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ABSTRACT expression arises from several causes. Firstlyipusir
linguistic conventions lead to differing meaningsda
logical implications despite the use of identicairds.
Secondly, his automatic elision of ‘expression’ and
‘emotion’, is a result of what Becker [3] descritsesthe
‘habitus of listening’ adopted in analysis andicisim of
Western art music. This elision immediately exchide
the possibility that music may be composed to esgre
ideas other than emotional transcendence. Algoiithm
music, as a genre, may be designed to address other
ideas through the medium of music. Thirdly, Scrigon
implicit assumptions result in faulty logic. This

All sorts of music expresses all sorts of ideaset Y
algorithmic music is often critiqued for its lackf o
expression. This raises questions about what makgs
music ‘expressive’. This in turn leads to addregsin
notions of expression itself. A logical approackeas
that the concept of expression in music discowgseiy
vague. This fuzziness arises from three sourcestlyi
the idiomatics of English is inherently confusingda
builds specific expectations about music and exives
in general. Secondly, the accepted ways of listemin

Western art music identified by Becker [3], cause e )
difficulties in identifying the substantial meaniog the compounds the d|ff_|cult|es prese_znted_by the subliaif
English grammar, in clearly articulating the cortcep

word expression. Thirdly, -the conflation — of ‘expression’ in the intangible abstract art fornhieh is
composition and performance into the umbrella term

) .y i - . music.
music’ such as the article ‘Expression’@roves Music ; - .

) . . . This paper shows that an explicit understanding of
Online [24] generates its own confusion. Revealing

these sources of confusion, places the allegedidefy expression through music clearly po_lnts to alganith

. . o S music as a means of human expression of a broag ran

in the expressiveness of algorithmic music into the .
. NN . . of ideas.

logical deficiencies of music discourse, ratherntha

locating it in algorithmic music. 2. IDIOSYNCRASIES IN USE OF ENGLISH

1. INTRODUCTION LANGUAGE

W o : . The concept of ‘expression’ in music discourse asyv

Music is a powerful, pervasive and crucial form of . N . -
essy. The words ‘expression’ or ‘expressive’ are

human communication and expression” is a prou . : .
: : - regularly used in a wide range of diverse contexts.
assertion made on the website for a recent mugjiab o :
example Jacobson writing in the CD liner notes of

conference [22]. Algorithmic music has been criéidu , .
s L . .Beethoven's string quartets manages to make
for being ‘un-expressive’. This may be because thig ST . A
o : : expression’ quite meaningless in his comment that
music is not capable of being expressive, or bexraus_~ . C2
o S . particular movement is “the smoother and more
algorithmic music is so badly composed that theagde . . - .
. . sustained in expression” [18], or the CD liner sote
are not articulated coherently, or because theiriazs . L
. T S music by German algorithmic composer Barbara Heller
of ‘expression’ is highlighted by the intrinsic neg¢ of A
o . - says that her work is "...in search of new forms of
algorithmic music. The last possibility returns the . P . .
> . L expression, of possibilities of articulation...for rhe
original problem to the logic of music discoursather . M
. . o : . . musical language” [27].
than a deficiency in algorithmic music. This paper - . : . .
o . . . . Similarly, some musicologists are quite free initthe
primarily concerned with addressing this question.

There are difficulties in articulating the concegit use of the term|r_10Iogy .Of expression. Th_e p_ubhc
oo . . quartet made possible an increase in expressivi dep
expression in an intangible, abstract art form sash

. . . ., the Slow movement because an ensemble can sag thing
music. Nancy Baker, an American musicologist,

. : I which would be embarrassing or ridiculous if
highlights the paradoxical use of the word in lielato L N o .
pegrfo?mance pand in music criicism [1]. While vouchsafed by individuals...” Griffith goes on toyda

addressing this paradox, Scruton’s philosophicafgm an_aly5|s of a Haydn quartet --.that the promieenc
of Major and minor in a single movement, can beduse

linguistic approach leads him to conclude thatsit i . . ,,
4 . . . . R to achieve expressive extremes...” [13]. Yet there a

logically impossible for music to be ‘expressivehile : : .

