peDocs DIPF @

Open Access Erziehungswissenschaften

Putz, Werner [Hrsg.]
Musik und Korper

Essen : Die Blaue Eule 1990, 270 S. - (Musikpadagogische Forschung; 11)

Quellenangabe/ Reference:
Pitz, Werner [Hrsg.]: Musik und Kérper. Essen : Die Blaue Eule 1990, 270 S. -
(Musikpadagogische Forschung; 11) - URN: urn:nbn:de:0111-opus-91461 - DOI: 10.25656/01:9146

https://nbn-resolving.org/urn:nbn:de:0111-opus-91461
https://doi.org/10.25656/01:9146

in Kooperation mit / in cooperation with:

http://www.ampf.info

Nutzungsbedingungen Terms of use

Gewahrt wird ein nicht exklusives, nicht Ubertragbares, We grant a non-exclusive, non-transferable, individual and limited
personliches und beschranktes Recht auf Nutzung dieses right to using this document.

Dokuments. Dieses Dokument ist ausschlieRlich fir den This document is solely intended for your personal, non-commercial
personlichen, nicht-kommerziellen Gebrauch bestimmt. Die use. Use of this document does not include any transfer of property
Nutzung stellt keine Ubertragung des Eigentumsrechts an diesem rights and it is conditional to the following limitations: All of the
Dokument dar und gilt vorbehaltich der folgenden copies of this documents must retain all copyright information and
Einschrankungen: Auf samtlichen Kopien dieses Dokuments other information regarding legal protection. You are not allowed to
mussen alle Urheberrechtshinweise und sonstigen Hinweise auf alter this document in any way, to copy it for public or commercial
gesetzlichen Schutz beibehalten werden. Sie durfen dieses purposes, to exhibit the document in public, to perform, distribute or
Dokument nicht in irgendeiner Weise ab&andern, noch dirfen Sie otherwise use the document in public.

dieses Dokument fir offentliche oder kommerzielle Zwecke

vervielfaltigen, offentlich ausstellen, auffiihren, vertreiben oder

anderweitig nutzen.

Mit der Verwendung dieses Dokuments erkennen Sie die By using this particular document, you accept the above-stated

Nutzungsbedingungen an. conditions of use.

Kontakt / Contact: Digitalisiert
pebocs

DIPF | Leibniz-Institut fiir Bildungsforschung und Bildungsinformation Mitglied der

Informationszentrum (1Z) Bildung
E-Mail: pedocs@dipf.de

Internet: www.pedocs.de Leibniz-Gemeinschaft



D 122/90/11/2

Musikpadagogische
Forschung

Werner Ptz
(Hrsg.)

Musik
und Korper



Themenstellung: DaR es der Leib ist, der die Musik macht, hort und erlebt und daf3
jeder Umgang mit Musik geistige, emotionale und korperliche Prozesse gleicher-
malen mit einschlief3t, scheint eine Selbstverstandlichkeit, die jedem Musiker, Mu-
sikwissenschaftler und Musikpadagogen vertraut ist. Trotzdem ist das Verhaltnis
vieler Musiker und Musikologen zu ihrem Kérper nicht ohne Irritationen, Folge einer
leibfernen musikalischen Ausbildung, die ihrerseits die im Verlaufe ihrer Geschichte
zunehmende Entkorperlichung der abendlandischen Musik und Korperfeindlich-
keit der westlichen Kultur insgesamt widerspiegelt.

Die im vorliegenden 11. Band der Musikpadagogischen Forschung versammelten
Beitrage des Cloppenburger Symposions ,Musik und Kérper* gehen die elemen-
tare Beziehung zwischen Leib und Musik im interdisziplindren Dialog an. Padago-
gen, Wissenschatftler, Therapeuten und Kinstler reflektieren das Thema aus musik-
psychologischer, anthropologischer und philosophischer Sicht, entwerfen Modelle
zu einer ganzheitlichen, kdérperbewufRten Instrumental- und Gesangspadagogik
(Alexander-Technik, Feldenkrais-Methode, Klavierunterricht im 19. Jahrhundert)
und stellen Beispiele kiinstlerischer Praxis vor (Chinesische Nationaltdnze und
Performance Art); sie diskutieren Fragen der padagogischen und therapeutischen
Praxis und Theorie (Musikhdéren; Regulatives Musiktraining; elementares ,leibhaf-
tes“ Musizieren; Afrikanisches Trommeln; Musik und Bewegung, Rock- und Pop-
tanz im Musikunterricht; Koérperbewuf3theit und musikalische Interpretation). Au-
Berdem enthélt der Band zwei Beitrage zur Musik in der Erwachsenenbildung.

Der Herausgeber: Dr. Werner Pitz, geb. 1939, Studium der Schulmusik, Germa-
nistik und Musikwissenschaft (Musikhochschule und Universitat Kéln), Professor
fur Musikpadagogik an der Universitdit Gesamthochschule Essen, Veroffentli-
chungen zur Didaktik der Neuen Musik, zum facherubergreifenden Unterricht und
zu therapeutischen Aspekten des Musikunterrichts.
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Vorwort

Dal es der Leib ist, der die Musik macht, wie Rudolf zur Lippe es in seinem
Beitrag zu diesem Band auf den Punkt bringt - ich mdchte noch ergénzen: hort
und erlebt  scheint eine Binsenwahrheit, die jedem Musiker, Musikwissen-
schaftler und Musikp&dagogen vertraut ist. Jeder aktive wie rezeptive Umgang
mit Musik schliet von Haus aus bereits korperliche Aktionen bzw. Reaktionen
mit ein. Musizieren ist, sieht man einmal von dem Sonderfall der Produktion
elektronischer Musik ab, stets mit korperlicher Bewegung verbunden und setzt
selbst auf einem mittleren Fahigkeitsniveau ein hohes MaR an Kd&rperbeherr-
schung voraus. Fir den praktizierenden Instrumentalisten ist Musik machen so-
mit auch immer Arbeit an bzw. mit dem Korper.

Der emotionale Ausdruck von Musik wurzelt tief im Leiblichen - musikalische
Gesten korrespondieren weitgehend mit kdrperlichen und das Héren und Erle-
ben von Musik gehen einher mit intensiven innersensorischen, auch physiologisch
nachmefRbaren Kérperempfindungen und -gefihlen.

