of the primary process. If that limit has been passed - the artist may miss his audience. The  gifted artist, guided only by his creative imagination, will never bypass this limit, but the less-gifted artist, relying dominantly on his technical knowledge, may bypass the limit without being aware of it. 

2)The whole history of musical aesthetics is the story of the debate between the two parties - the absolutists and the referentialists (see also - Meyer, 1956, p.3). The absolutists approach music as it would be a close and self-sufficient system, not referring to any extra-musical meanings. Music is based on its own set of rules, which are neither derived, nor applicable to any other system, and if there is any connection to any other set of rules, it is only to mathematics. If music induces in its listeners an experience, it is a pure aesthetic experience, not related to any other known human experience. Accordingly - music can be interpreted only by music; for example, the only interpretation of Hayden's St. Antoni chorale (from Divertimento No 1 in B-Dur) is Brahm's "Hayden Variations" Op.56.  The referentialists consider music to convey meanings that refer to human expressions, conflicts and experiences outside music. Accordingly - the function of music interpretation is to reveal these extra-musical references in order to understand why, and to what is the listener really responding.

It is clear that psychoanalysts, and all others attempting to apply psychological knowledge to music interpretation, belong to the party of referentialists, and therefore, the same as all members of this party, have to deal with the general theoretical problem - if music is regarded as referential, what exactly is it referring to? The problem for us is accordingly -    if music can be interpreted as a narrative, to what is that musical narrative referring?

Several years ago I asked a class of art students to write two short imaginative stories, one about a young man who is a big success in his professional career, and one about a failure. After we got fifty stories of each sort, we tried to categorize and analyze them according to various formal criteria. It was interesting to see that despite getting fifty really different stories in   terms of their content, we could find striking uniformity in several of the formal criteria characteristic of each of the two groups of stories. For example, following the stories according to the criterion of the rhythm characterizing the development of the stories, we could see in the stories of "success", a movement which became more and more hastily  and vigorous reaching a summit, after which came a plateau of steady and happy rhythms; and that, in contrast to the stories of "failure" that began with the same hasty and vigorous rhythm, but instead of reaching a summit,  disintegrated into an unorganized rhythm, and finally - became gradually slower and weaker. Similar uniformity was also found in several other formal criteria, like the dynamic curve of the stories movement, up and down of shades, and several other criteria which I will not continue to detail here.

This little study has been presented to show that every narrative of life - success, failure, love, hate, envy, competition, etc. - has its specific configuration which can be used for representing that narrative. Any art always strives to reach some degree of generalization, to deal not with the particular and trivial but to present universal ideas and experiences. The difference between the "arts of content" and the "arts of form" is mainly in the different representational means they use to reach that universality. The "arts of content" represent the universal mostly by means of the particular, like representing the experience of "success" or "failure" by telling a story about Mr. Cohen from Saull Street No. 42  who begun his career on Tuesday,  July 17th. The "arts of form", in contrast, represent the universal mostly by means of presenting only the configuration, the outline, or a formula of the story's structure. This configuration, outline, or formula, can be presented by a variety of means - visual, auditory, tactile, etc. - and any art uses a different collection of means. Music utilizes only one particular group of presentational means - sound, and is directed only to one sense - hearing, but succeeds in representing with that limited group of means the whole gamut of human narratives.

There are also arts which combine the representative means of the "arts of content" and the "arts of form", such as opera, classical ballet, or theater, presenting their stories by the particular and the general together, but such a combination of means does not necessarily enhance their expressive power. The ability for expression is, and will always be, dependent not on the expressive means the artist chooses, but on his talent and creative ability to utilize even the most simple means for telling us an universal story. Bach, in any of his solo Violin Sonatas, succeeded to convey a more interesting story and a wider range of human emotional experiences then others in an opera equipped with all the expressive means music can afford - drama, picturesque stage, dance, and all the instruments of the orchestra.

To complete that chapter I have to state one point of reservation: I tried to prove that music, the same as any other art, may convey its emotional meanings by means of presenting a kind of narrative. But I am aware that all I succeeded to prove at present is only that the average listener is able to recognize and accurately identify the emotional experience music is conveying, but have not yet explained how it may induce in him an emotional response. When you are boarding bus you have no problem, while looking at the people sitting around you and observing their facial expressions and movements, to recognize what in general terms each of these people is experiencing at that moment. But identifying the right emotion doesn't imply that you have to experience it yourself! The reason for you to respond emotionally to one or several of the people around and not to the others, depends not only on your ability to recognize what are they feeling, and even not on your empathic ability to identify with these emotions, but on many other determinants which have no relation whatsoever with what ÉtÉhÉeÉy are communicating. The same with music. The average listener has no problem, by perceiving consciously or unconsciously the narrative structure of the piece of music he is listening to, to recognize the emotional experience the music is intended to convey, to know when the music is "sad", "joyful", etc. But for the listener to respond to the music emotionally, to reverberate with his own feelings, something additional is required, something which we will try to look for in the forthcoming two chapters.

The Direct Route

In the last chapter it has been shown that the creative musician, by manipulating and modifying the forms of music along the axis of time, can tell us a story, and create a meaningful narrative that may represent by its configuration any one of the universal narratives of life. It has also been shown that, in principle, any inert material, such as matches, if manipulated creatively in the hands of an imaginative artist, may serve as suitable raw material for building a story.                             

There are theoreticians who will certainly claim that this principle applies to music as well, but I am sure that the majority will never agree to it. The tacit assumption underlying music composition, performance, interpretation, and critic for the last three hundred years is that the raw material of music, is not an inert substance, but the tones, phrases, melodies, and harmonies of music have each some emotional meaning of their own. Even the mode (major or minor), and the scale (C minor or E minor) each have a different emotional meaning. In other words - music conveys its emotional meanings not only by the narrative line created, but each of the building bricks this narrative is constructed of has some direct emotional impact on the listener. The problem is that although almost all musicians share this view, they could never show exactly how that direct emotional impact is achieved. The theory of "isomorphism" being regarded as the most significant contribution to that issue, is not capable of providing the satisfactory answer to explain all the means by which music exercises its direct emotional effect on the listener. Therefore, I will not confine the forthcoming discussion to the theory of Pratt and Langer, but will try to examine the issue of music's direct emotional impact in its generality.

The group of "direct means" includes all the musical elements that may allude to, represent, or transmit some emotional meanings, or act as stimuli for arousing or enhancing an emotional response in the listener. These means are divided into two major groups: Means that represent some meanings, and means that do not represent meanings. The first group includes all these means that affect the listener, owing to the specific meaning they are representing; the second group includes all these means that affect the listener by  activating directly, sometimes even accidentally, some of his emotions.

Via representational means

The problem of how raw musical elements by themselves may represent emotional meanings, or in the formulation musicians preferred to ask it - what makes music expressive - has occupied the musical community for some three hundred years. With time, two major theories explaining the expressiveness of music have emerged, the theories which may be called, according to Kivy (l980): The "contour theory" and the "convention theory".  The first considers music to be able to convey meanings owing to "..the congruence of musical 'contour' with the structure of expressive features and behavior"; while the second "..explains the expressiveness of music as a function, simply, of the customary association of certain musical features with certain emotive ones, quite apart from any structural analogy between them" (Kivy, l980, P.77). This historical debate reflects a wider controversy: The "Contourists", assuming that the expressiveness of a given musical element is derived from the similarity of its contour to the pattern of expression of one of the human emotions, ascribe to it a high degree of generality and universality. The expressive features of human emotions transcend the limits of languages, and are understood by all people; and so music - the meanings it conveys are universally comprehended by any human being open to get its message. The "Conventionists", in contrast, assuming that the expressiveness of musical elements is dependent on arbitrarily assigned meanings, regard the expressive power of any given piece of music to be limited only to that particular human group that share the same language and cultural convention.

This historical controversy between "contour" and "convention", the same as most of the historical controversies in art, science, and philosophy, will probably never be solved, for the simple reason that both parties have a point! Almost all the musical means representing some definite emotional meaning are related in some way to the vast group of non-verbal means used in human communication, a group that is compound of all kind of signs, signals, and symbols partly derived from universal features of emotive expression, and partly from arbitrarily agreed-upon means. Accordingly, the musical means too, representing the non-verbal means of human communication, are compound of a similar admixture of universal and conventional meanings.

