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APPENDIX

Philosophy and Music

In Socrates” remark, that ‘philosophy is the greatest hovek," povomct ean
perhaps best be translated as ‘music’? provided one bears in mind that for the
Greeks music and poetry were much tegs independent of one ansther thax, they
are for us and that music then referred naturally to the rhythimie and melodious
speech. of poetry as wellasto what weeallmusic. Letvistry, by comparing Plato’s
views on philosophy and music generally, to understand what Socrates mighit
have meant by this paradoxical remark. . .
Since Plate gave no unified presentation of his views en music, revealing
instead different foatures of them i different contexts, any attempt at exepesis
Tequires a greater speeulative emphasis than usuat if one hopes to asrive at an
overview that would cenvincingly place the scattered remagks in z unifying
perspective, Fortunately, there scems no reason (e believe that his views on.
music underwent significant revision or that the relevant remarks in the dia-
logues are so dependent on the dialogues” context and characters that they
cannot be extracted without violence, short of a separate examination of each:
dialogue. The view of art as a kind of madness, for example, is presant aseanlyas
the Jon and as late as the Phaedrus; the view of art as imitation is present in the
Zon’s comparison of the artist to Proteus and reappears in such dialoguesas the
Repubiic, Sophist, and Laws; and the view of art as an embodiment of the divine
is present from the Jon through the Republic, Phaedtus, Timaens, and Laws?
We have already seen that music proper is distiaguished from philosophy by
its connection with myth and incantation. Myth presents to our image-foving,
irrational nature what loges presents to the rational, and it is therefore fro-
quently compared by Plato to incantation.” Plato’s reference to myth by the
musical metaphor ‘incantation’ sy ggests further that myths have some figurative
kinship to music and are not related to. it merely as material to form. In some
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cases such a metaphor may imply only a superficial resemblance, as when
Secrates speaks of the ‘accord’ of thearies with one ancther (92¢3, 5) and t?le
‘consonance’ of results of hypotheses with the hypathesis itself §108a5} az:mi wrt‘h—
each other (101d3), as well as the many other places the musieal ieltmoti:v
appears in metaphors throughout the Phaedo. In such cases the met.gphes is
based mezely on an analogy of relations - fitting together of arguments is analo-
gous to fitting together of sounds —and does not contribute to our understand:
ing of Plato’s view of music. The use of incantation’ as a metaphor for myth,
however, is based not on analogy of relations but a simile of character, and thus
1 worth investigating, ‘ ’

To consider why myth may readily be compared to incantation brings us to
the question of the nature of incantation generally. This is an important question
for Plato’s theery of music not only in terms of the present context but atfo-
because incantation serves as Plato’s modsl for the primary function of musio.
This is implicit in the Republic’s disenssion and becomes explie‘:ii: in the Eaws
(639, 664b, 665¢, 773d, 812:). Plate evidently sees as the chief virtue fand
danger} of nrusic its ability to render us susee_ptih]e 1o stories. am? aj}tmudbs Ehaa
may not be accepied on purely rational grounds, just as authentic incantations
make us susceptible to magical influcnces that otherwise would have no pawer
over us.

What, then, is this power of music that exposes us to the influence qff the
irrational, whether in the realm of myth or magic? To put this question first te
incantation in: the literal sense, It us ask why incantation takes music to. be an
essential avenue for magic. What efficacy might sung words seem: to hav_a' that
spoken words lack? The atteropt to answer this must be largely speeul‘atwe,.. as
neithey musicology nor anthropelugy ¢an furnish us with anything conclhasive
here.