DemgemaR zahlreich und vielfaltig sind die Formen und Gestalten des Zusam-
menspiels zwischen Musik und Kérper in Vergangenheit und Gegenwart. Tradi-
tionell zahlen dazu:

der Tanz von der Folklore bis zum klassischen Ballett und den verschiede-
nen Arten des neuen Tanztheaters,

alle Formen des Musiktheaters,

die Rhythmische Erziehung mit ihren unterschiedlichen Auspragungen
wie Bewegungsimprovisation, szenische Improvisation, Motopadagogik,
Psychomotorik u.a.,

Musik und Bewegung in P&ddagogik und Therapie etc.

In der gegenwértigen Musikszene, in der Popmusik wie in der sog. Avantgarde
nimmt das Zusammenspiel von Kérper und Musik gleichfalls einen herausragen-
den Platz ein. Sowohl die live im Konzert vorgetragene Rockmusik wie auch die
dazu entwickelten Videoclips beziehen ihre Wirkung wesentlich aus den Kérper-
aktionen der Instrumentalisten bzw. aus den im Zusammenhang mit der Musik
ausgeflihrten Bewegungen. Vergleichbares gilt fur die Rezipienten, deren Ver-
stehen sich ebf. vornehmlich in intensiven kdrperlichen Reaktionen und Aktivita-
ten &uBert.

Ebenso gehen in bestimmten Spielarten der experimentellen Musik Korper
und Klang eine enge Verbindung ein, werden Kdrperaktionen und mit Hilfe des



Korpers erzeugte Klange und Gerédusche gleichsam mitkomponiert, so z.B. in
Kagels Instrumentalem Theater, in den Fluxusaktionen und sog. Perfomances
mit Musik (Jana Haimsohn, Laurie Anderson, Terry Fox, Harry de Witt, Hans
Otte u.a.).

Das Verhdltnis der Musiker und Musikp&dagogen zu ihrem Karper indes ist
trotz der offensichtlichen Affinitaten zwischen Musik und Korper nicht ohne Irri-
tationen. So verfligen Instrumentalpddagogen zwar oft Gber ein reichhaltiges Ar-
senal an Einzelibungen zur Entwicklung einer soliden Instrumentaltechnik, doch
deren Einbindung in ein geistiges Gesamtkonzept lebendigen Musizierens blei-
ben sie nicht selten schuldig. Austibende Musiker erfahren ihren Kérper héufig
erst dann bewuflt, wenn es technische Schwierigkeiten gibt, er ihnen seinen
Dienst versagt.

Ein Fach wie Rhythmik/Bewegungserziehung, in dem das Thema Korper und
Musik exemplarisch abgehandelt wird, dient fast ausschlieBlich der Spezialisten-
ausbildung. Von Studenten anderer Facher, die hier Grundséatzliches fir sich und
ihr Verhdltnis zum Instrument und zur Musik erfahren konnten, wird es erfah-
rungsgeméan kaum besucht. Das Fach selber steht in dem Ruf, durchgéngig von
Praktikern, die nur ausnahmsweise auch an einer theoretischen Reflexion ihrer
Arbeit interessiert sind, unterrichtet zu werden.

In der allgemeinbildenden Schule dominieren auch im Musikunterricht - zu-
mindest in den Sekundarstufen - Reflektieren und kognitive Lernziele tber non-
verbale Verfahren, um die Bedeutung von Musik zu erschliefen. Musik und Be-
wegung, die Tatsache, dal alles Musikerleben im Leiblichen griindet, werden in
der schulischen Musikerziehung nur von wenigen Spezialisten genutzt (s. dazu
den Beitrag von Ulrich Giinther), ein Zustand, der in krassem Widerspruch zu
einer Jugend steht, die ihr Verhaltnis zur Musik weitgehend tiber den Kdrper de-
finiert.

Demgegeniber hat das Thema Korper bzw. Leiblichkeit in unserer Gesell-
schaft zur Zeit Hochkonjunktur. Ganzheitliche, am korperlichen Lernen orien-
tierte Verfahren wie Yoga, Alexander-Technik, Feldenkrais, verschiedene For-
men der Gymnastik und Kdorpertherapien verschiedener Provenienz, die einen
bewulteren Umgang mit unserem Korper anstreben, erfreuen sich zunehmender
Beliebtheit. Die Flut an zumeist sehr praktisch ausgerichteter Literatur dazu ist
kaum mehr zu Uberblicken, und es féallt zunehmend schwerer, seriése von nur
einem modischen Trend folgenden Publikationen zu unterscheiden. Die oft zu
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beobachtende Euphorie, mit der die neuen Kérperkonzepte in der Hoffnung auf
Besserung korperlicher, ja sogar psychischer Leiden erprobt werden, kann als
Reaktion auf eine Zeit interpretiert werden, deren Einstellung zum Leiblichen
auf eine eigentimliche Weise gespalten ist. Einerseits ist sie von einer kritiklosen
Bewunderung des Kérpers und koérperlicher Leistungen geprégt. Die Deutlich-
keit und Direktheit, mit der der menschliche Kérper in den gedruckten wie elek-
tronischen Medien zur Schau gestellt wird, ist kaum zu (berbieten. Sportliche
Hdchstleistungen werden vorbehaltlos verherrlicht. Im Gegensatz dazu steht die
Rolle, die der Leib im Alltagsleben spielt. In Beruf, Erziehung sowie im taglichen
Umgang miteinander ist geradezu eine Stillegung des Kérpers zu beobachten,
ein Phédnomen, das Horst Rumpf exemplarisch fur die Schule beschrieben hatl

Beiden Einstellungen zum Korper gemeinsam freilich ist eine Sichtweise, die
den Korper isoliert von der leibseelischen Ganzheit des Menschen sieht. Eine In-
tention des Cloppenburger Symposions zum Thema ,,Musik und Kdrper* war es,
diese zentrale Frage nach der Einheit von Kérper - Geist - Seele im Umgang mit
Musik im Dialog zwischen verschiedenen beteiligten Disziplinen anzugehen. Ent-
sprechend vielféltig und unterschiedlich hinsichtlich Aussage aber auch Diktion
sind die in dem vorliegenden Band versammelten Ergebnisse. Die einzelnen Bei-
trdge lassen sich vier Bereichen, in denen das Thema in gleichsam konzentri-
schen Kreisen behandelt wird, zuordnen:

1. grundsétzliche, theoretische Reflexionen zum Verhéltnis von Musik und
Korper aus musikpsychologischer, anthropologischer und padagogischer
Perspektive (Clynes, zur Lippe, Rumpf);

2. Instrumentalpddagogik (Kratzert, Jacoby, Gellrich);
3. Kinstlerische Praxis (Shi-Beneke, Meyer-Denkmann, Gembris);

4. Pé&dagogische und therapeutische Theorie und Praxis (Schwabe, Pitz,
Haselbach, Grimmer, Meyberg, Gunther, Mller).

Manfred Clynes beschreibt auf der Grundlage des derzeitigen Entwicklungsstan-
des der musikpsychologischen Forschung und eigener Arbeiten die vielféltigen
Aspekte der Beziehung zwischen Geist - Psyche - Korper und zieht daraus Folge-
rungen fir die instrumentale Interpretation. Seine den Rahmen reiner Empirie
transzendierenden Ausfiihrungen, etwa zur Bedeutung des inneren Vorstellungs-
vermdgens und der Freiheit der Bewegung fiir das Instrumentalspiel, weisen, wie

Die Uibergangene Sinnlichkeit. Drei Kapitel tGber die Schule, Miinchen 1981.
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Clynes zu Recht feststellt, offenkundige Parallelen zu in der Praxis bereits er-
probten Konzepten wie Feldenkrais-Methode, Alexander-Technik auf (s. dazu
die Beitrdge von Rudolf Kratzert, Peter Jacoby und Frauke Grimmer).

