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A Mysterious Force
Music has long been associated with mysterious powers. It was trumpets the felled the walls of Jericho. The snake charmer uses music to have the snake do his bidding. Hermes got away with thievery by playing his lyre. Music sells products for advertisers. King Saul’s madness was cured by harp playing. Plants reportedly grow faster in the presence of music. Music still has cathartic power as we use it to wipe away the stresses of the day on the trip home or with a night out at a concert. There is no coincidence that Apollo is both the god of music and healing. These are just a few of many of the examples of the power of music. Perhaps this power is what draws us to music. Neither the influence of the music industry nor the weight of tradition can fully explain the influence and power of music in our lives. It is of little wonder, then, that people have spent substantial effort trying to harness this power for their own purposes. This involves attempting to find the source of this power, and three main strands to explain this force have been posited: metaphysical, neuro-physiological, and cultural. 
There is not space to go into much detail about these here, but a couple of examples will suffice. Inspired by Pythagoras’ discovery of the mathematical relationships of musical intervals, Plato heralded music as the one fine art form for use in his Republic. As music related to the realm of forms through numbers, it could be instructive. Subsequent disagreement from Aristotle on which musical modes were proper for training (and which would make warriors too effeminate) reveals that metaphysical arguments are still culturally based. This metaphysical argument is continued today by those who believe in relating to the resonant frequency of the universe
 and certain ethnomusicologists who attempt to identify similarities in music from around the world and propose similarities such as the major triad as the key to the power of music. The irony of this metaphysical                  argument is that it is based on a further argument such as the relationship of music to numbers.
The neuro-physiological argument is based upon studies of the physical effect of music on the body and the results of this. Arguments in this vein include the conservative opinion from the 1970’s that certain musical rhythms created sexual arousal in their listeners (and even promoted communism, according to one argument)
, studies for advertisers about the usage of music (for example, how using “easy listening” music in supermarkets or department stores slows down heart rate, which promotes lingering in the shopping area for a longer period of time, which results in more sales), and the “Mozart effect,” which posits the that certain music can improve cognitive powers, improve memory, reduce stress, and relieve depression, among other things.
 The latter example also relies tacitly on the elitist superiority of concert music from the common practice era, and somewhat upon metaphysical arguments as well, but they are presented as physical effects only.
The cultural study of music is increasingly pervading all study of music, as researchers are realizing that the influence of culture on the understanding of music cannot be ignored. Research into the power of music from a cultural standpoint includes Adorno’s critique of the music industry and his evaluation of the music of Arnold Schoenberg based upon his concept of the way that music should influence society
, Jacque Attali’s history of how the insurgence of noise into music has created social change and call for the next movement forward
, Jeremy Begbie’s account of how music can speak into theology
, and the work of musical semioticians who search for the meaning of music in relation to culture (for example, one study examines the changing of the musical introduction to news broadcasts in relation to the changing character of news broadcasts in order to draw a conclusion about what the cultural power the music has)
. All of these arguments look closer at music in the attempt to identify the transformative cultural power music has.

As is already clear, most arguments (especially more recent ones) regarding the power of music do not fit neatly into one of these categories, but rely upon all three strands. One discipline that has been developed to try and systematically harness the power of music is music therapy.
Music Therapy and the Power of Music

Music therapy has been created to utilize music in healing mental health. Following is a summary of the purpose of music therapy:

Music therapy is a goal-directed process in which the therapist helps the 

client to improve, maintain, or restore a state of well-being, using musical experiences and the relationships that develop through them as dynamic forces of change. . . In some instances, these problems or needs are approached directly through the music; in others, they are addressed through the interpersonal relationships that develop between client, therapist, and/or group (Bruscia 1987, 5, Italics mine).

There are three aspects I want to draw out of this overview of music therapy. The first is that it is a goal directed process. This means that that there is a specific reason why music therapy is employed, and the therapy is deemed successful if these goals are met. The second aspect of music therapy is that some of the therapeutic elements are addressed through the music itself, rather than through the relational or through some technique of the therapist. The mysterious force of music is acknowledged and room is made for this power to do its work. The third aspect is the importance of the creation and strengthening of interpersonal relationships in music therapy. Perhaps music has some unique ability to create interpersonal relationships, but I am not convinced that music has any special ability to build relationships beyond other events such as cooking, golf, or roller blading, which also set up a common set of constraints or a common purpose which is very apt to the creation of human relationships. The question is: Why music therapy rather than cooking therapy? Though there are other arts based therapies (dance, theatre, visual art, etc), music therapy seems to have at its heart the unique characteristic of music – those needs that are addressed “directly through the music;” for, while other therapies can function to create relationships, music also has intrinsic healing properties. Clearly influenced by past accounts of the therapeutic properties of music, music therapy attempts to harness these properties and augment them with the relationship building ability that a focus around a specific task or object can help create.