In a former paper (Noy, 1972) I described human communication as a two level system - the secondary level, including all the symbols, signal and signs conveying the meanings that had been assigned to them by agreed-upon social convention (words and other agreed-upon signals), and the primary level, including all means expressing directly and concretely human emotions, experiences and other subjective states of mind. In regular communication both levels participate in the process of information conveyance - on the secondary level the objective knowledge is transmitted by means of language, and on the primary level the subjective experiences and feelings are expressed by means of all the accompanying gestures, inflation of voice, movements, etc. While the signs utilized on the secondary level are mostly confined to a single medium of communication - the vocal-auditory medium in speech, and the visual medium in writing and reading - the signs of the primary level are derived from all available media. Among these various media participating in primary communication, the vocal-auditory medium usually conveys the most significant part of information, because it provides the main supporting system for speech, expressing most of the experiences and emotions accompanying verbal communication of ideas. Most of these experiences and emotions are expressed by means of the tone, pitch, intensity, rhythm, resonance, timbre, duration, and inflection of the speaking voice, in short - by all that we use to call "the music of speech". 

A considerable part of music's representational means conveying emotional meanings derive their meanings out of these "musical" components of speech. Music use a variety of techniques for representing all kinds of meaningful non verbal signs comprehensible to any user of language, such as imitating various well-recognized expressions of emotions, like laughter or weeping (the laughter of the orchestra accompanying the aria of Leporello in Mozart's "Don Giovanni", or the weeping of Dido from the lament of "Dido and Aeneas" by Purcell), or by manipulating with any of the expressive means presented above - tone, pitch, intensity, etc.  For example, Berlioz in the "Lacrymosa" of his Requiem, op. 5 presented the experience of weeping by imitating the non-rhythmical sighs characteristic of sobbing by means of disturbances in the line of regular rhythm. 

Although musical expression derives its emotional meanings mainly from the non-verbal signs communicated by the vocal-auditory medium, it may derive meanings also from other media. Musical elements may also imitate bodily gestures, expressive movements and many other expressive means utilized in human communication for the conveyance of experiences and emotions. Bjorn Salomonsson (l991), in his paper "Music and affects: Psychoanalytic viewpoints" even contend that music ".. symbolizes above all the bodily expressions of affects and certain so called basic human categories", and he presents a fine collection of musical examples to demonstrate this ability of music. I wouldn't agree with the "above all", but certainly with his main thesis - that music is able to represent all kind of bodily expressions of affect exactly as it is able to represent the vocal expressions of affect.

The theory discussed here, of musical elements deriving their meanings by representing the non-verbal means of human communication, present practically nothing new to anyone familiar with the history of musicology. It is since the development of the "stile rappresentativo" by the Camerate in the beginning of the 17th century until the presentation of the "schprachgezang" by Arnold Schoenberg in our century, that musicians tried to explain the expressiveness of music by its affinity to human speech. The specific contribution of psychoanalysis to the four-centuries-long discussion of "what are the relations between musical expression and human speech?" is by reminding us repeatedly that the "non-verbal" means of communication are also the "pre-verbal" means. The infant, prior to the phase of acquisition of language, communicates with his mother and his human environment exclusively by aid of the primary means of communication; that group of means, which only in a later phase are pushed aside by the emergence of the secondary means (language and other agreed-upon information-conveying signs and signals) to become the "non-verbal" means.

In a former paper (Noy, 1968, also in - "Psychoanalytic Explorations in Music", Vol. l) I presented the theory that the origin of musical language is in the pre-verbal phase of communication. This theory is based partly on the observation that in that phase the infant and his mother succeed in understanding one another pretty well although they can rely only on the primary means of communication. In the twenty years since that paper infant research has supplied more and more evidences to convince how efficient primary communication can really be, enabling the infant by using only the primary means of communication, to get all the vital information he needs from his human environment. If we could identify with the infant and toddler and perceive the surrounding human world as he senses it, we would see how rich this world already is, although being a world devoid of ideas and concept, compound exclusively of concrete sensual experiences. In that world even mother and all other objects are represented only as experiences of vision, touch, voice or sound. Music gets part of its meanings by representing the auditory section of these pre-verbal experiences, to quote: "If we could turn back and identify with the infant, hearing the world around us through infantile ears, might not the secrets of music unveil themselves before us, enabling us to understand its paths of expression?" (Noy, 1968, p.335).

The problem in studying the pre-verbal experiences of adults is in the difficulty to retrieve them from the files of memory. These experiences have been stored in memory in their primary sensual form, a considerable part of them have never been reorganized according to the phase-appropriate categories of organization and remain forever stored in that primary form. The problem is that adult memory which has in the meantime switched to the secondary- process mode of organization, the mode of storing, ordering and retrieving memories according to the classificatory categories of rational though, can hardly integrate these primary experiences with the rest of experiences. The contents which remain, owing to their primary-process organization, cut off from the rest of memory, can be retrieved practically only by other primary-process organized perceptions or memories which may create with them some associative links. That is, to my mind, the specific power of artistic communications, which, owing to their primary-process organization, have an easier access to the pre-verbal section of memory than regular verbal communications.

In my survey of the psychoanalytic theories of music (Noy,1966/67) I showed that if to overlook the differences in formulation (regression, oceanic feelings, non-analogical communication, coenesthetic organization, etc.), most of the authors related music in some way to the earliest phases- of development, being impressed by  the special power of music to reach the preverbal levels of human memory and to evoke the earliest forms of experience.                      

I think that this direct access of music to the earliest forms of experience explains part of the problem occupying theoreticians for decades, i.e. - if music does evoke emotions, why are these emotions qualitatively different from the "everyday emotions"?  Almost all of the authors that have dealt with the power of music to evoke emotions, found it also necessary to stress the fact that these emotions are not identical the emotions aroused by everyday interpersonal activity. Schoen (1928), for example, wrote about the emotional effect of music: "..this effect is always of the nature of a mood but never an emotion. Thus music may create a condition of sublimity, sadness, gaiety, but never produces anger, jealousy or fear" (p.182); and Kate Hevner (1935): "..the expressiveness of music is a general rather than specific nature arousing an affective state rather than one specific emotional experience" (p.195). The reason for that peculiar emotional response is, to my mind, that part of the emotions evoked by music originates in the preverbal phase of development, and is therefore organized in a form that antedates the characteristic form of emotions that become stabilized only in later developmental phases. In my paper about the psychoanalytic theory of affect (Noy, 1982) I described the three phases of affect development as: 1) Identification - the ability to identify the fleeting changes occurring in the body and mind as having some meaning; 2) Acknowledgment - to acknowledge the affect as a distinct psychophysiologic entity, having its specific quality, pattern of activation, and meaning; and 3) Differentiation - the differentiation of the global and diffuse primary affect arousals into more refined and discrete affectual programs. If at least a part of the emotions evoked by music are supposed to have their origin in a developmental phase antedating these three phases of affect development, they can be expected to be hard for identification and articulation, not felt as a distinct psychophysiologic entities, and not clearly differentiated one from another.

Via non-representational means            

Common to all the musical means evoking emotional responses described up to this point is their reliance on the communication of meanings. Whether it is, according to the narrative route, by telling a meaningful story; or whether, according to the direct route, by symbolizing or alluding to some meaningful message or experience. In all these cases, the listener is expected to respond emotionally only if he is able to comprehend, consciously or unconsciously, the meanings conveyed by the music. But the assumption implicit in most theories dealing with the emotional effect of music, as presented already in the first part of this paper, is that music has also the power to arouse an emotional response in the listener in some direct way that is not dependent on any communication of meanings.

To understand how music, or any other art, may succeed in effecting the listener in such a direct way, let us return shortly to the basic principles. An emotional experience is usually aroused in human beings, either as a response to some outer stimulus or communication, or as the result of the activation of an inner motivation, or by the combination of both - such as an outer stimulus that arouses some inner wish that may activate an emotion. The process of emotional arousal proceeds regularly along a pre-established axis of activation compound of various cognitive and physiologic processes involving motivation, imagination, volition, and several psychophysiologic systems. As is the case with any psychophysiological response activated by a pre-established sequence of processes, anyone who knows well the exact mechanism of activation, is in the power of arousing, augmenting, restraining, or distorting the pattern of activation by manipulating the various processes. This is, in fact, what is done today in medicine. The physician, after studying thoroughly the physiological mechanism determining the appearance of various bodily disorders, attempts to modify the course of the disorder by manipulating its mechanism in various ways. For example, after learning that a given pathological response is determined by a "receptor" stimulated by a known chemical substance, he may create artificially a similar substance for deceiving the "receptor" to react differently. By the same token -  if somebody would know exactly all the processes involved in the sequence of an emotional activation, he  certainly would also be able to master and change the outcome of that activation to his will by manipulating one or several of the processes.

