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[bookmark: _Toc500856049]Abstract

This paper analyses music as a language of emotional expression and aims to outline its significance as a form of communication which conveys emotion and meaning. The focus will be restricted to studying the concept of emotional expression in Western music, although, an investigation into the development of human musicality is initially accomplished to determine the significance of music as a form of communication in human evolution. This investigation aims to provide the reader with a convincing theory of how music evolved from musical elements which were primarily useful for expressing emotion between members of pre-linguistic cultures which had no other form of auditory communication. The aforementioned theory in correlation with crucial philosophical views and relevant works aim to examine exactly how music expresses emotion and effectively emphasises the meaning of the subject which it accompanies. Finally, this paper, based on the evidence and opinions gathered hereafter, will conclude what music communicates to the listener and its significance as a ‘language’ of emotional expression for the development of the individual emotionally and intellectually.
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The origin of music[footnoteRef:1] is incontrovertibly difficult to establish, as any attempt to answer such a wide-ranging question comes up against the lack of historical record. Although, what can be examined are the various theories concerned with the initial purpose and intentional effects of music, particularly relating to the foundations of musical origin laid by Plato, Darwin and ethnomusicology. Amongst the several schools of thought, ethnomusicologists – those who study the music of different cultures, notably the music of non-western cultures – widely agree that all discovered civilisations have music (Clayton, Herbert and Middleton 2012: 20). Although, the differences between each civilisation include their purpose for music and its conceptual and behavioural contexts. The former of which, as professed by the psychiatrist Anthony Storr, would have developed after humans evolved to communicate and interact through linguistic speech (Storr 1992: 23). In this case, ethnomusicologists consider music to have been conceived not for entertainment or aesthetical appreciation (conceptual context), but to be useful in social interaction and integral to communication between members of a culture (behavioural context) before the development of speech and conceptual thought (Clayton, Herbert and Middleton 2012: 21; Storr 1992: 23). This is a view specifically expressed by distinguished ethnomusicologist John Blacking: [1:  Music has dramatically changed over history, so the definition of it in this case is a unison of sounds created for emotional expression between humans] 

…early human species were able to dance and sing several hundred thousand years before Homo sapiens emerged with the capacity for speech as we now know it. (Blacking 1987: 22)
This would explain why pre-literate societies would create music as a community to accompany ceremonies and rituals, which would provide entertainment and create a sense of belonging in the community for its individuals, of whom were considered as “indissoluble parts of society” and not as a “separate entity” from it (Storr 1992: 17). This suitably expresses the emotional need and use of music for these civilisations, as its ability to express emotion and encourage participation reflects the individuals’ expected contribution to society and cultural traditions (Mithen 2006: 205). This does not disregard the idea that music could have been used for its entertaining aspects (particularly its physiological effects in causing group arousal), but rather reaffirms that it was intended for initiating interaction, which could have possibly been influenced by their enjoyment of it and subsequent appreciation and use for it. This will be further analysed in this essay as to outline the significance of emotional expression as a form of communication between Early Humans and later developed Homo sapiens, which will assist in understanding the development of musicality.
Following the theory that music originally acted as an essential part of communication and group interaction is valid, because, as Storr claimed, conceptual thought required the separation of the mind from the body and consequently thinking from feeling (Storr 1992: 122); this is required for appreciating music for what it is in its own right. Therefore, cultures not yet evolved in literacy or language would subsequently participate in and contribute to activities which would allow communication and interaction and ultimately create group harmony, of which in this case the activity would be music. Leo Tolstoy in his book What is art? reinforces this theory by noting: 
Art is…a means of union among men joining them together in the same feelings, and indispensable for the life and progress towards well-being of individuals and humanity. (Tolstoy 1898 quoted in Darracott 1991: 1)
Tolstoy is referring to art in its collective term, that is he is not specifically addressing music, but what he says is still relevant to the concept that music (which is considered as art, but notably not an adhered concept amongst Early Humans) was created for bringing humans together to enrich such feelings of unity. On the other hand, Plato contemplated that the primary use of music was for “aggression, defence, persuasion and social harmony” (Levman 2000), suggesting that music has always been employed for adapting to and expressing oneself in a cultural community and/or survival aspect. In comparison, Plato considers music to have formed through the individual’s desire to express themselves, which is based on his argument that there is a connection between sound and meaning (Levman 2000); whereas ethnomusicologists, such as Blacking, assert that music developed from the emotional need for communication that would “enhance and co-ordinate group feeling” (Storr 1992: 122; Mithen 2006: 277) in a culture or society. 
Plato’s theory is current with the cultural adaptations since his time, as music is now primarily a form of self-expression as well as social interaction (Shuker 2008: 241). Despite these differences, it is evident that both theories focus on the use of music as communication between humans, thus advocating how it originated and how essential it was to social interaction in societies with no other form of expression. Plato’s delineation of sound having meaning will be further discussed in this essay in accordance with music conveying specific meaning and expressing precise emotion, which will be supported by additional fundamental philosophers such as Aristotle and Glaucon.
The theory that music formed and developed through a necessary role in improving social communication and interaction can be further vindicated by examining the origins of music in accordance with the concept of adaptationism.[footnoteRef:2] Darwin asserted that music preceded speech (Storr 1992: 11) and eventually evolved to “enhance organisms’ sexual attraction” (Levman 2000), which would result in increasing procreation and ensuring survival of culture and human tradition (Forber and Orzack 2010), which he affirms in his book The Descent of Man: [2:  The physical and psychological traits that have adapted through evolution to accommodate a function in society or the environment] 