. . ; ; no clearly articulated ideas about what this woehns,
acknowledging the reality that music does indeegtlz i . . S

. or consistent evidence which could provide insigkd
strong emotional resonance [24]. S : .

an implied meaning. The end result is that, rathan

Unpicking Scru_tons reasoning shows thf’ﬂ hIShelpfully clarifying the attributes of ‘expressiveusic’,
apparent paradoxical outcome about music and



the use of the term seems to reflect some type dfooking at the common language definitions of
indefinable, subjective experience. ‘expression’[9] provides an interesting insightoinwhat
Sources of this implication and interpretationslie concepts people are communicating when using this
within the pragmatics of English in every day usaage phraseology. Of particular importance is that these
well as the grammatical construction of English,common language definitions provide only two specif
specifically in relation to the usage of ‘expressii references to music, of which one of the referensds
music discourse. These are compounded by diffesencéexpression-mark’ not to music itself. While ‘expston-
in readers and writers abilities to grapple withe th marks’ looks as if it might be getting down to sifies,
complexity of the English language. Variations et these marks are only considered indicatirather than
ideas associated with ‘expression’ build erroneousnanifestingor representationalThis permits ambiguity
expectations regarding its meaning in relation tsim  regarding which and how those specific markings are
in general. particularly related to expression. The other ifee to
Firstly, the term ‘expression in music’ often seegms music simply refers to nuanced performance desigoed
refer to a discrete feature which can be dispaasiyn  bring out the ‘feeling’ of the music [9]. While thimay
observed similar to ‘rhythm in music’ or ‘melody in explain the vagueness of the phraseology it doebkelip
music’ both of which are intrinsically music-spécif in unravelling the technical aspects of ‘expression
features. Hence we are led to expect that expressi relation to music theory and composition.
embedded in music in a similar way. Even without Roger Scruton, a British philosopher and composer,
knowing specifically how, or what, the music, the addresses the issue of ‘expression’ at lengtfsliaves
composer, or the performer, is expressing, thisghr Music Online[24]. His attempt to unpick some of knots
‘expression in music’ is difficult to interpret. €phrase in meaning, actually provide examples in themsebfes
somehow overlooks the reality that music is theiomad an insufficiently broad view of both expression asfd
of expression, rather than expression being a capmto music. Scuton’s work is useful in that it points ttee
of music. Music can express ‘things’, whether itdre  confusion in the meaning of 'expression’ arisirogfithe
idea, an emotion, the state of the natural worldher grammatical construction of English. However, isaal
glory of god, but the idea being expressed is sedli reveals confused thinking. The issue he points treal
‘through’ music, as an alternative to other mediehsas and significant part of the reason for problemshwtite
dance, photography, or words. meaning of ‘expression’. However, this article i a
Confused expectations can also be brought aboakample of how difficult it can be to unpick prexis
through the abbreviation of the concept of ‘expm@ss meanings and implications from what seem to be lemp
infthrough the medium of music, into ‘'musicaland logical statements. Scruton’s argument is wasg
expression' such as in the title of Scruton’s entry is based on his erroneous presumptions along with a
Groves Music Onling24]. This can lead to subtly misrepresentation of music as an activity rathanthn
different interpretations because of the multipldixed object.
meanings attached to the term ‘musical’ in difféeren  Scruton says: “When it is said of a piece of music
contexts. (say, of Schubert'&rlkénig) that it has ‘expression’, it
For instance, the term ‘facial expression’ indisaite seems natural to ask: what does it express? Thdheis
a straight forward way that the expression is ategr a presumption that expression in music is traresitive.
through the medium of the face. Similarly ‘musicalthat to have expression is to express somethinghis
expression’ can indicate that the expression isuscc case a feeling of terror) [24].”
through the medium of music. However, in other Scruton also points out that “It may be said of a
contexts, the application of the adjective ‘musjoghen  performance that a certain passage is played ‘with
applied to another object, implies qualities lileabty, or expression’. The piano teacher (or the critic), boer,
melodiousness, for example ‘musical bird-song’ olseems to be talking of expression in some intriaesit
‘musical instruments’, or when people say ‘it was aense, in a sense which forbids the performer’'stepre
musical performance’ they apply ‘musical’ to theyke ‘what am | expected to express?’ [24].
word ‘performance’. Hence, it is quite easy teipret Differentiating between transitive and intransitive
the phrase ‘musical expression’ so that 'expres@dhe verbs turns out to be a false distinction, andnaggurate
key feature, or object, of the phrase, which, whenepresentation of the real grammatical problershtiws
qualified with the adjective 'musical’, means thla¢ his view to be inadequately thought through. Veabs
expression was particularly beautiful or harmoniotst  the ‘action’ words in a sentence. Verbs describe t
even loud, ugly, inharmonic, dissonant noises irsimu nature of an activity being undertaken by a giveject,
can be expressive of something, such as angeatiagit which might actually be a person, even perhaps a
or nuclear war, even if the idea is not usuallyoasted musician! Using a word transitively requires thaet
with ‘beauty’. Even then, depending on perspectiveaction must refer directly to a specifically nanwuect
difficult things can have an abstract inherent Iyead  [15]. For instance, “I press the piano keys” nsakense
shape, pattern, colour or texture which can becomeghile “I press.” alone makes no sense. However,
apparent to the listener. intransitive verbs are never accompanied by a divec
The notion of ‘expressive’ music is so ubiquitons i specifically named object. For example “I sing”kaa
Western thinking, that it appears in the populaspras complete sense just as itis. Of particular rateeahere,
well as more academic music criticism and analysiss the observation by Brian Harvey, an American