The naughty schoolboy who wants to entice his fellow to laugh loudly in the mid of a boring lesson will try to achieve it by whispering to him all kind of jokes. But if he fails to reach the desired effect, he may use a "dirty trick" and tickle his fellow secretly until he will not be able any longer to resist laughing. By exercising this kind of trick, he put to use a common knowledge - that an emotional response such as laughter can be aroused directly also by a stimulus that has nothing to do with the common axis of arousing laughter by a  communication conveying some comic meanings. 

The assumption is that the gifted artist has at his disposal many such "tricks" for circumventing the regular axes of arousing emotional responses by means representing meanings, tricks that are much more intricate, sophisticated and sometimes even "dirtier" than that of our naughty boy. The boy's fellows, knowing exactly what his intention is, can at least try and defend themselves against the effect of tickle, but the tricks used by the artist are mostly devised to act on an unconscious level, so that the listener cannot defend himself against them. The listener, not being aware of the fact that he has been manipulated by a trick, may be certain that his emotional response to a given piece of music is the result of some latent meanings embedded in the music, and may try, in vain, to interpret the music to reveal these meanings that have such a "deep" effect on him. Perhaps, the reason for  many of the published music interpretations  to seem so absurd is because they try to reveal latent meanings where there is simply nothing to be found.

The only comprehensive theory which attempts to explain the emotional effect of music from the present point of view is the theory of "isomorphism" of Langer and Pratt presented before. The "trick" they consider the creative musician to perform is to present a musical phrase similar in its form to the form of a given emotion, which is  therefore mistakenly perceived by the listener as would it be a communication of that emotion. The problem with that kind of explanation is that it is hard to conceive how it works in practice as long as it is not clarified what exactly is meant by a "form of emotion". Therefore, before continuing I will try and explain how I understand of that explanation.

In my paper about affect (Noy, 1982) I defined the affect as an organized pattern of changes comprising several physiological and psychological systems, changes that include  - arousal of systems (such as the elevation of blood pressure and acceleration of the pulse in anger), suppression of systems (such as the reduction of gastrointestinal motility in aggression), or steering of the function of a system in a specific direction (such as imagination in anger which is channeled to represent exclusively only fantasies of revenge). The assumption is that each specific affect is characterized by a typical configuration of such changes, and therefore can also be identified by an outsider if he will perceive these changes and conceive the typical configuration. For example - if we see somebody with a red face, pounding vessels, strenuous breath, wide eye pupils, clenched fists, and hear his tense voice, we will certainly have no problems in recognizing that he is angry, even without having him to tell us about it. The number of changes sufficient for us to recognize a given emotion varies according to the frequency of appearance, our acquaintance with that emotion, and our sensitivity to perceive the emotional expressions of others. There are emotions the typical pattern of which we are able to identify  after perceiving only two or three changes, while in others we need a whole cluster of changes before its typical configuration becomes clear to us. The danger with the best recognized emotion, identified by only a minimal number of signs (observable typical changes) is that they may become also a source for errors in identification. For example, if you become so sensitive as to identify anger on the basis of only one sign, for example - the typical tremor of the speaker's voice, it would also be easier to deceive you by presenting some very similar voice. To demonstrate that point, I will present an experience of my own:

In the remote days when I was a schoolboy, I used to share my desk in class with a friend with whom I used to entertain myself during the long and boring lessons by attempting to bring one another to laugh loudly in the mid of the lesson's silence. As such "vulgar" means as tickling were already considered by us as "childish", we were in a kind of contest to invent each time new and original means. I finally surrendered after he used on me what seemed to me then as the "ultimate trick". It was, as I remember, while I was standing up and confronting the teacher for reciting to his request a chapter out of the Bible, when I felt my fellow sitting on my side is trying in vain to suppress his bursting laughter.  Because I had to look in the direction of the teacher I couldn't see him, but could hear the chocked voice of his laughter, and feel that the entire desk we were both leaning on was shaking. After trying for some time to disregard this disturbance, I couldn't resist any longer and burst out in a loud laughter in the mid of my recitation. Being sure that the teacher had seen my neighbor shaking with laughter I naturally tried to defend myself with something like "he makes me laugh", but was astonished to get the answer "you idiot, why do you have to blame him, can you not see that he is sitting quietly?" And then  I discovered to my dismay that he was indeed sitting quietly, staring at the teacher with the most concentrated and innocent glance, as if unable to understand  what the fuss is all about. What happened?  Taking advantage of the situation that I could not see him, he sat with a serious and concentrated facial expression starring at the teacher, while at the same time emitting silently under his nose the short and unrhythmical puffs typical for laughter, and  with his knee vibrating the desk we were both leaning on. So that he succeeded in deceiving me to believe that he was laughing by imitating only two of the cardinal signs typical of suppressed laughter - the puffs and the bodily vibrations!  Only for finishing this story - my friend, after his school year, became a professional actor and   comedian, famous for his talent to arouse laughter in any audience. So I could be proud to be his first victim!

Kivy (1980), attempting to demonstrate the theory of S. Langer, presented the example of the Saint Bernard dog, who is mistakenly identified by us as having "a sad face", only because nature created him with a mouth whose angles are declining downwards. 

These two examples show that for the most prevalent emotions, like laughter and sadness, we don't even need a cluster of changes to identify their typical pattern, but one or two signs may be sufficient. Unfortunately that efficiency makes it also more amenable for errors in the identification of the affect, errors that may be the result of our own misinterpretation (the Saint Bernard dog), or the result of somebody deceiving us on purpose (my school friend).

S. Langer based her theory on the assumption that most of the signs indicating the activation of a given emotion (any psychophysiological change belonging to the typical activation pattern of an emotion can serve as a sign for identifying that emotion) can be communicated also by an alternative medium other than  the original one; e.g., the signs of mounting rage that can be communicated by  bodily movements going faster and faster, by  increasing sounds, by flashes of light, by whirling red colors, etc. Any art, by utilizing only its specific medium, is able to communicate the same wide spectrum of human emotions: music - through the auditory medium (such as the laughter of Richard Strauss' Till Eulenspiegel presented in the strings); painting - through the visual medium (such as sadness expressed by downward declining lines in the picture); dancing - through the medium of expressive movements, etc. But would it be only by means of displacing signs from one medium to another that art is able to convey emotions, this theory would say, although from a different point of view, the same that was said before about the capability of art to represent the non-verbal and pre-verbal signs of communication. The novelty of the theory is in assuming that music, and perhaps any art, can represent in its specific medium not only any of the particular changes (sign), but also the form of the entire pattern of changes. That means that also the less prevalent emotions, not identifiable by one or two isolated signs but only by the special configuration of the whole cluster of changes, can be communicated by music. An excellent example is presented in the paper of Stuart Feder (1981) who, based on the theory of S. Langer, showed how the composer Charles Ives succeeded in representing by his music a complex emotion such as nostalgia.

One of the main limitations of the Langer - Pratt theory, the same as mentioned before (see page 20) in regard to the "narrative theory", is the possibility to explain only how we are able to recognize the emotional experience that music is attempting to convey, but not why we respond to it emotionally. The fact that I am able to recognize the expression of sadness in Verdi's Requiem doesn't yet explain why I am moved by that music almost to tears.

This question is relevant not only for music, but also for the communication of affect in general. If to return to the example of my schoolfellow: Even if he succeeded in imitating the form of laughter in the most ingenuous way, why had I to respond by laughing myself, and even against my will? To answer that question, we will have to apply some additional knowledge about the psychology of the affect:

Basch (1976), in his re-examination of the concept of affect, summarized: "..affect, so-called, is in fact an onto- and phylogenetically early form of communication" (p.776). The communication of affect is based on genetically determined constitutional links, i.e. - we are programmed in advance to respond to the perception of certain emotions with the arousal of our own emotions. That is to say, that the reason for my being unable to resist laughing, is in being genetically programmed to respond to laughter by laughing. There is a wide difference between the various human emotions regarding their contagious effect, from the totally solipsistic emotions to those in which the responsiveness to interpersonal stimuli is built-in into their biological pattern of activation. The best example for the later is the affect of sexual arousal, in which the very activation of each of the psycho- and physiological changes is influenced by the perception of the analogical changes in the partner, an arrangement ensuring the synchronization of the patterns of sexual arousal of two different human beings.
In my paper about empathy (Noy, 1984), I suggested the term "primary empathy" for that kind of constitutionally-determined human sensitivity and responsiveness to the manifestations of the other's emotions, and I think that the concept of empathy may assist us also in explaining the  phenomenon of emotional responsiveness to music. Let me only remind you that the concept of "empathy" (Einfuehlung) has been originally introduced in the professional literature by Th. Lipps (1903) as a concept for explaining the effect of art, and has only later been adopted for describing interpersonal emotional relations.