One of the concepts that has become very important in music therapy and music scholarship is improvisation. In a fairly recent book of music therapy case studies, almost one quarter of the studies included improvisation in the title (Briscia 1991). The main draw of improvisation can be attributed to the three things: The perceived lack of formal education about structures of music required to engage in improvisational music; the quasi-linguistic communicative aspect of musical improvisation; and the individual agency or voice attributed to the improviser. With clients that are autistic or not able to communicate by conventional means for one reason or another, it is not possible to teach such a person how to read music or the proper technique to play an instrument. Improvisation thus provides one of the only possible “methods” of engaging with client. The therapist can work with whatever sounds are provided by the client and establish them as sounds that will be used in a therapeutic way, or play sounds of many different timbres and frequencies until some response is evoked from the client. Sounds that evoked a response are then utilized in the therapeutic process. The sounds that were created or responded to are then assigned functions of a semi-linguistic nature. These functions are determined by the therapist based upon the response of the client to each sound. In this manner, a vocabulary is formed by which the two can begin to communicate. Once this vocabulary has been built, any sound that fits this vocabulary created by the client is interpreted as an act of communication. Agency is attributed to the client with each sound, where in the past these sounds were given no agency.


Upon examination of this situation, improvisation does not appear to be as free as was premised. Music therapy is goal oriented, and as such has a system in place to attain these goals. Although music therapy draws upon the apparent openness of improvisation, it moves towards the normative goals of communication and socialization. Improvisatory techniques are used not by the client, but by the therapist as she adapts the predetermined goals of the therapeutic technique to the contingent responses of the client. Also, the bulk of the improvisation is done by the therapist, a trained musician who is playing and responding to sounds using that training. For example, a therapist will be much more likely to use a minor interval to denote sadness than a major one, as this will correspond to social norms. In a case such as this, the level of improvisation that is utilized is no different than a non-music therapist who adapts therapeutic techniques to the circumstances of a particular client. There are other instances where the client will be asked to take an instrument and make any sounds they want (to free improvise), but the therapist then takes those improvisations and “makes sense” of them in a way that can be therapeutically productive. This example of the client who cannot communicate verbally is only one example of a use of improvisation in music therapy, but in general, improvisation in music therapy can be understood as the negotiation of contingencies in the course of the attainment of a goal. Music therapy draws off of the three aforementioned threads of the power of music, seeing metaphysical and neuro-physiological therapy in the music itself, and cultural power in the endowment of music with relational meanings.
Other Studies in the Power of Improvisation

Several other studies make use of improvisation in a similar vein as music therapy, arguing that it provides insight into making life and relationships better.
 Katherine Higgins, for example, argues that “music is a better model for human life” (Higgins 7) than traditional ethical and sociological thought. Arguments such as Higgins' rely upon the presupposition of the agency of music; that music is able to carry a part of the person who made the sound. This includes the Romantic notion that music is able to transmit personal aspects of the self that words alone cannot.
 Improvisation becomes someone speaking from their soul. Malcolm X states that the improviser “picks up his horn and starts blowing some sounds that he never thought of before. He improvises, he creates, it comes from within. It’s his soul; it’s that soul music.”
 From this standpoint the draw to the improvisation of a jazz soloist is obvious. Higgins suggests “the jazz solo as an example of a musical model for ethics with respect to the interaction of individual and group” (Higgins 7). In the solo, “the individuality of the solo performance reflects the nature of the individual being in the world” (Higgins 179), meaning that “music-making must be intimately tied to one's sense of self” (Higgins 145). This expression of being in the world does not exist it isolation, though. The soloist plays over the rest of the group, creating harmonies and dissonances with the rhythm section. They freely express themselves as they relate to the other players and those listening, showing that “music is, by its very nature, a social activity” (Higgins 151). For Higgins, music in general and the jazz solo in particular are examples of how music creates social relationships.


