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The heights by great men reached and kept
Were not attained by sudden flight,
But they, while their companions slept,

Were toiling upward in the night.”

from The Ladder of St.Augustine, by Henry Wadsworth Longfellow
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FROM THE CREATIVE DRIVE TO THE MUSICAL PRODUCT:

a psychoanalytic account of creativity

ABSTRACT

This thesis 1s the result of a life’s work dedicated to re-introducing people of all ages to their
inherent musicality which, more often than not, has been denied and invalidated by society’s
rigid adherence to the reified status of ‘creativity’. The main premise sine qua non is that
creativity is no more, and no less, than the re-realization of things that already exist, and that it is

indeed the ubiquitous mode of Eros itself (libidinal energy).

In explaining the means whereby the existents of music per se are imprinted in the minds of us
all, and then why only certain people choose to manipulate these existents into musical
compositions, we proceed from the universal experience of intra-uterine life. The importance to
us all of sound-impingement upon the fetus is explained, for it is revealed to be foundational to
the genesis of the Self. However, as each one of us has different sound-experiences, the
affective reactions to those experiences inform our unconscious attitudes towards music. These
are revealed in our projections into ‘the containing space of music’. Furthermore, it is posited
that, in utero, not only are we initiated through sound-impingements into that which is dissonant
to the Self (necessitating integration), but we also acquire three paradigmatic schemes of

reference which thereafter inform all that we do. Our aesthetic sense is rooted here too, through

tactility and even visibility.

Choosing the mode d’emploi of musical composition is first dependent upon extrinsic
environmental factors, but the imperative to compose arises intrinsically. The process though, is

one available to us all, as we already possess the necessary mental function. This is explicated

by Freud as the dream-work.

The thesis culminates in a three-way synthesis predicated upon the dynamics of the transference
and counter-transference, between the work that takes place in psychoanalysis, the tripartite
teleology of a musical work from composer to performer and listener, and the musical structure
known as sonata form. The first movement of Beethoven’s third symphony, the Eroica is used

as exemplar.’ Appendices are designed to accommodate information pertaining to both

disciplines, while comments are to be understood as the opinions of no-one else but myself.

' Some of the material for Chapters VII and IX is taken from the Dissertation for which I was awarded the
Pegrec of Master of Arts, University of Kent, 1995. (¢gv Bibliography; Dunn, 1995). I first mooted the
1dea of music as a containing space in Stanton and Reason (eds.) 1996.



INTRODUCTION

As far as I can see, we know about as much about what psychologists rather knowingly call the “creative
process” as Socrates knew after he had completed the interrogation of Ion: which is to say, nothing at all.
Some people get bright ideas; most people don't.

And the people who get them tell us they do not know how or why: they just pop into their heads.’

In the Beginning.

I think 1t would be true to say that this thesis has been almost fifty years in the making.
It would be about that length of time ago that I unhesitatingly took up the offer of
learning a musical instrument — an offer made by Miss Williams, the music teacher at
my school, when she was setting up the first orchestra the school had ever possessed,
during those economically stringent years of the first post-war decade. The options
presented to us were violin or ‘cello. To my knowledge, no-one in my school in those
days even played a recorder, let alone anything as sophisticated as a flute or clarinet, and
brass instruments were for boys and men in bands. Though we all sang, and there were a
fortunate few who had piano lessons, none of us actually set eyes on any woodwind,

brass or percussion instruments in the general run of events.

On that fateful day (the offer would never again be repeated to my class) I asked to play
the ’cello — I stood up to ask, as that was considered to be polite when addressing a
teacher. Miss Williams looked me up and down, taking in my fairly exceptional height
for a thirteen-year-old. I have not forgotten her words, ‘You’re a big girl — you can play
the viola’. The viola? 1 had no idea about the viola! Was it bigger or smaller than a

violin? I couldn’t even tell my parents what it was when I asked them that night if I

could sign up for lessons. In retrospect, I think my father might have known, but I doubt
that my mother did, although she had played the piano briefly as a young adult.

My first lesson was a revelation — the feel of the instrument, the smell of the resin, the
thrill of the bow on the string — a true synaesthetic, crystallizing experience. How could
I not delight in what I was doing? So, one thing led to another — rapid progress,

examination successes, then — piano lessons as well! We had no piano at home at that

' Kivy.1993, p.68.



time, so every night after school, although my school was a walk, a train journey and a

cycle ride away from home, I stayed in the music room to practise. Halfway through my

sixth-form course, came another opportunity of a life-time. I was persuaded to audition
for the Birmingham School of Music.> The Principal, Dr.Christopher Edmunds, heard
my efforts on viola (three years tuition) and piano (less than a year), tipped back his

chair, put his hands behind his head and said, ‘If you leave school now, I’ll take you’.
So 1did, and he did.

And that was the beginning of this thesis. If I, from an ‘unmusical’ household — if I,
whom no-one had ever suspected might be ‘musical’ could, after being given an
instrument to play (which was not of her own choice) find myself within a few years
taking instrumental diploma examinations alongside those who had been tutored from

early childhood — how many more of ‘me’ might be out there, unrecognized for want of

opportunity?

That troubling question became the focal point for all my subsequent efforts as a school
music specialist. I had (in the passé sense with which it is now regarded) a vocation.
Eventually, I was to teach every age-group and every level of intellectual achievement,
but I never came across a child who did not respond to music; however, I came across

(and still do) many, many writers, musicians, teachers, parents and pupils who believed

that ‘to be musical’ was an inborn characteristic with which one was either lucky enough

to be endowed, or not.