We may assume that the creative artist would not be content with presenting emotions only for the sake of enabling his audience to recognize them, but always wishes to arouse an emotional response. To achieve it, he will certainly choose first these "infective" emotions, the recognition of which will evoke an emotional response in the recipient whether he wants it or not. Every advertiser who wants to influence his audience knows that in order to attract their attention he has to arouse some emotional response, and for that end - the best would always be to evoke one of those interpersonally contagious emotions. This is the reason we get sex or a vulgar joke with every other commercial, even if there is no relation to the article advertised.
The creative artist, motivated too to evoke his audience's emotional response, will certainly also attempt to touch these emotion that may ensure him the maximal response. But having all the talent on his side, he will do latently what the advertiser is doing so blatantly, by using much more sophisticated and effective means.
The present attempt of explaining part of the emotional response to music and art-in-general on the basis of pre programmed links of "primary empathy" arouses some additional problems we have to take into consideration. First, the degree of genetically-determined constitutional responsiveness to emotional stimulations varies from man to man, for reasons still unknown to psychology. In my  paper (Noy, 1984), I argued  that the capacity for "primary empathy" varies in such a wide range - from those individuals who are practically devoid of  any sensitivity to others, to those who are endowed with an  almost "extrasensory" sensitivity - that it has to be related  to as a kind of talent. If the ability to respond to the emotional impact of art is also dependent, at least in part, on such primary empathic sensitivity, it would be reasonable to assume that it has too to vary widely from one individual to another. Second, what seems to me to be the more significant problem, this primary responsiveness to the manifestation of emotions almost never acts according to the simple reflex-arc model; therefore, we can seldom expect an emotional stimulus to arouse automatically always the same repetitive response. The quality and quantity of the response, even if it is genetically-determined, is always dependent on so many other personal and interpersonal determinants, that it can practically never be exactly predicted.

For example, although every young mother will certainly  respond emotionally to the voice of a child's pitiful crying,  that response may vary from compassion, fright, pity,  annoyance, and perhaps even pleasure, in the case the cry  satisfies some sadistic wishes. And even the response of a young woman to the blatant manifestations of a man's sexual arousal may evoke a wide range of responses - from intense sexual excitement to extreme disgust! Paradoxically, the only emotional responses that can be predicted for certain, are those that are not expected. For example, the expression of misery of a distinguished person may evoke in his fellows a response of pity ("I have to help him to get out of that situation"), a response of anger ("why does he always have to bother his friends with his troubles?"), a response of satisfaction ("after all he did - the son of a bitch really deserves it!"), but certainly never a response of admiration, enthusiasm, nostalgia or jealousy. So that what can be  predicted is only a group of some alternative emotional  responses that may occur and a group of other responses that  will not occur, while the particular response to be chosen  depends on the state of preparedness of the receiver,  determined by the prior emotional relations, the present  dominant mood, etc.
The same applies, of course, for the response to music and any other emotion-evoking art:  To predict the particular kind of emotional response we have to take into consideration at least two factors - the specific emotion the form of which is supposedly transmitted by the music and the listener's present state of preparedness. This state that varies normally from person to person, and in the same person - from time to time, is responsible for everybody responding differently to the same music, or for the same person responding differently each time   to the same music.
In my survey of the psychoanalytic literature of music (Noy, 1966/67) I presented the history of more than a hundred years of experimental studies about the relation between music and emotions. The results were always confusing, and even today could still be summarized by the statement of S. Langer from 1942: "The results of such experiments add little to the well known fact that most people connect feelings with music.."  (p.72). The reason for that repetitive failure to find any  lawful connections between music and its emotional response is  probably in the loyalty of experimental psychology to  the  stimulus-response model, and therefore - overlooking the fact  that the response is not only the function of the musical  stimulus, but also dependent on the state of preparedness of  the responder. But if to be honest, it is easy to criticize, but I too have at present no idea about any experimental method that may systematically take into consideration the state of preparedness of the receiver.
There is another problem, not considered by any of the studies inquiring the emotional effect of music: The basic experimental approach is always that there is a listener who becomes arbitrarily exposed to some music, and the question the study puts forward - how does he respond to that music?  But today, when almost each music-lover has his own collection of records, tapes and disks, he is seldom exposed to situations where he becomes arbitrarily involved in the listening to certain music without choosing it. Typically, he comes home, feels a need to listen to music, and begins to wonder about what record to put on the gramophone, dependent on his present mood and the emotional response he is looking for at that moment. So that the problem is, in fact, a much more complicated one; it is not only the matter of music evoking a certain emotional state, but the matter of a certain emotional state determining the very choice of the music evoking it. To  conclude: The two factors, the form of the emotion conveyed and  the state of receptivity of the listener, are so interdependent    that no research which does not take both into consideration   can be expected to contribute any significant findings.
Before concluding this chapter, I have to apologize for my manner of presentation which, I suppose, may have annoyed some of the readers. In my attempt to present and examine the means utilized by the creative artist to evoke emotions directly, I tended to describe them as would they be merely "techniques" or some kind of "tricks" to lure the receiver into an artificially produced emotional response, such as my friend who deceived me into laughter, when there was nothing around to laugh about.  Although I am ready to admit the sin of being carried a little too far into dramatic exaggeration, I believe that this issue deserves more serious consideration. The problem, crucial for any theory of art and emotion, is that of the sincerity of an emotional expression. All the means discussed in the present   chapter are problematic from that point of view, because by being only "isomorphic" to the real form of the emotion, they can be regarded as being only an attempt to imitate the emotion, and not as a sincere expression of it. We have to ask, therefore, what can be regarded as sincere or not in human emotional expression?
The dog wagging his tail energetically when he confronts his master returning home, is expressing his emotion of joy sincerely. The movement of tail-wagging is a part of the dog's biological equipment, and is one of the changes belonging to the pattern of activation of joy. The dog did not yet discover the possibility to snap that one sign of tail-wagging out of its biological pattern and transferring it to another medium, such as expressing his joy through the vocal medium by wailing rhythmically up and down. Human beings, who have already discovered that possibility long ago, may express their emotion through any available medium and by any means, by transferring a single sign, several signs, or the pure configuration of the entire cluster of signs, from the original medium to a new one.  And would humans still express their joy by wagging their tails, they would certainly find hundreds of better ways for representing that wagging by all kind of rhythmical movements, voices, or lights without utilizing their missing tail. Are they, by using all those substitutions, really less sincere than the dog in expressing their joy?  The answer is as usual - yes and no!
All these substitutions and transfers from one medium to another and from one means to another, are part of the human specific ability for symbolic representation.  S. Langer (1942) states: "..symbolism is the recognized key to that mental life which is characteristically human and above the level of sheer  animality" (p.28). So that when humans are expressing themselves by all kind of representations, they are not faking emotions, but exercising their specific ability. The boy  running in the street expressing his joy by singing aloud, is  not less sincere then his dog running alongside him who  expresses his joy by wagging his tail. But on the other hand, the very ability of expressing emotions by all kind of substitutions (symbolic representations), naturally open up a lot of opportunities for faking. In the long line of processes  involved in the expression and communication of an emotion  there are plenty of links that can be manipulated and/or  artificially imitated in order to fake an emotional expression  in such a convincing manner that may deceive even the  biologically-based system of primary empathic responses. But it has to be stressed that in spite of the proneness of symbolic representation for all kind of deceptions, the distinction between sincere and "make believe" expressions of emotions is not dependent on the differentiation between genuine expressions (that are part of the biological pattern of activation of that specific emotion) and symbolic expressions (transferred to other media and/or substituted by other means).   A man expressing his grief by tears is not necessarily more sincere than an artist expressing his grief by painting a gloomy picture, and a good actor knows how to cry in the most convincing manner while at the same time summarizing in his head the bill for the supermarket. Whether a man forges or is sincere in his emotional expression has nothing to do with the medium and means chosen for that expression.
Aesthetics and art critics were always intrigued with the  issue of the sincerity of expression, and are endlessly arguing  if a "real" artist can convey only his own experiences or not.  Tolstoy (1898) was decisive in his statement: "..the degree of infectiousness of art is increased by the degree of sincerity of the artist... as soon as the spectator, reader, or hearer, feels that the author is not writing, singing, or playing, for  his own satisfaction - does not himself feel what he wishes to  express, but is doing it for him, the recipient-resistance  immediately springs up, and the most individual and the newest  feelings and the cleverest technique not only fail to produce  any infection but actually repel" (p.45). Most of the contemporary writers will not agree with him, and tend to identify with S. Langer's notion about the artist: "What he expresses is, therefore, not his own actual feelings, but what he knows about human feeling" (p.26). Peter Kivy (1980),   discussing at length the relations between music and emotions  in his book "The Corded Shell", describes music as being  expressive of emotions, but not as an expression of emotion. I concur with S. Langer and Kivy in the belief that all that can be said about music is that for the listener music may be expressive of emotions, if he is able to recognize in it certain emotions and respond with some emotional experience of his own.   But this fact does not provide us with any evidence  for stating that music can really express or transmit emotions,  and certainly not - that the emotional experience the listener  responds with is identical to the emotional experience of the  composer while composing that piece of music. I would even be more extreme and say that what the composer experienced while composing that piece of music we are so fond of is simply not relevant either for the enjoyment or for the understanding of music. We know many great musical compositions that were  composed as an expression of the composer's emotional  experience, such as several "Requiem" and "Stabat Mater" which  were composed to express the composer's own mourning about  somebody especially close to him (see- Pollock, 1975, for many  interesting examples); but we know also about many great  musical compositions that move our emotions deeply, but were  composed without any emotional involvement of the composer,  rather only out of some economical necessity, or for  application to some competition. And the truth is that wouldn't we know about the emotional state of the composer from some historical source - nothing in the music itself can give us a clue regarding the emotional conditions of its composition. So  that from the point of view of aesthetics and art critics, all  that search into "what did the composer feel.." amounts only to  historical gossip, adding nothing to the understanding of this  composer's music.
I think that all that endless occupation with the question "what did the composer really feel?" reflects our attitude to art in general. Art is always merely an illusion and the creative artist is a master of "make-belief", two sad facts that we are really never willing to accept. And just as the  little child after listening to the fairy-tale uses to ask "and  what happened afterward?", so we adults want to know what  really happened to the creative artist and what did he really  feel while  writing his poem or book, painting his picture, or  composing his music. It seems that the very condition of art,  of being moved emotionally, sometimes even to tears, laughter,  or elation, by something we know to be merely an illusion, and  by somebody we know is only putting us on, never ceases to  insult us. 
Perhaps this basic insult was also in the background of my one-sidedness in describing the artist's means in the present chapter.

