Logic and Foundations of
Music Interpretation:
A tonali ty-T onali ty
George Hadjinikos

Music can communicate between human beings across barriers of
time and space because it emanates from the very origins of human
existence. It expresses the totality of all aspects of human life.
Hence music education should be of primary concern and
availability to everyone, not simply the 'musical'. Increasing
specialisation and fragmentation has reduced music to either
utilitarian service or mere entertainment (muzak), whilst music
education habitually misses the faculty of communication. This is
happening at a time when, amidst the mounting alienation of
society, people hunger for communication. The exclusive pursuit of
brilliance, itself alienating, has eclipsed the real purpose of music
education - the recognition and cultivation of the human soul.
' The tendency for abstraction has been the greatest evil of the
last 300 years.' This statement of the great Nobel prize-winning
author Elias Canetti corresponds with the opinion of William
Golding, another Nobel prize-winning author, according to
whom'reductionism, as shown in reducing ideas into sentences
and phrases, familiarity with which is sometimes taken as
evidence of a full and educated mind, lies - regardless of
whether one is aware of it or not - at the root of present-day
terrorism and the h yperviolence of our century'. This reductionism, by producing a short-cut to a prefabricated and
superficially sophisticated culture, actually paralyses the
human mind by alienating it from its most rewarding inherent
activity - the pleasure of discovering for oneself!
It is enough to observe in a growing infant the way every n ew
discovery fills it with joy, excitement, satisfaction and inspiration for further exploration. This same original satisfaction,
which can be observed in any infant creature, is transmitted to
its parents wh o are rejuvenated by rediscovering what, as
William Golding said, is so marvellously expressed in the
ancient Greek saying, 'Wonder is the root of wisdom' ; b ecau se
this opens the way for an endless discovery and development of
the most essential part of human existence - the human mind . It
fulfils the very aim of existence - the joy of discovery and the
innate urge fo r growth.
To make this even clearer one could compare the life of a free
animal to the existence of a battery chicken which has never
experienced the open air, the sunlight, the colour and the
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substance of the earth, the texture of the fresh green grass, the
change of day and night, the change of weather and seasons, and
the balance of the endless variety of nature. (Research has
shown that battery chickens, once liberated, develop particularly
violent instincts - which, in a way, supports William Golding's
theory .)
However exaggerated it may sound, this is an apt comparison
in order to clarify the state into which the human mind is
compressed b y the collective reductionism which surrounds us
increasingly in all strata of life; becoming, by its uniform readymade answers, gradually and subconsciously the invisible
regulator of our way of thinking and of our attitude, not only to
music, but to life and education in general.
The process of education, which is of primary importance, as
it moulds Man for life, is usually based on a selection of different
subjects such as languages, mathematics, physics, history,
geography, etc. These in their turn are increasingly fragmented
into multiple, isolated specialisations leading undoubtedly to
remarkable, even astonishing progress in scattered fields of
knowledge. However, what is neglected, and eventually sacrificed thereby, is the sense of the interdependence of those
subjects, which stems from and leads back into the awareness of
reciprocal balance in nature, and to the perennial unanswered
question of the divine m ystery of life. In this way each subject
b ecom es an independent item which, after successful qualification s, due to the usu ally imposed original outlook, by necessity
is con venien tly p ut aside, not to be touched again unless it is of
direct importan ce to the p ractical d emands of one 's occupation.
All great ancient cultures (compare the ancient Greek centaur
Ch iron , the Ind ian guru s, the Zen and T ao attitudes) were
aimin g at initiating Man into an integral, interdependent view
wh ere the different con stituents of education were intercommunicating like Pascal jars. This was pursu ed in order to
allow a harmonious development of individuality in r elation to
b oth material and spiritual values ; just as a tree, in order to
d evelop full y, has to harmonise contact with m other earth
through its roots, and with sun and air through its leaves.
Nowadays such an attitude is automatically brushed aside under
the pressure of the materialistic orthodoxy of present-day skillorientated training . So, late twentieth-century society, with its
weakening civilised values, has been created.