Defining the Problem.

Teaching Music Through Individual Composition: a Music Course for Pupils Aged
Eleven to Eighteen, was written as a result of my work in a school where, over a period
of time, I developed my strategy of encouraging all pupils to compose their own music.
Some of the compositions were quite outstanding — yet I had no more idea of how they

managed 1t than Peter Kivy, whose words head this Introduction. But I had proved that

‘ordinary children’, given the tools with which to accomplish it, could just as well

? Now called the Birmingham Conservatoire.
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compose their own music as they could paint a picture or write a story. I am reminded
of the Venda people of South Africa, who: ¢ ... stress the functional effectiveness of
music. Music is a social experience more than a technical experience, and the Venda,
while recognizing that some people are better performers than others, do not consider the

possibility of anyone being unmusical’.’

Why, 1 often asked myself, could this fact not be more generally recognized (by
educationalists and lay persons alike) to be true? In addition, as I worked with my
young composers, any remaining vestiges of didacticism were necessarily replaced by
facilitation and dialogue — I could only ‘teach’ strategies for development of ideas into
full-length compositions — I could not provide their ideas for them. Thus, my despair
that ‘creativity’ was not considered a much wider activity than was acknowledged, my
curiosity as to the foundations of my pupils’ ideas within their individual personality
structures, together with curiosity about the very nature of the ‘creative process’, fuelled
the investigative imperative. But, as this specific thesis eventually began to be
formalized, and the nature and focus of the enquiry clarified, it transpired that it would

possess many different (and controversial) aspects from similar enquiries undertaken by

others heretofore.

Because some of my pupils had decided for themselves that they needed to devote extra
time for musical composition if they were to feel fulfilled, I began to analyze the creative
process in terms of the different stages that revealed themselves within this time-span.
Consequently the need arose for this thesis to be structured in four parts, taking in the
drive to create, the specifically chosen mode of music for the drive, the process of music

composition and, finally, the reaction of others to the completed product. The title From

the Creative Drive to the Musical Product reflects this goal-oriented procedure.
Moreover, the pupils® first compositional attempts were mostly pastiche (reflecting past
musical styles with which they were familiar and which, for them, constituted ‘good
music’ with which ‘teacher’ might be pleased); yet, after my encouragement to greater
self-expression, their work became endowed with plentiful doses of dissonance. This

dismayed some listeners and delighted others. I wanted to know why that was.

* Radocy and Boyle. 1988, pp.313-4.
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Eventually, the problems emerged mostly disguised as possibilities to be investigated.
Firstly (bearing in mind our formative experiences are Eurocentric), we mount a
challenge to cultural shibboleths such as genius, gift, talent and sublimation on the basis
that we believe they do enormous damage to individual achievement within the
education system. Secondly, that aesthetics, as generally understood, was a discipline
constructed on false foundations. This was interwoven with the third suggestion - that

pre-natal life provides us with fundamental schemes of reference, and the fourth - that

Intra-uterine acoustic wave impressions have teleological implications which go largely

unrecognized.

The fifth possibility was that ‘sound’ per se is an illusory phenomeneon, as is the
perceived difference between consonance and dissonance; sixthly, arose the possibility

that, musically speaking, perceived dissonance, unresolved, becomes ‘the secret life of

our self-hate’.

The seventh possibility, that perceived dissonance within the Western European tonal
system has been allocated ‘its proper place’ because it is considered dissident and in
need of careful control has, as a corollary, that the ‘Dionysian’, affective duo of physical
gesture and vocal utterance is likewise controlled, with some unfortunate results. (As
many other writers have done, we will find it effective to invoke Dionysus, the Greek
god of wine and revelry, and in contrast to Apollo, the Greek god of the sun, music,
poetry and medicine — considered to represent all that is balanced and rational). From
this, the eighth possibility was derived (arising directly from teaching experience) - that

young composers must accept unresolved dissonance, as if participating in a rite of

passage.

Finally, the ninth possibility is that the creative process is paradigmatic, and that

therefore there are ‘non-artistic’ manifestations of creativity.’

* To paraphrase Roy Harris, reviewing in The Times Higher Education Supplement of May 4™ 2001
Grammars of Creation by George Steiner (published by Faber in 2001): * ... we must be ushered out of

the library, the museum, the art gallery, the university, and into the street, the factory, or the football
match’.
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The Methodology.

Quite clearly, these are problems whose solutions require an inter-disciplinary voyage in
largely uncharted waters. Some of the disciplines are fairly obvious — musicology,
acoustics, neuro-biology, embryology, philosophical aesthetics and branches of
psychology such as behavioral and cognitive (the latter being rather unhelpfully bound to
technopomorphism — the brain as a computer). But there always has been an
unmeasurable aspect to music, which constitutes its supposed ‘mystery’, and which 1s
detectable within the above possibilities once the empirical has been identified:
‘Mysteries conceal a truth, but direct curiosity to unveil it’, wrote Amold Schénberg,’
And the composer Leonard Bernstein, in speaking of his work The Age of Anxiety
(classified as his second symphony and written in 1949) in which he used words by
W.H.Auden - accorded great importance to the ‘mystery’: ‘I discovered, upon rereading,
detail after detail of programmatic relation to the poem — details that had *“wntten
themselves” wholly unplanned and unconscious. Since I trust the unconscious
implicitly, finding it a source of wisdom and the dictator of the condign in artistic
matters, I am content to leave the details in the score’.? The use of the word condign
(which means fittingly deserved) shows his exceptional insight into the ‘mystery’;

furthermore, it guides our thoughts on the matter towards the discipline of

psychoanalysis.