Rudolf zur Lippe reflektiert die in unserer Kultur herrschende Spannung zwi-
schen kognitivem Erkennen, das nach seiner Meinung nur die Oberflache unse-
rer Erfahrung beriihrt und einem in den Bewegungsgesten unseres Leibes grin-
denden gestalt-haften Wahrnehmens, das bis in die ,,unauslotbaren Tiefen des
nicht BewuBten* zu reichen vermag. Ein Weg zur Milderung dieser Spannung
geht fir ihn Gber die innere Natur des Menschen, seine im anthropologisch
Frihen angesiedelten Leibeserfahrungen.

Christoph Schwabe schlagt mit dem aus seiner musiktherapeutischen Arbeit
entwickelten Regulativen Musiktraining eine Briicke zwischen Musiktherapie
und Musikpédagogik. Mit diesem fir sog. Gesunde gedachten Verfahren mdchte
er asthetische GenuRfahigkeit férdern und dazu beitragen, psychophysische Fehl-
spannungen zu regulieren.

Werner Pitz pladiert fir einen aktiven, den ganzen Menschen einbeziehenden
Umgang mit Musik, der im Erleben griindet und biographische, physische,
psychische sowie kognitive Momente gleichermalen einbezieht. Die dominierend
verbal-begriffliche und sachorientierte Behandlung von Musik, wie sie bislang an
Schule wie Hochschule betrieben wird, erscheint ihm wenig forderlich, den indi-
viduellen Sinn von Musik zu erschlieRen.

Barbara Haselbach stellt einige Grundlagen eines leibhaften Musizierens vor
und versucht die zu diesem Zweck auf dem Symposion von ihr initiierte nonver-
bale Gruppenimprovisation - soweit dies Uberhaupt moglich ist - verbal zu be-
schreiben.

Rudolf Kratzert und Peter Jacoby zeigen Moglichkeiten der Alexander-Technik
bzw. Feldenkrais-Methode fiir einen leib-seelisch fundierten Instrumental- und
Gesangsunterricht auf. Die in ihrer Zielsetzung erstaunlich &hnlichen Grundla-
gen beider sonst eigenstandigen Verfahren wie Gewaltfreiheit und Geschehen-
lassen, Steigerung der Bewegungskoordination iber die Entwicklung der Tiefen-
sensibilitdt und Forderung der individuellen Autonomie regen lber den engeren
Bereich der Instrumentalpddagogik hinaus dazu an, grundsétzlich Gber Fragen
des Musiklernens in unseren musikpadagogischen Institutionen nachzudenken.



Martin Gellrichs Anmerkungen zur geradezu militarischen Abrichtung der
Klavierspieler in der zweiten Halfte des vorigen Jahrhunderts stellen einen ein-
drucksvollen bis in unsere Tage nachwirkenden Kontrapunkt schwarzer Padago-
gik zu den von Jacoby und Kratzert vertretenen Modellen dar. Zwar gehoren bi-
zarre Auswichse wie der ,,Automatische Klavierhandleiter aus dem Gruselkabi-
nett der Klaviermethodik glicklicherweise der Vergangenheit an, doch ist die
Uberlegene Attitlide des aufgeklarten Klavierpadagogen durchaus fehl am Platze:
Auch heute noch dienen Klavierspiel und -unterricht allzu oft dazu, Sekundartu-
genden wie Disziplin, Ausdauer und Exaktheit zu befordern, den Kérper zu do-
mestizieren, und nicht zuletzt sucht immer noch mancher Padagoge das Heil in
der einseitigen Zerlegung der Gesamtbewegung des Musizierens in ihre Teilele-
mente.

Wenjuan Shi-Beneke gibt einen faszinierenden Einblick in die vielfaltige For-
men- und Ausdruckssprache chinesischer Musik- und Tanzstile.

Gertrud Meyer Denkmann orientiert Uber die Urspriinge, Entwicklungen, In-
tentionen und den derzeitigen Stand der Performance-Szene.

Den kinstlerischen Hohepunkt des Symposions steuerte die New Yorker Per-
formance-Kiinstlerin Jana Haimsohn bei. Heiner Gembris beschreibt in seinem
Portréat die kinstlerische Entwicklung von Jana Haimsohn und die biographi-
schen und sozialen Hintergriinde ihrer Arbeit.

Frauke Grimmer setzte sich in ihrem Beitrag mit der Bedeutung von Heinrich
Jacobys Konzept der Nachentfaltung des Menschen fur eine lebendige musikali-
sche Interpretation auseinander. Jacobys Vorstellungen eines gewaltfreien Ler-
nens, sein Verstandnis der asthetischen Wahrnehmungs- und Ausdrucksfahigkeit
vor allem als Freilegen von durch fehlgeleitete Erziehung verschiitteten Fahigkei-
ten sowie seine lIdeen zur Bedeutung des Kontaktes zu sich und zur Aufgabe fur’s
Musizieren, der wesentlich in einer wachen Beziehung zum eigenen Korper
grindet, stehen aktuellen holistischen Ansétzen in der Erziehung nahe und sind
nach wie vor eine Herausforderung fir jeden Musikpéddagogen, der an einem
umfassenden, lebendigen und schépferischen Umgang mit Musik interessiert ist.

Wolfgang Meyberg stellt seine Arbeit mit afrikanischem Trommeln als ein Mo-
dell kérpernahen Musizierens vor, das dazu anregt, es sowohl therapeutisch wie
auch musikpédagogisch zu nutzen.
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Ulrich Glnther geht der Frage nach, warum dem Bereich Musik und Bewe-
gung zwar von allen Beteiligten, den Verfassern von Richtlinien, den Autoren
entsprechender Beitrdge in Fachzeitschriften wie Lehrern und Lehrerinnen eine
groRBe Bedeutung beigemessen wird, er aber in der schulischen Praxis nur eine
untergeordnete Rolle spielt. Bedenkenswert, dal es oft gerade die ausgebildeten
Fachlehrer sind, die sich in diesem Arbeitsfeld schwer tun - vielleicht ein Hinweis
auf Ausbildungsméngel?