grammarian, says that motion verbs, such as ‘drive’ that engagement happens. This is clarified byitapht
‘run’, are generally intransitive [15]. Thus | gegt that how the opposite of expressive is categorised askbl
Scruton has inadvertently highlighted the core ol  cool, aloof, deadpan, giving nothing away, unemwtlp
because the act of performing or composing is motiosecretive, or enigmatic [6]. Yet these charactiesst
oriented like 'dance, go, travel, play', so it seetmat could be expressed through music, in which case tha
considering the use of verbs may be helpful. Howevemusic would be ‘expressive’! However, the pointhat
the activity of making music is not the same asimus critics may feel uncomfortable revealing their degiof
itself. Music (even as a transient performancehris engagement with the music, preferring to extermalis
object with descriptive attributes including 'exgs@n’. their remarks to ‘expressiveness’ which is lessqeal.

Consequently describing music with the quality of Another significant source of confusion is the
‘expressive’ is similar to describing the musicwthe conceptual elision of expression in music with eomt
qualities of ‘nuanced ‘or ‘bright’ or ‘loud’. This clearly not only in popular writing but throughout academic
the case when someone says that music is playéd wdiscourse. There are several aspects to this pdihe
expression, or ‘has expression’. These are descsipt first is the varying degree of comfort with, andlfse
adjectives, not verbs whether transitive or intithres  awareness of emotion among individuals. Harris tsoin
Hence there is no implicit question in either cabahat  out that “We are always experiencing emotion of som
“What is a performer expressing when they perform?5ort, just as there is weather of some sort, agthou
To my mind, this grammatical de-construction of asometimes it isn't strong enough, or distinct emofay
typical remark about 'expression’ immediately midee us to describe it or perhaps even to notice it...{vees
alternate question “How is the music expressive?has emotions and feelings regardless of being uchto
Interestingly, this is the more significant questiom  with them, or being able to express them in woddy.[
terms of compositional (and performer) decisionimgk As well, there are individual differences in desfor

It is notable that Scruton's line of argument asiat and tolerances of emotional connection. For some,
a different subsequent question namely “what is thimmtellectual connection is sufficient. Together sbe
music expressing?”. This illustrates how easilyaspects will impact on both a listener’s reactimmiusic,
differences in literal interpretation or logic camise. and the way they denote that experience in terms of
Both the questions are valid, but their differeradso  music and its ‘expressiveness’.
leads to different associated meanings for the term Another defining aspect of ‘expression’ in may stem
‘expression’. “What does it express?” refers todwa from the accepted ways of listening that have becom
outside of the music, while “how does it expressters part of the Western art music tradition. Judith lBeds
to qualities which reside inside the music itseffhese an ethnomusicologist studying African music. Becker
guestions are both implied in discussions of exgioesin ~ develops and explores the notion of the ‘habituk’ o
music. Yet, not only do different lines of thingimbout listening [2,3]. This describes listening habitsdahe
expression arrive at the different subsequent gquest expectations of listeners in a particular cultugudying
but also the different questions have differenthese habits can reveal implicit assumptions akdnatt
implications concerning the locus of ‘expressiom’ i music is for, what music ‘means’, and how it ishe