Focusing on the field of musical education, thi s alienation is
revealed in the way sh ort-cut solutions, like post-graduate Jazz,
P op and ' Communication Skills' courses are gradually finding
their way into the curriculum among leading educational
institutions, professing to make up for the lack of the root
awaren ess inherent in traditional education thanks to its
compression into two separate specialised categories - infallible
m echanics and assorted stylistic orthodoxies.
The great cellist Emmanuel Feuermann, in his N otes on
Interpretation (which give us cause to lament, in his early death,
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not only the loss of a virtuoso of absolutely extraordinary calibre
but, even more, of a responsible musical mind of exceptional
insight) writes that he was always struck by the thought of how
much better most musicians, who now just get along, would
play if initially they had been led the proper way by being
helped to develop musical intelligence; because talent alone is
not enough. He regretted the standstill that most musicians (and
especially the prodigies) come to at a certain age because, having
been trained one-sidedly, they are led to believe that they have
reached the summit as soon as they leave the school or the
teacher. No one tries to influence and develop their lives as
musicians and as people, so they are left unprepared for the
future as independent-thinking human beings.
' I believe', he writes, 'that much mischief has been done
because hardly anyone has attempted to clarify the Junction oJ
interpretation. This question has remained almost untouched
within the study of music; I daresay it is rarely mentioned. How
sad, then, is the result reached by the performers who have
never concerned themselves with these questions and for whom
the whole interpretative skill is a closed book. Their performances could be compared to listening to the recitation of a
poem in a language no one understands.' (It is worth mentioning
here the answer I received from a distinguished member of the
musical profession to my question as to whether or not a tepid
reception given once to the Skalkottas Violin Concerto was
perhaps due to the quality of that particular performance. 'This
has absolutely nothing to do with it,' was his prompt answer,
'we simply play what is given to us . The rest is the composer's
responsibility! ' )
'Usually,' continues Feuermann, 'the concepts of technique
and musicality are played against one another, which results in
much nonsense and confusion. There is little interest taken in
analysing or clarifying the word" technique", which is usually
limited to mere mechanics when speaking of an instrumentalist.
It is the term" interpretation technique" that needs to be more
fully discussed. I realise again and again the amazing fact that
the" interpretation technique" is neither known nor developed;
at all events not enough emphasis is placed upon it.'
'We are concerned', he continues, 'that the two spheres, the
mechanical and the musical, should not be viewed as separate
entities, but that it will be recognized that artistic playing in
music can only be reached through uniting the two. The word
" technique" is misused and misunderstood. I do not believe
that I am mistaken when I maintain that technique means
something entirely different. Because of my various experiences
I would maintain that the most important point, the most
important goal, has been ignored. I would like to say that it must
first be clear what one wishes to reach and the how will play a
secondary role.' (It is helpful to recall at this point the words of
Fritz Kreisler: 'Technique should be like shooting; one aims
first and shoots afterwards, not vice-versa!') 'The really
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important factors are : a feeling for form, perseverance and
patience, thoroughness and a lust for discov ery !'
Feuermann stresses that 'the importance of the interpreter
cannot be valued too highly'. (N.B . Compare the above
comment on the performance of the Skalkottas Violin Concerto .) ' Musical life attains its height in the great talents and in
the few rare geniuses, but it is sustained by the less talented, the
middle classes and the masses. Therefore it is necessary to
change the way of playing of the masses . As a sign of poor
teaching and of difficulties common to all, most of the mistakes,
those that are most fundamental, are committed in smaller or
larger proportions by all players . Therefore clarification of these
terms is almost an absolute necessity . As obvious and superfluous as it may seem to mention', concludes Feuermann, ' it is
m y opinion that the basic ill of poor playing lies in the absolute
disregard of natural laws.'
It is revealing to relate Feuermann's conclusion to the
statement of Carl Orf[ that at least 70 % of the difficulties - both
technical and musical - performing musicians encounter do not
exist in reality but are man-made . Also to Schoenberg's
comment that stereotyped, mindless technique is fraudulent:
' You d o not have technique,' he emphasises, 'technique has
you!' Thus, instead of a master, one becomes a slave of this socalled ' technique ' - which takes us back to the views of William
Golding and Elias Canetti on reductionism and the ' evil
tendency to abstraction' .