The progenitors of man…before they had acquired the power of expressing their mutual love in articulate language, endeavoured to charm each other with musical notes and rhythm. (Darwin 1880 quoted in Storr 1992: 11)
Due to his view of adaptationism, Darwin has suggested that music evolved with humans so that social interaction and communication could be improved and as a result maintain survival. Therefore, this proposes that human musicality has been existent since the interaction between Early Human species and originated from the basic human characteristic to socialise and survive. This correlates with Plato’s theory that music evolved as a result of Early Humans progressively using it to adapt to their cultural community and their environment for survival. Although, Darwin contrastingly pontificates that music was necessary for evolutionary purposes between humans, whereas Plato stresses that it was essential to the individual’s self-expression as well as the social interaction and relationship with others (Kania 2007; Plato 1955: 93-96). Other theories on nature’s influence on musicality is the babbling noises of babies, due to the rhapsodic movements of pitch, rhythm and tempo in their sounds when they seem to become emotionally distressed (Storr 1992: 8) and possibly the melodic, communicative phrases of bird-song, a factor that Darwin also appreciates (Levman 2000).
The theories on the origin and preliminary purpose of music hypothesised by Plato, Darwin and ethnomusicology seem to be unanimously established in its use as social communication and interaction, which is especially significant when taking into consideration the difference in centuries between the conveyances of these concepts. The dissimilarities between these theories consist of whether music was used for the development of the individual’s self-expression in society or for the individual’s relationship with society. Although, due to conceptual thought having not evolved yet, it is worthy to ascertain that music was formed by humans for emotionally communicating with others and enhancing group harmony through expression of emotion in the absence of linguistic language. Hence the most convincing idea for the origin and purpose of music is that proposed by Darwin and Blacking. Considering this, humans can establish meaning from sounds through experience (Czerski 2017), such as association with a memory or instinctual response, so this essay will also endeavour to establish how music expresses emotion and conveys meaning regarding the elements which constitute it.
Given that these views establish a connection between music, emotion and communication, Chapter One of this dissertation will focus on the development of musicality in human evolution, evaluate why music is associated with emotion and extrapolate the origin of the emotional expression of music and its significance for developing group identity in pre-linguistic cultures. Chapter Two will then examine how music is capable of expressing and evoking emotion and how it is meticulously written to convey specific emotions, mood and feelings with substantiation from various essential philosophers and pertinent works in the investigated topic.