If we begin by distinguishing singing from speech (whether linguistic. or
pre-linguistic, eg infantile, speech)as the prolongation of syllables for analm:':?n-
ma} length of time and their vocalization at abnormal pitches, the pessibmtg
suggests itself that the unusual powers attributed to singing may be connected
with its character of sbnormality. (The stylized distortion of walking and othier
activities in dancing and the stylized distortion of human and animal figures in
primitive painting and sculpture would admit the same conclusion. ) The wn?rlci
of normal speech is a world of specified meanings and concepis, a world inwhich
we are at home and in which our activities. and-expectations are regular and
orderly. When, however, one deliberately contravenes the normal patterns of
verbalization, the effect is to switch us out of this normal utilitarian frame of
miad and imto one where our normal associations and expeetations are sus-
pended. The relative clarity of the everyday world is suspended, to be replaced
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by a mysteriotsness—in seme cases meaningless, in other cases eonveying a
special and indefinable sense. of relevance —that suggests an alternative signifi-
cance. In such moods the everydey worlds ideal of rations} elarity i replaced by
an aura of evocation and emotive imagination, Becawsesuch moodstransferony
consciousness from the rational, orderly, and regular to its imagimative, chusive
alterniative, they are the moeds iis which we are cspecially open to thesugpestion
of the supematural and henee io the power of magic in incantation. The
continued innovations of skyle inmusic and the other arts answers tothisneedito
_keep the experience from: becoming overly familiar rather than continually
challenging. .
We can see from this why myth, understood as 3 metaphor, a figurative
presentation of something that could: be presented Literally or coneeptually, can

* be comipared to incantation, for myth aims at eapturing our emotive, Tmagina-

tive mature instead of ourrational one, it much the way incantation does thisky
substituting song for speech. The myth remains in the realm of prose bnt
achieves a comparable: effect by means of an imagery that eaeries us oud of our
normal mode of experience. Acsop, by using animal paradigms for human
qualities, presents a fantastic, anomalons, and thereby stramgely compelling -
worsld of imagination, The morals later added to kis myths are obvioustoreason
but uninteresting and banal, while the myths themselves are ever intriguing. In
his own myths Socrates: manages to-achieve a similar effect by the introduction:

- of such extra-ordinary images as.the gods and Hades.

i we can describe music as & breaking of our normal wtilitarian mode of
pereeiving the werld, by the replacement of our normal auditory expectations
with- modifications based: on- different prineiples, then myth.is like music becanse
it substitutes metaphorical images for conerete and literal presentation. The
difference is that in myth it is the meanings of words, not their sound, that
preduce the effect; in postry and seng both are operative, but for Plato it js the
effect of the sound: (zhyifim, harmony, metre} of the words and not their
meanings that gives these arts their real worth €cf Ton 534a, Republic 601a-b} By
this same analogy philosophy resembles music as well: by directing the: mind's
attention from the: visible world: of nommal utilitarian experience to the intellipi
ble world that lies beyond: the bounds.of sense, a similar breakinig of the normal
perceptions is effeeted. This is why phitesophical education is seen as a “turning
around’ of the soul (Republie 518c-8) and the philosophical and ordinary views.
are cach depicted as “blind’ to the other (Phaedo 96c, 99¢, Republic 5150-516a,
516e-517a), .

To-use the language of the Phaedrus (2442-2452, 2493-252) what philosopliy
and art have in common is the character of “madness.” They are mad because
they mutually oppese the ‘sate and sober’ everyday perceptions of the world.
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Thus is 2 therae that is emphasized even in the early Jor, whose chief subject isthe
impossibility of mnderstanding art as a sare and sober skilk (2 ‘making”) rather
than & madeess, a tramsposied state of creativity nnderivable from. mtional
principles of knowledge. ©f the various art forrus, it i3 to music (including
poctry) that philesophy is mest akin, as both procced: initjally by meansof anval
rather tham visual devicss.

Musie, of course, is not merely pégative, not merelya dlsberkmn:@f speeelv. Jn:

abandoning the order and conventions of speeeh, another order iz traditionally
substituted,* based: on some (ameng many) systerr of shythem and: harmeny
capable of communicaiing a deeper sense of meaning. It is beeause of this

positive element that music is not simply “mad” but ‘divine’ madness, as Plato

always-adds. In the Phaednis {250b-d) for example, beauty; which designatesthis
deeper sense of meaning, appeass to be the sensible symbol of the essential
nature of reality, as in the: Jow the beantiful mams stems: fmmuheuﬁﬁemmmaﬁhe
gods,

Were these two—the ne mwe {mad fand the ms&twa( dmne’}ﬁ— elcmmts fhe.’

only deeisive: features. of musie, the only positive input would be divine (Rowsver
one interprets that metaphor} and Plato would have ne groundsfos @'sappmva!#
of axt, Fo vaderstand: Plato’s ambivalent attitude toward art one must bear i
mind that art is fed by two sources—the human as welk as the divine—and:
imitates beth. In the case of music, however, understood primarilyas songand
poetry, this imitation of the QCeIS in conjunetion. with: certain formal
strictures, it & way that is nob true of the visnal asts,