One difficulty of the example Higgins uses is that she only mentions the improvisation of the soloist. The rest of the musicians are treated as stagnant; something that the soloist plays off of, but not something that reacts and changes to the soloist. Nicholas Cook suspects that “it makes more sense to see solo improvisation as a special case of collective improvisation than other way round” (Cook 2004 7). Other studies do not fall into this difficulty but rather identify an improvising community.
In his book entitled “Noise,” Jacques Attali identifies the major shifts in the practice and understanding of music with the insurgence of different types of noise into the group of sounds defined as music. In his final chapter, he looks forward to a new understanding of music that he hopes will bring about change not only in the way that music is understood and practiced, but in the way that society is organized. Attali, like Higgins, believes music to be a model and an enactment of human relationships, and even as revealing social structure. Attali's assessment of where we are now is as a culture that stockpiles and searches for more of the same: repeating. He states that

There is no communication between men any longer, now that the codes [the coded meanings of music created and instilled by a normative system of musical understanding - most notably, the common practice era and the Romantic conception of musical meaning based upon its principles] have been destroyed, including even the code of exchange in repetition [the stockpiling consumer society we live in today]. We are all condemned to silence – unless we create our own relation with the world and try to tie other people into the meaning we thus create. That is what composing is (Attali134).
For Attali, composing is “the advent of a radically new form of the insertion of music into communication, one that is overturning all of the concepts of political economy and giving new meaning to the political project” (ibid 134). Composing creates a mode of communication that does not follow past rules of communication, and this results in a revolutionary overturning of the entire system of social organization. This all sounds appealing, but what actually constitutes Attali's conception of composing?


Composing, for Attali, is collective improvisation. The example he uses as a first but failed attempt at a compositional community is free jazz. The draw of free jazz for Attali is the lack of constraints. Free jazz is called free because it (in theory at least) does not have the same constraints as conventional jazz. Players are able to move any direction they wish, and the other players may respond to them in any way as well. Free jazz also transcended established genres in musical practice: “Free jazz, a meeting of black popular music and the more abstract theoretical explorations of European music, eliminated the distinction between popular music and learned music, broke down the repetitive hierarchy” (Attali 140). Free jazz failed in overturning the current political economy, and because it was unable to do this or to transform itself into something that would work in the current political economy, it did not last long as a substantive movement. What Attali does not mention is that this music was created by a relatively small group of musicians, and most of them were very highly trained musicians who, upon mastering and growing tired of the conventions of jazz performance practice, made a conscious effort to create music the referenced the genre but did not adhere to these conventions. 


Attali's composition is not intended to be limited to such a small group of people, though. It is intended to be utilized by all, as embodied in 

a resurgence of music for immediate enjoyment, for daily communication, rather than for a confined spectacle. [in the concert hall or recorded music] No study is required to play this kind of music, which is orally transmitted and largely improvisational” (Attali 140). 
This resurgence can now be seen in the “number of small orchestras of amateurs who play for free has mushroomed. Music is thus becoming a daily adventure and an element of subversive festival again” (Attali 140). Although such freedom and social change seems desirable on many levels, such a concept remains problematic in several respects. 

While I am sympathetic to the draw of free jazz in the way that it breaks down the established boundaries of musical practice and understanding, I do not think that it is viable on a large scale or in the ways that are suggested by Attali. Attali states that this new music is orally transmitted and no training is required to play it. In this statement, training is limited to that which might be considered formal training. In actuality, we are training musically all the time. Everything that we listen to constitutes part of our musical training, as it becomes part of the horizon of interpretation that forms the way in which we view the world. The oral transmission of music is not new (nor does Attali claim it is), but it does not cease within standardized musical practices. In the past, oral transmission of music has been used to continue an established musical practice. Perhaps Attali hopes that oral transmission will be the way in which new musical practices will be dispersed, but what is much more likely is that music will remain stagnant rather than splitting into a multiplicity of practices. There are many current examples of musicians who exclaim with pride that they are self trained and that this allows them to be more creative, but in actuality their music tends to adhere closely to standardized musical practice. Such musicians have been trained by absorption in the musical landscape and are also limited by it.
 A great example from popular culture is Homer Simpson trying to write a song but singing the same previously composed song with each attempt. Attali’s approach to music does not herald the return of the jongleurs in a new and glorious form that will overthrow the current system of social organization.
Limiting the Power of Music

The three aforementioned examples (music therapy, Higgins, Attali) all have the same problem: They are limited by having a prescribed outcome. Music therapy works within the goals set out from the commencement of the therapy, and Higgins and Attali are limited by the need for music to create or enforce a social order. Although all of these arguments are premised upon ethical and relational concepts, an application of Levinas’ thought to these approaches can show the violence that is done to the individual in the systematization of improvisation. I will argue that improvisation and musical understanding in general can and should be better understood through the non-teleological openness to others as embodied in the philosophy of Emmanuel Levinas.
As has been argued in many of the papers presented at this seminar over the past few years, current psychological practices which are based upon identifying and relieving quantifiable mental health issues create structures that do not meet the needs of clients as human beings nor really create a relationship. Similarly, “client centered” therapies encourage a self-centeredness that does not work towards openness and relationship.
 Since music therapy is admittedly goal directed, it has as its goal the wellness of the client. Higgins and Attali lean on music for the creation of an ethical and social order. To reach these ends, music requires meaning. For music therapy, this means naming the music; that is, taking the music that may be created in a non-directive manner and associating it with something. In the example of an autistic child, this means associating a certain interval or timbre with a discursive meaning. For Attali it means endowing improvisation with the characteristic of freedom. Once this process of naming has taken place, the music can take (or is retrospectively given) communicative properties, wherein the creator of the musical sounds is understood as the communicative agent and the music as language is able to express what cannot be expressed through conventional linguistic means.

