This book, Dialogue and Imagination, had been written in the years between 1970 and 1995. Its very beginning, however, lies in the late 1960s when the writer had an opportunity to be introduced to the so-called interpersonal hypothesis, first formulated by the psychiatrist and psycho-therapist Prof. Ferdinand Knobloch, together with his co-workers. The basis of this hypothesis was the so-called 'group theory of personality', together with the proposition stating that 'music also expresses interpersonal tendencies identifiable by independent observers to the degree that is beyond coincidence'. The hypothesis was tested and, eventually, verified on several groups of respondents in three stages of research. Following emigration of Prof. Knobloch, after the occupation of Czechoslovakia by the 'fraternal' armies of the former Warsaw Pact, all his works were banned. Nonetheless, the author of this book was able to keep developing the hypothesis further, especially in the area of musicology, by concentrating on its analytical aspects. This gave rise to a number of studies dealing with the music of  composers, such as Janá(ek, Stravinsky, Sibelius, Suk, Bartók and others. Several of these studies were presented as papers at international mostly semiotic- oriented conferences, for example, in Tihany (1975), Vienna (1979), Helsinki (1988), Edinburgh (1992) or Berkeley (1994). Some of these studies were presented in the form of lectures, specialized seminars or postgraduate courses, given at various universities (Hamburg, Prague, Bratislava).  


After the Velvet Revolution of 1989 and. also, the subsequent return of Prof. Knobloch to his home country, it was possible to resume the experiments in full, particularly in cooperation with the Institute for Informatics and Computer Technology and, above all, its director Prof. Dr. Hájek. The previous activity of this writer was appreciated by Prof. Knobloch with the following words: 'I also thank Jarmila Doubravová, who drew the attention of Czech musicologists to my unnoticed or ignored hypothesis formulated in the sixties, and quoted me, a persona non grata  in Czechoslovakia, ignoring governmental warnings. Her encouragement inspired me to think fresh about the interpersonal hypothesis of music.' (Musical Experience as Interpersonal Process: Revised, in Contemporary Music Review, 1996, Vol. 16, Part 19, p. 308)


This book contains, firstly, analytical studies and secondly, generalizing articles providing theoretical counterparts to the individual  studies and, also, the backbone for final assessment. Sequencing of the studies reflects the date of their origin, and there are two reasons for this: one, to document the experimental research itself and, second, to demonstrate continuity of the development of this hypothesis in application to various approaches. There is also a specific aspect to this hypothesis as its development may be seen as typically a self-realizing activity. It is this 'existentialist' aspect, which is so inherent to it, that will be stressed in this book, eventually resulting in the descriptive expression 'existentialist semiotics'. Semiotic basis of this hypothesis had been provided by the semiotics of C. W. Morris (he came, by the way, to know of this hypothesis in the 1960s, and his response to it was favourable). Although he was, during the period of totalitarianism in this country, branded a behaviourist (a denigrating term at that time), it is more apt to describe him an scientific empiricist. His concept of distinguishing semantic, syntactic and pragmatic relations and, furthermore, considering syntactic relations to be rooted in semantic which, in turn, draws on pragmatic relations, still remains valid. It is the concept, also supported, for example, by R. Carnap, that also provided a basis for application of the interpersonal hypothesis in terms of musicology and aesthetics. 


In contrast to the original characteristic of this hypothesis, its subsequent development stressed a nominalist aspect inherent to any hypothesis, even that under experimental testing, for a development of hypothesis allows identification of only specific and not every possible aspect of hypothesis. Apart from the specialist semiotic literature (works of, particularly, S. Langer, N. Goodman, L. Tondl, or R. Posner), philosophical works (e.g. H. A. Simon), and the works on musical semiology (by people like Karbusický, Monelle, Nattiez, Tarasti. Lidov, and others), the studies contained in this book also drew on the works in musicology (L. B. Meyer), anthropology (A. P. Merriam) and psychology  (e. g. M. Imberty or M. Clyne). Analytical studies put special emphasis on the Czech literature as relevant to the individual problems. 


The first analytical study from the early 1970s concentrated on providing an interpersonal image using artistic works from a specific period. This allowed to formulate a hypothesis concerning the possible single and uniform source of inspiration behind the compositions of Leoš Janá(ek, all coming from his mature period yet formally very different (vocal compositions, symphonic poem, sonata). The subject of the second study was Alban Berg's Violin Concerto. This study was a part of an analytic project instigated by the Czech musicologist V. Lébl (1928-1987) during the period of so-called 'normalization' after the occupation of Czechoslovakia by the Warsaw Pact armies. The aim of the analysis was to consider syntactic as well as semantic aspects of musical composition. It became apparent that this type of analysis has much in common with the other, for example, historical analyses (such as those of Reich or Redlich), especially where dealing with the structure and general orientation of the composition. In a formalized report concerning interpersonal tendencies it was possible to identify, step by step, both in the terms of both, the interpersonal deconstruction as well as reconstruction. 