Al axis display a triadie character involving subject-matter (including botl:
objective: imitation and subjective expression), aesthetic form,. and medium:
visuak art the medinnrnot onfy makes the subject conmmunicable to others, asath
media do, but alse, besanss i is usually foreige to the subject, contributesioa
distaneing of the work fron: the normal utilitarian confext inwhichthesubjectds;
nsually feund. Tor the extent that the subject is'an external phenomenon: to: be
-imitated, such distancing helps ensure that' the work is & ceeating rather than
mzking: and: o the extent thet it is an internal thought or fecling to Be expressed;
such distancing helps ensure that the work is indeed an expression rather than:
merely a venting of our thoughts or feelings.

Fer example, an artist who seeks to imitate a hnman or animai form en
canvas, of in stone or metad, is working in 2 medinm so-foreign to the natuve-of
the thing that our normat utilitarian asseciations are suspended in favour of
other asseciations intrinsic te the art work itself, and the artist has created a
world together with his subject. Someone whe builds an autematon, on the
othier hand, or who makes an objeet (like wax replicas: of people oy frit}
designed to counterfeit it model, 1 imitaiing in 2 medium not foreign Hut
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conducive o the funciioning of the product itrons of the mermat utilitarian-ways
of the ariginal, and such production is accordingly considered ‘making” rather
thamcreation imthe aesthetic sense. Again, an artiss whomkesmngemenm of
trees, streams, and flowers out of cativas and paint is werking in ar alien
medium that therefaze distances the subject from its utilitarian associations and
eventuates in creativity rather than making: as oppoesed: to a Jandscapist, who
makes arrangements of tress, streams, and Aowers out of trees, streams, and
flowers and is thus, other things being equal, considered more ntilitasianandless
artistic than the painter, even where he achieves aesthetic form. Simitasty photo-

“graphers, whose medinm js so conducive to: the mere: recording of the ordinary

appearance of things, always have had to struggle for remgmtmn a8 artiste:
rather than as mere techmicians.

In: the expreasion of what is.internal, the same intrue, Nermaity when we mive:
ventt (@ our thoughts. and feelings we put themyinte words. Whendnsteadia purely
visual medinim is employed the viewer is foreed to consider the meaning of the
work in some way different from the conventional assosintions of Brguistic
meaning, so that here too the medium helps ensure a distansing from conven-

- tional meanings. -But with song and poetry this does not apply. Since their

medimny is language, which is. already the nermal mode of externalizing our
thonghts and feelings, they do-not have, ia the act of expression, this means of
automatically distaneing themseives from normal copventional meaning
Moreover, since. conventional language akready represents external as well as
internal phenomena in words, nothing extrasrdinary is achieved automaticaliy
through: this.medium: in the aci of imitation either. Fhis fs why even while visual
art was. striving for verisimilitude, poetry and song did: not try to: sound like
ordinary talking but on the contrary intentionally distorted rormel specch:
paiterns te achisve such distancing. by other means and devisedt thythmic,
harmaonic, and metric: models as devices: by which. this could be ackieved: effoc-
tivehye. Only in recent times, when art is no longer functionally integrated in the
utifitarian activity of society, so that it is already ‘distanced” by 2 culturat-
isolation from normal activity, do we find a weakening of these:antificial devices,
These formal strictures peenliar to musie, although toa considerabie exteny
agbitrary, are not entirely so, Like art generally they are formed fram a: econflu-
ence of human and ‘divine’ spurces. ki our carlier speculation-about the origins
of music we took as our starting point the alieration of nerma¥ durations and
pitches of spoken sounds, whether verbal or pre-verbal. We can suppose in
addition that they were altered notarbitrarily and pointlessly but inthe direction
of exaggeration and intensification. Thus we might imagine, for example; one
sort of musi¢ arising front a festive and gay mode of speech, ancther from a
nournful one, and another from a relatively unemotional one. Such forms
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would, after awhile, take on a.certain degree of stylization and standardization.
As with Hnguistic grammar their development presumably would have been:
guided at first by an undefined sural sense of Tightness and formalized subise-

guently when it was discovered that this undefimed:sense could be analysed:into-

rules and principles. Fhese miles and prineiples are the fommal strictuses men-

- tioned above, and the dual sources~imitation of speech patterns and puidance
by an aural sense of rightness - reflect the intessection of the human andi divine:

" at least on Plate’s view, the sense of rightnesy is 2 function of, our sense of the:
Beautifuk and thus of the ‘divine’ order that underlies the world.