In a certain application of a Levinasian ethics to the arts, this understanding is quite problematic. The above understanding of art has fixed it with meaning, thus totalizing the art and rendering the art as representational. This move to make music representational is problematic, as according to Peter Schmiedgen, “Levinas is committed to the view that the representational work of art is an essentially idolatrous subject” (Schmiedgen, 148). Art cannot represent another person, and thus representational art is not deficient in the Platonic sense that it is removed from eternal truth, but attempts the impossible: to create an image of an other. In Otherwise than Being, Levinas states that in art “the said is reduced to the Beautiful, which supports Western ontology” (OB 40). Art becomes totalized within the conception of the beautiful. This reinforces his position on art found in his early essay Reality and its Shadow, which finds that representational art is limiting and totalizing. This finds resonance with his main ethical argument in Totality and Infinity and the ethical difficulties of totalizing structures. Examples such as the frozen image of a statue and the text of narrative that is fated to repeat itself each time are examples of art that totalize and depersonalize.
Abstract art, on the other hand, is able to create ambiguity and openness for Levinas; it is open to infinity because it is not limited by direct reference to an object. Abstract art allows and encourages criticism. Levinas states that it is this “criticism that integrates the inhuman work of the artist into the human world” (LR 142). Criticism allows art to move beyond the false notion of the classical, “that supreme moment when the last brush stroke is done, when there is not another word to add or to strike from the text” (LR 131). The concept of the classical has persisted “in spite of the social or material causes that interrupt it” (LR 131),
 and needs to be challenged both in artistic practice (by creating abstract art) and through critique.
 Both critique and non-representational art obscure and do not allow for one totalizing meaning. 
Levinas’ draw to abstract and avant-garde art is based on the understanding that in the breaking of traditional artistic practices, this art inherently obscures. The artist “speaks of the ineffable” (LR 130); she doesn’t explain it, but opens the ineffable; the unsayable. Vladimir Jankelevitch, a philosopher who “left an indelible mark” on Levinas (Jankelevitch xv-xvi), wrote a book entitled Music and the Ineffable, where, in a similar vein to Levinas, he finds that art (and in this case music) cannot be limited to a specific understanding. He states that “music signifies something in general without ever wanting to say anything in particular” (ibid 57). He argues that music does not express a specific content, but “music is inexpressive in that it implies innumerable possibilities of interpretation” (ibid 74). This movement away from meaning places the emphasis on the human rather than on disembodied meaning: “Music signifies nothing at all, but a human being, in singing, stands at the meeting place of significations” (ibid 73).
Levinas echoes this inexpressive sentiment in his short discussion of an unaccompanied cello piece by the Greek avant-garde composer Xenakis
:

What is taking place?  Is a soul complaining or exulting in the depth of the sounds that break up or between the notes which hitherto in their identities succeed one another and contributed to the harmony of the whole, silencing their grating, but which now no longer melt into a melodic line?  What misleading anthropomorphism or animism!  The cello is a cello in the sonority that vibrates its strings and its wood, even if it is already reverting into notes, into identities that settle into their natural places in gamuts from the acute to the grave, according to the different pitches.  Thus the essence of the cello, a modality of essence, is temporalized in the work (OB 41).
Much can be drawn from this quotation, but what I wish to draw out here is that Levinas also finds music (at least of the avant-garde) to be inexpressive and ineffable, which allows for the openness required to not do violence to the other. These arguments render the three aforementioned arguments based upon musical improvisation problematic, and lead to the conclusion that they are narrowing music in a manner that closes off its possibilities, and thus closes off other people.


