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Introduct ion  In the 1930's the Mexican conductor/composer Carlos
Chavez wrote about  the impact  that  music technology and
most notably electronic music would have on the creat iv i ty  of
music in the 20th century.  His book 'Towards a new music'
looked forward to a t ime when electronic instruments would
be the main driv ing force of  music,  yet  he considered that
new technology has always been a crucial  factor in
propagat ing art ist ic  development.  Looking ahead as he was,
(while others around him were in the phase of  cal l ing the
new electronic technologies "Prosaic,  vulgar,  matter of  fact
and seeing only the past  as poet ic  and inspired" 2) ,  he was
able to speculate about  the future with only the progressions
of  the past  as his reference.  He suggested that  instrumental ,
musical  and art ist ic  evolut ion is  a 'natural '  process that  runs
in paral lel  with human technological  advances,  as a
consequence of  our own 'natural '  desire to express our
feel ings,  emotions and si tuat ions.

Reading his work brings to mind many quest ions relat ing to
the ways in which we view creat iv i ty,  expression,  progress
and culture.  I t  a lso raises various ambiguit ies 'common' to
wri t ing of  this kind,  most  important ly,  what  is
'nature/natural '?  Many wri ters have ascertained that
creat iv i ty  is  a 'natural '  process,  in that  i t  is  dr iven by nature.
John Blacking in his book 'How musical  is  man'  considers
the emphasis of  music used within South Afr ican Venda
culture and discusses the relat ionships between 'nature'  and
creat iv i ty  in terms of  the drives of  indiv iduals within their
society.

"We may agree that  music is  sound that  is  organised into
social ly  accepted patterns,  that  music making is  to  be
regarded as a form of  learned behaviour,  and that  musical
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styles are based on what  man has chosen to select  from
nature as a part  of  his cul tural  expression rather than on
what nature has imposed on him. But  the nature from which
man has selected his musical  styles is  not  only external  to
him; i t  includes his own nature-his psychophysical  capaci t ies
and the ways in which these have been structured by his
experience of  interact ion with people and things,  which are a
part  of  the adapt ive process of  maturat ion in cul ture"  3

Much has been wri t ten about  the relat ionship between nature
and culture and indeed many things are def ined as ei ther
natural  or  cul tural ,  for  example i t  has of ten been argued that
singing is  natural ,  as i t  is  for  birds,  but  instruments of  music
are a product  of  'nurture'  and thus are unnatural .  I  shal l
return to this point  later as I  bel ieve i t  to  be a common
misconcept ion.  Blacking suggested that  "There is  so much
music in the world that  i t  is  reasonable to suppose that
music,  l ike language and possibly  rel igion,  is  a species
speci f ic  trai t  of  man."  4 Thus,  let  us presume for the t ime
being,  that  music is  a 'natural '  phenomenon.  The important
quest ion this raises,  which so many people have careful ly
avoided in their  wri t ing,  is  not  'what '  but  'why'  i t  is  natural?
Why do art ists seek creat iv i ty  and what  are their  personal
drives and desires for  doing so?

In this essay I  a im to pinpoint  some of  the cultural ,  b iological
and personal  drives that  act  as catalysts to creat iv i ty.  I  shal l
approach the instances of  creat ive advance,  the benef i ts  of
creat iv i ty  on culture and the phi losophies of  their  'progress' ,
speci f ic  technologies that  give r ise to great  change and the
impact  they have on the indiv iduals who seek creat iv i ty.
Hopeful ly,  with this information,  I  wi l l  be better equipped to
answer the quest ion of  why man is  inherently  creat ive and to
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understand the relevance and importance of  the media he
uses to this end.  

"Communicat ion is  fundamental . "  5 "Each of  the ancients
put  his lef t  foot  forward and cal led out  a . . . .name. He named
the water hole,  the reedbeds,  the gum trees -  cal l ing to the
right  and lef t ,  cal l ing al l  things into being and weaving their
names into verses.  The ancients sang their  way al l  over the
world.  They sang the r ivers and ranges,  sal tpans and sand
dunes.  they hunted,  ate,  made love,  danced,  ki l led:  wherever
their  tracks led they lef t  a  trai l  of  music."  6

This is  a small  sect ion from a folk myth described by Bruce
Chatwin in his book "Songl ines".  "Songl ines" describes the
complex culture of  aboriginal  song ownership,  in which a
man was born with t i t le  deeds to part icular terr i tor ies in the
form of  songs.