In fact, psychoanalytic theory proves to be the facet sine qua non of the methodology. It
appears to be the one discipline that has not yet been fully and effectively brought to
bear upon the problem of creativity in general, and musical creativity in particular. But
its metapsychological thetics distances it to a degree from those disciplines mentioned
above, which are mostly predicated upon the ‘testability’ of scientific hypotheses. The
essentiality of psychoanalytic theory lies first and foremost in its referential nature which
grants it wide applicability, while the ideographic and descriptive character of 1ts
terminology greatly assists its role as a synthesizer. It is rooted in investigative method,
yet operates, as Jean Laplanche puts it (1987), ‘extra-murally’, chiefly through analogy
which, far from being a hindrance to enquiry, is the mediator that effectively re-locates

argument in fresh objects.

> Stein, 1975, p.401.



Hopefully, therefore, we will concede that metapsychology is capable of lending an
elegance of expression to bio-physical discourse, making the whole easier to understand
and, ironically, although it might appear to add a further layer of complication, its
Intense focus makes the methodology simpler : ‘Putting Freud to work ... means
following in his footsteps, accompanying him but also criticizing him, seeking other

ways — but impelled by an exigency similar to his’.’

However, Freud himself realized that psychoanalysis would not be popular, although:

‘ ... the psycho-analytic mode of thought acts like a new instrument of research. The
application of its hypotheses to social psychology enables us both to raise fresh problems
and to see old ones in a fresh light and contribute towards their solution’.® Therefore we
here adduce the concept of the unconscious, not as a physical, proven fact, but as an
ideographic concept that provides a hook upon which to hang phenomenological
explanations. Clearly, we know dreaming demonstrates that the brain does not stop

when consciousness ceases. It works on. This is the unconscious mind made manifest.

Of course, the possibility of there being a part of the mind which generally remains
inaccessible to consciousness is denied by some (even those who appear supremely
confident academically and intellectually, and whose ideas generally carry weight).
This, however, is not so much a problem of psychoanalysis per se - it is rather more a
problem for those in denial. In fact, the world of empirical science can probably be
accused of denying its roots, which are, as in the case of psychoanalysis, embedded in
Imagination, conjecture, possibilities and uncertainties ~ those fluid, unpredictable
substrata which lie at the heart of the brain-mind dichotomy, as well as at the heart of

creativity. We do ‘know’, but we usually seek, and fail to find, complete answers on the

surface of ‘knowledge’ — for ‘knowledge’ of that sort is never our own. So, as Wilfred
Bion anticipated: ‘The problem is to determine just how far we can go in accepting

deductions from the sensa as having, in the field of psychoanalysis, the same validity as

sensa have in physics or philosophy’.’

® Quoted in Peyser. 1987, p.160.
" Laplanche. 1999, p.147.

® Freud. S.EXIII, p.185.

? Bion. 1963, p.10.
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Therefore the work of Freud seems to sit uneasily in our culture — it is a radical and
disruptive cultural challenge, inhabiting everywhere, yet nowhere in particular. His
ideas do not constitute a fixed body of knowledge, for they have a lively existence
outside ‘the analytic frame’ — they remain as a constant reminder of his presence in

cultural discourse and, even though we must re-vision them from time to time, some of
his writings still form a firm base from which to depart. Yet Freudian theory does not

control the argument — it contributes to it and, although it might appear that he is not
always consistent in the terminology used to define ideas throughout his oeuvre, and

although this might be an inconvenience, his work is not to be disregarded on this

account.

But Freud openly admitted he had a problem with music: * ... works of art do exercise a

powerful effect on me ... (but) I am almost incapable of obtaining any pleasure from
music’.' We shall not embark upon an account of his actual contacts with music and
musicians in the present context, but it is remarkable how little has been written about
music by the psychoanalytic community over the last century, compared to the amount
of its involvement in history, myth, art, literature, film and now to some extent, even the
cyber-world of electronic technology. Methodologically speaking then, the problem of
psychoanalysis and music is one of lack of previously published thoughts about the two
together. Therefore it will be necessary to refer to other activities such as painting in
order to find analogous, rather than direct references to music. Hence the likely number

of quotations in the text of this thesis for, when one is attempting to re-think a subject

which has forever puzzled minds, one is going to need the weight of other minds as well

as one’s own behind it.

Further Challenges.

Early European psychological research had reduced all mind-functions to simple
biological or neurological processes, and in some ways, we appear to be returning to that

here, but with all the advantages of increased scientific knowledge about biological

growth, genetics and adaptation to the environment. The uncertainty principle of

"% Freud. S.E.XXIII, p.211,
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modern physics has undermined determinism, as it itself determines we will not end up
with the outcome we try to determine. But we must continue to acknowledge scientific
advances at the same as, in the present context, ensuring that the parental duo, Brain and
Body, and their progeny, Mind, continue to function as a formidable triad of familial

interdependence.

Thus, we will find it necessary to start from the premise that we all have an equality of
sorts, and so we should never assume that someone can’t do something until it becomes
irrefutably obvious — even then you do not preempt this conclusion by suggesting that
something is impossible. (Who can say that those with ‘special needs’, for instance, are
not just de-potentialized?)'! Anton Ehrenzweig (from whom we hear a great deal later)
quoted the artist and teacher Alan Davie, who: ¢ ... once said how easy it was for him to
make completely inexperienced, untaught adolescents (he taught very experienced
silversmiths for a time) produce near masterworks, and how difficult, if not impossible,
it was to make them realize how good they were ... *."