Following Feuermann' s recommendation that clarification of
these terms is an absolute necessity, it may be valuable to ask
whether or not the fact that' most of the mistakes, those that are
m ost fundamental, are committed in smaller or larger proportion s by all play ers ' is due to a lack of clarification of fundamental
n otions, and, in the light of this, to examine some of the most
common notions in the vocabulary of the contemporary
musician : atonality and tonality.
Atonality, the 'Schoenberg-trauma ', according to the great
' thinking musician ' Hans Keller, lies at the roots of the present
overall confusion and lack of comprehensibility, causing the
lack of communication which increasingly permeates Western
music-making and the Western approach to music altogether.
The very term 'atonality', which has become second nature
to every present-day musician, is wrong both literally and
conceptually . Literally because it simply negates tonality, and
conceptually because it identifies tonality with tonal order. Both
factors will have to be dealt with and clarified separately .
Schoenberg, who is generally regarded as the inventor of
atonality, was ' dead against ' this terminology because his aim,
as he repeatedly and clearly stated, was not a negation of tonality
but a development; an expansion into what he called ' pantonality ' ; an organic integration of all tonalities, abolishing
what might be termed the 'customs duties ' of the modulations
which were defining the ' frontiers' of each tonality .
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Every change, no matter how radical, creates a new set of
limits, even though, to contemporaries, it may appear merely to
abolish the older ones. Without an awareness of limits no
genuine art can be created or exist, in any tradition. This is what
Schoenberg meant when he wrote that he felt he had landed in
a ' boiling ocean'; and this is why he struggled for years to
formulate a new kind of order which was to be the principle of
serial composition.
' It was not my purpose to write dissonant music but to
include dissonance in a logical manner ' , he wrote in 1947 to
Rene Leibowitz, having previously written, in 1945, 'I do not
compose principles, but Music. The method of composing with
twelve-tones was not introduced by me as a style to be used
exclusively but as an attempt at replacing the functional qualities
of tonal harmony .' Some earlier statements are even more
categoric and illuminating: ' These atonalists ! Damn it all, I did
my composing without any -ism in mind . What has it to do with
me! " he wrote in 1922 to Kandinsky. Whilst in 1923 he
reaffirmed to a Swiss patron of the arts that he did not' attach
so much importance to being a musical bogey-man as to being
a natural continuer of properly understood good old tradition'.
'The best way for me to answer your circularised question
" What sounds beautiful?"', he states in 1923 to the Reclams
editorial department, 'is in m y opinion the old saw : Truth to
him who can recognize it!' And to a report on the Japanese
music lover's interest in Western music in 1947 : 'To me, a
music lover is one who loves things which I love myself. It is
music not style! Whether Bach and Mozart, Beethoven and
Brahms, Wagner and Mahler, modern music, even Offenbach
and Johann Strauss. All this is music, and all deserves love.'
Instead, however, atonality developed into the common
notion of a liberation from what was assumed to be the
hindering fetters of tonality - into a total freedom from any
connection with, and allegiance towards, tonality-associated
consequence and continuity, leading eventually into a total tonal
anarchy, a concept of a ' free for all' which is at the root of
present-day incomprehensibility and general lack of communication.