Due to the sparse environment in which they l ived,  the
Aboriginals were wanderers,  they had to keep moving in
order to survive,  but  their  songs gave them ownership of
part icular,  'useful '  areas of  land.  The songs were ful l  of
metaphor,  using legends and myth to describe the qual i t ies or
whereabouts of  resources such as waterholes and food
sources in any one part icular terr i tory.  Aboriginals did not
think of  land as hemmed-in areas,  but  as a huge network of
interlocking routes or 'songl ines' .  These routes were
essent ial ly  trade routes,  in which songs were the principle
medium of  exchange.  A man could exchange his songs or
possessions for  'acquired r i tual  knowledge'  ( ie  use of  other
songs and thus r ights on other parts of  Songl ines) .  The
importance of  the songs was that  they broke cultural
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barriers,  a  song held meaning thousands of  miles from i ts
origin,  through many di fferent  languages.  

This is  a very speci f ic  and part icularly  complex example of
the importance that  music can hold within human culture.
Used almost  as a language in i tsel f ,  each verse contains
metaphorical  reference to speci f ic  and meaningful  myths set
deep into Aboriginal  society.  These were then ' translated'  as
descript ions of  part icular terr i tor ies and in this way the
songs held universal  def ini t ion throughout Austral ia .  

Within the Aboriginal  myth i t  is  said that  the songs were
created by 'Ancients'  essent ial ly  at  the beginning of  t ime,
however i t  is  interest ing to consider that  they must have
evolved over a substant ial  period during a t ime when
Aboriginals were f irst  travel l ing such huge distances.  They
would have needed to develop an effect ive method of
remembering and tracing back to places that  they had passed
through,  which would survive through many generat ions.  I t
was the inherent  human empathy towards music which
provided such a system.

Beyond i t  being an excel lent  example of  the fantast ic  apt i tude
that  humans have towards music,  I  started with this example,
so as to avoid the obvious use of  examples within Western
culture.  This is  because,  of  al l  the di fferent  music cul tures to
be found around the world,  European culture seems to be one
of  the most  st i f l ing to musical  creat iv i ty.  I t  can be seen that
since the Renaissance period in Western culture,  there has
been a gradual  shi f t  which has made musical  creat ion
something speci f ic  to  indiv iduals in the cultural  el i te ,  the
commercial  markets of  this century only increasing this
hegemony.
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It  can be seen in studies such as Bruce Chatwin's or John
Blacking's,  that  music is  something that  is  total ly  unspeci f ic
to any one cont inent ,  cul ture or class,  but  occurs global ly.
With this in mind Blacking wrote :

"We must ask why apparently   general  musical  abi l i t ies
should be restr icted to  a  chosen few in societ ies supposed to
be cultural ly  more advanced.  Does cultural  development
represent  a real  advance in human sensit iv i ty  and technical
abi l i ty,  or  is  i t  chief ly  a diversion for  el i tes and a weapon of
class exploi tat ion?"  7

I t  is  for  this reason that  i t  is  important  to  take an
'ethnomusical '  v iewpoint  on musical  creat iv i ty  as:

" In the long run,  i t  is  the act iv i t ies of  man the music maker
that  are of  more interest  and consequence to humanity  than
the part icular musical  achievements of  western man [alone] ."
8

I f  the aim of  this essay is  to  pinpoint  the reasons for
cont inual  progress and the constant  recrui tment of  new
creat ive minds in the f ield of  arts and music,  and to assess
the drives of  those indiv iduals who choose 'movement,
struggle and discovery'  9 rather than rest ing in contemplat ion
of  their  cul tural  past  ( ie  why is  i t  'natural '  to  be creat ive) ,  we
must f irst  answer the quest ion 'what  is  natural?' ,  that  is
'what  are the 'natural '  impulses that  drive a community  of
people to develop a complex culture of  arts and music?'  To do
so,  i t  is  important  to   study speci f ic  cul tures from around the
world within which these forms preside and to assess the
circumstances within their  cul tural  environment which



H u m a n l y  o r g a n i s e d  s o u n d  -  P a g e  7 B A C K T O C O N T E N T S

promote progression.