[bookmark: _Toc500856051]Chapter One: Re-evaluating the Development of Musicality in Human Evolution

[bookmark: _Toc500856052]Examining the evolution of music
To further substantiate music’s importance for social communication and interaction, it is now appropriate to examine the development of music itself in accordance with the theory that it originated as a form of communication between primitive humans. Referring to Blacking’s statement that Early Humans could sing and dance prior to linguistic speech and considering Darwin’s belief that music evolved with such beings, music must have developed from its earliest musical elements in conversation. This is a view additionally shared by Early Prehistory professor, Steven Mithen (2006: 266), who specified that “music emerged from the remnants of ‘Hmmmmm’ after language evolved”. ‘Hmmmmm’ is a communication system associated with the hominids[footnoteRef:3] and stands for holistic, multi-modal, manipulative, memetic and musical, which is a description of the communication traits between early hominids (Mithen 2006: 267). Mithen particularly suggests that the theoretical ‘musical’ trait in this primitive form of communication significantly improved the conveyance of emotions and information[footnoteRef:4] and Blacking similarly supports this with his view that “[‘Hmmmmm’ was] a prelinguistic ‘musical’ mode of thought and action”, (Blacking 1973: 267) reinforcing the concept that there was a musical ‘language’ through which hominids could express emotion and communicate with others. [3:  The name given to the species of early humans which had evolved from apes.]  [4:  The former being their literal states of emotion and the latter being in regards to reacting to the environment and communicating information about it.] 

The philosopher Jean-Jacques Rousseau considered what Mithen does not, and that is the ‘musical’ trait of their communicative abilities displayed important later-discovered musical elements which could have possibly been the foundation of music and linguistic language itself (Stumpf 2012). Specifically, Rousseau believed that ‘vocal utterances’ made by these early humans would have been considerably abundant in the manipulation of rhythm, pitch and melodic phrasing – fundamental elements of music (Powell 2010) – and this would have been a crucial communicative function for expressing emotion and intention in the moment (Blacking 1987; Mithen 2006). For instance, an increased pace of rhythm and a higher pitch would signify either distress or panic or even excitement, so the worldwide understanding of music since could be possible due to an already established understanding of what certain elements are supposed to communicate. This is especially emphasised by Blacking:
…the explanation for [the cross-cultural communication of music] is to be found in the fact that at the level of deep structures in music there are elements that are common to the human psyche… (Blacking 1973: 109)
Blacking expresses that these elements are the reason why music can be understood across cultures which had no previous connection or resemblance in musical style, as the elements were once integral to early human communication and the understanding of them has subsequently passed down through human evolution. Although, Blacking does claim that even though music possesses the ability to be understood across different cultures it does not necessarily mean that it is understood “…in exactly the same way as the players [of the music]…” (Blacking 1973: 108). This concept is also considered by Mithen (2006: 273) and notably demonstrates that even though musicality and the expression of emotion through music has been understood through every known civilisation, it is the culture of that civilisation that shapes the music to which only the players will understand.
It is worthy to note that although music can be understood across cultures, as Blacking outlines, it is not a ‘universal language’ that all cultures can communicate through due to the varying languages and dialects of music across different cultures and eras (Meyer 1956: 62). Interestingly, Blacking, Mithen and Rousseau all believe that the basis for the understanding of music and its origins emanates from musical elements which were once integral to communication and emotional expression before linguistic language developed, even if their theory is vaguely based on archaeological evidence. The reason for this hypothetical explanation can be found in the history of how music eventually became a form of emotional expression separated from verbal language.

[bookmark: _Toc500856053]Studying the development of the ‘musical’ trait in Early Humans