But first, the following, written as near to our time as 1992, by someone who was widely
regarded as a guru where ‘musical creativity’ is concerned, epitomizes the challenges
faced by those of us attempting to change attitudes: ‘The unmusical person, as one
would expect, is less psychologically aroused (by music) than the musical person’. And:
‘Although Freud was unmusical ... *."> Based on received opinion, this demonstrates a
complete unawareness (or disregard) of the core of the problem. We will find that 1t
actually suits most people very well to linger in the dark contemplating ‘the mystery of
creativity’, while any attempt to throw light on it by providing a more egalitarian
definition is greeted with incredulity: ‘The conception that everything can be properly
brought into question and made the subject of rational deliberation and choice is itself a
foundation of the rationalist view of progress. Hatred of this idea is evident in the
current demands of conservatives in Britain and the United States to reimpose
conventional morality, respect for tradition and obedience to authority in many

spheres’.'* This attitude constitutes one of the most formidable hurdles to overcome by

"' Cf. Appendix 1.
'* Ehrenzweig (1967). 1993 ed., p.105.

' Storr, 1992, pages 29 and 151.
'* Elliott and Frosh. 1995, p.225.
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persuasive argument. Any new definition of creativity must therefore be extremely
persuasive, and its universality closely argued for we will find that, whether we like the
idea or not, in ‘creating’ we all ingest ourselves, Uroborus-like as it were, beginning

with the tail-end of our experiences — that which lags the furthest behind.

Conservatism of a similar kind also renders traditional aesthetics impotent in the face of

changing perceptions, as the quest for ‘beauty’ has received precious little assistance
from the turn of events in the 20™ century. The tide of 19" century romanticism which

consolidated traditional aesthetics found it easy enough to ignore (render unconscious)
the unpleasantly exploitative foundations upon which affluence rested,’> but once
economic depression and warfare impinged directly upon the relative coziness of
European homes, ‘modern art’ cut a swathe through complacency. Dismissed as ‘ugly’
(and rendered unconscious) for it presented unresolved conflict, it nevertheless joined
unresolved dissonance in music in insisting upon a place in the aesthetic canon. The

challenge in this instance, is to show how composers, too, are rendered impotent unless

they can acquit themselves within the new canon.

But is it ‘new’? We must also show that our pre-natal life has always presented us with
our first aesthetic experiences: ‘We cannot take the newborn child as a tabula rasa but
must consider the possibility that emotional experiences, their symbolic representation in
dream thought, and their impact on the structuring of the personality, may commence in
utero’.'® The challenge for pedagogy therefore (which we will find particularly relevant
in the ‘teaching’ of musical composition) is perhaps to accept that the absence of an

awareness of the importance of the unconscious, also renders the teacher largely

impotent in the face of the child’s need for understanding.

Thus, the meaning and function of music can only truly be understood by relating 1t to
the depth of the whole psychological layer that is activated through its presence. But 1t
is in the discovery of the various constituents of this ‘whole psychological layer’ (which

we will hereafter refer to as the unconscious mind) that we will be able to situate

** The word aesthetic is informed by two Greek words - aisthesis and aistanomai which mean an

fxpcricncc of the senses or of perception. Clearly, such experinces cannot all be ‘beautiful’.
® Meltzer and Williams 1988, p.8.
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effective responses to the above mentioned possibilities. Our aim will be to posit a
fresh hermeneutic upon which we can predicate a new theory - of creativity as a

ubiquitous paradigmatic form of human behavior.

Constructing the Hermeneutic.

There are nine possibilities lined up for consideration, each of which invites further
investigation and amplification and, though there will be overlaps, and though the
proposed nine chapters will not be exactly synchronized with the nine possibilities, the
possibilities will be roughly deal with in that order. Possibilities (i), (ii) and (1i1) will
begin the section designated for an exploration of the Drive, although (iii) will also form
the pivotal point between the Drive and the Mode (therefore between the general and the
specific). The Mode will be devoted to a consideration of the specific mode d’emploi of
music, taking four of the nine chapters to do so — each of which will amplify a particqlar
aspect. By the time we have explored the third section of the thesis, the Process, we will
have reached possibility number (ix) which, to do it full justice, will also take us into the
final section — a consideration of the Product. The Product will be worked out in one,

final chapter, divided into two parts — when the seeming illogicality of that early

decision will be explained.

The result of this format is that we will be able to consider each chapter almost as a
discrete essay on the topic in question which, perhaps, can be read as such. The
highlighting of key concepts will provide sign-posts (and they are enlarged upon in
Appendix 1V), with bibliographical citations made appropriately. The footnotes are
generally confined to references with, occasionally, subsidiary information (especially
when we reach Part 3 — The Process) — on the grounds that it is wiser to interrupt the

reader through footnotes than to expect too many qualifying points to be retained at any

one time in the text during a complex argument.

The first in a series of appendices will provide the location for examples from my
personal experience. The other appendices are considered necessary due to the presence

of two discrete subjects within the discourse, in order that those principally familiar with



either music or psychoanalysis can refer to the information therein as they wish.
However, any opinions expressed in the appendices are not necessarily to be understood
as representative of any viewpoint other than my own. Thus the text will be written in

the first person plural, leaving the first person singular for comments and examples.