Apart from syntactic and semantic relations, the study of Stravinsky's Symphony of Psalms  concentrated also on the interpersonal aspects, especially where it comes to differences in the interpretation of music by various conductors, such as Stravinsky himself and others, like Horenstein, Ansermet, Anaerl, or Fricsay. The differences in interpretation, quite clearly, were great but it also became clear that one composition may be quite acceptably interpreted in many different ways. The following study looked at Stravinsky's Symphony of Psalms in conjunction with Janá(ek's Glagolitic Mass, considering the both works, incidentally, in the same context (that of the concert in Czechoslovakia in the 1930s), and in terms of the use of ecclesiastic and biblical texts, of the construction of musical expression (historical qualities and specific orchestration colouring of the compositions) and, finally, considering the means used to express ideological concepts (liturgy, Slavonic patriotism, etc.). 


The study dealing with the work of Sibelius, which is dedicated to this writer's mother who died in 1983 when this study was being written, analyses autobiographical aspects of Sibelius's music and the way in which he treated symbolic signs in his work. In this study it was also possible to identify quite specific nationalist tendencies interspersed with stylistic features derived from Art Nouveau, called 'Secession' in Central Europe, in Sibelius's music; as is the case, for example, of the Czech composers like J. Suk or V. Novák from, basically, the same period. 


The  author of this book then deals with the Art Nouveau influences in the study concerned with the symbol of tree in music; this is dealt with, side by side, with the position and, especially, the striving for independence of the small nations in Europe, the drive which in terms of national culture may be seen as closely connected to the spirit of Art Nouveau. This analytical study reveals the ambivalent qualities of the symbol of tree as the symbol of both, the growth (healthy tree) or the decay (dead tree). 


The study of Janá(ek's Travels of Mr. Broucek  concentrates on the other type of experimental approach by looking at the interpersonal processes. Mr. Broucek, as a literary figure a symbol of petite bourgeois, becomes in Janá(ek's opera a musically stylized opponent - a Quichotic figure. In the context of this work there may be discovered interpersonal correlations between the opera's fantastic imagery and aspects of Janá(ek's personal as well as artistic life. 


The two analytical studies at the end from the 1990s are largely connected with the experimental application of GUHA Method (General Unary Hypotheses Automaton) using the computer processing. This method was actually used in two types of experiments: the material of the first provided the works of Bela Bartók and the second was concerning the Czech music of the 1950s. While the first type of experimental study used a relatively small (albeit international) group of respondents, the number of respondents in the second type of experimental study was three times as large. The latter type of experiment focused on the interpersonal aspects contained in the musical excerpts in relation to the personal characteristics of respondents, that is, on the correlation between the interpersonal and personal characteristics. It became apparent that the level of interpersonal recognition is largely dependent on the previous experience of respondents, as related to the age and, also, to the status (e.g. single, married, divorced, widowed) of the person. The level of 'contentedness' also seemed to have a strong effect on the level of recognition. As a by-product, this type of experiment resulted in realizing what a high degree of awareness there was of the richness and value of the Czech contemporary music under the totalitarian regime. The gain that resulted from the first type of experiment was a recognition of the mannerist aspects of Bartók's music, particularly the occurrence of typical groupings or certain types of interpersonal tendencies traceable throughout the all periods of his work. This writer's own assumptions, made in 1975, were also largely confirmed. 


There were musical excerpts presented in the experiments, touching a wide range of theoretical problems subjected to analysis. In the first instance, it was not the importance of a literary genre put in a musical setting but its specific use in the composition. Similarly, it is not just the selection of a particular text for setting to music (either in its vocal or dramatic form) which is important, but its handling. It is in this process that a composer (or, for that matter any creative artist in general) puts his mark on the work, in other words, determines and expresses an own personal approach. This is what enables an artist to conduct a DIALOGUE with the human past or the present, as well as with the text (or a literary type) that provides a subject matter of the work itself. A quotation, in all its artistic forms, may, likewise be used in this way; it may, for example, be used in the earnest, seriously, or in a playful, parodic, ironical and many other ways.  Here is one reason why a single piece of music, for example, may be presented in so many varied, yet convincing interpretations; this is because it provides its performer the means to express his or her own 'virtual reality'. The performance and thereby interpretation of music requires, firstly, a professional skill but also, and above all, an IMAGINATION, for the recorded structure (i.e. a music score) is not the work, or music itself  but it is just a stencil, a MODEL, that allows the music to happen. The dialogue between the work's creator and the work itself may also be conducted on many levels, just as the dialogue that a performer or a listener to music may lead with the work. A performer's aim is to create a work of art, while a listener's endeavour in interpreting a work of art is to create a mental image of it; what is essential to both is the imagination. 