Mithen (2006: 264-273) outlines that ‘Hmmmmm’ sustained early hominid and Early Human populations for more than two million years and during the time since circa 200,000BC the ‘Hmmmmm’ communication system segmented across Europe and Africa. Whilst ‘Hmmmmm’ supposedly maintained its original traits and developed into a more advanced communication system in Europe, it is believed to have become a communication system comprised of both music and language in Africa, and this is the point at which Mithen referred to earlier when stating that “music emerged from the remnants of ‘Hmmmmm’ after language evolved” (Mithen 2006: 266). Therefore, the ‘musical’ trait of prelinguistic ‘vocal utterances’ evolved with humans for communicating and interacting with others until linguistic language started to develop in Homo sapiens and the ‘musical’ trait separated and became the foundation of what is today referred to as music:
Compositional, referential language took over the role of information exchange so completely that ‘Hmmmmm’ became a communication system almost entirely concerned with the expression of emotion and the forging of group identities (Mithen 2006: 266)
This evidence reveals that as Homo sapiens developed a verbal language, ‘Hmmmmm’ became ineffective but the specific ‘musical’ trait was sustained and only useful for expressing emotion and providing early humans with a communicative function through which they could bond and increase group harmony. If we can believe Mithen’s theory, then this would perfectly explain why music is associated with expressing emotion and creating a feeling of unity between people today who listen to as well as play music in groups, whether it be in an orchestra, a choir or appreciating it from a crowd (Shuker 2008). Therefore, Mithen implies that the ‘musical’ trait believed to have been prominent in early human communication is in fact the origin of human musicality and its ability to express emotion where language could not resulted in Homo sapiens emphasising musical elements with not just their voice, but also through objects that communities would simultaneously ‘play’ together to achieve a feeling of unity. This can be seen in the discovery of bone and mammoth-tusk ivory pipes from circa 40,000BC (Clayton, Herbert and Middleton 2012: 19), which Ian Cross advocates in The Cultural Study of Music:
The [bone and ivory] pipes predate almost all known art, and in any case a capacity for musicality (most likely vocal) would predate the construction of a sophisticated musical artefact such as a pipe, probably by a considerable period. (Clayton, Herbert and Middleton 2012: 19)
This evidence suggests that music even predated visual art and Cross’s delineation of the age of the pipes further supports Mithen’s theory that musicality developed long before humans had a conceptual mind to create instruments. While music is considered to have primarily evolved from the segmentation of ‘Hmmmmm’ in Africa, Mithen also entertains the thought that the Neanderthals which emerged from the humans who continued using ‘Hmmmmm’ in Europe also maintained these ‘musical’ traits significantly and from that developed their own musical language through which they could communicate and express emotions:
…the Neanderthals behaved in exactly the same way [in using music for social bonding and emotional expression]. As a consequence, communal singing and dancing would have been pervasive among the non-linguistic, non-symbolic, ice-age populations of Europe that communicated by ‘Hmmmmm’. (Mithen 2006: 236-7)
Mithen demonstrates here the idea that the ‘musical’ trait from ‘Hmmmmm’ was essential to Early Humans for expressing emotion and bonding in a community, of which he evidently stresses were important in both the European and African Homo lineages (Mithen 2006: 266-8). This emphasises the importance of the ‘musical’ trait for not only the initial communication system between Early Humans, but also for understanding how musicality is apparent in all discovered civilisations (Blacking 1973; Storr 1992). Cross also believes that “…human musicality is ancient…” (Clayton, Herbert and Middleton 2012: 19) and furthermore accentuates that “…musicality may be universal for all members of the human species…” (Clayton, Herbert and Middleton 2012: 19), indicating that Mithen’s theory is significantly vindicated amongst the several concepts on the origins of human musicality.
Mithen specifically addresses the fact that due to the advanced ‘Hmmmmm’ of the Neanderthals, they would have created a more complex musical system than that of the African lineage which only communicated through music they created and basic verbal communication. However, they perished due to climate fluctuations before this theory could be possibly vindicated (Mithen 2006: 268). What is interesting, though, is that when these Neanderthals became extinct so did the ‘Hmmmmm’ communication system which developed the ‘musical’ trait that evolved human musicality in Homo sapiens. Therefore, the original fundamental use of musical elements in conversation ceased upon the extinction of Neanderthals and what was possibly residual was a musical ‘language’ entirely in existence for expressing emotion and enhancing group harmony. This theory does not explain why certain humans have an ability to create music better than others, but demonstrates how every culture currently understands music and can bond with others using it or listening to it, despite their level of musical ability.
These theories considered by Blacking, Mithen, Rousseau and Cross affirm that there was a mass dependability of communicating and bonding through music in primitive cultures and that the ‘musical’ trait from the hominids’ communication methods evolved with humans when the other traits extinguished, emphasising the importance of musical communication for Early Humans. Despite the inconsistency of these theories due to the lack of historical record, this idea is superlative in understanding the significance of music in expressing emotion, as humans would out of instinct recognise the different emotions connected to certain sounds that others would create. Through discerning the origins and primary purpose of the ‘musical’ trait in the primitive communication system ‘Hmmmmm’, the Early-Human understanding and use of music is accentuated, and, as acknowledged most considerably by Mithen, Blacking and Cross, ‘Hmmmmm’ is more than likely a feature of our early-primate predecessors that laid the foundations for linguistic language, human musicality and eventually emotional expression in structured music.
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As professed in Chapter One, the purpose of music in different cultures and indeed its origins is – in the studies of ethnomusicology – determined by its behavioural and conceptual contexts. Chapter One focused on the behavioural context as to show the significance of music for emotional expression in pre-linguistic civilisations and how the ‘musical’ trait from speech evolved into enhancing musicality which has become established in humans since. The second chapter of this dissertation examines the emotional expression of music since the development of conceptual thought, which has resulted in the complex and structured art form widely appreciated today.