The Conclusion will set out to do exactly what its name implies but, as we are working
in the area of speculative knowledge, where theoretical constructs depend upon original
assumptions, we acknowledge the fact that we may only be able to create a theoretical
structure within which new and interesting perspectives will be discovered. From the
possibilities, therefore, some may emerge as foundational, eventually being accepted as
viable theoretical constructs, while others may generate new themes that will only be of

use as spring-boards for future enquiry. Of course, the whole thesis will beg many

questions.

Emerging Themes:

Preliminary research has revealed that, first and foremost, it is the work of Sigmund
Freud which will form the backbone of the psychoanalytic component within this opus,
even though Brent Logan, a researcher into intra-uterine psychic development, takes
1ssue with him in the following manner: ‘Very young people — particularly prenates —
have been long discriminated against by adults presuming definitional incompetence.
Despite expected professions of endearment, this hubristic if unspoken attitude stems
from pandemic ignorance of early biological as well as psychological knowledge, in
large part influenced by Freud’s unenlightened regard for infant abilities and the
Victorian era’s suppression of bodily concerns, especially matters procreational’.’’
However, few psychological discourses now fail to make appropriate use of Freudian
descriptive terms such as ego, repression, acting-out, working-through, narcissistic
personality — even Oedipal complex. But we will discover just how important to our
enquiry is his opus of 1900 The Interpretation of Dreams, which we will need to follow
with, and enhance by, Anton Ehrenzweig's Psychoanalysis of Artistic Vision and
Hearing and The Hidden Order of Art.

'" Brent Logan. 1989, first page.
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Of the post-Freudians, we do not anticipate being able to draw so readily upon the
writings of Jacques Lacan, because he is located firmly within the French Structural-
linguistic tradition, which places him at one remove from our intention to examine the
pre-verbal environment of the pre-nate. However, the very humanistic work of Jean
Laplanche, already cited above, is a different matter, and we may well wish in the end
that we had more time to enlarge upon the contribution he will make to this thesis. The
British-based psychoanalysts, such as Wilfred Bion, Donald Winnicott, Melanie Klein,
Hannah Segal and Marion Milner will all be the subject of significant, though not

extensive, citations, while Martin Stanton’s on-going contribution is such that it will
merit separate acknowledgement. All of these provide themes worthy of further
attention in the present context — Bion’s alpha and beta elements, Winnicott’s

transitional object, Klein’s object relations theory, Segal and Milner’s views on

creativity, and Stanton’s unique ideas on trauma.'®

However, a most important alternative viewpoint on creativity could be provided from
the writings of Carl Gustav Jung. Occasionally in the present text, we might provide a
tantalizing glimpse of this alternative, but it would take a complete re-working of the
present planned thesis in order to accommodate Jung’s stance. As equally unsure of
himself as Freud when confronted with music, Jung is often seen, though, as a champion
of composers and all that they stand for, whereas Freud is not but, at the time of writing,
no-one appears to have satisfactorily explained what it is about Jung’s work that attracts
in this manner. Maybe composers who feel in some way validated by Jung are acting
unconsciously, and cannot therefore analyze what is going on. Nevertheless, we will
undoubtedly find a place in this thesis for some of Jung’s scholarship regarding alchemy,

but it might be some time before we can embark upon an extensive analogy between

Jung’s work and the composition of music, according it the degree of attention it

deserves.

From a first glance at the idea of a ‘Dionysian duo’ of affective gesture and utterance,
arises another theme, which is focused upon the transformation of affect into dance and

song. Again, it will be all too briefly dealt with here, but its thetic potential remains

highly significant.

'® For these, and other concepts, ¢f Appendix IV.
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When we arrive at the third part of the thesis, the Process, we will be embarking upon a
new critical method of music analysis, based on the concept of the latent ideas behind
the manifest score. This is unique to this present work, but it may well have, later on,
negative as well as positive ramifications. On the positive side, greater insight into
composed musical works — on the negative, a return to the projection of programmatic

elements into music in the now discredited manner of musicologists such as Donald

Tovey."”

Then the fourth part, the Product will launch us into seeking invariants or invariant
elements among the differences between music and psychoanalysis, thereby establishing
a mutual critical relationship between the two, so that one changes the other, and neither
can be viewed in the same way again. As a result, for example, the psychoanalytic
concept of the transference may well finally find its true identity as a general cultural

phenomenon. In any case, adding music in this way to the general cultural significance

of psychoanalytic theory, will open up a highly fertile area of ground, ready to be seeded

with ideas.

Finally, it will be obvious from the opening paragraphs of this introduction that, as far as
pedagogy is concerned, much remains to be done to address inequalities of opportunity
and expectation; this is an area of concern which will be both overtly addressed from
time to time, as well as revealed on a covert agenda. We owe it to young people to
challenge entrenched pedagogical attitudes which operate to their detriment so, if we

manage to present arguments which will effect changes, we must surely accord top

priority to their dissemination.

*” For example, the seven-volume Essays in Musical Analysis, first published in 1935 by Oxford
Untversity Press.
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PART 1

The Creative Drive



GENIUS, GIFT, TALENT: a reappraisal

o ., 00 & [ L * l
“Eccentricities of genius, Sam,” said Mr. Pickwick.

Mr. Pickwick’s pithy comment contains much more than its face-value as a snippet of

conversation in a famous book. In fact, it accords well with this chapter’s generative

impulse by drawing attention to the degree with which nineteenth century romanticism,
with the power of a sledgehammer, completed the demolition of the ancient concept of
genius. By emphasising it as something often set apart from socially acceptable norms,
romanticism reifted it, to suit its own particular blend of conscious and unconscious

motives.