At  this stage,  we must accept  that  communicat ion is  more
important  to  humanity  than any other mode of  interact ion and
that  al l  forms of  human society  are based on our fundamental
abi l i ty  to  communicate.  As Sean Cubit t  points out  in his essay
Onl ine sound and vir tual  Architecture;  "The unit  of  humanity
is  the community,  anything human is communal" .  The point
being that  'communicat ion is  fundamental , '  10 and i t  is  a
human imperat ive to be able to understand and empathise.
Chavez pushes this point  c loser to i ts  inf luence on creat iv i ty
by assert ing the need to express,  through communicat ion.

"We ought  to  deduce the necessi ty  of  producing music from
the fundamental  condit ion of  human nature.  Thought and
feel ing are the superior funct ions of  man,  but  we should also
observe that  what  is  thought and fel t  impl ies and determines
the need to express."  11

This of  course presumes that  music is  synonymous with
language,   in  that  the l istener is  capable of  understanding
and empathising with the composer through a common
understanding of  the structures of  part icular musical  genres
within any part icular cul ture.  I t  is  thus evident  that
communicat ion through music,  as with language,  is  at  least
part ial ly  l imited to part icular groups of  people who share the
same understanding of  di fferent  forms.  Blacking describes
this in l ieu of  his own responses to the music of  the Venda
culture :

"The motion of  music alone seems to awaken in our bodies al l
kinds of  responses.  And yet  peoples responses to music
cannot  be ful ly  explained without  some reference to their
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experiences in the culture of  which the notes are signs and
symbols.  I f  a  piece of  music moves a variety  of  l isteners,  i t  is
probably not  because of  i ts  outward form but  because of  what
the form means to each l istener in terms of  human
experience."  12

The myriad of  di fferent  forms and structures apparent  in
musics from around the world are al l  products of  creat ion
within separate cul tures fol lowing paths back to ancient
t imes,  the same being true of  languages,  rel igions,  arts and
even di fferent  cuisines.  None of  these factors have any
speci f ic  basis in nature or natural  laws,  as was demonstrated
in part  by Alexander El l is  in 1885 when he proved that
musical  scales are highly art i f ic ial  and that  the laws of
acoust ics may be irrelevant  in human organisat ions of  sound.
They are,  instead,  just  a development of  shared
understanding and empathy between peoples in indiv idual
societ ies,  brought  about  by speci f ic  social  variat ions and
historical  c ircumstances.  Some cultural  forms are total ly
speci f ic  to  part icular areas and others contain crossovers
between many cultures.

" . . . . .Any assessment of  human musical i ty  must  account  for
processes that  are extramusical ,  and that  these should be
included in analysis of  music.  The answers to many important
quest ions about  musical  structure may not  be str ict ly
musical .  Why are certain scales,  modes and intervals
preferred? The explanat ion may be historical ,  pol i t ical ,
phi losophical ,  or  rat ional  in terms of  acoust ic  laws."  13

Music is  not  natural  in any immediate sense,  i t  is  a product  of
our exigency to express through signs and symbols that
which is  around us and effects our l ives.  Spoken languages
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are an incredibly  effect ive means of  communicat ing on a
rat ional ,  immediate and 'more ordinary'  level ,  however they
are less effect ive at  describing more esoteric  and personal
subjects such as emotions and feel ings which are more easi ly
evoked in music.  

'Music has been man's natural  response both to the most
elemental  and the most  complex necessi t ies of  expression.
The most  elemental  -  let  us say the primary ones,  produced
by fear,  horror,  sat isfact ion,  discontent ,  aggression and sex-
f ind a more direct  and convincing medium than words in
musical  modulat ions of  the voice.  Words. . . .are too l imited by
their  precision of  meaning. '  14

Sound has a unique potent ial  for  communicat ion as somehow
it  evokes a response in humans l ike no other sensory
st imulus.  I f  you watch a si lent  f i lm of  a man standing
laughing,  your response is  general ly  curiosi ty  as to why he is
laughing and very of ten he just  looks si l ly.  I f  instead,  you
l isten to the soundtrack of  hysterical  laughter,  your response
is to laugh,  regardless of  missing the punchl ine.  I t  is  this
capaci ty  of  man to receive expressions of  feel ing through
sound that  gives music i ts  power and importance within
society.  