[bookmark: _Toc500856055]The purpose of music for the listener
Aristotle (1932: 659) firmly believes that the reason why music can express emotion or emotionally stimulate the listener is because “pieces of music... do actually contain in themselves imitations of character”. This means that music can resemble certain moral qualities[footnoteRef:5] that humans can subsequently recognise and react to accordingly, which is a theory that Aristotle goes on to emphasise: [5:  The traits of the moral character, such as courage, loyalty, empathy, honesty, fear and their opposites etc.] 

…habituation in feeling pain and delight at representations of reality is close to feeling them towards actual reality. (Aristotle 1932: 657)
This suggests that the reason why humans even listen to and enjoy music is because the moral qualities it represents provide the listener with the most realistic feelings experienced in reality. Therefore, by listening to music the listener can re-experience these feelings, such as pain and delight as Aristotle outlines, and emotionally connect to them for either changing or maintaining their emotional state. For example, melancholic music specifically imitates the character of sadness or empathy, therefore providing a realistic feeling from reality in the music, which can explain how music can be cathartic. To maintain emotional state, the listener would perhaps listen or be exposed to music that reflected their mood, such as at festive occasions or when getting ready to go out with friends.
Additionally, music can be effective in calming the listener due to its sense of “order and stability”, as proclaimed by Melanie Phillips (2017: p.22a) in her article in The Times. Phillips is referring to the remarks of philosopher and composer Sir Roger Scruton, who, in his book An Intelligent Person’s Guide to Philosophy, outlined that it is only when “the notes are in a recognisable relationship to each other [that music] mirrors our sense of the natural order of things” (Phillips 2017: p.22a). This reinforces the concept that music imitates character, as the ‘recognisable relationship’ between notes is what makes a certain character quality recognisable in the music to the listener.
[bookmark: _Toc500856056]Examining how music expresses emotion and feeling to the listener
The idea that music imitates and subsequently represents character is useful for understanding how it expresses emotion and can cause change in emotional state in the listener, of which Aristotle (1932: 657) asserts in a more metaphysical approach: “…when we listen to such representations we change in our soul…”. Aristotle also believed that music could imitate qualities of character more effectively than visual art could, stating “…works of art are not representations of character but rather are… mere indications of character” (Aristotle 1932: 659). In his statement, Aristotle denotes that visual works of art can visually provide an indication as to the character of a certain person or place, which would be achieved through the facial expressions or suggested movements that the artist or sculptor has captured. Storr (1992: 26) also believed this, articulating that “…there is a closer relation between hearing and emotional arousal than there is between seeing and emotional arousal”, so both views reinforce the idea that music is a unique ‘language’ of emotional expression and can imitate qualities of character and emotions much more effectively than other art forms. 
It also outlines that the ability to hear is more essential to emotional response than the ability to see, emphasising the importance of hearing over other senses. This does not advocate preference for music over other art forms or disparage them, but merely defines music’s inimitable qualities. Accordingly, works of art are a visual indication of the actual emotions felt by the artist or the subject in the art, whereas music can truly represent the emotions felt in reality due to its representation of character. Aristotle further substantiates this concept by proclaiming:
…rhythms and melodies contain representations of anger and mildness, and also of courage and temperance and all their opposites and the other moral qualities, that most closely correspond to the true natures of these qualities. (Aristotle 1932: 657)
It is due to this ability of music that Aristotle believes that “…music has the power of producing a certain effect in the moral character of the soul”, (Aristotle 1932: 661) so by resembling other qualities of character, music can even effect the character of the listener, explaining why it can ‘move’ the listener, cause emotional arousal and change emotional state. This assists in explaining why a piece of music – whether purely instrumental or in accompanying another work of art or moving image – can express to the listener an exact emotion or feeling which suitably resembles the message behind the music or the character in the visuals it is accompanying. Furthermore, it accomplishes this without the listener even being informed about the music’s meaning prior to listening to it. In regard to moving image and theatre, this highlights why music has been essential to filmmakers for narrating emotional scenes for additional effect and emphasising certain feelings specific to the events happening onscreen and onstage (Storr 1992: 26), such as a scene of war or to identify a Machiavellian character to the audience. Music’s ability to express specific emotion to the listener can be further verified by examining the specific musical modes and keys used to create music. Aristotle stated that:
…in the nature of the mere melodies there are differences, so that people when hearing them are affected differently and have not the same feelings in regard to each of them, but listen to some in a more mournful and restrained state… (Aristotle 1932: 659)
Aristotle outlines that in different melodies there are different representations of character and therefore each melody has an individual use for expressing specific emotion. In the time of ancient Greece, musical ‘modes’ were used for writing music and both Plato and Aristotle specifically acknowledge this and were aware that different modes would express different feelings and character to the listener (Plato 1955: 93). Aristotle particularly remarks that “…the mode called Mixolydian [would be listened to in a more mournful and restrained state]… while the Phrygian makes men enthusiastic” (Aristotle 1932: 659). In The Republic, a central text in Western philosophy, Plato and Glaucon also observe the use of different modes for expressing different character traits and emotions:
[Plato:] Give me these two modes, one stern, one pleasant, which will best represent sound courage and moderation in good fortune or in bad. [Glaucon:] The two modes you are asking for [are the Dorian and the Phrygian]. (Plato 1955: 95)
Plato and Glaucon outline that specific modes are used for representing different qualities of character in music. It is again acknowledged that the Phrygian mode is pleasant and, as Plato describes it, a representation of “…voluntary non-violent occupations of peacetime…” (Plato 1955: 94). This explains why the Phrygian mode was used for writing the music played during religious worship ceremonies, and how it is still employed in the creation of religious hymns and masses for the same effect today. Glaucon (Plato 1955: 93-4) also discusses the modes appropriate for mourning songs, specifically naming the Lydian and Mixolydian scale, which is an observation that he shares with Aristotle (1932: 659). The Dorian mode is noted as a representation of “…a brave man on military service or any dangerous undertaking, who faces misfortune…” (Plato 1955: 94), so it is suitable for representing both heroism and at the same time sorrow depending on context. 
Supplementary factors for emotional expression in music might also include rhythm and timbre,[footnoteRef:6] as different instruments and the tempo at which they are played are associated with various meanings and reactions (Van Leeuwen 1999). For example, a cello trio slowly playing a minor chord would sound sorrowful and perhaps disheartening, whereas a piano playing the same chord with the same notes at a faster speed would perhaps sound more dramatic, chilling and inauspicious to the listener. This would be particularly effective when accompanying moving image or theatre for prompting different interpretations of the visuals and affecting what the audience is seeing (Lerner 2010). In addition, this exemplifies that music is significant for conveying appropriate emotions and feelings which are entirely dependent on its specific elements, such as the use of modes, keys, rhythms and timbres. [6:  The sound quality of an instrument or voice] 