In contrast to genius though, the other concepts of gift, and falent, though changed over

time, have remained relatively stable and confined almost entirely within the domain of
social acceptability. But, in spite of the criticisms we will level against pedagogy, the
best of modern educational methods can prove that ‘creativity’ is something possessed
by everyone, so it becomes paramount to effect this present reappraisal as a preliminary

to any examination of the wider concept of creativity. Unfortunately, though, it looks

like taking many more years before society as a whole changes its damaging attitudes

and ceases to regard creativity as a rare attribute of the few.

My own definition of creativity, which will be used throughout this thesis both implicitly
and explicitly, is that creativity is a re-realization of existents — giving that which already
exists a new identity, a new reality. That means that musical composition, which lies at
the core of this thesis, although usually considered to be confined to the Westen

European music tradition, can still be considered to be a universal; no matter into which
cultural society one is born, all forms of musical expression involve re-realizations.

Musical traditions that are entirely orally transmitted, for example, are never free from

' From Pickwick Papers by Charles Dickens.



alterations and improvisations. It follows, therefore, that virtually every human act,
whether concerned with concrete objects or with abstract thought can be classed as
‘creative’. Thus we must examine the value-judgements which, by having elevated
certain re-realizations above others, led to the construction of the hierarchies of quality

and achievement to which the familiar epithets of genius, gift and talent now apply.

European-based cultures, the main concern in the present context, thrive on hierarchical,

as opposed to more egalitarian structures. Less individualistic cultures do not produce

such stratification of achievement, in fact, for some, the concept of ‘a work of art’ is not
understood at all, so it is beginning to dawn on post-modern Europe that different
attitudes towards achievement are possible, even desirable. Indeed, for those seeking a
way to redress some of the iniquities perpetrated under hierarchies, such hierarchical

systems are valid targets for deconstruction. Not only are the hierarchies of genius, gift
and talent just as exclusive as any other, but they also exhibit the rigid resistance to
challenge which is peculiar to assumptions. Exclusion from, and not inclusion in, is
rather assumed to be inevitable, and informs a sense of destiny both individually and
collectively. But it is seldom acknowledged exactly how distorted the system is,

particularly by the whole complex issue of the place of women in patriarchal societies.

Occasionally, however, genius, gift and talent have had to open their doors to the

unexpected, necessitating an accommodating re-shuffling. Ask any musician now to
state whom they might consider to be ‘the greatest composer’ and, invariably, they will

reply in this manner: ‘Of course, with the exception of Johann Sebastian Bach, I think

.. However, the elevation of Bach to the absolute summit of any hierarchy of
composers — indeed to have him floating up and away super summit is largely
attributable to the work of Felix Mendelssohn. Mendelssohn is credited with the re-
discovery of the music of Johann Sebastian for, by the time he was born, the ‘modern’
music of the sons Wilhelm Friedemann Bach, Carl Philipp Emmanuel Bach and Johann
Chrnistian Bach had already eclipsed that of their father. Johann Sebastian holds his
present supreme position purely by chance. Friedrich Nietzsche stated the obvious:
‘The order of rank of greatness for all past mankind has not yet been determined’.’

Thus, awareness of the existence of all which is unrecognized and unsung, together with

* Nietzsche (1881), p.221.



the importance of chance, presents everyone with a moral imperative to examine

assumptions, as Ernst Gombrich put it: ‘The. captain on the bridge who could have left

the sinking ship but stayed must have been a hero; the man who was trapped in his sleep

and drowned may also have been heroic, but we shall never know’.>

Johann Sebastian Bach though, has from then on been singled out for special treatment,
but the quality and excellence of his music (which is a consolidation of influences of
others such as Buxtehude, Praetorius and Schiitz) is not in question — only society’s
attitudes towards the man. Susan McClary, writing in Talking Politics in Bach Year,

exposed a political agenda: ‘Many factors have had a hand in (this) recasting of Bach as

icon: the German nationalists of the early nineteenth century who wanted covertly to

colonize the world culturally by means of “absolute music’’ (that is, German music with
the ideology camouflaged); those nostalgic for periods of strong religious authority;
mustc theorists who derive their rules and norms from a study of his music ... Why do
we still need to locate perfection, universality, extra-human truth in this music ... What
is our sense of the history of the bourgeoisie that we want to cling to its early documents
as “divinely inspired” (a bizarre aspiration, to be sure, for secular humanism), that we do
not want them to have been constructed by us, that we want our regulations to have

extra-human authority ... eighteenth-century music ... hides its social agenda inside

what appear to be pure, self-contained patterns of tones’.*

Thus, in the context of Western European art-music, a reappraisal of genius, gift and
talent is long overdue, and it is obvious that much more is involved than just Anglo-
centric semantics. The moral imperative here is to rein in our propensity to allocate

qualitative judgements and value-judgements, for ‘chance’ is a fickle friend of both. All
those who are driven towards the mode of music deserve to be assisted in equal measure,
so that (to paraphrase Claude Debussy) all the little Dr.Graduses might perceive
Parnassus to be within their reach.’” We must cast aside the possibility of this being an
impossible task and, holding fast to that underlying principle, step into an ideal world -

then be bold enough to examine the reasons for our assumptions. However, we find that

> Gombrich. 1960, p.18.

* Leppert and McLary. 1987, pp56-57 and n.