Counter arguments could be made to this stance of Levinas and Jankelevitch, and three of them will examined in relation to the premises of music therapy, Attali, and Higgins. This will be followed by a re-examination of Levinas’ stance on art that will take these counter arguments into account and will call into question Levinas’ understanding of art as outlined above.
Against the Ineffable

It could be argued that the above music therapy example is using music in a purely instrumental way. It is not attempting to falsely represent a human being, but rather is thematizing the meaning of music in much the same way that I am using language in this paper – in a manner that follows established conventions and utilizes grammar that can be understood by other people. Rules and meanings are created by those participating in the musical “conversation” and then are then utilized. Written and verbal language does not always have to be ineffable; poetic language may be ineffable, but it is problematic when ordering food or even talking casually.
 Music therapy could admit that other forms of music have this ineffable quality, but that in this circumstance, music/sound is used to bridge a communication gap where there was none before. If obscurity is what is really sought after, then the autistic may be the greatest among us. As this is not what Levinas is really after, music here functions as the thematization that is necessary for communication.

This argument can be extended beyond this specific usage of music therapy to the understanding of music in general. Even if we agree that music cannot express in itself, our lived experience of music is that it does carry meaning. We listen to music and find meaning in it. We find music relaxing, disturbing, joyful, or it reminds us of a specific memory. Our experience of music is heavy with the weight of our past experiences of music, our musical training (whether that be formal or not, for all of our ears have been trained through listening to music), and the cultural traditions of music passed down through the ears and minds of our ancestors. Thus ineffability is misleading; though the experiential meaning of music cannot be replicated in words, it is not without meaning nor even between meaning. Formed from the Latin root effari, to speak out, ineffable may not be the proper word to associate with music.
 It does speak out; it calls us, playing between cultural meanings, neuro-physiological responses, and experiential memories.

The reminder that these meanings should not be set but should be open to other interpretations and meanings is an important aspect to Levinas’ argument, though. So long as music therapy is able to recognize that these set meanings are created for the occasion, and do not have to based upon standardized musical practices, the objection of ineffability would seem to be neutralized.
 This also serves as a good reminder to music semiologists not to consider the meanings they discover as the meaning, but rather a meaning based upon a number of contingencies. The protagonists in Umberto Eco’s novel Foucault’s Pendulum find that “people are starved for plans” (Eco 512) that create a unifying and totalizing meaning. Though working in a very different field, music analysts and semiologists often fall into this desire to know and create final knowing (though the consequences of their actions are rarely as devastating as is Eco’s novel!) Eco, a semiologist himself, finds through his characters that a moment “had been no symbol, no sign, symptom, allusion, metaphor, or enigma: it was what is was. It did not stand for anything else” (Eco 525). Levinas and Jankelevitch would want the same for music.

A second counter argument could be made that all three uses of music above are forms of critique that allow the music to speak again, opening up the music by reinterpreting it. Not allowing music to reside within the enclosed circle of musical understanding by applying it to ethical and social usage is exactly the type of critique that Levinas is writing about. It is critique such as this that allows music to be understood in relation the human subject, that unstable place between metaphysical meaning and pure sounds.
It could be further argued that improvisation creates an inbuilt critique within the music itself. Since improvisation makes no claims about finality, there are no claims of classicism; the piece is never complete. Granted, there are those jazz scholars that write of “definitive” recordings, attempting to ensconce an improvisation with the same weight as the authentic musical score in traditional music scholarship,
 but by and large improvisation leads to openness and the ability to deconstruct or rearrange even the song that is being performed. With this sort of improvisation, this critique is in the music itself.
This takes for granted that something new and open is what is being striven for. This is not always the case, though. Oftentimes an interpretation of music is taken as a new interpretation against others instead of alongside others. Take composer Arnold Schoenberg, for example, whose music challenged the standard practices and understandings of music but still felt himself continuing the tradition, and whose followers attempted to set up a new normative system of understanding music against the old.
 Attali may also fall in this category, as he is relying on “new” music to usher in a new social era that will replace the old. 
This counter argument also assumes that improvisation is completely free. We have already seen some of the difficulty with this. I argue that playing something new is often more difficult than playing something the same. Granted, there are slight contingencies each performance, but the combination of muscular memory and musical memory create some major difficulties in attempting to hear and play something different each time. This explains why much jazz that is highly improvised (Ornette Coleman or Miles Davis’ group c.1968-73) tends to have lots of similarities. When we speak of the “unique voice” of a performer, we are really talking about the similarities they have in their own playing; the default constructs they fall back upon. If there really were true free improvisation, then we would not be able to listen to a recording and know who it was. Similarly, critique is not any freer than improvisation. Most of the same limits still apply.
 