The Indirect Route
Via organizational activity

In the first two chapters music has been treated as if it would be a kind of message that communicates emotions, something similar (isomorphic) to emotions, or some meanings that may arouse emotions. Common to that approach is that in order to understand the emotional effect of a certain music we have to look into that music. In the present chapter we will  explore the indirect route by which music is treated as if it  would be only an array of acoustic stimuli that do not include,  transmit or allude to any emotions, but provokes the listener  into some kind of organizational activity which may evoke in  him some  emotional response.  In order to understand the  emotional effect of a certain music, according to that  approach, we have to look into the listener's reaction to that  music; not asking as former - what is the music doing to the  listener, but -  what is the listener doing with the music?  To  answer this question we will disregard for a while the ability  of music to act as a communication, telling stories, or  conveying emotions, and treat it as it would be only some  stimulus to respond to, some material to deal with, or some  problem to solve. Something like a riddle, a cross-word puzzle, a mathematical or a chess problem, or any other pastime   presented in the week-end newspaper to entertain us by provoking us to invest time and mental efforts in solving it.  This new approach is not presented as an alternative theory to explain the emotional impact of music and art in general, but as an additional explanation to the former two, to say that music, in addition to telling a story, and in addition to evoking directly an emotional response, may also provoke the listener into doing some active work. 
Almost all of the higher arts utilize that principle, and invite the receiver to do some active mental work before he is allowed to "read the letter". Just as when one receives an enveloped letter: the recipient, in order to get the message written in the letter passively, has to do at least one thing actively - to open the envelope. Classical architecture, for example, has always been based on perfect symmetry, and the front of any palace, museum, or other magnificent public building built until the end of the 19th century has been constructed so that if you would put an imaginary mirror in the mid-line you would see the second half of the front. In our time, any self-respecting architect would be ashamed to plan such a "kitsch", and on purpose would plan any of the two wings of the front to look different. But in many such buildings, observing carefully, you will detect that after stripping-off in imagination the various asymmetrical protrusions, towers, and balconies, the simple mirror-symmetry emerges. What the architect has done, is to present you with the good and traditional simple symmetry, but has concealed it in such a way that you cannot recognize it immediately; you have to do first some active work in order to reveal it.
Many pieces of music engage us in that simple game of  challenging us first to do some active work if we want to get  the satisfaction music is expected to provide us. For example,  many of the romantic symphonies present you with a simple and  exciting melody, repeat it until you begin to love it, and then  add more and more instruments and more and more distracting  voices, until it becomes harder and harder to follow the  beloved melody. Sometimes, as in the 4th and 5th symphony of Tchaikowsky, it sounds like attempting to listen to a lovely tune sung in the production hall of a noisy factory. In these cases, it is as if the composer is teasing you: "Why make it so easy for you? If you want to find your beloved melody again, then please make some efforts!"
To my mind, the degree of active participation the listener is asked for in order to get his satisfaction from the music is one of the main criteria for differentiating higher music from the lesser one. Common or "pop" music is based on simple and recognizable themes, recurrent beats, and endless repetitions. "High" music, in contrast, is characterized by its variability and versatility, by presenting the already recognized themes in a different form each time they appear   anew. If to arrange the various styles of music along a continuum from the "lowest" to the "highest" music, the difference is that while at the lower pole music, by caressing, hypnotizing, or stimulating him directly, entices the listener into a passive and regressive attitude; at the higher pole it always attempts to challenge him into some kind of active involvement. The listener has to always do something, and invest some mental efforts in order to get his satisfaction .[Footnote: By "passive and regressive attitude" I mean only  passive from the aspect of cognitive activity, and I am of  course aware that pop or rock music may entice the listeners  into such an activity as to put the whole concert hall into  ruins. But that belongs to "direct stimulation" and not to "organizing activity".]

What is that "work" the listener is provoked into doing if he really wants to participate in the enjoyable experience music is luring him into? As the basic idea has been taken from Kohut & Levarie (1950), let us first see what they had to say about it: "..unorganized sound symbolizes primitive dread of destruction. The fear is made unnecessary by the intelligible, though nonverbal organization of sound in music. Elements in this organization are the clear-cut beginning and end; the use of tones rather than noises; a tonality to which the listener is conditioned, a statement of the tonic at the beginning of the composition, regular rhythm; repetition; traditional formal patterns (for example, fugues or sonatas); and familiar instruments" (p.86).  This statement is derived and reflects  the basic premises of the "ego psychology" of those days,  regarding the function of the "organizing processes" (Hartmann,  1947) as serving the needs of the ego for reducing instinctual  tension, alleviating anxiety, or getting mastery over impulses  and wish-derivatives. But this kind of mental activity is not exactly the same as that presented at the beginning of the present chapter - that of an activity similar to solving cross word puzzles or other pastime games. Here we are dealing with   another kind of organizing activity which, unlike the "ego mastery" activity which is motivated by the defensive needs of the ego, is activated by some other kind of motivation. To differentiate between the two kinds of organizing activity I would call the first - "defensive organization", and the second - "cognitive organization". As the first is described adequately by Kohut & Levarie (1950), It remains only to explain what is meant by "cognitive organization".