That the Greek systems of harmony (e melodics, since Greek music: was:

usually manophonic), which we call modes (Gppovior), were conceived” by
Plate not only as diverse mstantiations of divine harmony butalseas models for
imitating various modes of speecly is. easily seen: from the Republic: TheBorian
and Phrygian modes® are described respectively as ‘the mode that wouldsuitably

 lmitate the tozre and aceents of & brave man in battle action or in. any violent
deed” and the mode that would suitably imitate the teng and accents of” “rovanin
peaceful, not violent, voluntary activity.” Thus ‘these modes most fmely imitate
the tones of moderate and brave men i bad fortune and good” B99aé-cd).
Similarly, other modes are banned because they imitate the speech of immodera-
tion, whether in grief or gajety (398411-309a2);

His belfef that music derives from imitation of uman speech; as well as from:
transcendent principles of harmony, is one of the two main reasons: (the.othes.
appears in the next paragraph, below} for Plate’s reservations about music and;
in a similar way, art in general. Were alt mmsic 2 direet reprosentation of the
divine harmonia, it would have only salutary effects; but as it imitates human:
fiailties as well, it can communicate these to the character of the lstener and
therefore must be restricted 1o the “virtuous® modes alone, In: the Lows-a similar

~ principle is maintained but in a more flexible way, and once again the Dorian:
mede is singled out for praise (6695-6700)

The most salutary form of music, then, is that which combines divivie harmos
nia with imitation of virtwens speech, inculeating by this dual means the temper
of virtue intor the pre-rational soul ¥ i thus an important instrument of
ecircation Republic 401d £, 549, Eaws 673a) but because even in this most

- sahutary form harmeny is mixed: with imftation of Physical manifestations of the
soul’s activity, it remains tied to the sensuous rather than eventuating i pure
thought and is thus Hmited in fts powers of elevation. The SENSUGUS COMPOREnt
provides a mediation between human feeling and divine harmeny but for that
very reason also impedes any complete transition from the semsuous: human
realm to the intelligible divine: the experience of the sensuous s so enbaneed by
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seauty’s. irradiation. of it as to provide an irrational (sensuaus_)' pleasure‘ that
g::ds%ns even more fivmly to the realm of the senses. This dolgxbli% pmpansmr af
music - to anchor us more firmly in the sensuousatthe same time it arousesinus
intimations of the transcendent—is remarked, for exafnpie,‘ i the Tmm
“‘However much of music in sound:is-wseful for hearing is given for tl?e xfake' of
liazmony. And harmony, which has motions-akin to:the rt-:vu}pm?ns thhmus of
our soul, was giver by the Muses to- him who makes use of it wntﬁmtcl;lgenee,.
not for frratioial pleasures, suckh as naw appears to-be its use, but as & ag—ﬁghtef :
against' the disharmoniousness of the revolutionr of _t}ha_ sount wh;ch- has can'fle. .
about in us, to Bning: it into order and'congerdance wnfh- uself @ Tc7-d7) Music
thus can point usin-the direction of the inteNigible buv is unable to.lead u_s:tlmve.:
That is why its usefulness for early education i theRepub{if dn‘m not e:d:endé t@
the point at whicks the iransition: from: the sensuous tos the mﬁelhgxﬁheteakm tkg
liberation from the cave, ik effected; for it dossnot promote know-ledga but m!gp
‘educated the guardians by habits, piving thens by means af harmeny a certain
harmeniousness, not knowledge” (522z) Music’s upward impetus cair be disea-

- gaged from its ancliorage it the sensible: only by abstracting the harmony it

nveys to: our senses, from: the sensuous. conveyance itself. Only py- rm._mswdy»-
em@; vt;fcon@epma}??:imiples on which it is based rather than gstemng to it,
Socrates says, can music be made to serve the }aeeds' o{ tk‘ns !:ugher stage of
cducation (53@d-531c); It is: perhaps: an: illustration of his mdifference to t}l&:
sensueus side-of music that Plato portrays: Seerates as ignowant of the names.of
fhe musical modes, needing to rely.on Glancon’s expertise @98:%5_, 3995.5}