I  think this is  a sui table point  in the essay to return to the
misconstrued boundaries between nature and culture that
were discussed brief ly  in the introduct ion.  As I  pointed out ,  i t
is  of ten considered that  vocal  music,  especial ly  bird or whale
song,  is  'natural ' .  This implies that  animals ( including
humans) formulate oral  'expressions'  from genet ical ly
preconceived vocabulary.  I t  is  true that  a cat  wi l l  only ever
utter variances on the mew and l ikewise a bird is  l imited to a
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variety  of  tweets depending on the biology of  i ts  vocal  tract ,
however i t  has been proven in many animals that  their
' language'  or  'songs'   are learned in the same way as a
human chi ld:  by hearing,  associat ion and imitat ion.  Al though
this essay is  about  expression within human culture,  I  shal l
digress to explain one part icularly  relevant  occurrence of
learned,  meaningful  song within the bird world:

The New Zealand Saddleback have a repertoire of
contemporary songs of  which separate groups of  birds wil l
use only one or two.  I t  was proven,  by  comparisons between
the songs of  parent  birds and offspring,  that  the songs were
not  inheri ted genet ical ly.  I t  was also observed that ,  over a
period of  t ime,  new songs were ' invented' ,  probably by
mistakes made whilst  imitat ing older versions.  The point  of
this is  to  show that ,  whether i t  be by using animal physiology
such as vocal  expression,  c lapping or tapping or by using
instruments created ( for  the same purpose)  v ia human
technical  progress,  communicat ion and expression using
sound is  a funct ion of  the acquired cultural  knowledge of
aural  s igns and symbols relevant  to  speci f ic  cul tures of  a
speci f ic  t ime.

This learning faci l i ty  or  ' language inst inct '  of  animals which
enables them, in the early  stages of  growing,  to  develop the
communicat ion ski l ls  that  are required by the culture into
which they were born is  easi ly  apparent  in the babbl ing
speech processes of  babies.  I t  indicates that  rather than
having a preconceived set  of  biological  rules and guides
which would very soon fal l  out  of  the context  of  contemporary
society,  evolut ion has provided the abi l i ty  for  humans to learn
the variable parts of  language as a way of  coordinat ing their
grammars with that  of  the culture around them. Sean Cubit t
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suggests that  :

'We are born not  only prematurely,  but  incompletely :  our
presumably genet ic  disposi t ion to language and mentat ion
(reason,  emotion and so on)  is  a disposi t ion to commune. '  15

This evolut ionary strategy serves various purposes;  i t
ensures that  the progeny of  each generat ion is  equipped to
l ive,  survive and communicate using only 'relevant '  s igns and
symbols;  i t  a lso ensures that  each offspring matures to
become an indiv idual  within i ts  society.  To have a genet ic
preconcept ion to cul ture would be for  that  cul ture only a
means of  stagnat ion and an inabi l i ty  to  adapt  to  the
circumstances manifest  at  any given t ime.  Steven Pinker
explains:

'Rather than select ing for  a completely  innate grammar,
which would fal l  out  of  register with everyone else's,
evolut ion may have given chi ldren an abi l i ty  to  learn the
variable parts of  language as a way of  synchronising their
grammars with that  of  the community. '  16

This cul tural  understanding,  in the form of  language and
music,  whi lst  not  being a product  of  genet ic  evolut ion,  does
appear,  however,  to  fol low an evolut ion of  i ts  own.  Changes in
culture of ten evolve to sui t  any given environment many
t imes faster than would be possible through genet ic
variat ions.  I t  must  be observed that  when we idly  talk about
communicat ion we fai l  to  consider that  when one person
expresses something to someone else,  he,  in whatever form
it  takes,  be i t  language,  music,  science or wisdom, has given
something 'almost  physical '  which wil l  potent ial ly  remain
with the receiver for  the durat ion of  his l i fe .  Af ter  that
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encounter the receiver has l i teral ly  gained something that  he
didn't  have before.  That  'uni t  of  cul ture'  has repl icated and i f
i t  is  passed on further by our ini t ial  l istener to a new l istener
i t  wi l l  have repl icated again and perhaps,  as in the case of
'Chinese whispers' ,  i t  wi l l  have mutated or evolved sl ight ly.
This is  exact ly  how culture works,  in a form of  repl icat ion and
evolut ion synonymous with the Neo Darwinian theory of
genet ic  evolut ion,  employing a system that  readi ly  al lows
progress and change to cope with changes in local
environment.  