The best presentation of that kind of organization is in "Emotion and Meaning in Music" by Leonard B. Meyer (1956). He assumed that the knowledge of the laws according to which music is composed creates in the listener expectancies about what is going to follow after any given point in the sequence of music:  "..the significance of a musical event - be it a tone, a  motive, a phrase, or a section - lies in the fact that it leads  the practiced listener to expect, consciously or unconsciously,  the arrival of a subsequent event or a number of alternative  subsequent events. Such expectations (or "subjective  predictions") are entertained with varying degrees of  certainty, depending upon what is felt to be the probability of  any particular event in this specific set of musical  circumstances" (Meyer, 1961, p.259). When the music we are listening to proceeds otherwise than we have expected it to, we are aroused to an emotional response: "Affect or emotion-felt is aroused when an expectation - a tendency to respond - activated by the musical stimulus situation, is temporarily inhibited or permanently blocked... Hence deviations can be regarded as emotional or affective stimuli" (Meyer, 1956, p.31-32).  Meyer did not specify how deviations arouse emotions, but in his paper of 1961 wrote about memorizing music: "Memory is not a mechanical device for the immutable registration of stimuli. It is an active force which, obeying the psychological "law of good shape," organizes, modifies, and adjusts the impressions left by perception. In so doing, it tends either to "improve" (regularize) irregular but well-structured patterns or to "forget" poorly structured ones" (p.261). In the  meantime, since Meyer presented this theory, psychology has  learned that not only memory but perception itself "is an  active force which... organizes, modifies, and adjusts the  impressions" so that everything Meyer assumed as being the  function of memory can be regarded today as being also the  function of perception. So that if to revise Meyer's theory in up-to-date terms, I would state: Music is composed according to a set of laws known to the musical community (the composers and listeners of a given cultural group), and therefore any point in the sequence of music arouses certain expectation regarding what will follow. If the music in its progression surprisingly  deviates from this expected sequence to present something  unexpected, the apparatus of perception  will be called into   action to edit ("organizes, modifies, and adjust") the musical  input to  fit  the form as determined by the laws.
Following Meyer's pioneering studies of the cognitive processes involved in music listening, many musicologists continued with this line of study and have developed the discipline called today - "cognitive musicology". This approach has been extended also to other arts, such as poetry (I know about two researchers who are working on that issue here in Jerusalem - Prof. Dalia Cohen, on "cognitive musicology", and Prof. Reuven Tzur, on "cognitive poetics"). But I will have to apologize before the reader for not surveying the results of all these interesting studies, because it is out of scope of the present paper.
There is, of course, something artificial in the differentiation between "defensive" and "cognitive" organization, especially considering the fact that in both kinds of organization similar organizing processes may be involved. But in spite of eventual overlapping, the differentiation is relevant, because the different motivations for each of the two kinds of organization determine also the qualities of emotions aroused as an outcome of that organizing activity, which may be different for each activity.
While psychoanalysis had relatively no theoretical difficulties in conceptualizing the motivations for the "mastery functions" of the ego, it always had problems how to conceptualize the motivations for the non-defensive functions of the mind. The problem arose first with the statement of Freud (1905) in his "Jokes and their Relation to the Unconscious": "If we do not require our mental apparatus at the moment for supplying one of our indispensable satisfactions, we allow it itself to work in the direction of pleasure, and we seek to derive pleasure from its own activity. I suspect that this is in general the condition that governs all aesthetic ideation, but I understand too little of aesthetics to try to enlarge on this statement" (p. 96). It seems clear that Freud, according to this statement, assumed that the very cognitive activity itself may be a source of pleasure, but the problem is that Freud was never explicit in stating what, to his opinion, that kind of pleasure is, and how to integrate it into the economic theory of his metapsychology. Psychoanalytic metapsychology continued for years to struggle with that theoretical problem, and various theoreticians tried, each in his own way, to conceptualize that particular quality of pleasure. Karl Buhler (1928) introduced his theory about "function pleasure"; Hendrick (1943) spoke about the "work principle"; White (1959) suggested "pleasure of effectance" etc. The problem with all these concept is that  while speaking  about "functions", they do not differentiate between bodily and  cognitive functions, and have never paid attention to the fact  that Freud in the above quoted statement spoke in fact only  about the pleasure in cognitive functions. George Klein (1976) summarizing the psychoanalytic literature delineated six different qualities of pleasure. Among these six he differentiated between "pleasure in functioning" (after K.  Buhler) and "pleasure in synthesis (aesthetic)". By the first concept he described mainly the pleasure involved in exercising the bodily skills and capacities, while by the second - mainly the cognitive ones. To quote: "By pleasure in synthesis I mean the delighted contemplation of restored or discovered order... The conditions of aesthetic pleasure are more purely cognitive than those of tension reduction and sensual pleasure... With  maturing cognitive capacities, the aspect of pleasure derived  from perceiving and closing a gap with the right fit comes to  be discernible, and deserves to be designated as a pleasure  prototype in its own right" (p. 229-232). He was also the first to stress the active nature of that kind of pleasurable activity: "An important aspect of aesthetic pleasure is that it involves an active integration... it would seem to be more in the service of what Freud (1926) called a mental mechanism of turning passive into active, which he regarded as central to the maintenance of man's individuality and wholeness" (p.232).
In my paper "Why do we enjoy art?" (Noy, 1989) I presented a theory about the pleasure provided by art based on psychoanalytic and neuro-physiological knowledge. Regular daily cognitive activity, which is dominated by the secondary process, is from the neuro-physiological point of view a neural activity   confined to a limited number of highly differentiated brain circuits and centers mostly located in the left hemisphere.  Dreaming, fantasizing, art production and consumption, which are primary- process dominated cognitive activities, are from the neuro-physiological point of view characterized by a widespread neural activity involving brain circuits and centers in both hemispheres. My conjecture is that the higher arts by provoking the perceptual apparatus to take active measures for organizing the percept, force cognitive functions to shift from secondary-process dominated activity to primary-process dominated one. From the neuro-physiological point of view - a shift from a highly focused neural activity in which the great number of brain circuits and centers remain relatively "silent" to a widespread neural activity involving most of the circuits and centers of the brain. To demonstrate this theory in practice, let me quote the example presented in that paper:

"The forth movement of Mozart's Jupiter symphony, a monumental musical architectonic construction built on five different themes, is one example for us to study. You can enjoy listening to it, even if you follow nothing more than the simple melodic line and its rhythmical beats. Such listening does not require activation of additional circuits of music perception - no more that those used while listening to "Rescheth Gimel" (an Israel popular radio station). But you may receive an even greater pleasure by following various ingenious combinations of the two, three, or four themes, and their inversions, from beginning to end. Doing so you will have activated many hitherto inactive brain circuits, including spatial-perceiving centers in the right (opposite) hemisphere.  And you will achieve the greatest pleasure of all if you succeed to follow all five melodic lines of the symphony to their climax at the coda, where they converge into a magnificent five-part counterpointal structure. Then, in order to attend to the whole orchestra, your entire brain, on all available circuits, will have to orchestrate in concordance with the music perceived" (p.129-30( .

The function of the higher arts provoking the cognitive apparatus to be actively involved in the organization of the percept, is, according to this theory, to entice the brain into a more widespread organizational activity, and by that to activate also many of the brain circuits that usually remain   silent during most of the daily routine secondary-process dominated cognitive activity. The assumption is that the brain, in order to maintain its flexible functional capacity, needs such periodic "pipe-cleaning", to drive into action from time to time those relatively silent circuits and centers. And as nature has assured the fulfilling of any of the biological survival functions by attaching to it a premium of pleasure, so also artistic activity which fulfills the vital function of enticing the brain into a widespread organizational activity,   provides such pleasure. The expectation for that kind of pleasure is in part the motivations that drive us to invest time and energy in exercising the organizing functions of the cognitive apparatus.  "In part" -  because this explanation  covers the issue only from the neuro-physiological point of  view, while from the psychoanalytical point of view the problem  of getting pleasure from widespread organizing cognitive  activities is much more complicated, and is related - as will  be shown later - to the significance of these activities for  the maintenance and the development the self.
The problem with the "ego-mastery" theory, or in its wider version - the "organization-provoking" theory, is in the relatively limited repertoire of emotion whose arousal can be explained according to this theory. The theory is based on the assumption that music is perceived as a stimulus that provokes the ego, the cognitive apparatus, or the brain (depending on your point of view) into some organizational activity. The emotions aroused are an outcome of the degree of success in this organizational task. As in any challenging task - success in performance will result in emotions of effectance, pride, or grandiosity, and failure in performance will result in emotions of frustration, shame, or depression. The "ego-mastery" theory adds another group of emotions: Because the organizational task is supposed to neutralize the anxiety-arousing effect of the unorganized noises, success in it may result in feelings of relief, while failure may result in arousal of tension, anxiety, and fear. This last eventual reaction is indeed what Kohut & levarie (1950) described in cases where the music heard is too difficult to be organized: "Such is the case when he is confronted with music the form of which is entirely unfamiliar.  Unable to cope with the unfamiliar sounds of atonal music, for  example, large numbers of listeners trapped in the concert hall  experience a gradual rise of anxious tension at the strange  sounds which they cannot master" (p.12).  The first problem is  that all these emotions, supposedly aroused as a result of  listening to "organization-provoking" music, although belonging  to the repertoire of emotional response to music, are not the  most prevalent, while many more prevalent emotions, such as  elation, nostalgia, elegy, sadness, etc., can hardly be  explained as belonging to these responses. The second problem  is that all these emotions, representing success or failure of  a cognitive task,  are of the quality of immediate emotions,  while the repertoire of emotions evoked by music belong mostly  to the quality of emotions described as mood, emotional  tendency, or   by the new term - "self-state".
To widen the scope and explain how the "organization provoking" theory may explain the arousal of a wider repertoire of emotions, including moods and "self-states", I will have to introduce a new principle of organization, and, with this, also add to the model of ego psychology that of self-psychology (an addition that also Kohut would supposedly make, would he be given the opportunity to revise his music enjoyment theory.