While music has changed dramatically since circa 400BC, the ideas of Plato and Aristotle are still relevant in understanding the expression of specific emotion in music today, since composers do strategically compose in certain keys to create specific emotion or feeling in the music. Storr (1992: 43) also acknowledges this in saying that “…some composers habitually select certain keys when they want to express particular emotions”. Although, he contends the idea that Aristotle had regarding the different uses of modes, stating that “we may not share the Greek view that particular modes have different effects upon listeners”. After examining these observations made by Aristotle, Plato and the Greek music professors who influenced their thoughts, Storr’s statement can be seen as incorrect. Aristotle (1932: 659) additionally affirms that the idea of different emotions being expressed through different modes is supported by the professors of music of his time, since they “derive the evidence for their theories from the actual facts of experience”. Therefore, these theories are relevant to Aristotle and Plato’s time and thus not understandable in the modern age due to the changes in music since, explaining Storr’s discrepancy with the Greek view towards using modes for expressing different emotions.
Although Storr disagrees with the idea that individual modes could express varying emotions, he does outline that Mozart used the key of G minor in several of his works because it could express feelings of “tragedy or melancholy” (Storr 1992: 43). This supports Aristotle’s and Plato’s comments regarding the Mixolydian mode, as both G minor and Mixolydian are comprised of almost completely similar notes. It is evident from this that Aristotle and Plato were correct in ascertaining that different modes can express different emotions, of which correlates with Storr’s (1992: 43) outlined concept that certain keys are employed for expressing specific emotion. Therefore, music expresses emotion by imitating character and the key or mode in which the music is written significantly constitutes the character qualities which the listener can identify.