Oz the basts of this distinetfon between the sensuous: and.intel%ngble elemen!.‘s'
of music~the imitation. of human medes of speech: and of the divine h'armq‘nm
—we further can se2 how philosophy miglit be called the greatest ‘x_nusnz; l?htlo;:
sophy and music are coraparable beeause both present an anditory image,’
bascd'on the model of speech, oftheinteBipibleorder nnderlymg ourexpenience,
thereby arousing our interest in the intelligible. The comparison is. mde m
several dialognes besides: the Phaedo(see; for example,}?ka‘edm> MSdﬂH; {25‘9&3—
7, and Laws 689d4-7, in.addition to- the passages. qum‘ed here), Im &e Cf-'ﬂﬁw&.
for example, Socrates says, ‘Both “Muses!” and “mus:e.” asa w]:inle Gem?.ﬁmm
the term pdotor {to seek after); as: it seems, and this name s mad from:
searching and phitosophy” (406a) Andtin the S}ﬂmposiuﬂg Alcibiades compares
Socrates’ philesophical speaking to Marsyas™ anlos playing:

Aren’t youan avlos player? Indeed;_ﬁaa merewondrous onethathe, Fﬁn he st.lmmeus
people with the power of his breath, as fsssilfdene by whorever playshis mnglc' otrthe
aulos ~for Olympus® played them, F mean the songs of Marsyas, havm.gbae.n faughtby
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him. It is his songs, therefore, whether played on the aulosbya good aulosplayerovan

thept aules girl, which alone eause to be possessed, and:reveal, those wharare in need of
the gods and the Mysteries, becsmse the sengy ave divine, But you differ from: him jo this
alone; that you do tits same thing without fastrmenss, by means:of friendly words,

{205k ' '

But the difference betweenr music and: phifosophty is as important as the
similarity. In music the harmonia s refleeted onto the “tones and inflections® of
speechy, wihile philosophy eoncerns jtself with the conceptual camponent of
speech,, reflecting the highest truth onto. Togoi, as Socrates says in the Phaedn

’ (396:); Since sound is: only the vehicle of expression of a concept, not part of s
essence, conespmat thought can leave behind its sensory origing and: ascend, by
such methods as dialestic, to ever purer intellectual apprebension. Sound-
belongs, however, 1o the very essence of tone and inflaction, and' so musical

ﬁfnn]m:rg» cam: never become intelligible and non-sensnous: withous ceasing to be:

musical. Philosephy is the greatest music because it resembles music initsorigin
and sousees but transcends it in its progress. The emphasis in music iy that the
mtelligible element enhances the sensuous experiencs;, while in philosophy the
sensuons is the vehiele to transport us to the intelligivle,

From our present standpoint Plato’s observations-are subject to two limita-
tions: 1 he was interested in rausic ag propaedentic to philosophy rather than.
asintrinsicaily valuable and therefore sketched only » generalinterpretation of
it, deliberately ignoring much of its complex nature; 2 He wrote 2t & time whan
theze was- very little independence between postryandmusie, the compositionof’

cithiar without the other being the exception rather than the nile, se that e .

naturally took song as his model of fandamental music and: saw instromental
music as a derivative abstraction; whereas for us absolute music means purely
instrumental music and song is seem as 2 derivative mixture: But with these
limitations, the fundamental principles underlying his. remarks about mugic
continue to- be: applicable and worthy of consideration as a basis for furilier
reflection. His coneeption shows itself to be mufei-facetediand consistent, sensi-
tive 1o the iterplay between fosmal and expressive elements, rather than: one-
sided or inconsistent.