Madglicherweise bietet da Renate Miillers Konzept ,,Rock- und Poptanz® im
Unterricht, das bei der auBerschulischen Sozialisation der Schiler ansetzt und
soziales mit musikalischem Lernen verkniipft, praktikable Ansétze, die weiterhel-
fen (die von ihr auf dem Symposion beispielhaft angeleiteten Erfahrungen ,,am
eigenen Leibe* stimmen durchaus hoffnungsvoll).

Horst Rumpf lenkt die Aufmerksamkeit auf die anarchische, unangepaflte
Kehrseite von Spiel und Kunst, die in der offiziellen Erziehung zugunsten des
Spiels als Mittel der Domestizierung und Entrohung, d.h. der Einpassung in ge-
sellschaftliche Funktionen und Realitdt ausgeblendet wird. Ungeteilte dsthetische
Erziehung, die Entfaltung der Sinnlichkeit ndmlich, ist seiner Meinung nach nicht
ohne Zulassen des Ungebardigen, Verstérenden, die allgemeinen Muster Spren-
genden zu haben.

Zwei freie, vom Tagungsthema unabhangige Forschungsbeitrdge zur musikali-
schen Erwachsenenbildung beschliefen den Band. Ursula Eckart-Backer entwirft
Grundlinien eines adressaten-, praxis- und erfahrungsorientierten Forschungs-
konzeptes in der musikalischen Erwachsenenbildung, ein Arbeitsfeld, das in den
néchsten Jahren zweifellos an Bedeutung gewinnen wird. lhre Initiative fiihrte zur
Bildung einer Arbeitsgruppe innerhalb des Arbeitskreises Musikpadagogische
Forschung, die erste Ergebnisse auf einer der ndchsten Tagungen vorstellen will.

Werner Kliippelholz zeichnet ein durchaus positiv stimmendes Bild des Instru-
mentalunterrichts von Erwachsenen und leitet aus den Ergebnissen seiner Studie
einige Perspektiven weiterer notwendiger Forschungen ab.

Last not least sei an dieser Stelle dem Bundesminister fur Bildung und Wissen-
schaft, der Deutschen Forschungsgemeinschaft und dem Niederséchsischen Mi-
nister fur Kunst und Wissenschaft fiir ihre groRziigige finanzielle Unterstiitzung

gedankt, mit der sie die Durchfiihrung des Symposions und den Druck des Ta-
gungsberichtes geférdert haben.
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AMPF-Tagung Cloppenburg 13.-15. Oktober 1989

Programm

Freitag, 13. Oktober 1989

14.00 Uhr

15.00 - 16.00 Uhr
Horst Rumpf (Frankfurt)

16.30 - 18.00 Uhr
Christoph Schwabe (Dresden)

Werner Pitz (Essen)

20.15 - 22.00 Uhr
Barbara Haselbach (Salzburg)

Samstag 14.Oktober 1989

9.00 -9.30 Uhr
Martin Gellrich (Berlin)

9.30 -10.30 Uhr
Rudolf Kratzert (Kassel)

Begriifung

Sinnlichkeit - Spiel - Kultur
Moderation: Werner Piitz

Regulatives Musiktraining und Kor-
perwahrnehmung

Erfahrung durch die Sinne und Sinner-
fahrung. Perspektiven fiir den Umgang
mit Musik

Moderation: Rainer Schmitt

Zur elementaren Erfahrung leib-haften
Musizierens - Vortrag mit Workshop*
Moderation: Heiner Gembris

Die Disziplinierung des Korpers. An-
merkungen zum Instrumentalunterricht
in der zweiten Halfte des 19. Jahrhun-
derts

Alexandertechnik als Basistechnik fir
Musiker - Vortrag mit Demonstration

Wer bei diesem Workshop aktiv mitarbeit n mochte (15-20 Teilnehmer) wird gebeten, ent-

sprechende, leichte Kleidung mitzubringen.



10.45 - 11.45 Uhr
Peter Jacoby (Detmold)

11.45-12.30

Parallelveranstaltungen

9.00 - 10.30 Uhr
Ursula Eckart-Bécker (Kdln)

Werner Klippelholz (Siegen)

14.30 - 16.00 Uhr
Wenjuan Shi-Beneke (Hamburg)

Gertrud Meyer-Denkmann
(Oldenburg)

16.30 - 18.30 Uhr

20.00 - 22.00 Uhr

16

Die Feldenkraismethode im Instru-
mental- und Gesangsunterricht - Vor-
trag mit Demonstration

Diskussion der drei Beitrage
Moderation: Rudolf-Dieter Kraemer

Musikpadagogik in der Erwachsenen-
bildung - eine gesellschaftliche und
padagogische Notwendigkeit: Einfiih-
rung in die Problematik

Erwachsene und Instrumentalspiel.
Eine empirische Studie
Moderation: Christa Nauck

Chinesische Nationaltdnze. Musik- und
Tanzstile verschiedener Regionen (mit
Demonstrationen)

Die Performance-Szene - Versuch einer
Orientierung
Moderation: Heiner Gembris

Jahresversammlung des Arbeitskreises
Musikpéadagogische Forschung

Solo-Performance Jana Haimsohn



Sonntag, 15. Oktober 1989

9.00 - 10.30 Uhr
Frauke Grimmer (Kassel)

Wolfgang Meyberg (Oldenburg)

Parallelveranstaltungen

Ulrich Ginther (Oldenburg)

Renate Muller (Hamburg)

10.45 - 11.45 Uhr
Rudolf zur Lippe(Oldenburg)

12.00 - 12.45 Uhr

KorperbewuRtsein und ,innere Be-
wegtheit des Ganzen*. Voraussetzun-
gen lebendiger Interpretation in der
Musikpéadagogik Heinrich Jacobys

Afrikanisches Trommeln. Aspekte einer
korperorientierten Musikpéadagogik
Moderation: Rainer Schmitt

Musiklehrer &uBern sich zum Lernbe-
reich Musik und Bewegung. Kurzbe-
richt Uber eine empirische Untersu-
chung

Rock- und Poptanz im Musikunterricht.
Aspekte und methodische Arrange-
ments.