music, which are not always explicitly stated. perceived, as well as the appropriate responsdheto
music.
3. ‘EXPRESSION’ IS A STAND IN FOR OTHER Juslin and Sloboda [19], succinctly explain thag th
PERSONAL REACTIONS difficulties Western musicology has in articulating

eermotion in its discourse stem from its strong gobog
i “classical concert culture”, that is, the beloawi
expected of audiences attending classical musicezts
Typically this requires silent and respectful Irstey,

The second reason that expression may be a slipp
concept to pin down is that perhaps critics pedhat
using ‘expressive’ is more acceptable than writhhgut
the degree of their personal engagement with tre@anu ) o . >
- . . . with minimal bodily movement or other emotional
A digital thesaurus [5] illustrates how ‘expressive . . . .
xpression, until the conclusion of each musicatkwo

. ) : e
could be replaced by three main words: mobile (W'thl'his way of responding to music is accompanied by
associated words of animated, communicative, open

) . i . articular intellectual and aesthetic understargliiignus,
easy-to-read); meaningful (with associated words B - "
o . . » o - In the West, “appreciation of music” has come tcame
significant, dramatic, emotional, sensitive, vividlling);

and representative (with associated words 0?avmg an intellectual understanding of the histand

. . SR S orm of a musical work, rather than an articulated
representing, demonstrating, signifying, indicatiog . . . .
R o i emotional response to the music. While some emailtion
indicating) [6]. While ‘engaging’ could be replacéy

. ) . : ) response is permitted and valued, it is restrictethe
attractive (with associated words of appealingyiiag, - .
RN i ) ; : . ='  transcendent and spiritual aspects which are cklade
winning); connecting (with associated ideas ofirfgt

into place, attaching, joining, uniting, bondingpldin the ‘higher’ abstract and aesthetic properties ofk&
op . 9] g u 9. . 9 rather than full-blooded emotion. These charadteris
(with associated words of keeping, absorbing). . ) X
) ttitudes towards music extend throughout the anade
SO expression and engagement are not one and ﬁr‘]a(:“radi m of music scholarship. Consequently, tien®
same thing but they are closely related activitiethat P 9 P q Y,

. . A ) academically accepted means of framing and
something that is expressive is likely to be engagas understanding emotion, and consequently ‘expression
the features described as expressive are likegngure 9 ' q y exp



music theory, since Western musicological discousse knowledge is essentially a practical knowledge, aot

so strongly grounded in “classical concert culture” species of theoretical insight.” Rather, the plagjets to
understand how to play the music for enjoyment .[24]
4. THE DIFFICULTY OF ACKNOWLEDGING This reduction of ideas in music to sheer sensation
MUSIC AS AN AURAL ART FORM significantly contributes to the difficulties intablishing

Writers of textbooks use ‘music’ as “...shortharfdiee how music EXPresses lldeas. It does not resohe th
1paradox of meaning outlined by Baker [1].

scores of American and European modernis . ; .
, . . . Knowing other information, such as program notes,
composers...” [26]. Performance is required to biaig . . )
composer biographical details, or context of

music into existence, whether by human performers o o . ;
) composition, may help the listener contextualideatw
by machines. Performance transduces the compose

r . . . .
ideas, whether sketched, precisely notated, c)trﬁey are hearing when listening to that music. &fal

orogrammed into computer code, into the aurab®ys that if the context of a piece of music isaratbod,

- . . then the music "...can be understood as a human
experience we know as music. Music is what we

, . . . utterance, in dialogue with other human utterafices.
encounter with our ears and minds. Listeners pegcei ; ST .
i . . [26]. This strongly implies a communicative aspéxt
the surface of the music as it emerges over time. N

matter what, the listener is only presented witk th music. I_—|c_>yvever, ! §uggest that pontext IS not NERIyS
. ; for the initial description of music as an utter@anoor
surface of the music as an aural experience. ; ) - .
: ; . . for its generic description as an act of commuiocatlf
Conventional score-based analysis does not explicit. o .
. . ) ; it has been made by humans that in itself is enough
include the vital aspects of music as an art fdvhusic