> Dr.Gradus ad Parnassum is the first piece in The Children’s Corner Suite by Claude Debussy. Gradus =
step,” Parnassus, a mountain in central Greece, held to be the sacred place of Apollo and the Muses.



exploring the three epithets which head this chapter is as deceptively simple as
following the course of a river; the numerous tributaries which flow into the main stream
can divert attention, when it is the actual points of conflation which are important.
Stepping-stones are necessary to bounce us across the centuries, highlighting the

differences accrued over time, but this whole exploration, nevertheless, can be disturbing

for us, as the secrets of the landscape are revealed, and we discover just how deep the

river runs.

To begin with, the source of genius did not arise in concrete reality - genius has always
been an ‘idea’. As a fact, it would have been sterile — as a mythologized fact it would
have been potent enough, but its very lack of a factual foundation has.immeasurably
Increased its potential for mythologization — though it is not wholly myth as we shall see.
As an idea, genius is imaginary, consisting of a multi-layered series of images — it is
assumed to be a whole-thing, and is persistently communicated as such via the medium

of language. Despite its etymologically fertile root in the Latin genere (to generate),

genius is an illusion.

The perception of genius as a whole-thing demonstrates its qualities as a deceptive,
seductive fascinosum to which we cling, and places it convincingly within the
unconscious mind at a Lacanian point de capiton — a point of illusory fixed meaning in
the signifying chain’ It has more than a toe-hold in the unconscious symbolic order —
the realm of culture - its shifting relationships and coalescences within the
signifier/signified dyad are strongly indicative of that placement. However, its wealth of
reference, acquired over centuries, and its resultant manifold meaning, is also typical of
the archetypal forms suggested by Jung” The history of genius in European-based
culture, from its appearance as part of every person’s endowment, to its present status as
an avatar is, in fact, a history of every age appropriating the idea anew and shifting its

meaning to reinforce its cultural ethos.®

® Jacques Lacan. Cf Appendix I1I. For the concept of the signifier, see Appendix IV.
" For the concept of archetypes, see Appendix IV.

% For an exploration of the cultural history of genius, ¢f Murray, 1989. Cf also The New Oxford
Companion to Music, The Oxford English Dictionary and The Encyclopaedia Britannica.



In ancient Greece and Rome, genius most likely originated as constituting part of a
narcissistic self-image, for then, genius represented a universal birthright — it symbolized
immanent plenipotential. It was considered not only to reside in every person, but also
In every place (genius loci), one presumes a family genius protected the hereditary line,
and a genius loci, the family home. This was based on an earlier belief of the genius of
the male and the iuno of the female united in one household — at the same time vertically
permeating the clan as a whole. A polarized duality was thus present in the concept at a

very early stage, where it has remained as a consistent, inviting the accretion of other

oppositions, as we will see. Essentially, however, it was an early attempt to define the

motivating human life-force, and it was considered valuable enough to be worshipped.

But, by the nineteenth century, the original idea of a genius as everyone’s immanent
plenipotential, had ceased to exist. A genius had become a single person riven with
opposites, largely confined to a ‘cerebral’ role, and ‘inspired’ to produce great works of
art, poetry, literature, music or science - masculine, but ‘different’, ‘chosen’, ‘super-
normal’, ‘inspired by God’ (or the devil) and depicted as ‘wild of hair and eye’ — the
stereotypical ‘eccentricities of genius’. Romantic sentimentality coddled and flattered its
precocity, yet rejoiced that it ‘suffered for its art’, preferably in uncalled-for
circumstances of poverty and degradation — far removed from the comforts of ‘normal’
homes. Isolated thus from our own pretences, genius, an agglomeration of unconscious
projections - comprised divinely-bestowed gifts, secret arcane practices, at least a

modicum of devilishness, a certain raffish disdain of bourgeois values, and heroics.

Genius took on all the aspects of The Other.

In the interim, unfortunately forgotten (or, maybe, conveniently) have been the chance
advantages possessed by the select few. Only very occasionally does an impoverished
childhood lie in the background of a ‘genius’, - more often than not there has been
access to a foundational education, opportunity for choice of modus operandi, and time
to carry out what one wishes to do. We might wonder, therefore, if any of the lauded,
distinguished contributors to their chosen field have, in the past, stopped to consider
whether one of their household servants might not be as equally capable as they, given
the same advantages. By the same token, surely a frisson of discomfort ought to

accompany our reading of the following today: ‘... just this guy composing silently up



in his room. He’d go through these periods of not talking, because he was so involved
in what he was doing ... if you opened the door, he’d be sitting at his desk in front of an
enormous piece of orchestral sheet music. I don’t remember being told to keep quiet —
he didn’t mind you walking in and playing at all. He was so absorbed in what he was
doing, he wouldn’t even notice ... my mother ... gave up her career as a singer ... Dad

can’t remember the chaos involved with little children — probably because my mother

was always there, clearing it all up’.”

So what caused the immanent plenipotential, proudly possessed by everyone to be
relocated to its present position as a benison bestowed at birth upon a select few? If we
turn again to the ancient world, we see the philosopher Longinus perceived the necessity
for both education and time, for he suggested that emulation of the laudable
achievements of others held the key to elevated thought. Yet, concerned as he also was
with the concept of the sublime (held to be that part of the realm of transcendence which
eludes our comprehension) he reasoned that great products of the imagination could not
result from merely learning ‘the rules of the game’.'° He felt the source of the sublime
lay within a nexus of moral, emotional and imaginative qualities of the mind — an
important mélange which, in the present context, leaps to the fore two millennia later.
The seed of another later idea was also sown in these early times: Plautus indicated that
genius might be a singular incamate producing excellence (a noun with its Latin root of
celcus, meaning lofty), rather than an in-born commonality: ‘Ut saepe summa ingenia in
occulto latent’.' Yet not until the present day would it become possible to conceive of
restoring the hidden, the unrecognized and unsung from obscurity via the medium of
education and a more egalitarian zeifgeist, even though certain fixed attitudes still remain

formidable objects to progress in this direction; for example, Anthony Storr, whose

extensive writings on creativity we have already noted, as recently as 1992 was moved

> Adam Birtwistle, artist, writing about his father, the composer Sir Harrison Birtwistle. (Sunday Times, 1-
11-98).