[bookmark: _Toc500856057]The use of music as accompaniment for enhancing emotion and mood
Throughout history music has been used to increase group harmony in religious ceremonies, herald the commencing of war, announce the presence of royalty and emphasise the delivery of speech in poetry and theatre; the latter of which was particularly essential in ancient Greece (Plato 1955: 93). Plato (1955: 93-7) and Aristotle (1932: 657-663) unequivocally acknowledge the importance of music and both state that it can successfully express emotion when listened to by itself and when accompanying a subject of which it can emphasise the emotions and feelings. Moreover, Aristotle infers the idea that music can resemble the character of the subject it is accompanying and can emphasise the intended feeling even when isolated from the words or imagery:
…everybody when listening to imitations[footnoteRef:7] is thrown into a corresponding state of feeling, even apart from the rhythms and tunes themselves. (Aristotle 1932: 657) [7:  Music dramatically expressing various states of emotion.] 

Aristotle reinforces the concept that music can express emotion and change emotional state in all listeners even when it is listened to on its own, which is an especially significant observation given that music always accompanied poetry, or ‘song’, in ancient Greece (Plato 1955: 93). It also supports the theory discussed in Chapter One regarding group harmony, as when music is listened to and understood as a group everybody habitually experiences the same emotional and physiological feeling.
The effect of music in group situations is still relevant today in creating corresponding feeling between members of a crowd. Suzy Klein in the documentary, Tunes for Tyrants, maintains this idea in the context of Hitler’s public rallies in the 1930s. Klein (2017) reveals how Hitler used music to “express an ominous, suspenseful mood” before he would appear to the public in order to build-up anticipation and fever, and the music would gradually increase in volume and velocity as did his impending speech. By using music, the overall message and character of Hitler was galvanized, and equally Storr (1992: 47) mentions that his speeches were intellectually nonsense but emotionally overwhelming due to the music which accompanied what the public were hearing and seeing:
Hitler was using words to reinforce the effect which the music, the banners, the searchlights, and the processions had already induced. (Storr 1992: 47)
Music is also played during sports matches to create a harmonious feeling between the spectators and emotionally inspire the players, which even reflects the nature of festivals and concert hall performances where the listeners feel emotionally enriched experiencing the music and the players feel the same but are yet more physiologically stimulated by creating it. Although, the difference between these examples is the experience of the music itself, since it is played as background accompaniment to enhance the events in stadiums and sports halls but purposefully sought for enjoyment and appreciation in music venues. This highlights the significance of music in certain events for additional emotional effect, of which, without the music, would have been much less effective. While music has always been acknowledged for its ability to express emotion and dramatically change the emotional state of the listener, this dissertation has endeavoured to specifically establish the significance of music as a language of emotional expression since its evolutionary state in primitive speech to its emotional meaning and aesthetic in the modern age.