. ) However, the listener still only hears the surfade
exists as a temporally emergent aural experienc

organised around ideas. Intrinsic l‘undamentaﬁ1e music, and what the surface suggests, ‘expgesse

dimensions of music are often unstated. “The mieltip about the COMPOSers |deas_|n th|s.w9rk.. _The Simecif
) . ) . concepts being expressed will vary in individualrke
levels of musical organisation are rich spatio-terap

L . . .out emotion and mood, as well as conceptual and
organisations, i.e. complex dynamic systems [16]", : ; ) . :
. ) . xperimental ideas are valid concepts to include in
However, as an intangible art form, music does ng . ) .
: ) . . analytical evaluations of the surface of the music.
actually contain any spatial dimension, apart frtre .
. . » Although the listener can never truly know what a
aural space induced by particular compositionsh g

. . ) ; . composer was intending to do in a work, the listaras
mediaeval antiphons, or immersive sound environsient . 2
hear the music as it is performed and know for

Audiences may hear music, they may actively IiSterlhemselves what ideas it projects, i.e. ‘expressettiem
They will never see it, it does not exist in vistiatm. S

Yet music analysis is generally static and scorseta
such as Allan Forte’s set theory of atonal musi],[in
which the analytical structures cannot be heardhan
music. Some, such as Kerman [20] acknowledge th

listening is important but rely on the score as ltlasis expressed through the music as aural experiende T

for their analysis. . . L
The difficulties this introduces into the study ofperformer must, by their very nature as intermeefiar

o ) ; impact on the presentation of the ideas, throubbaats
expression in music, are summarised very well byeBa of parameters of the music. Depending on the degfee
in her introduction to ‘Expression’ iGroves Music b - Dep 9

: ¥ . L . &hange implemented by the performer they may be
Online [1]. “In the simplest sense expression is applie ; . -
to elements of a performance that depend on parso effectively recomposing aspects of the music, oremno
response and var pbetween inter retatic?ns " Yeits‘i?tot rﬁely they may be offering their interpretation die

P . y N b S basic ideas being expressed by the composer thitbiggh
clear how this use of the term “expression” reldatethe

. . s music.
concept that occurs in music criticism (such asnwhe

i . ; " Algorithmic music, especially when the music
work is said to express some emotion, outlookdea). . .
.involves the use of electronic technology for sound

The relationship between musicology and criticism i . g I .
another matter, however, it might be asserted that production, combines composition and performante in
' ' the same activity. It is possible that automatedndo

branch of musicology concerned with analysis, ofter) roduction does not hold the same nuances between
becomes a more elaborate form of criticism, such as . i
evidenced by Kerman [20] and Griffiths [13]. | sesg sound events as does acoustic music performante, bu
that the ma'}(l)r reason for the word ‘ex res.sion%ggei criticising algorithmic music on this basis is disien of

_maj i pres . algorithmic music with the automation of sound
used with apparently two different meanings in the roduction. It is not a auestion of the expressigsnof
different contexts of performance and musicologgear b ) q P

. : : ) the compositional technique.
from the problematic relationship that musicologgsh .
) . ) . . . Andrew Ford, an Australian composer, has gone so
with music being an intangible aural experience.

.o far as to say that when the audience is listerongusic
Scruton ;uggestg thaF expression in performance '[?n a concert situation], they are engaging in a
about “playing music with understgndlng’ [24]. Yet relationship with the comp;oser whereby they uradert
Scruton says the performer S goal_ IS not. to POSSES concentrate, memorise and engage thoughtfultii wi
knowledge of some emotion, intention or idea thmet t

music is puroorting to communicate. The bla er,Sthe music [7]. However, | contend that composels) a
burp 9 ' PIAYerS eed to give consideration to the implications fuditt

as the listener.
Baker [1] implicitly recognises the importance bét
performer in realising the experience of music. et is
n{)t able to acknowledge that music begins its emist
ecause of the composer's ideas which are to be



situation. The composer, by publicly presentingirthe 6. CONCLUSION
music, enters into a relationship with the audierine
which they are communicating ideas through the oradi
of music, as performed by computers or by huma
musicians.