A further proof that this was not the aim of Schoenberg, its
presumed creator, can be gained by examining some works of
his so-called ' atonal period'; for instance, his piano pieces
op . 11 and op. 19. They should be studied in an empirical, aural
way, allowing their harmonic and melodic aspects to develop
and to acquire some reverberation; some echo within the warm,
pulsating subjectivity of our individual emotional experiences,
rather than within the cool objectivity of theoretical analysis. 'I
can't utter too many warnings against overrating these analyses,'
wrote Schoenberg in 1932 to Rudolf Kolisch, the famous string
quartet leader, 'since after all they lead to what I have always
been dead against: seeing how it is done; whereas I have always
helped people to see what it is.' Debussy expresses the same idea
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in a more poetic way: 'One does not capture the mystery of a
forest by counting its trees!' Even Rameau, who established the
rules of harmony, expressed himself on this subj ect as follows :
' To enjoy the effects of music fully we must completely lose
ourselves in it, to judge it we must relate it to the source through
which we are affected by it. This source is Nature. Nature
endows us with the feeling that moves us in all our musical
experiences; We might call her gift "instinct" . Let us allow
instinct to form our judgements, let us see what mysteries it
unfolds to us before we pronounce our verdicts.' If time is
allowed for what is increasingly washed away in contemporary
society - the awakening of a genuinely and profoundly personal,
individual response - one can become aware and realise within
oneself that, in those works, all tonality-foreign elements, the
so-called dissonances, instead of dissolving actually enhance the
tonality-based consonances by defining more elaborately, more
minutely their exact emotional content and quality. In this way
one realises gradually, for instance, how marvellously Schoenberg ' liquidizes ' - in the op. 11 / 1 - the cool, remote fugal
principle into the warm spontaneity and hyper-romantic
emotional introspectiveness of a sheer improvisation, in parallel
with the way Beethoven transforms the sonata-principle in the
first movements of his piano sonatas op . 101 and 109. The
merciless rolling of the wheel of Fate in op. 11 / 2, and the
devastating loneliness - after all bitter exaltations and sweet
memories - at the end of op. 11 /3, make an impression to be
achieved even more poignantly with just a handful of selected
sounds in op. 19/ 6, as a most profoundly moving epitaph to
Mahler; and progressing even further within the' dark corridors
of atonality' to discover how Webern's ' mysterious' piece for
violin and piano, op. 7/ 1, is nothing more nor less than an
immensely evocative recollection of impressions and visions
springing from and circling around the contemplation of a
simple, live, pulsating E flat. Or returning to the threshold
between atonality and tonality to appreciate the sheer wizardry
by which Alban Berg emblematically enlivens and amalgamates,
in his violin concerto, neither more nor less than a labyrinth
of technical devices - dodecaphonic, contrapuntal, harmonic,
melodic, rhythmic and instrumental - with national tradition,
contemporary trends and natural, spontaneous reactions into
the magic of an almost palpable evocation of a profound human
tragedy!
On the other hand, in order to compensate for the evanescence
of conventional tonality-based coherence, the expression of
gesture was given a renewed emphasis - hence the term
'expressionism', which is as misconceived and misunderstood
in connection with Schoenberg as is the term ' impressionism'
with Debussy: as he himself stated, he was ' aiming at the naked
flesh of emotion - what the idiots call impressionism! ' The
purpose of such exaggeration lies not in the exaggeration itself
but in an increased effort to clarify and revivify the original
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specific meaning of the gesture. If one looks afresh into the
scores of Bach and at the Viennese classics it becomes clear that
they abound in musical gestures that await their clear and full
emotional re1isation . Schoenberg's so- called expressionism is
another pointless abstraction. He did not create anything
specifically new but simply sought to revivify, to re-enliven a
basic ingredient of 'properly understood good old tradition!'.
Hence every rhythmic gesture, every melodic interval, every
chord and harmony, by being underlined and clarified, acquires
an individual meaning that has to be grasped and absorbed by
the interpreter before he can communicate it to his audience.
Thus the very gesture acquires such an individual and
independent importance that it can eventually exist on its own,
without the help of tonality to give a clear definition of its
boundaries.
So too was born Schoenberg's Sprechgesang, Melodram,
which prompted so many publications sincerely aiming to help
performers to comprehend and deal with this very special
problem of interpretation. Fundamentally, however, this is
nothing other than a more highly organised form of a recitativo
accompagnato, which acquires a clear meaning and great
effectiveness when connected not so much with new abstract
rules but rather with the inexhaustible variety of day-to-day
spontaneous emotional expression, becoming thus an absolutely
natural means of expression and communication. The impression created by Pierrot Lunaire upon composers of stature
and diversity, such as Stravinsky, Ravel and Puccini, confirms
the depth of Schoenberg's exploitation of new artistic limits. It
is particularly interesting to mention at this point what Mozart
was writing to his father from abroad regarding the so-called
, Duodrama ' : 'Now and then the words are spoken while the
music goes on and this produces the finest possible effect ... I
think that most operatic recitatives should be treated in this way
and only sung occasionally, when the words can be perfectly
expressed by music.'