[bookmark: _Toc500856058]Conclusion

Although many philosophers, musicians, ethnomusicologists and writers have observed music’s ability to change emotional state in the listener and significantly enhance the events of which it accompanies, it is still not clear as to what it essentially communicates. Storr considerably attempted to resolve this issue, outlining that music is not representational or propositional:
Music is not usually representational: it does not sharpen our perception of the external world, nor… does it generally imitate it. Nor is music propositional: it does not put forward theories about the world or convey information in the same way as does language. (Storr 1992: 2-3)
Storr is not referring to Aristotle or Plato’s meaning of musical representation of character, but to music’s inability to accurately represent objects or shapes, which visual forms of art are able to do. Music also lacks the ability to propose ideas and communicate through syntactical language, which makes sense considering it is not comprised of grammatical rules that imply structured sentences. Although, music does suitably accompany speeches and song due to its ability to reflect the rhythm and pitch of the speaker or singer’s voice. Storr, similar to Aristotle and Plato, proceeds to engage the idea that music communicates through representations of character which therefore evoke an emotional response from the listener due to their experiences of feelings and that they “take pleasure in contemplating perfect form” (Storr 1992: 182) through these specific representations. However, unlike Aristotle and Plato, Storr identifies the inconsistency that if music expresses emotion so significantly due to this idea of character representation, then how can those who have yet to experience such feelings are able to react emotionally to music of which they have no prior context or knowledge.
Connell and Gibson (2003), along with comparable ideas pontificated by Mithen (2006), Blacking (1973), and Stumpf (2012), suggest that the explanation is that it is now a hereditary function to recognise such feelings in music; if not due to listening or being exposed to music during infancy, which would be forgotten but subconsciously rendered (Van Leeuwen 1999). In view of these reasons, emotional expression is highlighted as significant in providing meaning from music even though the listener may be unfamiliar or perhaps unaware of the context in which it was written. Although, recognising the emotions expressed would be dependent on the culture of the listener and whether they are familiar with the style of music, which opens another possible variable for understanding music and its expression of emotion for another essay.
Storr (1992: 21) also alludes to music’s ability to facilitate memory through its mnemonic capacity, explaining why the lyrics of songs and the words of poems are more effectively remembered and understood than prose. Accordingly, music has this mnemonic capability due to its emotional expression which communicates the same feelings of which the song or poem address. In this way, emotional expression emphasises the subject which it accompanies, allowing for not only easier emotional connection and reaction to it, but also a proficiency for remembering it. Hallam (2006: 69) also addresses that this is what makes music important in education for developing minds and even further accentuates that the emotional power of music significantly improves concentration and understanding of education for all ages (Hallam, 2006: 188-89) and encourages group participation for players and listeners. The significance of music in education is also asserted by Plato (1955: 94-6) and Aristotle (1932: 661), of whom share the same judgement as Hallam regarding its positive effects on improving the development of children both emotionally and intellectually. In consideration of these views, music can be appreciated for its significance in improving the process of learning and highlights, just as Plato and Aristotle subscribe, that it is indispensable to the modern curriculum for not only emotional and intellectual stimulation, but for also allowing students to discover their potential as songwriters, musicians or composers.
Although music is recognised for its ability to express emotion and evoke it in the listener, final clarification is now required for distinguishing what it communicates. According to music professor Leonard Meyer (1956: 1), there are two main opinions regarding the meaning of music and what it communicates to players and listeners. ‘Absolutists’ refers to those who believe that meaning lies in the context of the musical piece, whereas ‘referentialists’ refers to the idea that music communicates meanings which relate to “concepts, actions, emotional states and character” (Meyer 1956: 1). Meyer does go on to vindicate the latter philosophy, as it suitably explains how music expresses emotion through its representation of emotions and character, whereas the former idea pertains to the way in which music is experienced, such as the notable contrasts between an opulent concert hall, vastly populated festival or individually for private enjoyment. Meyer (1956: 22-5) also advocates that the understanding of emotional expression in music also occurs through the listener’s experience of other pieces of music, a proposition that no other studied view has comprehended. This is substantial for understanding the listener’s expectation of what is to transpire in the music and provides previously unstated consideration to how the listener also contributes to understanding how music evokes emotion as well as expresses it.
Based on the corroboration from various fundamental views and quintessential theorists, music and its emotional expression is acknowledged as a form of language which does not communicate through verbal or visual modes, but through its representation of character which allows the listener to re-experience imitated feelings from reality. Its expression of emotion is a result of experiencing these imitations separated from their context (Kania 2007), so music can effectively express emotion and feeling to the listener when accompanying moving image or song, but its expressive ability is exclusively highlighted by the emotion and feeling it conjures from itself and the listener when purely instrumental.
The significance of the emotional expression of music lies in its ability to communicate to the listener a unique and irreplaceable understanding of the world which cannot be perceived or comprehended through words or imagery, which applies to listening to it on its own and in accompaniment of media, events or speech. Considering its aesthetic and cultural importance, music provides listeners with momentary experience of real feelings which can enhance the comprehension of ideas in education and art, deliver both pleasurable and cathartic release for the individual and an opportunity for maintaining group harmony and unison with others through appreciation and contribution. Therefore, music is not a prepositional language, but an emotional one that transcends the feelings experienced in reality.
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