Via self-assimilation and self-accommodation
Psychoanalytical and psychological  studies when dealing  with "ego functions" or "cognitive mechanisms" usually treat  them as a one-directional process - such as a computer (the  "ego", or "cognitive apparatus") working on and processing some  kind of information (perceptual input, memories, etc.).  Implicit in this image is the conception that while the material processed gets modified, distorted, or changed in any other way, the processor itself remains intact and unchanged.   The new principle I want to suggest here is of a two directional movement, i.e. - not only the processed but the processor too may get changed in the process. In psychoanalytic  terms we could say, that also the ego, performing the  organizing work,  becomes changed to a certain degree as a  result of that work; but for reasons I will discuss elsewhere   I prefer to apply the concepts of self-psychology and speak  about the eventual changes in the sense of self [Footnote: I  tend to regard the model of self-psychology as more profitable  then the model of ego-psychology for understanding the dynamics  of art and creativity, but applying that new model will require  a thorough revision of the up-to-date psychoanalytic theory of  music and art, a study which will have to wait for the future.
George Klein (1976) was the first to relate the aesthetic pleasure to the organizational requirement of the self. To his mind the maintenance of the self "..the effort to be at one with oneself, and to find an acceptance in and to accept a place within social context, is a pervasive and dominant focus  of motives and actions. Since self-identity is a continuing  achievement, wrought out of adjudicating and resolving  incompatibilities, it is fitting that a sensitivity to  dissonance, cleavage, and finiteness, and a corresponding  pleasure in discovering order, in restoring order, and in  ordered complexity will not only have early beginnings but be  of continuing importance throughout life" (p.230-231); In other  words - the origin of the motivation for organizing an artistic  percept, restoring order, closing gaps, and re-establishing  wholeness, is in the continuing efforts to "sustain a sense of  coherence and continuity of self" (p.232). It is the sense of self that we are striving to maintain and safeguard while investing our efforts in the organization of the artistic percept. I believe that these general statements can be applied to music analysis to prove that each of the particular organizational tasks related to the processing of the musical percept, reflects one of the various organizational needs of the self.
Thus, from the point of view of self-psychology, the aim of the cognitive organizational activity is to amend, edit, modify, or distort the musical percept in adjustment to the needs of the self. The aim of the opposite activity I am suggesting here, is accordingly, the adjustment of the sense of self to the form and organizational requirements of the musical percept. To explain how the "sense of self" can be adjusted - a few words about the self and "self states":
The sense of self is the product of various qualitatively different components - such as knowledge and opinions about what I am, hopes and expectations about what I ought or want to be, images of how I am seen and how I may act in various situations, feelings of myself in various circumstances, and evaluations concerning the reliability and validity of my opinions and expectations. Parts of these components are steady for years; other parts - may change over long spans of time, and a considerable part - may vary even from one minute to another. To demonstrate what is meant by components varying  from one minute to another, consider for example, yourself  engaged in an activity such as solving some tricky mathematical  riddles: One minute, while being stuck on an especially  intricate problem without being able to see any solution, you  may feel yourself stupid, awkward, and ignorant, your self respect low and your self-image shriveled; while a few minutes  later, after having stumbled by some sudden illumination on the  right solution, you may jump and scream "I am a genius!", your  self-respect soars, your self-image expands, and you may feel  like there are no longer any limits to your abilities; and all  this - only for reverting with the next difficult problem back  to the "depressed" sense of self. These fluctuations, the ups and downs, expansions and shrinking, elation and depression, are dependent on your ability to solve the problems the immediate task is imposing on you, on the quality and quantity of efforts you have to invest in order to succeed in it, on the degree it may fulfill your expectations and future plans, etc.;   and all are regarded as normal and as reflecting your ability to adjust your sense of self to the immediate task you are engaged in. In case the immediate task is an interpersonal one,  you will certainly do better if you will be able also to  utilize your empathic capabilities for adjusting your point of  view, emotional attitude, degree of enthusiasm and  expectations, and rhythm of activity in synchronization with  those of your partner.
My assumption is that, in consideration with the fact that  we always tend  to project human qualities on any object or  event that evokes in us an emotional response anthropomorphism), every music  that conveys emotions (by the  narrative or the direct route) may be perceived by us as if it  would be an interpersonal organizational task. Accordingly, we may also utilize our empathic capabilities for the task of music organization, and try to adjust our sense of self in synchronization with the form of the music. 

The best example, to demonstrate the essential empathic capabilities is, as has already been mentioned before, the synchronization achieved in sexual relations. Here each partner, utilizing his empathic sensitivity, tries to "enter" into the form and patterns of his partner's sexual arousal by adjusting himself to his bodily rhythms and movements, and even to his images and expectations. A similar process can be observed in listening to music, when the enthusiastic listener   attempts to "enter" into the form of the music he is responding to by moving his body, nodding his head and tapping his fingers in adjustment to the rhythm of the music, or by waving his arms as if he were conducting an imaginary orchestra.
This capability of ours to accommodate our sense of self to the interpersonal and social situation we have to cope with involves the emotional sphere as well. The empathic person  will, and often without being consciously aware of it, direct  his emotional attitude and mood to fit the emotional atmosphere  dominating the situation, and may even develop the suitable  emotional attitude in advance to prepare himself for the   situation he is going to be involved in. It is as if empathy provides us with the tacit knowledge of choosing in advance the right dress that will best suit the atmosphere of the meeting we intend to attend. For example, if you are invited to a merry party you will enter the house already in a joyful mood, while when going to a funeral ceremony you will certainly enter the house already in a somber mood. These processes can also be  observed in music listening, when the listener in his attempt  to organize and master the musical percept, tries to "enter"  into the form of music by adjusting his sense of self and his  emotional attitude to the form of the music.
A good example to demonstrate this process is the problem of the different emotional impact of the major and minor keys which, to my mind, can best be explained by applying the new principle: The different emotional attitudes, joy for the major key, and sorrow for the minor key, are not conveyed by the form of the music but are the result of our attempts to adjust our sense of self to that form. Let us consider the main theme of the first movement of Mozart's C major Piano Concert (No. 25, K 503): The theme appears alternately in its major and minor modulation (according to the style of that period) so that part of the effect is based on the comparison between the two versions. When we hear it in its major form (GGG C C D D E) we recognize it as a lofty march, tempting us to straighten our back. protrude our chest, and feel ourselves as being inflated and expanded. Then we hear the minor version (GGG C C D D E flat), which by beginning the same way, naturally arouses in us the expectation of repeating the same lofty experience. But suddenly something unexpected happens: The last tone (E) is lower (E flat) than it ought to be!  How can I repeat this marvelous experience of bodily straightening and self inflation   with such a crumpled form? So what can I do? If I want to continue and go along with that marvelous music, I have no choice but to bend a little, contract myself, and deflate a bit my self-image, so that I may be able to "enter" into and pass this unexpected diminished form of the theme. In other words - if I want to go along with the enjoyable experience music is offering me; I have fluently to accommodate my emotional attitude and sense of self to the changing forms of the music.  In the case of major-minor modulation - alternatively to adopt an inflated or deflated state of the sense of self in concordance with the expanded or diminished forms of the music.