Only if conceived and performed within such awareness will
the works of Schoenberg become genuinely accessible to
performers and audiences alike . How should the average listener
feel otherwise when listening to the usual perfunctory, summary
'performances' of modern music when even Schoenberg himself
writes in 1930: 'I listened through the records of my opera and
I prefer not to conceal that these sounds depress me extremely.
I really must say: My music must not sound like this! '
Instead, the wider public, the average listener and music
lover are expected to submit themselves to introductory
lectures, 'aural training', and the unnecessary burden of
familiarising themselves with technical aspects and principles in
order to 'comprehend' renditions by performers who are totally
unaware of the very essence of interpretation and, specifically,
of the technique of interpretation which consists in the ability to
'liquidise' all these prerequisites into a form that is easily and
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spontaneously accessible and absorbable by the average listener.
Moreover, in this way not only Schoenberg and the second
Viennese school, but also the other twentieth-century classics
such as Hindemith, Bartok, Stravinsky, Skalkottas, Ives et al.,
who are still known only by a few popular works, will become
genuinely accessible on a much wider scale.
Atonality then, both in its concept and its present- day
common overall meaning, is another striking example of the
'evil tendency to abstraction' through reductionism . Instead of
opening to Western music-making, as originally intended, new
outlets and horizons of creative self-expression and communication by increasing functionally the flexibility and extent
of emotional responses, it has led - under the fallacious banner
of a fictitious liberation, and under the collective irresponsibility
which hides behind the fiction of a 'free for all' - to a mindless
disorientation and a slavery within the dark corridors of
emotional, spiritual and intellectual anarchy.
Turning to the subject of tonality, one is surprised to
encounter here too similar misunderstandings and misconceptions, because tonality, in a strange bedfellowship between
its defenders and its adversaries, is conceived nowadays by both
to be the orthodox way of ordering the tonal material,
representing thus in musical terms for the former the only
possible and acceptable orderly tonal society, whilst the latter
consider it to be the symbol of old-fashioned, outlived, stifling,
suffocating restrictions; a kind of rusty handcuffs. The situation
changes, however, considerably; almost radically if, historically
and geographically, we take a broader view less provincially
limited to the last few centuries of our Western music.
All the various scales and modes were surely not the product
of theoretical speculations, but emerged casually and empirically
as Man, following his instinctive urge to express himself and to
communicate, became gradually aware of the melodic horizon
when he started expanding vocally in the vertical dimensionas, in a similar way, he must have acquired consciousness of the
rhythmic horizon when he started to become aware of the
horizontal development and expansion of motion.
So he most probably started first by departing from a given
sound in order to develop gradually the need and tendency to
exploit and shape the space between two given sounds. (It was
revealing to see and hear, during a BBC documentary on rituals
of an isolated tribe in the Venezuelan jungle, how, during an
initiating ceremony, all vocal display evolved and circled around
a particularly clear interval of a major sixth. )
At some point, then, Man must have discovered the aural
measurement of our melodic horizon as provided by Nature,
which consists in the constant periodic recurrence, the repetition
of the same sound when reaching out either higher or lower;
when, in other words, he discovered what we call the interval of
an octave. From then on the tendency must have followed the
urge to cover and bridge this space in an accessible and usable
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way, leading to the formation of scales, just as the physical need
to bridge vertical spaces and distances must have led to the
invention of the ladder and the staircase (in Italian = scala).
According to the influence of different natural surroundings
and varying emotional needs, nations developed since antiquity
different patterns and sequences of sounds, such as the
pentatonic and the whole-tone scales or the Greek modes
(Dorian, Ionian, Aeolian, Lydian, etc. ) which preceded the
medieval ecclesiastical modes . None of them was pitchconscious, none was emotionally and functionally bound to a
precise pitch, as happens even today with the highly organised
Indian ragas which can be adapted to any pitch according to the
individual vocal range of a singer or the available tonal range of
an instrument. The awareness and the sense of an emotional and
functional evaluation of pitch emerged only after the crystallisation of the contrast between major and minor had led to
the establishment of tonality.