Moderation: Herbert Bruhn

Es ist der Leib, der die Musik macht
Moderation: Werner Piitz

SchlufRforum
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Mind-Body Windows and Music

Manfred Clynes

Introduction

I should like to thank the organizers of the Symposium concerned with the re-
lationship between body and mind in music for their invitation to contribute this
article. My regrets are only that | could not attend the Symposium personally.

Mind-Body Interaction

The inherent connection between the psyche or mind, and the body, is surely
one of the most important unresolved questions, made increasingly urgent in our
time with continuing technical progress. Because of its difficulty and apparent
intractability it is frequently swept under the carpet even by foremost theoreti-
cans - in artificial intelligence, in neuroscience, human ethology, social biology
and philosophy.

In none of these disciplines have handles been found to attack this question.
Clinical psychology and psychiatry, encountering the question empirically
through the use of substances which affect the mind and the psyche have little
understanding as yet of how, and not at all why thought influences the body and
vice versa (Panksepp 1982, 1988, Panksepp, Silvy, and Normanseil, 1985, Pert et
al., 1984). We don’t know even how alcohol affects the mind in the way it does.

Curiously however, the field of dynamic emotion generation and communica-
tion (Clynes 1988, 1980, 1977, 1973, 1969), and one of its off-shoots the art of
music, can provide us with the strongest and simplest evidence of inherent links -
Windows - between the mind and the body; and can subject details of their nature
to experimental evidence and to differentiated personal experience. Consider the
following:

It is not clear where and how the command to lift one’s finger, say, originates,
within the brain. But it is very clear that one can lift it ‘this much’, or less, or
more, by a simple, uncomplicated act, at one’s choice and a time of one’s choice.
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This simple act is easy - and a simple and perfect example of interaction of the
mind and body. It is an elementary action, termed a ‘voluntary action’ (a
nomenclature in which hides the concept of ‘will’). The mind is also informed by
the nervous system that the action has taken place, according to its command,
through kinesthetic sensing. So for this elementary action (which we have termed
an ‘acton\ Clynes 1969,1973,1977) there is a clear mind-body-mind interaction.

Essenticforms as inherent mind-body Windows - three additional inherentpaths

But such an action can be readily transformed to have an entirely different
Connectivity between psyche, mind and body than we have just described: such an
action can also be carried out as an expressive action. If that part of the body is
moved with intent to express, and moreover to express a particular quality of feel-
ing (emotion), then interestingly, an additional mind-body interaction is inherent-
ly brought into being. Now that is very remarkable, and needs to be clearly de-
scribed.

Additionally connected to the body now is the ‘emotional state’, not just the
‘voluntary motor mode’. It is the emotional state which determines the precise
trajectory of the movement, if it is to be expressive of it. Moreover, the psyche or
mind knows whether the expressive form has been correctly carried out - a totally
different agency of the mind (involving the amygdala, we can presume, Aggleton
& Mishkin, 1986) is involved in this, in addition to that involved in the simple
movement described first. This second, parallel, path is psyche-mind-body-mind-
psyche, and the interaction occurs over the time span (different for different
emotions, in the rdnge of 1.5-10 sec) taken by the trajectory, with the reverse
(body-mind-psyche) path active largely towards the end of the trajectory of the
expressive act. We have termed such expressive actions E-actons (Clynes, ibid.).

The significance and theoretical importance of this path, involving the dynamic
shapes of the expression of specific emotions, is increased by its direct inclusion
of time: this mind-body-mind window includes a psychobiologic clock by its na-
ture. This clock appears to be integral to the window, and to be operating at a
rate set for humans as a species, ie. is genetically determined (see also Clynes &
Walker, 1982,1986).
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Most importantly also, such action has the capacity to augment the intensity of
the state of emotion which it is expressing - or, after many such expressions to
diminish its intensity, ‘satisfy’ it. This can be seen to constitute a third body-mind-
psyche path (blocked in mimicry). So there are at least two additional paths
between the psyche, mind, and body involved here compared to the simple vol-
untary action (acton). (Note especially that we are not talking here of any sensing
of changes of physiologic variables, like heart rate, sweating, perfusion of circu-
lation and so on. Feeling these may constitute additional body-mind interactions
which are of a different kind, and are auxiliary in the sense that they are not di-
rectly simultaneous or coupled with the motor expression - they are generally
mediated by sympathetic and parasympathetic activation related to the emotion
state, but not directly to specific expression.)

But there is still a fourth path of a mind-body-mind interaction directly and in-
herently linked to the motor expression of an emotion. This is manifest whenever
a motor expression is attempted. It is a change in the accustomed feeling of such
motor action. In grief, a sense of heaviness pervades, more ‘effort’ is required. In
joy, there is an unaccustomed lightness (less effort). These mind-body interac-
tions are of a different kind from the first two. Contrary to those described be-
fore, they do not depend on the trajectory, and are independent of how well the
expression is carried out - they apply to all attempted motor actions, and even to
imagined ones (we have termed these important mind-body-mind functions ‘vir-
tual body images’ specific to particular emotions, Clynes 1973,1977,1980).

The body in imagined expression - unseen and unsensed molecules that respond to
thought

It is especially notable, that all the mind-body interaction paths described in
relation to emotional expression can also function to a considerable extent with
the imagination only, that is, with a clearly imagined motor expression - imagined
with its appropriate dynamic trajectory. (We have in fact seen that entire musical
pieces can be performed mentally, with a high degree of timing precision, Clynes
& Walker, 1982, 1986). In what sense can we then, in the case of imagined ex-
pression, talk of a body-mind path? We need clearly to differentiate between
imagining an emotional state, and imagining the motor expression of that emo-
tion. When that expression is clearly imagined in its time course the path can
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function in a way rather similarly to its function with actual expression. It would
seem that the parts of the brain involved in shaping the emotional expression, the
amygdala and the cerebellum, could be activated by imagined expressions, in
some way; and/or possibly some other structures in the brain could take over as-
pects of that role, as also may happen in dreams, in which the quaiity of emo-
tional expressions can be vividly feit. (It is possible, at times to think music in a
kind of temporal shorthand - Mozart is said to have been able to think a sym-
phony through in one minute - in that case of course the body does not react in
the same way, but that does not imply that there is no reaction at all.) In dreams,
of course, the mind-body and psyche-mind paths are quite altered, and so is the
time frame in a number of ways. Very little is known about how this alteration
takes place.

We need to mention a further important and most remarkable interaction of
thought with the body: the strong and specific influence of thought on the blood
flow pattern to localised parts of the brain, increasing blood flow to those parts
especially concerned with the type of thought taking place. We may expect such
patterns also to be very emotion-specific, and to thus also change with musical
meaning.