In 1976 Richard Dawkins wrote 'The Self ish Gene' ,  a  thesis
that  would refashion our understanding of  cul ture and
cultural  evolut ion completely.  Dawkins was the f irst  person to
associate a theory of  cul tural  development with Darwin's
understanding of  biological  evolut ion and he described this
'uni t  of  cul ture'  as "a new form of  repl icator st i l l  in  i ts
infancy."  The name he gave to this uni t  of  cul tural
transmission,  or  uni t  of  imitat ion,  is  "meme",  s imilar ( in
effect )  to  'gene' ,  deriv ing from the Greek 'mimeme' meaning
dupl icat ion and shortened to ref lect  the Engl ish 'memory'  and
the French 'même',  meaning 'same'.

'Examples of  memes are tunes,  ideas,  catch-phrases,  c lothes,
fashions,  ways of  making pots or of  bui lding arches.  Just  as
genes propagate themselves in the gene pool  by leaping from
body to body v ia sperm or eggs,  so memes propagate
themselves in the meme pool  [cul ture]  by leaping from brain
to brain v ia a process which,  in the broad sense,  can be
cal led imitat ion.  I f  a  scient ist  hears,  or  reads about ,  a  good
idea he passes i t  onto his col leagues and students. . . . . . I f  the
idea catches on,  i t  can be said to propagate i tsel f . . . . . . . . . .When
you plant  a fert i le  meme in my mind you l i teral ly  parasi t ise



H u m a n l y  o r g a n i s e d  s o u n d  -  P a g e  1 3 B A C K T O C O N T E N T S

my brain,  turning i t  into a vehicle for  the memes propagat ion
in just  the same way that  a v irus may parasi t ise the genet ic
mechanism of  a host  cel l . '  17

I  shal l  not  dwell  now on the subject  of  memes,  however
having an understanding of  this theory is  very helpful  when
analysing the processes that  take place within cul ture.
Without  the disposi t ion towards understanding and shared
experience there would be no culture,  and without  memory
and learning i t  could not  advance.  The meme, i t  would seem,
is the medium with which cultural  transmission is  made
possible and the unit  of  memory that  is  stored (whether i t  be
within books,  songs or brains) .  

' . . . . . i f  we take a world v iew of  music,  and i f  we consider
social  s i tuat ions in musical  tradi t ions that  have no notat ion,  i t
is  c lear that  the creat ion and performance of  most  music is
generated f irst  and foremost by the human capaci ty  to
discover patterns of  sound and to ident i fy  them on
subsequent occasions.  Without  biological  processes of  aural
percept ion,  and without  cul tural  agreement among at  least
some human beings on what  is  perceived,  there can be no
music nor musical  communicat ion. '  18

I t  is  the memory and associat ion of  songs that  have been
heard in part icular social  contexts,  that  give music i ts  special
power within cul ture.  A good example of  music with speci f ic
meanings held by the culture in which i t  was created,  is  that
of  the South Afr ican Venda culture.  Within Venda society,
every person is  considered musical  and in that  respect  music
plays a big role within publ ic  s i tuat ions of  importance.  The
Venda do not  bel ieve that  al l  are equal ly  ' talented'  ( I  use that
word al though they would not) ,  however i f  one man can play a



H u m a n l y  o r g a n i s e d  s o u n d  -  P a g e  1 4 B A C K T O C O N T E N T S

drum or vocal  rhythm more f luidly  than another,  then i t  is
seen purely as a product  of  the former putt ing in more
pract ice.  Venda music is  highly pol i t ical  both in the context  of
social  s i tuat ion and in i ts  use for  'speci f ic  pol i t ical  purposes'
19 but  i t  is  also:

'pol i t ical  in the sense that  i t  may involve people in a powerful
shared experience within the framework of  their  cul tural
experience and thereby make them more aware of  themselves
and of  their  responsibi l i t ies towards each other'  20

Music is  played,  and thus used on a day to day basis and as a
result  of  i ts  'occasional '  context  and relat ion,  i ts  performance
symbolises the speci f ic  act iv i t ies within social  groups.  For
this reason most  adult  Venda know what is  going on around
them by l istening to  sounds.  The use of  musical  metaphor
(and,  I  might  add,  musical  memes) in Venda culture is
part icularly  high,  perhaps because of  the high esteem placed
on musical  performance and thus the high percentage of
people who have the vocabulary to communicate in this way.  I
would argue however that  whilst  less obvious,  many other
cultures that  appear less musical  on an immediate level ,
contain musical  s igns in some often obscure places.  I
personal ly  need only think of  the tune 'Yankee doodle dandy'
to remind me of  the 'pl inky pl ink'  sound of  the ice cream van
that  drove down my road when I  was younger,  consequently
making my mouth water for  an ice lol ly.  This kind of
associat ion is ,  of  course,  the basis of  most  commercial
advert is ing .