Nor i it withous relevance to contemporary phitosophy of music, for both
expressionists and fermalists can find fundamentsl antecedents in Plato, His
view of the modes as vasiously appropriate to expressing different emotional
stafes gives some support to-these who see- music as a language of emetions; but
not witheut gualification, for he makes cloar that it is a langnags only ina vague
and ambiguous way: in the Laws (699} the Athenian stresses the importance of
nob playing music withaut words, because of the difficalty of understanding the
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meaning and purpose of the music without the words as a guide. This s a more
explicit version of the fmpression given: by the Republic as well, that apart from

" the shepherd’s pipes all music will be based on singing,

Because of this qualification. Plato’s view is eompatible with such formalistic
theories of nmsic as Hanslick’s, whe argues that musie cannet represent the
subject of cur feelings, but .

only their dynamics. It can depict the motion of & psychic process according to jts
elementse fase, slow, strong, weak, climbing, falling, Motion, however, is anly one
properily, one element of feeling, not this #self, {p 15; of English p 243

Agsthetic- investigation ... will therefore, even withowt knowing the: name and! big-
graphy af the author, detect in Beethoven®s symphoniss a tempestucusaess, stmggle,
unsatisfind longing, deflance conscious of its steangsh; but it wilbnever glean from the
words—nor may it uiilize to appreciate them~that the composer had republican
sentiments, was nawearricd; and deaf, and afl the other factors on whick: the art
historiam dilates illuminatingly, ¢p. 52; of Bnghislh p 533

Only on the question of whether these are factors that one might Sutilize to
appreciate” the music would Plate and Hanslick disagres.

Hanslick, however, spealks of the motion: of a psychit process, while Plato:
speaks of the tone and inflectionrin the speech ofsomeone experiencing a cortain
Kind of emeotion. What precisely is meant by “the motion of 2 psychic process’
(diz Bewegung eines psychiscliern Vorganges)¥ Fhe: plirase hasthe ring of truths, it
clicits a respense. of recognition, but it is somewhat misteading, It evidently
refers to the motions of our thoughts, their tempos and: rhytlms, like the
‘movement’ of music. But do we finfact discover suchdtsmposand iy thmsinour
thouglits, corresponding to our varions kindy of feclings?

Wiitle it is certainfy true that we expericnez differences of tempo:and rthythem

* in-our thoughts, the differences correspondito the intensity of ourfeelings, notto

thielr kind. Gur thoughts do not change ary meve oF less-quickly whes: we are
happy than when we are sad, but intense emotions: of whatever kind tend to
arrest our thonghts and retard the speed: of their fow — we dwellon them--while
superficial or transitional ones leave the rapidity of the mentabstream relatively
uncheeked. If the tempos and thythms of our thoughts do-not then correspond
to our thoughts” emotional content but only to-the degree. of their intensity, it
cannot be they that music represents in s expression of diffsrent kinds of
emotion. ) ’ .

Hlanslick’s words strike = responsive chord: it ns because music doss indeed
represent the motions associated with our emotions; however, these motions are
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net psychic but physical, the quickening and slowing not of cur thoughts but of
" bodily processes accompanying emotion-laden thoughts. It is from observation
of the animatedness of our whole being rather than from: introspection of aur
“thoughis that we are Jed to such associations. Whien we are sad we mave slewly
and heavily, when happy we quicken, and 80 om. Al i iv in speech patterns,
whether verbal or pre-vesbal, that these asseciations first acquire the purely
temporal dimension of seund. In that case, the association of slow and' fast
sounds. with grief and joy would not follow from observation of our thought
patterns but from observation of our speech patterns, This.is not te deny that
our specelt reflects our state of mind, but to point out that if our state of mind-is
the ultintate referent for musical expression, it is through our bodies that our

mentat state is transiated nto analogues of motion, and i speech that these’

analogues fArst become audible,

Think of the tosés, loflections, rhythms, and terapas with: wiich 2 story-teller
imparts emetion to his words: the voice becormes fiat, stow, and soff to.express.
sadness, faster and fonder to.express joy, tight and measared to. EXPFGSS: RPPTE-
hemsiveness or tesion, freer and expansive to express confidence. It is plavsibie
to suggest that whatever assoclations we form between emotions and amral
modifieations of sound are derived not originally through intsespeetion or even:
empirical observation of the emotional effects of various kinds of sounds.of us,
but through the manifestation of these charscteristics jiv speech.

€onnected with this relationship between music andexpression, iowever one '

cameeives i, i ity counterpart, the effect of music on the mind of its andience.
Heze again one finds the Platonic position~ that prusic.can stzongly and enday-
ingly affect the minds of its listeners— upheld in contemporary thonght, One cam
find it, of course, in-Nietzsche’s attacks on Wagner, but since itinveolves the view
that some kinds of music are suitable 2nd others unsuitable for varions andien-
€es, ifs primary locus today séems to be in the field of psyckiatry, s s enlytobe
expected in:a democratic society where it is always difficult to justify censarship.
for those who have not yet been cextified insane.