Further, to conclude a brief survey of mind-body Windows that we consider to
exist, a specially interesting window is the action of intention on the focal length
of the lens of the eye: the accommodation regulation. Here also, as in blood flow
regulation to specific parts of the brain, there is a mind-body but no body-mind
window, as we do not sense the action of changing focus as a motor action, only
in terms of what we see, it is thus in a sense a one-way mirror rather than a
window. Yet our mental intention is accurately reflected by a specific part of the
body, the lens, effortlessly, except for eye movement: the Sensation of muscular
effort is absent, as it is ‘one way mirror\

These interactions are different from those involved in urinating, in salivating,
or in other body functions which involve specific Stimulus sensations, interactions
in which the mind is not comparably free.

(All these mind-body Windows we have considered involve the motor system.
We seem to acknowledge mind-body interaction only when there is an observable
motor system output. This however is a rather strdnge limitation, if one considers
it further. It is similar to the habituated notion that a child begrns life at its birth:
when you can see it. If mind can influence body as evidenced by visible or electro-
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physiologically visible signs of motor response - in 'normal movement’ observable
outside the body - is it possible that internal mind-body interactions not confined
to the motor system may exist? If mind can direct via the motor system, as we
know it can, in that process certainly there are biochemical stages of neurotrans-
mitters and neurohormones involved. The mind can control the production of
some of these in a not yet understood way. Then what is to prevent mind the pos-
sibility of Controlling other Systems than the motor system (voluntary and in-
voluntary) through neurochemical means? That this occnrs is evident for
example in the sudden acceleration of heart rate in fear, the erection of the
sexual organs in response to mind images, real or imagined. Although one would
not habitually think so, other not directly observable interactions might well
occur. Such interactions might seem rather miraculous. But we should not forget
that just the lifting of the little finger voluntarily is already similarly miraculous -
and will be until the central issue of mind-body interaction is elucidated. We are
used to the miracle - as we are used to the 'miracle’ of magnetism, say - because
we see it every day, and because we experience the reverse path, the body-mind
‘kinesthetic’ interaction with which it is bound. But the mind-body interaction in
focussing the lens of the eye, or the specific blood flow regulation of the brain
has no such a reverse path (though they involve motor activation). They should
seem rather miraculous (a 'first order miracle’, one could say). Neither would all
direct internal mind-body Windows not connected with the motor system. If they
exist (as ‘second order miracles’ since they dont involve motor systems at all: no
forward and no reverse motor system path), the language of music is surely
knocking right on their doors.)

The mind and the psyche

It is not easy to differentiate appropriately between these two concepts, mind
and psyche. (Psychologists nevertheless would probably not like to be called
Mindologists). One way would be to call psyche that aspect of human existence,
of the unitary being of an individual, which continues in a relatively unchanging
condition from moment to moment, and over the years and even and especially
in dreams. It is at the present time not feasible to account for the interaction of
the psyche and the mind, if these indeed are two separate viable concepts. For
that reason we shall talk about the 'mental world’ - including emotion and the
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unconscious - without special reference to psyche except at such times when it
seems clearly necessary to do so.

It is also necessary in context of music to say that the concept ‘soul* has been
banished from neuroscience almost universally. It would be difficult in today’s
understanding of the biological basis of brain function through DNA to hold that
humans and not other animals have a soul which enters and leaves the body at
some time. The majority of those who hold onto the concept of a soul on the
other hand seem to find it untenable to expect animals also, from chimpanzee to
ants - not to mention bacteria, to have souls that enter and leave the body at
some time. We need to refer to this since the greatest of music has been held, not
meaninglessly, ‘to touch the soul’, is of religious character even, in a natural
sense; and we shall, to a degree, explore what that implies, since it reflects on the
body-mind problem. So we may say initially that the best music affects man inte-
grally from the most fundamental or deepest level to the mind and the body - and
leave it to later development in this paper to see what this may mean. Might
music even shed some light on this question?

The language of music: how does it involve the body?

Expressive action is, as we have noted, both hierarchical and reciprocal. The
nervous system has both afferent and efferent pathways and is hierarchically con-
structed so that it can be controlled from many levels; some not requiring con-
sciousness. Consequently also, the expressive action of music engenders afferent
and efferent co-ordinated interactions on many levels which together constitute
an important part of music experience. Such expressive functions relevant to
musical language, including those of many neurohormones, occur on a time scale
of a few seconds.

On longer time scales occur a number of cumulative effects of varied forms of
arousal: involving circulating hormones and cardiovasular and respiratory func-
tion: these may be considered however not to be direct properties of musical
language, but rather cumulative effects of what is said in that language, functions
of the kind of passion inherent in the music, and reflected in the listener. (Music
also may evoke emotion because of association with particular events and ex-
periences in memory of the listener. Such idiosynchratic effects are not proper-
ties of the language of music itself.)
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Music is the language of emotions, par excellence, according to Yehudi
Menuhin. Many musicians, though not all, would agree. Let us then look more
closely at what ‘language’ means here. If music is a language of emotions it is
about emotions. But, curiously, being about emotions it also induces emotion.
How does it do that? Here we touch the essence of the biological secret of com-
munication design. In the biologic transmission of an emotional quality the
meaning and transmission are co-designed: the more precisely one “talks” about
an emotion the more powerfully it is transmitted. The quality (and meaning) of
the emotional message becomes more powerfully transmitted the more precisely
in analog form it is encoded in the message. In this method, natural design is
much more advanced than humanly designed transmission Systems which transmit
meaning or lack of it equally well! With sound, hearing is the receiver, and motor
output through the voice, or a musical instrument, is the sender. The sense of
touch, too, can be used to contagiously transmit dynamic emotional qualities.
Meaning-sensitive filters are inherently built into the biologic system, so that some,
in fact most, dynamic forms tend to be ignored, but others have specific
emotional meaning - rather like the ‘innate release mechanisms’ described by
ethologists.

Essentic forms, as they have been termed (Clynes, 1969) - forms in time pro-
grammed into the nervous system - are incorporated into the biologic modulation
and filter design (apparently centrally involving the amygdala in their perception
and execution, Aggleton & Mishkin, 1986) so they, and only they among dynamic
forms, express and impress the emotional qualities to which they belong, for
specific basic emotions (see also Hama & Tsuda, 1989, 1990). These forms can
be used in touch or in sound; the motor system produces the form. Their produc-
tion is largely under voluntary motor control.

Through the production and recognition of these dynamic forms, naturally co-
ordinated by the nervous system, nature has made it possible to transmit emo-
tional qualities contagiously from one individual to another - and for an indivi-
dual, to ‘talk’ to himself in terms emotional qualities. Such inherent mind-body
interaction involving specific dynamic forms is biologically determined, a biologic
given (Clynes, 1969,1973,1977,1980,1988).