Tonality developed gradually from the ecclesiastical modes
through a mysterious, subconscious distillation leading to the
conscious horizontal awareness and evaluation of the vertically
pre-existing phenomenon of the natural harmonics, which had
already been discovered and recorded in ancient times by
Pythagoras . Tonality represented thus a gradual discovery and
emotional evaluation of a pre-existing natural order through
Man's growing need for self-expression; a triumph of balance
between Nature-given facts both around and within Man,
creating the basis for one of Man's highest achievementsWestern classical music. The possibility of outlining and
defining emotion within the clear, functional horizons of major
and minor, as well as the recently acquired endless openings and
paths to other keys via the equally functionally definable
modulations, opened the way to one of the most profound
utterances in what Hans Keller called' the most concrete mood
of expression: music! '.
The purely intellectual reductionism leading to theoretical
over-organisation, together with the degeneration of tradition
into mechanical routine (as Mahler said: Tradition ist Schlamperei! '), transformed all these alleys which were supposed to
lead Man into undreamt-of, glorious ways of self-discovery by
uncovering wondrous landscapes of his inner soul, into boring
downtrodden paths where the dust of mental and emotional
inertia covered any perspective of inner rejuvenation and
fulfilment before this music could reach a wider circle of
humanity . Hence this marvellous life-giving source was transformed into stagnating waters, which drowned the aspirations
of the average man, who instinctively and intuitively needs
music as much, if not more than daily bread.
A proof for this seemingly exaggerated point is to be found in
the present-day lack of appreciation, genuine deeper understanding and full emotional evaluation of one whom Casals
called 'the great Unknown': Haydn. Due to the automatisation
285

Atonality-Tonality
George Hadjinikos

Atonality-Tonality

George Hadjinikos

and ossification of the fundamental processes of tonality,
Haydn 's emotional world is as inaccessible - and therefore
irrelevant - to the contemporary musician as is Webern's, for
diametrically opposite reasons - the total lack of familiar
tonality-based relations and sense of stability. This is one of the
main reasons why modern composers have sought to escape
from the confines of tonality, which had gradually degenerated
into a form of mere convenience for mental and emotional
inertia.
I t is interesting to recall that the first to seek ways of widening
the horizons of tonality and its functional frontiers was
Beethoven; not, however, by advancing into the labyrinth of
chromaticism as Wagner did in Tristan , but by seeking to
reawaken and develop lost dimensions of the past through the
reintroduction and incorporation of old ecclesiastical modes,
firstly in one of his late string quartets (the ' Thanksgiving
Song', in a L ydian mode), and then planning their u se in a
wider scale as is shown in the sketches for what was to become
his lOth Symphony. Unfortunately, his relatively premature
death, at one of his most fertile periods, deprived humanity of
inestimable new horizons in music which only his unique mind
would have been able to open for us .
As it is, it was Debussy who was to open new dimensions
through his unique ability to absorb elements of remote foreign
musical cultures (gamelan) and to reawaken through them
perceptions which had either been lost or did not exist within
the European musical tradition . ' Neither long experience nor
the most beautiful talent ... " he stated, ' It is instinct only, as old
as the world, which can save you!' In the words of the great
Spanish composer Manuel de Falla: 'The work of that
prodigious magician Claude Debussy represents the point of
departure froin the most profound revolution recorded in the
history of musical art.'