' Because the trail leading back to his true identity became lost, he is now generally known as Pseudo-
Longinus, and he is thought to have lived during the 1* century AD.

' How often the greatest geniuses lie hidden in obscurity! Plautus, Captivi (The Captivies), 1. 165. (Act 1,
sc.2). Taken from Stevenson. 1964, p.760.

Plautus, 254-184 BC, was an Italian comic dramatist.



to this hyperbole: ‘Composers who are as gifted as Mozart and Haydn are, of course, far

superior to the ordinary person ... *.!?

Additionally, the ancient world must bear some responsibility for inferring a close
relationship between genius and daimon — the latter, a direct transliteration of the Greek
for a divinity became, over time, considered as a spirit inferior to the former, yet still
superior to man. Taken up by Christianity and anthropomorphosed into the doctrine of

opposing angels and demons, angels became messengers of God and agents of ‘good’,

while demons became messengers of the Devil and agents of ‘evil’."”

Angels exist in the Zoroastrian, Islamic and Judaic traditions as well as the Chnistian,
and are benevolent, spiritual masculine beings who mediate between the opposing
realms of the sacred (transcendent and unquantifiable), and the profane (quantifiable
time and space, cause and effect). The importance of this ingredient as the idea of
genius became secularized, is much more apparent at the time of the Enlightenment in
the 17" and 18™ centuries (a resonance of the bond secured in the unconscious between
cerebral imagination, morality and the sublime), while a formative congealing of genius
and demon occurs later, in the 19" century. The tangential, Christian guardian angel, or
hafazah of Islam (possibly guarding one from ‘demonic possession’) persisted

throughout, clearly identifiable as a projection of the original idea of genius.

Until the Christian transmutation of genius into angel, there were obvious parallels with
ancestor worship, spirits which reside in places and objects, with Shamanism, and with
all manner of religious beliefs world-wide. In these surviving cultures, something of the
original, subjective, conception of genius is retained along with their people’s sense of
individual spiritual dignity. Christianity, though not alone among world religions in this,
has forever found itself in conflict with such thinking, but Christian dogma impacted the

most on European culture as it became its major religion.

'* Storr. 1992, p.120. My emphasis. Of this book, Michae! White of The Times, wrote: ‘This book is a
%cm‘. (quoted on the cover of the paperback edition).

A revealing and erudite account of the development of this particular aspect is provided by Hans Jonas
(1958).



Also of fundamental importance is the wider, but nevertheless still huge problematic in
monotheism, of an external, male God as Creator, responsible for all ‘gifts’. Two very
important points emerge here. First, though it could be posited that artists have
frequently depicted Christian angels as devoid of many overt characteristics of the
masculine, in favor of a more ‘feminine’ appearance, it is obvious that opportunity was
snatched from the female by the suppression of Sophian wisdom. Sophos implied an
amalgam of wide-ranging knowledge and skills, which included seamanship, carpentry,
musical and poetic ability, and the wisdom of the seer, and the Greek feminine proper
noun Sophia contained its personification. Mythologically, Sophia is linked to the
archetypal Great Mother — the spirit of the totality of all that is corporeal and non-
corporeal (matter and spirit together) - existing beyond time and space in the pleroma
(which can be understood as the ineffable plenitude).'* For music, we need only
examine the case of Hildegard von Bingen, relegated to obscurity for many centuries,
though recently much interest has been generated in her work, via the women’s
movement in general and musicologists in particular. The loss to Western European
cultural history of those women whose achievements will never be known is, without
question, utterly shameful. To digress a moment - Lucy Green illustrates one of the
modern results of our inherited masculine hierarchy; she wrote: ‘The percentage of

women registered as composers ... is ¢.15%. The membership of the Musicians Union

is currently 32,757 men and 7,623 women.’"”

The second point relates to the second epithet, gift. This is generally associated in the
modern mind with beneficence. That has not always been so, for a Grecian gift was a
term used to describe something handed to one by an enemy — therefore of which one
might be suspicious, as a sinister motive for the gift might well exist. In the 14" century,
a gift could mean a bribe or other corrupting influence while (and it is worth
mentioning), even earlier, in the period of ‘Old High German’ (before 1100 AD) Gift

had already acquired its present meaning in German of poison.

Now 1t can be argued that the persistence of the idea of gift in the present context owes

something of its origins to the unconscious nature of sexual symbolism lying concealed

l: For more about Sophian wisdom, cf Appendix 1. For Great Mother and Pleroma, cf Appendix IV.
" Green. 1993, p.49. For Hildegard von Bingen ¢f Appendix IlI.



behind any idea of the creative drive (as libido). This is not new - in fact, Hans Jonas
wrote (describing the possible effusions of displaced repression of sexuality): ‘... we
find the sexual soul-imagery throughout the language of later Hellenistic piety, which 1s
saturated with the spirit of supranatural religiosity.<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>