We are all familiar with such contagious forms for yawning and for laughter.
For a number of emotions (anger, hate, grief, love, sex, joy and reverence) - not
for the so-called ‘social emotions’, which are probably less biologically deter-
mined, eg. embarrassment, and also do not find much place in music - the corre-
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sponding forms have been identified and discovered as universals through sento-
graphic experiments (Clynes, 1969, 1973, 1975, 1980,1988, Hama & Tsuda 1989,
1990).

(In an earlier review in these volumes, Behne (1982) takes a critical view of the
imputed universality of these forms, referring to the variety of styles and inter-
pretations of music, none of which can be held to be best in an absolute sense.
This is a mistaken objection, since the production of language elements always
occurs in a context, and the context is argely free, so that no two interpretations
are alike, nor does perfection of elements per se guarantee a great performance:
it is a necessary but not sufficient condition; it says nothing about the interpretive
choice, which is a function of the individual performer, and style. Moreover,
culture influences what particular sound parameters shall be used to embody es-
sentic form.)

Cognitive Substrates of specific emotions

The interaction between the emotional “word“ - the essentic form - and the
body is not limited to engendering the experience of an emotional feeling. Along
with the experience of a feeling go what we call inherent ‘cognitive Substrates’ of
specific emotions. That is, our worldview and various specific modes of thinking,
even mental functions, are directly influenced by the feeling, in a choiceless man-
ner (Clynes, 1986). Recent experimental work (Clynes, Jurisevic, and Rynn,
1990) has shown, for example, that the emotion of love inherently is linked with
truthfulness and openness - lying blocks love. (Guilelessness and openness are
shown to be part of the nature of love itself, scientifically - this guilelessness is
therefore implied whenever such love is expressed in music). Similarly, hate en-
genders distrust; grief, hopelessness, isolation, and forgetting of new experience;
joy, carefreeness, and so on. These cognitive Substrates, and others, are thus an
essential part of musical meaning also. They contribute much to the meaning of
the unspoken story.

These Substrates too are refiected in potential bodily interconnections.
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Perspective and detachment: Dionysian vs. Apollonian experience and expression

Essentic form is universal not only among humans. Man appears to share many
aspects of the communication of emotion with the higher animals. Most of us
have experienced sharing joy, anger, grief, and even love with their dog, say, by
means of expressions using essentic forms - in the tone of voice, in gesture, in the
touch, in praise and blame.

But humans have an additional faculty of detachment which animals are not
known to have, in spite of their playfulness, especially when young: this may be
clearly noted in laughter. Laughter requires mental detachment that seems be-
yond the ability of animals - but more than that, it is undoubtedly a genetically
novel faculty. However, the emotions of music can also be viewed with detach-
ment similar to that necessary for laughter. Music as a language of emotions can
‘talk’ about emotions in two ways - as ego-functions, the Dionysian way, or, as a
language of existences not attached to the ego: the Apollonian way. There are
correspondingly two quite different ways of incorporating emotion into music
and communicating it, and consequently two ways in which music interacts with
the body - over and above all what we have discussed before. Man has control
over which way he uses. The two ways do not differ in the dynamic forms they
use, the ‘words’, but in the point of view from which they are seen. This distinc-
tion is of great significance to the performer of music.

Compare the conducting of Toscanini or of Casals with the jumping and rant-
ing about of a rock and roll performer, or the body movements of certain well
known conductors. A glance from Toscanini had more power than the gyrations
of many an idolised rock star. Only, the power was applied at a different point in
the emotional control system. Toscanini was passionate, more so than perhaps
anyone that comes to mind. The difference lies in the point of view. With the
Apollonian view, the emotions are regarded from the perspective of the totality
of the human condition: the passion is directed at that. Apollonian music is
arousing but in a different way from Dionysian.

No longer is arousal considered to be a one dimensional phenomenon as it was
in the days of Schachter and Singers theories; today it is seen as very differenti-
ated. The body reacts in regionally different ways, with different kinds of auto-
nomic, sympathetic and above all neurohormonal influences. An interesting way
to consider such different body involvement with different types of music is to
compare it to the Indian notion of chakras. Different types of music, exemplified
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also by different composers may be feit to ‘center’ around different levels of the
body axis, or spine.

To consider more closely the difference between the Dionysian and Apollonian
ways, in detail, the experience of sentic cycles becomes very helpful.

Sentic Cycles

Sentic Cycles is the name for a simple art-form of touch developed by the
author which has had considerable ramifications. It makes use of essentic forms
as does music, but expresses these in shapes of touch. A person sits quietly and
expresses on a finger rest with transient pressure of the middle finger of one
hand, the particular emotion called for. The pressure is feit to originate from the
trunk, not from the finger by itself. The sentic cycle generates a series of emotions
in the person: each emotion is repeatedly expressed, and this reiteration of the
appropriateform itself largely causes the emotion to he generated.

The name of the emotion is announced on the tape, and is followed by a series
(25-40) clicks indicating when to express that emotion. Importantly, for each
emotion there is a biologically most effective timing. This timing is provided on a
tape, by soft clicks, one click for initiating each expression. Machine-like regular-
ity in the timing is counterproductive - the intervals are artistically designed not
to be predictable through including small amounts of quasi-randomness (see
Clynes 1988 for timing details). After the series of expressions, the tape an-
nounces the next emotion, much like a composer might write ‘dolce’ or ‘con
fuoco’ and expect the performer to express just that. Each emotion has such a
series of expressions. The entire sequence, consisting of No emotion, Anger,
Hate, Grief, Love, Sex, Joy and Reverence last 27 minutes.

Switching Emotions in the Sentic Cycle

Characteristic about the sentic cycle experience and function is not only that it
is readily possible to feel all the emotions, but also that the switching from one
emotion to the next is accomplished easily. This of course has immediate appli-
cation to musical performance: the musician has to change his feeling at the
whim, at the command of the composer, at a time scale quite different from that
of real life. How to do that is not taught: sentic cycles, however, increases the
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fluidity, the ease of deliberately changing emotion. This is helpful for individuals
who may be in a ‘rut’ emotionally, being stuck in one emotion; as a therapeutic
measure.

Doing Sentic Cycles is easily learned - it takes perhaps fifteen minutes. No
musical talent is required. The benefits are obtained right from the beginning,
often at the very first session. These include a calmness combined with energy,
absence of anxiety, effects which are not ascribable to the pronounced relaxation
which takes place, but to the sense of being in touch which one’s emotions, a
feeling of wholeness and centeredness. Importantly, the emotions are experi-
enced as one’s own, not those dictated, however benevolently, by a composer. It
is thus more akin to musical improvisation, a faculty which is unfortunately not
widespread in our time.