This process of accommodating the sense of self to the percept can be observed in almost any art. For example, in painting, if we really want to experience the full impact of a picture, it is not enough merely to observe it, but we have to try and "enter" into it, like a landscape which can be really experienced only by becoming a part of it.
Let us imagine the music listener attempting fluently to organize the music he is perceiving as would he be a runner who has to run along an obstacle course. He is allowed to employ  two means in order to overcome the obstacles placed along his  course, one after another, or both simultaneously, first, to  stop from time to time to reorder or remove the objects that  block his way; second, to accommodate the shape and size of his  body to the form of the gaps and interspaces between the  obstacles he has to  cross (for that we have to  compare the  runner to some animal, a cat for example, with a particularly  elastic and adjustable body). If we would watch in our imagination the runner (the listener) along the course we would see how he attempts each time to adjust his body (his self) to the obstacles - jumping (feeling "high") when the only space left for passing is high above, crawling (feeling "low") when he has to pass underneath a closed gate, or bending the body in any other form to fit the space left for passage.
The theoretical benefit of the "two-directional organization" assumption is that it enables us to explain a much wider spectrum of emotional responses than the "ego mastery" and "cognitive organization" theories alone. Part of  the emotions are explained as being the response to  the  experience of success or failure achieved in organizing the  musical percept, while another part are explained as the result  of the self adopting the suitable emotional attitude that may  serve him best for accommodating himself to the complicated  emotional situation he is going to be involved in. There is also a qualitative difference between the two groups of emotional responses. While the first are more of the nature of immediate emotions, the second tend to have the quality of   emotional attitudes and moods. Future studies will have to be done, for elaborating more specifically the differences between the two groups of emotional responses and the particular emotions arousing in response to each of the various situations.
The present theory, of the sense of self being able to adjust itself to new experience, is a part of my theory about the primary process and the self (see - Noy, 1969, 1973, 1979, 1982). In those studies I defined the primary process as "self-centered", and described its function to handle everything related to the regulation, maintenance, and development of the self; while the secondary process is defined as "reality oriented" and its function is to handle everything related to the orientation and action in reality and communication with others. Among the self-centered functions I have distinguished two antithetical processes - assimilation of new experience into the organizational patterns of the self, and accommodation of the patterns of the self to the new experiences. These two processes operate lifelong in balance, and are responsible for the continuous maintenance, development, maturation, and social adjustment of the self, including all its dimensions (self image, self-regard, self-expectations, self-evaluation, etc.). Artistic activity of all sorts - creating, performing and enjoying art - belong to the primary-process dominated mental activities, and as such serve the self-regulating and self maintaining functions of the mind exclusively. Any specific artistic activity can be demonstrated as being related to one of those self-maintaining functions. The two directions of music processing described here, are parts of that primary- process self-centered activity:  Defensive and cognitive organization are parts of the continuous efforts to assimilate any new experience into the organizational patterns of the self, and the adjustment of the sense of self to the form of music is part of the continuous efforts to accommodate the self to the new experience. 
The origin of the motivation for responding to the provocation of music for getting involved in both kinds of organizational activity - assimilation and accommodation, as well as the pleasure derived from these activities, is in the re-organizational needs of the self, and the need for exercising  continuously the primary processes serving those needs of the  self. But, as I have already mentioned before, further discussion of the issues of motivation and pleasure are beyond the scope of the present paper, and will have to wait for another study dealing with the relation between the theory of art and self-psychology.
Coda
We have presented three routes by which music may evoke an  emotional response, and we are certain that the creative  musician, being well acquainted with all three, knows how to  utilize each of them, and all three together, for making his  musical creations emotionally significant. 
Most of the musical creations utilize all three routes, but differ one from another regarding the route used as the dominant one. In word-accompanied songs the narrative route is mostly dominant; in unaccompanied melodies - the direct route; and in polyphonic music - the indirect route. All forms of polyphonic music demand of the listener to perform some active organizational work, and even if he chooses to focus his attention only on what seems to him to be the main theme - he has to invest some mental efforts in suppressing all other accompanying voices. However, in all higher forms of counterpointally structured polyphonic music the indirect route is certainly the dominant one, as they are all constructed so that the listener ֹmֹuֹsֹt invest considerable organizational efforts in order to be able to enjoy them.
The highest forms of polyphonic music not merely add the three routes one to another for the intensification of music's emotional impact, but integrate them into multilevel constructs in which each higher level "works" on the emotions conveyed by the lower one. By such an integration, the ingenious composer succeeds in creating new and original means of expression, and in arousing emotional responses hitherto never experienced in response to music.
To demonstrate these highest products of integration let us  consider the great composers, from Bach and further, who have  discovered that in polyphonic music the various counterpointal  voices can be used also for presenting different, and   contrasting emotions.  Some of the most ingenious examples for demonstrating that technique are to be found in the vocal ensembles of Mozart's great operas. In these operas he brought together, mostly at the height of the dramatic plot, the various heroes involved in the conflict to sing together in ensemble, while each of them presents his individual point of view. His genius enabled him to individualize each character not only by his actions and ideas, but also by his emotional attitude. By doing that, he succeeded in presenting in these ensembles a powerful emotional conflict created by each hero conveying in his singing a quiet different emotion. The first, and may be the greatest example, is the quartet No.21 "Andro ramingo solo" in his opera "Idomeneo". Here the four heroes -  Idamante, Idomeneo, Ilia and Electra (who supposedly represent  the nuclear family of Mozart - himself, his father, his sister,  and his mother), are caught in a desperate situation when  Idamante has to leave home in order to fight against the  monster sent by Neptune,  his father feels guilty for being  responsible for that situation, and the two women competing for  Idamante's love know nothing about Idomeneo's guilt (a conflict  that supposedly represents Mozart's separation anxiety around  leaving his home in Salzburg that year). That "invention", of utilizing musical polyphony for presenting emotional conflicts became from the beginning of the 19-century a regular component of all operas, and has been applied also in most of the great cameric and symphonic music.
Such an "ambivalence" of presented emotions puts a special  strain on the organizational capacities of the listener who is  required in that case  not only to achieve cognitive  organization, but also to succeed in the intricate task of  integrating and reconciling diverse emotions.
The organizational task of the listener who has to cope   with such a multi-emotional sample of music can be compared to the task of the chairman or moderator of an open discussion. In the simple cases his function is mainly to organize the discussion in such a way that everybody in the audience will be able to comprehend the meaning of what has been said by the discussants. For that purpose - maybe he has sometimes to silence one speaker, to ask two others to exchange places, and all other kinds of technical interventions aimed for keeping order and preventing the discussants from interrupting one another. This is the kind of organization analogical to "cognitive organization" of music.  In some cases the chairman may have a special interest that a particular opinion expressed in the discussion ֹnֹoֹt be heard by the audience. In these cases he may take advantage of his organizational authority and use various "administrative tricks", such as transferring the right of speech to somebody else every time the unwanted speaker is attempting to say something or any other likewise trick.  This is the kind of organization analogical to "defensive organization" of music. But in cases were the task is, let us  say, to function as a moderator in a political discussion, or  as a therapist in a family dynamic session (as Mozart did in  most of his opera ensembles) the organizational task is a much  more complicated one. In these kinds of discussion, where each   participant displays a different emotional attitude, the moderator cannot be content with organizing the discussion administratively, but he himself has to take some emotional stance. The un-experienced moderator may choose the easy way and simply identify with the emotional attitude of one of the disputing sides, but the professional one will succeed in adopting an emotional attitude that in some way is the sum total of all the antagonistic and conflicting emotions, but at the same time is neither of them. This emotion - which I would call in the language of communication theory "meta-emotion" - is a novel and original creation, which may be either an amalgamation of all the component emotions, or based on only one of the various conflicting emotions, or even be quite different. For demonstrating the last possibility let us  consider a family therapist who is leading a heated discussion  where each family member expresses a different sort of  aggression, but he, although sensing the emotional attitude of  each of the participants, does not feel any aggression, but  only a deep feeling of compassion for this family. For creating  that kind of "meta-emotion" essential for integrating the  antagonistic and conflicting emotions of the discussants, the  therapist has to be able first to identify with each individual  emotional attitude, and then to integrate them inside himself.  Thus, to achieve such an integration, he has to be able to "contain" the ambivalent emotions, to resolve the emotional conflict created inside his self as a result of that ambivalence, and to accommodate his self to the new emotional experience, an achievement that requires the combination of both functions - self-assimilation and self-accommodation.
The same applies for the listener endowed with the ability to apprehend and enjoy the highest forms of music. In his  attempts to organize these forms and reconcile the opposites he  has to be able to recognize the various emotions conveyed, to  "contain" their ambivalence, to resolve the incompatibilities  created by that ambivalence inside his self, and to accommodate  his sense of self to that new  experience. And if he succeeds  in achieving  it - may be and he has found a new solution to an emotional conflicts, a new formulae for reconciling contrarieties, a new way for adjustment to changing experiences, or perhaps even - a new emotional experience he has never experienced before 

And if a musical creation or any other artistic work can induce in us some enduring changes, cause us to emerge from its experience a little more integrated, and a bit nearer to perfection - what more can we expect?
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