As musicians, critics, musicologists and psychdtsyi
are all steeped in common language as well as the
fechnical language of their individual professiotis,
would not be surprising to find that this range of
5. ALGORITHMICMUSICEXPLICITLY  JE2010S S56pe across T wee of exresson sems
MOVES BEYOND EMOTION . ) . . . :
in the debate about how music functions in relation

A composer may wish to communicate a variety odgle ‘expression’ ranges across the concepts of maatfent
whether it is the compositional process itselfhearing indication, or representation. These are signifigan
the nuance of the sound/timbre being used in thdifferent degrees of expressing an idea.
composition, or some other thought, feeling, anaion. The ambiguity of the English language, the
For instance, the composer may produce unintelégib implications and conflation of possible meaningse t
music specifically to suggest ‘nonsense’. In Germahabits of music researchers with their own shodhan
speaking regions, psychoanalytic thought brought germinology in relation to music and expressiomngl
notion of genius defined such as to be indistinmalide  with the impact of the classical concert ‘habitus o
from madness. As psychoanalysis emerged as ligtening’ on academia, becomes particularly pertin
discipline, artists of all types, including Schoerdy used when discussing algorithmic music.
insanity as a model. Serialism is the epitome & th However, as | have argued throughout this paper, th
convergence in music between genius and madnes#ole notion of ‘expression’ as a critical resporise
because a very, autonomous, but rigorously intedrat music discourse is fraught. The problems lie inesalv
idea [genius] controls the music, however idiosgticr domains both of which affect analytical and critica
and incoherent [insane] it may actually sound [21]. responses to music. The idiomatic use of the term

Secondly, algorithmic music is composed to'musical’ builds erroneous expectations, while the
investigate ideas other than emotion. For instaBoen pragmatic use of English through the various
Eno sets a number of audio processes in place whignammatical constructions of ‘expression’ tendead to
unfold at different rates in time, which “...resultédl different logical conclusions about the causal fiocaof
some truly unexpected clusters of sound, rangioghfr expression. Secondly, the elision of emotion and
moments of true calm to gigantic hiatus” [11]. Ude a engagement into ‘expression’ has lead to the usdige
lot of cold processes. They seem rathetexpression’ as an umbrella term which detaches the
passionless...and suddenly these flowers come odt, apersonal reactions to the music from the authothef
they are surprisingly beautiful and complex...” [25].discourse. Finally, the split between performancd a
Warren Burt espouses a similar philosophy of deéligh composition has both contributed to, and beendtref
the appearance of the unexpected [4]. an unwillingness to confront the reality that muisian

Alternatively, composers, such as Bruce Jacob [17§ural subjective experience, which requires peréoe
work with generative models, using minimal inputada for its existence, but which begins with the congts
sets with preconditions and reproductive rules,am ideas. Hence, music seems to present logical wlifiés
endeavour to produce meaningful and coherent sesuih understanding expression. However, if musicoigly
through automated procedures. While others, sugch segarded as an aural experience then it is cledrtkie
David Cope, use databases of predetermined materiglerfomer/composer split is a false dichotomy.
which are then iteratively combined using extensigts Together, all these factors, logically lead to the
of rules, to produce music in the styles of exgptin conclusion that the most accurate terminology isigde
composers [6]. What differs between composers aridxpression through music’, while acknowledging ttha
methods, is the amount of, and which details in one music is an aural experience which depends on human
other of the dimensions of music they concerrinput. Both composer and performer are requirethén
themselves with, the remainder being left togermination and fruition of music for its existenage a
compositional algorithms. means of expressing ideas. Algorithmic and computer

The decisions the composer makes will impact omusic has brought this constellation of issues thi®
how the underlying ideas transfer to the surfacehef limelight, not necessarily because the music lacks
music, and hence to the listener's (conscious dexpression’, but because this music challenges the
subconscious) awareness. “...any piece of music nventions in which discourse on Western art mhiag
capable of having a story or series of pictured ieto it been grounded.
by the imaginative listener...” [23].
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