Perhapes. the ravost challenging and controversial issue Plate mises iv whether
music, as be claims, not only affords us anintimationof the transcendent, but#y
imbuing thé sensible with the dimension of the transcendent makes the plzasures
of the sensuous so captivating as toretard our further progresstoward the purely

‘intefligible. This aceurs with regard to both sensual geatification and emotional
indulgence. In the first, love of music involves us intaking pleasure inmanifesta-
tions of sennd, fascination with kaleidoscopic senority, which acknowledges
and encourages a degree of devotion to senstous gratification, The admissions
here that sensuous pratification bas a legitimate elain on us insinnates & regard
for it generally, Second, with regard to emotional indulgence, book 10 of the

203 Philosophy and Music

Republic: goes Beyond' the above passages and argues. that not only does art
appeal to-the-emotions but it ale appeals most effvatively tor the miost mmult_u-
ous émotions. Inerder to.enter thoroughly inte and enjoy.art, especially music,

- ong must be willing to give rein to- and indulle ity the emotions often: most

antithetic to.reasom: : _ .

Whiether ex not one shares. Plato’s views genexally, anyene whofinds merit in
some degres of ascetieism, and who perhaps lovesartfor the veryreason that it
elevatey the. mind beyond the realm of semse te the realm-of reflection, mugt
consider whether art’ sensuous and emotional gratification: compromises tins
ele#atiam and’ whether the very charms and delights: of art are-inimical to. its
promise of spirituality: '



222 Notesto pp 178-203

2 Bee especially Geddes pp 263-7. Geddes also suggests that thevuse of the tesmn
Qéprecov as the only reforsnce fo the poison maybe deliberately- ambigvous stace
it means ‘medicine” or ‘cure’ a5 well fp 253

CHAPTER 12

¥ See, for example, T.M. Robinson P 32. The duaf corcepionof soubin-Groek .
phifosophy generally, as both, energy and mind, isnoted by Aristotlein.de dninax
2. Fusa the tecm ‘encrgy,” despite ity being an anachronism, because it is. ZPprop-
riate to the coneeption of seub ag the prineiple of metion,

Z Fhere is am apparant exception to this inbk [0.of the Egws (§96e); Seebelown 5
and contexs.

3 In addivion to-the refezence ta Skemp at the beginaing of thil sectinn, see Timeony
30b, 34b, and 57 (provided ene takes the temporality of the Mrcensana mata-
phor for fogieal priosity rather than as.a Hterg sucgessionoffeventsh

4 It is sometimes argued that this metios is not due to seulisince:it i irrational kg
Viastos DMT pp 393-8), but, while the motions of soubare rationslper s¢, when
combined withand influenced by the irrational nature of the bedy. ittational
motion would result. This distinction, between puze and embodied soulis easily
ebscuzed in genetic myths such as the Timneus, wheve body mustbespoken-of as.if
it were capabile. of selfesutficient existence, Bt iz not necessary to-suppose, however,
that Plate regarded soutand bady as ever physicaliy separate:ffom each-other,

5 This may be the point as welt of the Laws® reference te two: contrasting vouls
(896¢e). Also see Rist EP pp 105-9. :

APPENDIX

k For simphizity’s sake it was teansiated in the introduction as-*art” but thisiv too.
gevcrat for the purposes of the present moge detailed:discussion.

2 The presence of 2% three themes in the Fore shavws it tor be: am: important, though
much meglected work for studying Plate’s aesthetic theoryin-generak My article
on the fox suppléments mueh of the presemt discussion, as welk aselaborating the
brief references here to that dislogue. .

3 €L.Charmidey 155, 158c, 176b; Gorglas 483e, 484a: Phaeds TH-T4; Republic
608,

4 In aleatory music where randory.or unplanned occnrrences ase substituted for any
imposed order, the music suecesds in traditional terms when some such-order.is.
aceidentally achieved and fails when it is not.

5 See Apel ‘church modes,’

6 The legendary inventor of music

7 See for example Assagioli, -