On the other hand Schoenberg, drawing from the consequences of Tristan, the ' black ship of tonality ', advanced
through the much-maligned and misunderstood so- called
atonality into the discipline of serial composition. However, in
his effort to clarify and contain within accountable frontiers the
intensity of his vast and marvellously natural inspiration, he
unwittingly opened the gates to those who were to hide their
creative sterility, lack of inspiration and aridity of emotion
behind an incomprehensible parade of meaningless twelve-tone
rows. It was this attitude that brought the whole concept of
serial composition into disrepute, whilst Schoenberg himself
passionately tried, throughout his life, to present its true
meaning : a means and not a scope of composition. As he
repeatedly and explicitly stated, he never composed 'twelvetone music' ; he simply composed music in twelve-tone: whilst
he also said : 'There is still much good music to be composed in
C major if only the right man comes along! '
There is another, very special ingredient that distinguishes
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tonality from previous modes or scales, including the marvellously organised and diversified Indian ragas. All previQus
scales and modes were part of a theocratic conception in which
human emotion and expressions move along and develop within
an a priori accepted and unalterable frame which was created by
God and whose causality lies beyond the grasp of the human
mind. It was tonality, with its inherent contrast and clear
emotional distinction between major and minor, as well as its
creation of pitch awareness, that opened the way to the endless
emotional outlets of modulations, that enabled the introduction
of the dialectic element in the language of music, and led to the
awareness and questioning of the conflict between Destiny and
individual free will. In short, the very essence of human thought
that gave birth to Ancient Greek Tragedy. It was in Monteverdi's time, and under the growing influence of Humanism
which, following the arrival of the Greek intelligentsia in
Northern Italy after the fall of Constantinople, led to the
Renaissance, that the awareness of major and minor first
emerged, planting in this way the seeds of tonality which was to
be fully explored and codified by Bach and Haydn . They were
the milestones in the discovery of its unprecedented potential.
But whilst Bach remained still within the epic theocratic
conception of emotion, Haydn introduced the lyrical element. It
was, however, Beethoven's unequalled spiritual dynamism (and
not Wagner's music-drama) which re-awakened, re-created and
developed, within the purity of absolute music, the dramatic
element; and thereby resurrected the true spirit of ancient
Greek tragedy .
It is dispiriting to observe how music education proved
generally incapable of creating a genuine awareness, a genuine
sense of the potential and real meaning for both tonality and
atonality. In view of this it is hardly surprising that the average
listener can experience neither the abounding humanity and
originality of Haydn within the confines of tonality, nor the socalled atonal and quintessentially distilled aphoristic perceptions of harmonious order in Life and Nature achieved in the
works of Webern.
Atonality is not so much a recent and special so-called
' Schoenberg-trauma' but rather a skin disease generated by an
older and much deeper ailment in the whole body of tonality,
and both atonality and tonality are neither genuinely comprehended nor communicated because of the reductionism that has
led them both to their meaningless and therefore sterile
abstraction. This again proves the validity of the statements of
Elias Canetti and William Golding, as well as the validity of
William Blake's even more severe dictum: 'To generalise is to
be an idiot; to particularise is the alone true merit!'
All this is the natural outcome of an education which has
chosen the convenient but short-sighted path of blind discipline
which, through a process of merely copying stereotyped - and
therefore sterile - general musical technicalities, leads to a
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steadily narrowing, skill-training type of specialisation. Instead,
education should allow, through questioning, discussion and
open intercommunication with all possible fields of knowledge,
an enrichment of each subject, and should become a steadily
expanding, horizon-widening experience of the kind that has
been the aim of all ancient civilisations: initiation into a
continuous process of harmonising the endless resources of our
inner being with the unaccountable cosmic forces of nature as
an immensely minuscule, but also by no means negligible, vital
contribution within the oneness of life.
Only on such inner individual harmony can grow and flourish
genuine social awareness and true social responsibility .
' Do you know that our soul is composed of Harmony? ',
writes Leonardo Da Vinci in his notebooks. 'Music excavates
Heaven ', writes Baudelaire. Whilst Nietzsche maintains that
'without music, life would be a mistake ', reminding us of
Euripides' /l~ (WeIV /lGT ' Ct./lovair:xr.;.
'In truth,' says Goethe, 'there is nothing like Music to fill the
moment with substance whether in attuning the quiet mind to
reverence and worship or in making the mobile senses dance in
exaltation.'
If music is of such importance to human life, then genuine
music education has to be a fundamental part of education
altogether; and it is not so long since H. G . Wells wrote, 'The
race is between education and catastrophe'.
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Two previous articles under the same general heading (the second one
with the subtitle ' What is technique?; What is musicianship? ' ) have
appeared in the ISM Journal of May 1987 and October 1988.
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