Thirdly, Levinas and Jankelevitch get caught in the same paradox as John Cage, thinking that avant-garde is better because it allows sounds to be heard “in themselves.” In a manner similar to Husserlian bracketing, Cage promotes hearing all sounds as music, disassociating the sound from the source, and not hearing the sound within a predetermined rubric. Then sound and music can be truly experienced. The paradoxical aspect of it is that Cage spend at least as much effort writing about listening to music in this way as actually composing music.
 Though listening to environmental sounds in a manner such as this is quite interesting and revealing, it is a construct in itself. We have to train ourselves to listen in a different way; to go against instinct and listen to the sound of the approaching car not as a danger, but as the sound in itself. You can see the danger of appropriating this manner of listening to ones entire life! In a similar manner, Jankelevitch’s book attempts to strip us of our previous associations with music and to experience it as “the intermediary between meaning and the ‘meaning of meaning’” (Jankelevitch 59). If music is really ineffable, then does a book need to be written about it? Understanding music this way is a construct in itself, a new way of listening in itself. If one perceives the Xenakis piece as expressing something, then is it not expressive? Does Levinas not just propose another interpretation, showing that music can at once be expressive and inexpressive?

Along the same lines, why is it that only post tonal avant-garde music can have this openness? Why Xenakis’ cello pieces and not Bach’s? Does the usage of unusual cello effects and post tonal sonorities result in rendering the work as nonrepresentational while Bach’s pieces are too closely linked to a standard practice (a practice whose creation was highly influenced by Bach’s music)? What if 200 years from now Xenakis’ work has created another standard practice? Will it be representational then? I sympathize with Levinas’ draw to the avant-garde, as much of what the avant-garde stands for resonates with the work of Levinas, but there must also be a critique that can open up Bach as well.  

We can now conclude that critique is not built into the music itself, whether avant-garde or improvised music. Improvised music can be understood in a totalizing way (and is increasingly with the establishment of jazz studies), and limiting music to one genre is problematic as well. It has become clear that what is really important is the way that music is approached, which includes the hermeneutical lens through which music is heard (which might be call the pre-critique). This, along with the experience of the music, heavily influences the critique on the other side of the listening. Although some music relies completely on preset schemata and makes in difficult to experience it outside of a totality,
 by and large totalities that close down openings to others are formed by the understanding of music. Taking in mind the discussion of these counter arguments, let us return once more to Levinas’ writings on art and our original query about the power of music.
Levinas and the Power of Music

The previous account of Levinas’ aesthetic views does not take into account all of the subtleties of his thought. Though it may be easy to view Levinas as an iconoclast, there are many more complexities in his aesthetic thought. His relationship with Maurice Blanchot, writings on Proust, his son becoming a concert pianist, and other mentions of art reveal that he was interested in it and thought it to be of some import. While it is tempting to view art only as totalizing, and devoid of ethical subject and import, it is important to see beyond that.

Alain Toumayan sees one of Levinas’ primary aims in Reality and Its Shadow is discussion of time. He argues that 

Levinas states that, contrary to the common view that the plastic artwork
 effects a stoppage of time, a technical capturing of the instant, or a freeze frame of the present, the artwork is instead the expression of an other time, of the temporality of the other (Toumayan 123).
In this view, another temporality (that of the work of art) breaks into our own temporality in a manner analogous to Levinas’ account the Other calling us out of pure separation in Totality and Infinity. Though Levinas states that there is “something inhuman and monstrous” (LR 141) about the eternal duration (the meanwhile) in which the statue is immobilized, this relationship is instructive in that different temporalities are in relationship. This is “a relation without totalization because it is prior to totalization” (Toumayan 123). Thus, while a plastic artwork may be fated and inhuman in itself, the engagement of a human being with the art evades totalization as a result of the differing temporalities. The interaction of the temporality of the artwork and viewer necessitates critique for engagement. This account of different temporalities can then be applied to ethics.

While this expanded interpretation of Levinas’ aesthetics that focuses on the non-totalizing account of the interaction with art is quite appealing, it is not without its problems. Aside from any challenges to Toumayan’s read of Reality and Its Shadow, there are problems with stating that the encounter with art is prior to totalization. As we have already discussed, there are many totalizing ways of understanding music: many analytical and musicological techniques, certain understandings of music therapy, and how music can influence social relationships. While these constructs either ignore or cover the experience of the music itself that does draw us into engagement with another temporality, they still remain influential in the understanding of music. This can result in the closing out of all alter temporalities, aesthetic and ethical. In the words of musicologist Nick Cook “the trouble with knowing what you hear is that you may end up only hearing what you know” (Cook 2003 260).