In this book it is also the imagination, in a number of various examples and approaches, which is seen as a personal capability which I. A. Richards describes as being aware of our awareness. This capability is generally ascribed to  creative artists, just as to performers or interpreters (including also an ability to provide a verbal description), but it also should be ascribed to listeners. In this respect, Aaron Copland's concept of gifted  or  competent respondent  was also given some consideration. The interpersonal hypothesis allows to assess that aspect of human perception which involves a discourse, a personal dialogue; which is where the fundamental analytical concept of 'I - the Other' becomes important. Hence, it is possible to distinguish works composed in the first person (Ich-Form, when an author may be seen as identifying with a main protagonist or a subject of the work). In other cases it is possible to recognize a distancing view or attitude; a work tells a story of someone else (the Other). This distancing on part of an author may well be a result of various intentions, even incompetence in some cases, also the author's different orientation in terms of values or tastes. It is different where it comes to complementary attitudes, or responses. In interpersonal recognition aesthetic distancing may be considered a personal ability to accept different concepts, even those that a person cannot identify with. That is, the interpersonal distance may be diminished, thought not eliminated, which in itself is also a sign of personal maturity. 


Music composers seem to construct their 'music world' in all sorts of ways. This may be seen in their handling of form, themes, in their idiosyncracies and, also, mannerisms. It might simply be a desire to stand out, to become noticeable in a crowd, as it were, but it might also be a desire to identify oneself with the prevailing fashions; this applies to art and music just as to the academic or professional texts. No doubt, art and music may be also seen as a kind of a make-believe game the aim of which is to convince. Identification of latent 'imaginary actions/events' in an interpersonal continuity then designates a boundary, it is an act of  'INTERFACING' (cf. H. A. Simon), a point where the inner world meets the external conditions. Significant role in the process of constructing a 'music (or artistic) world' is taken up by symbols (e.g. symbol of tree mentioned above). These sometimes also take part in constructing the 'imaginary actions/events'. In a certain way, such constructions may represent a form of a solution to existentialist questions; a personal 'I' is turned into the existentialist 'I', further  contributing to the artistic process of transformation; a composer constructs an 'ideal' all-embracing fictional  model. Music then expresses the inner personal myths; this is how S. Langer put in 1942. But music, just as the other art forms, also employs the process of making substitutes, creating artificial superstimulants and, also, dummies that serve to replace the less attractive stimuli of everyday life, So much so that music might become a kind of drug, an artificial world, a suggestive fiction seemingly resolving the life's discrepancies; in other words, music is also able to lead imaginary dialogue of the 'I' and the 'Other'. 


The final theoretical study deals with art, meta-art, and kitsch, and with the ability to make distinctions or recognition’s. It also addresses the problem of general universality of hypothesis in general, the subject of discourse between heteromorphous and autonomist approaches. The study also looks at the concepts with similar aims as those of addressed by the interpersonal hypothesis (cf. the concepts of Tarasti, Lidov, Meyer, Imberty. and others) and, considering the aspects of the so-called 'moveable subject', transformation, syntactic relations, it attempts to assess outlook for further development. 


'Artificial world', as H. A. Simon points out, as the world in which an author creates own constructions, has a long tradition in musical composition. Interpersonal tendencies become the aspect of music closely related to the inner personal condition and, in turn, to the form and music composition process itself while the direct inspirational stimuli more often come from the external environment. By searching for alternatives an artist finds the most suitable solutions; it is a process where both, the imagination and the ability to generate alternatives come to the fore. In the context of theoretical generalizations a special stress is given to 'space-time constructions'. Similarly, analytical studies also tend to work with a similar temporal relations expressed in seconds or minutes or a number of musically detailed bars; other studies may look at purely spatial relations (as those in architecture) but still without entirely overlooking the element of time. Time, in this space-time continuum, may be seen as a period necessary to reach understanding with the space providing a platform for acceptance, for identification with the artistic concepts, for making structures allowing personal value judgement. A special stress is given to the 'constant changeability' of artistic construction, its transformation despite remaining constant, its ability to define new roles; it is a constant process of identification and distancing at the same time, it is the 'Other' and 'I' in constant discourse. Stressing the syntagmatic relations at the end refers to this writer's other manuscript entitled The Semantic Gesture currently in process of publication, but this book, nonetheless, does not deal with semantics, except where talking about the rhythm concepts and orchestral colouring as in Stravinsky's Symphony of Psalms or Janá(ek's Glagolitic Mass. The semiotic attitudes in this book may best. it seems, be described as the 'semiotics of existentialism' in the centre of which the listener, spectator, viewer or artistic concepts, the ever present RESPONDENT. 








Translated by Vladimír Alexa