In Sentic Cycles the body becomes very quiet. It thus provides a unique op-
portunity to allow the person to focus on the body sensations which accompany
each emotion, to experience the virtual body images without interference of dis-
tracting motion and events. In this way a person not only learns to differentiate
these well, but also has a rare opportunity to distinguish between Dionysian and
Apollonian expression and experience of each emation. (It is a surprise, when
that person discovers, that reverence seemingly paradoxically exists only in
Dionysian form, as ego function!)

For musicians, the benefits of sentic cycles also includes the absence of ner-
vousness before a performance, if they do a cycle an hour or so before the per-
formance. Usually, a performer needs some time to ‘get into’ the performance
emotionally when being on stage; initially often nervousness and anxiety pre-
dominate, if not outright fear. Having done sentic cycles, one is already in the
performance, so to speak, in touch with emotion, as if one had already played the
first half of the concert.

But even more significant is that the practice of Sentic Cycles give one ready
access to essentic form, that when playing music one knows how the phrase in ac-
cordance with essentic form, and that one thus can have real confidence that what
one is expressing will he experienced as moving by the listener. As Goethe said, only
if one is moved oneself can one move the listener: knowledge of essentic form
and practice of sentic cycles allows one to be moved without the danger of un-
controllably losing oneself in emotion, it allows one to savor each emotion, to
take out each emotion from one’s pocket as one needs it and put it as it were,
back when one is ready for the next one, yet feeling each genuinely.
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Musical Meaning, The Double Stream of Music, and the Body

Musical meaning includes both the emotional quality of the musical ‘words’
and their cognitive Substrates. Accordingly, the musical meaning may be thought
to be comprised of a story built from emotionally significant ‘words’, ie. essentic
forms, together with their cognitive Substrates. But this description of the process
of musical meaning is far from complete.

As the story of the music unfolds as a chain of varied essentic forms, simulta-
neously there is a second continuing process, the musical pulse. The pulse is re-
petitive and has specific microstructure.

This double stream characterises western music (Clynes, 1983, 1985, 1986,
1987). One continuing and varying stream teils the emotional story, and the other
repetitive, persistent pattern in western classical music identifies who teils the
story - provides the intimate personal identity or presence of the composer. In
ethnic music the pulse provides national or regional identity and character.

The microstructure of the pulse effects the articulation within the beat. There
are systemic deviations form arithmetic note values of the written notation and
also systemic variations of relative loudness within the beat that constitute the
particular pulse microstructure for that composer or ethnic pulse.

The pulse microstructure also translates into movement, and into body condi-
tion; massiveness in Beethoven, freedom in Mozart, springiness in Haydn, being
pulled upward within every pulse in Schubert, pulling up a weight in Mendels-
sohn, upward swelling in Schumann. The gestures that correspond to the pulses
of each composer also parallel the corresponding virtual body images. Thus for a
conductor, for example, the subtle postures of the body and arms will be different
for each composer, on the whole, reflecting the character of the pulse.

Composer’s pulses were first measured sentographically, with data from artists
including Pablo Casals and Rudolf Serkin, who as experimental subjects ex-
pressed the pulse on the sentograph while thinking the music in real time, with-
out soimd (mentally rehearsing the music) (Clynes 1969). This expression of the
pulse however did not teil us how the pulse is embodied in the notes of the
music. This we discovered first in 1983, by means of Computer synthesis. The
pulse was seen to be made manifest in the music through a combined time and
amplitude warp pattern, specific for each composer, termed the pulse matrix
(Clynes 1983,1985,1986,1987). This pulse microstructure can be compared to an
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extent to a person’s gait, which is very much his own, and from which he can be
recognised. However, the musical pulse also and primarily portrays an intimate
‘point of view§ specific to the composer (a kind of Weltanschauung).

For a detailed description of the composer’s pulses the reader is referred to
Clynes 1987 and 1986.

Considering a composer’s music as a whole, we may note that the virtual body
images related to the inner pulse will tend to center about certain chakra levels,
differently for different types of music. We may now see (Clynes 1983, 1986,
1987) that this level is determined primarily by the subtle microstructure
character of the inner pulse, which contributes to its meaning. Rock tends to
come from the first, lowest level, below the navel, romantic music higher,
Schumann midbreast, Beethoven (before the last period) from near below the
neck, Mozart a little higher, around the middle of the head, Bach higher than the
eyes, at the level of the top of the head (cf. the ‘third eye’) or somewhat above
the head (such a projection is physiologically conceivably possible: compare for
example Bekessy, the Nobel prize winner’s experiments with Vibration con-
trollably projected to feel to come from specific locations several feet outside and
in front of the body. He used stereo-vibration Stimulation through variably
phasing two vibrators, one touching each side of the body; after all we hear
sounds as coming from specific locations outside our bodies, not touching our
eardrums which is what the really do - an equally remarkable achievement).

Why does musical rhythm not drive animals?

While it is clear that man has such power to express, communicate and experi-
ence emotion though music, and the emotion becomes contagious, this contagion
does not reach animals, not even through powerful rhythm. That this is so pre-
sents a considerable scientific mystery, a problem which intrigues this author
considerably. No dog ever dances spontaneously to rock and roll, even at its
loudest! Why not? Although some people might hold that a dog is too intelligent
to do it, it would seem to be clearly not a matter of intelligence. It appears that
timeform printing in terms of sound is not congenial to a dog (although it does it
readily in bounding, in whipping his ears, and in digging in the sand, and so on.
When barking, a dog seems to produce a sequence of essentic forms rather than
the rhythm of time form-printing; it is sufficiently varied even when repeated,
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with irreguldr small (or larger) pauses in between, not to be perceived as driven
by a a beat, even though it can be persistent!).

Hemispheres, the Body, and Musical Function

Parallel to the division of function between the brain hemispheres there is also
a natural tendency for the pulse to be expressed primarily with the right arm,
while the emotional story of essentic forms tends to be more the province of the
left arm. However, this division is not absolute. Some emotions appear to be
centered more in the left hemisphere and others more in the right hemisphere
(Davidson, 1983, Clynes 1973, 1975). Strong and aggressive rhythms will tend to
favour the right arm and right handed individuals, joyful expressions and rhythms
will tend to be symmetrical involving both left and right arms, gentle, sad expres-
siveness will tend to favour the left arm more.

This should not be confused with the experience of the virtual body image
which is generally sy