The Mysterious Power of Music

By way of conclusion, let us return to where we began, examining what might be the root of the mysterious power of music. Is it because music communicates? Obscures? Represents? Structures society? Teaches ethics? Reveals otherness? Yes and no. Music does communicate; music means, but to place a normative meaning on music denies the obscurity that is inherent in music.
 Despite the entrenchment of a normalized system of “making sense” of music, it still eludes normative meaning. One may argue that music is able to represent and communicate mood, but it must be remembered that these representations are influenced contextually (natural sounds, the history of musical usage and interpretation, etc.) and that they cannot be defined in the way that words can. The importance of music in society has utilized music in important events, thus endowing it with power. The harp had associative effects on peacefulness of Saul. It was not the trumpets that were the demise of Jericho, but they were associated with it. This power has enabled music to have an influence in the structures of society. The way we view music changes the way we view the world, and this changes broader society. But music does not have a greater effect upon social structures than other things do. At times music has been formative in cultural change, and at times it has not. Music can be instructive in ethics. In his study on music and improvisation,
 Bruce Ellis Benson finds that “the goal of the composer, performer, and listener seeking a genuine dialogue, then, is both to be aware of this danger [of imposing our view on another] and to be creative in allowing each party to have a real voice” (Benson 169). These musical relationships show that “compromise is the stuff of life – or at least the stuff of truly ethical life” (Ibid 175). Ethics are not inherent in the music itself, but a result of bringing people into contact. Music is not an ethical agent; it does not transmit ethical norms, nor is it an ethical agent in the sense that it is a human being. It can reveal otherness in general (in that music can open one up to sounds never experienced before), but it is not an encounter with an Other in a Levinasian sense. Music does not have a face. But listening to the music of Miles Davis or Radiohead or Beethoven or Xenakis does make me want to find out more about the people involved in the music, interact with others who create or listen to or are open to music. It broadens my narrow view of the world and inspires me to stand before the face of the Other.
So is the mystery of music the mystery of the other? Absolutely and not at all.
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� For example, see Schafer, R. Murray. The Tuning of the World. New York: Alfred A. Knopf, 1977.


� Examples include: Noebel, David A. Rhythm, Riots and Revolution. Tulsa: Christian Crusade Publications, 1966. (He also wrote “Communism, Hypnotism & the Beatles), Larson, Bob. Rock and the Church. Illinois: Creation House, 1971., and Allan, Tom. Rock ‘n’ Roll, the Bible and the Mind. Alberta: Horizon House, 1982. These arguments are not limited to this era, but continue today using different musical examples. Long before rock, people were still concerned about the physical effects of music. Henry David Thoreau states that “Even music may be intoxicating. Such apparently slight causes destroyed Greece and Rome, and will destroy England and America” (Thoreau, 147).


� See Don Campbell’s 1997 book “The Mozart Effect: Tapping the Power of Music to Heal the Body, Strengthen the Mind, and Unlock the Creative Spirit”


� Many of these arguments can be found in: Adorno, Theodor W.  Prisms.  Massachusetts: MIT Press, 1967.


� Attali will be discussed in more detail below.


� In Theology, Music, and Time, Begbie concludes by wondering “how it is that so much theology has managed to do with so little music” (Begbie 280).


� For one example, see: Van Leeuwen, Theo.  “Music and Ideology: Notes Towards a Sociosemiotics of Mass Media Music” Popular Music and Society, Winter 1998.





� There is only room to examine a couple of the many arguments this sort here. Especially of note is the work of sociologist/phenomenologist Alfred Schutz in: Schutz, Alfred. “Making Music Together: A Study in Social Relationship.” In Symbolic Anthropology: A Reader in the Study of Symbols and Meanings. Edited by Janet L. Dolgin, David S. Kemnitzer, and David M. Schneider. New York, Columbia University Press, 1977.


� For example, see this quote from Franz Liszt from 1855: “Music embodies feeling without forcing it to contend and combine with thought, as it is forced in most arts and especially the art of words.  If music has one advantage over the other media through which a person can represent the impressions of the soul, it owes this to its supreme capacity to make each inner impulse audible without the assistance of reason.  Reason, after all, is restricted in the diversity of its means and is capable only of confirming or describing our affections, not of communicating them directly in their full intensity.  To accomplish this even approximately, reason must search for images and comparisons.  Music, on the other hand, presents at once the intensity and the expression of feeling.  It is the embodied and intelligible essence of feeling, capable of being apprehended by our senses.  It permeates them like a dart, like a ray, like a mist, like a spirit, and fills our soul (Quoted in Grout, 564).


� Quoted in Attali, 139. The racial context of this statement was excluded from this quotation. He was writing of the black musician in contrast with the white musician.


� In another paper I use the example of rock bass player Flea, who is proud of being “self taught,” but whose bass lines often fit very well into typical scalar and harmonic usage. It is also important to consider jazz studies that teach improvisation – musicians do not “just” improvise, but often times train very rigorously to improvise like that. Duke Ellington stated once that “There has never been anybody who has blown even two bars worth listening to who didn’t have some idea about what he was going to play, before he started” (Rattenbury 14). 


