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Secrets of life in music

Manfred Clynes

Introduction

In this paper in honour of Ingmar Bengtsson I should like to present a view of how living
music functions which has emerged in two decades of study; an understanding that has now
made possible new pedagogic. interpretive. and creative means. and even to an extent a
redirection of the place of music in the social fabric.

Dedication to Bengtsson is appropriate. He clearly recognized (and heard) the signifi-
cance of our early efforts, particularly with regard to the intimate and powerful phenome-
non of the composer's pulse. I would like to thank him here especially for his rare musical
sensitivity and insight, and for encouraging the work at a time when its potential was notyet
seen by many.

Necessarily, we will only make a rather brief presentation, but we shall attempt as far as
possible to give a rounded, if not detailed perspective of our work. Contributing currently
to this rather unjustly neglected field also is the work of Bengtsson and Gabrielsson (1983)
on rhythmical aspects, and of Sundberg (1983)—various performance rules, not including
the pulse however.

In the following we shall be concerned with communicative functions of music, how its
special living and emotional qualities are embodied and perceived in composition and
performance. We shall see how aspects of musicality hitherto accessible only intuitively are
products of lawful though unconscious musical thought, and describe these laws. Musicali-
ty then reveals itself as an understanding of these laws to which the gifted are inwardly
faithful. and the laws are seen as an important part of the code of the musicality.

In Western culture we have devised a singular means of killing music—writing it downin
a score. It then has to be resuscitated or resurrected in performance. The performer has to
supply all the nuances, the microstructure that was not and could not be notated by the
composer, in order to bring the music to life. Therein lies his art.

The great advantage of storing musical thought “on ice” for future use is thus partially
mitigated by the need to reinvent the musical microstructure. The composer’s musical
thought necessarily includes the unnotated musical microstructure. To recreate the musi-
cal thought the performer's efforts are required emending the score by his own musical
thought and microstructure which he hopes is in svmpathy with that of the composer: a
hope which is sometimes more realistic than at other times: In fact it is due to the need for
this process that we suffer so many bad performances,

The composer of course may have thought in more thuan one microstructure for a given
theme or piece—perhaps at different times—but all thesesways of musical thought would
have been living ways. and none of them could be notated.







