� At this seminar two years ago, George Sayer put forward the concept that the application of Levinas to therapy might be considered an “other centered” therapy (in contrast to a client centered therapy).See Sayer, George. “Toward a therapy for the Other” in European Journal of Psychoanalysis, Counselling, and Health. March-June 2005; 7(1-2): 37-47.


� The concept of the classical is prevalent in music and is closely tied to the notion of authenticity, despite there being much question as to what is the “authentic” version of many pieces.


� Levinas states that “the immobile statue has to be put in movement and made to speak” (LR 142).


� This is a bit of an odd choice of piece for Levinas to choose, for Xenakis utilized the mathematical “group theory” to assist in the construction of the piece. Another argument could render the piece almost representational in its reference to this theory.


� The ambiguity of some of Levinas’ philosophical writing could be the writing of ineffable critique into his work. An argument could be made that he was successful in doing this, as his philosophy has resulted in a multiplicity of interpretations. But there are some very clear arguments that his philosophy makes, and surely he did not speak like this in casual conversation.


� From Hoad, T.F., ed. The Concise Oxford Dictionary of English Etymology. Oxford: Oxford University Press, 1996.


� This is not always the case in music therapy, though, as music therapists are trained by an academy that by and large accepts standardized and totalizing understandings of music. Consider this quote which reveals the some of the viewpoint of musical training:  “Music therapists strive to improvise music of the highest artistic quality and beauty, however, they always accept the client’s improvising at whatever level it is offered, whether consisting of musical or sound forms, and regardless of its artistic or aesthetic merit” (Bruscia 1987 5-6)


� The split between art music as rigid and jazz as improvised here is really a misnomer. Several studies (Including Cook, Nicholas. 'Making Music Together, or Improvisation and its Others'. The 


Source: Challenging Jazz Criticism, 1 (2004), 5-25 and Benson, Bruce Ellis. The Improvisation of Musical Dialogue: A Phenomenology of Music. Cambridge: Cambridge University Press, 2003.)


 successfully reveal that pre-composed material and improvisation are part of both traditions. 


� Schoenberg himself was torn between seeing his music as the logical evolution of music and seeing it as something new and different.


� This leads us into some a very important point both for improvisation and social relationships: the tension between freedom and limits. The past two years one of the main underlying themes of my papers presented at this seminar has been the negotiation of this tension between Levinas’ ethics and Gadamer’s philosophical hermeneutics. These papers were: Warren, Jeff. “Towards an Ethical-Hermeneutics.” European Journal of Psychotherapy, Counselling and Health, March–June 2005; 7(1–2): 17– 28. and Warren, Jeff. “Do I Know You? Memory, Trauma, and the Other” Paper presented at the Psychology for the Other Seminar, Seattle WA, October 2005. Although there is not space to look into all aspects of this issue here, this is still one of the main issues at stake in the negotiation of improvisation.





� For more on Cage’s view of sound, see his essays in Cage, John.  Silence.  Middletown, Conn.: Wesleyan University Press, 1961.


� Certain “copycat” music which can be found in almost any genre (but is quite prevalent in popular music), for example.


� ie. Statues, other static visual art, and also narrated work. This could also be applied to certain understandings of music, although Levinas does not deal with music in this manner.


� In this article, Cook discusses some of the issues in writing about music. From the above quote he continues: “I would like, in conclusion, to propose an indefinite moratorium on equations of analysis and value judgment, and indeed more broadly on equations of academic research and aesthetic approval” (Cook 2003 260). Though this is extreme (impossible, really) and seems like the rejuvenation of the old modernist fact/value split argument, he finishes his article by stating that “we can make a conscious attempt to moderate its [good and bad] influence, to distrust overconfident linkages between what we know and what we feel, to remember the difference between words and music. In short, we can recognize the limitations of writing about music.” (Cook 2003 260). This is not only good advice for the three arguments that begun this paper, but also for a paper such as my own which is critiquing these arguments.


� This dialogue can be continued much further. In a discussion of the relationship between language and music, Andrew Bowie asks: “How, though, are we to establish a useful contemporary, but historically informed, way of approaching the interaction between the verbal and the musical which does not lead to the kind of rigid divisions that, until recently, have made the analytical tradition so incapable of saying anything much about music that really matters?” (Bowie 222).


� This book is an excellent application of Gadamer’s hermeneutics to musical improvisation and brings up many issues regarding improvisation as well. Unfortunately there is not space to deal with it in more depth.
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