Beyond immediate associat ions and communicat ion,  the
second most  important  factor that  memes al low within
society  is  progress and advance.  Without  the faci l i ty  for
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change,  cul ture would be unable to adapt  to  the ever
changing environment within which i t  exists.  However,  cul ture
is more complex than this as i t  contains within i t  many
different  aspects which al l  advance at  seemingly independent
rates.  Though i t  is  the singular advances in the separate
f ields of  art ,  music,  fashion,  technology,  language,  l i terature,
theatre,  archi tecture and science that  go into the plural
advances of  society  as a whole,  on top of  that  i t  can be seen
that  any and al l  of  these singular f ields can ref lect  off  each
other,  thus boost ing even further the advances of  the plural
culture.  

Progress in music and other arts is  a response to the human
desire to express the simultaneous changes and
circumstances within the various other f ields of  the art ist 's
contemporary cul ture.  As I  have explained,  the arts are a
suitably effect ive and adapt ive medium with which to convey,
by direct  transmission to an audience or,  more important ly
from that  audience onto subsequent generat ions of
audiences,  a sui table ref lect ion of  society  as i t  stands.
Consequently  i t  can be said  (and has been said by
phi losophers)  that  art  i tsel f  does not  progress,  only the
circumstances within which i t  was created.  I  f ind this to be an
arbi trary play on terms that  can be resolved with the
considerat ion that  the means of  creat ing the art  are ever
progressing :

'When phi losophers assure us that  there is  no progress in
art ,  and that  " the work of  art  is  equal  to  the work of  art , "  we
should take refuge in the fact  that  art  depends on physics,
and that  the physico-mechanical  sciences are advancing in
the sense of  at taining constantly  greater extension,  freedom,
and intensi ty  in the dominat ion of  natural  elements. '  21
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I have reached a sui table point  to  leave the discussion of
communicat ion within cul ture behind and broach the subject
of  media and circumstance within which this communicat ion
is made both necessary and possible.  'Communicat ion is
fundamental ' ,  but  are the  developments in tools of
expression as natural  as our desire to use them? 

Toward a new music 22 I t  is  sel f-evident  that  al l  the arts rely  on
physical/ technological  media.  Paint ing is  impossible without
brushes and ink,  even at  i ts  most  primit ive a st ick is  required
to 'chisel '  images into stone and the same is clearly  true of
music.  When instruments of  music f irst  appeared;

'man. . . . . . . .must  have fel t  the instrument more as an obstacle
to inspirat ion than as a new resource of  expression.  This
discomfort  lasted unt i l  he developed the new instrumental
apt i tude. . . . . .  I t 's  characterist ics condit ioned by that  apt i tude
and by the physical  possibi l i t ies of  the instrument. '  23

I t  is  beyond the scope of  this essay to discuss the early
origins of  instrumental  music,  however I  would ascertain that
the voice was the f irst  instrument to be explored,  fol lowed,
perhaps,  by percussional  sounds and then reed-type f lutes.
The detai ls  are arbi trary in this context ,  though i t  is  safe to
say that  as soon as the f irst  song was sung the technological
curve of  invent ion had started.  Not  content  with the pi tch of
his grass whist le the early  musician found a longer,  more
resonant  piece,  then a stronger,  more versat i le  reed was
chosen and so on.  These advances in technology increased
the expressive possibi l i t ies avai lable to man,  yet  without
reducing those that  were previously avai lable.  As I  d iscussed
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in the previous chapter,  man has a seemingly inf ini te desire
to express himself  and his changing environment.  Through
this he is  of ten inspired to ut i l ise new technologies as a
means of  constantly  generat ing new signs and symbols to
express the changes around him. 

There are two ways in which new technologies are brought
into the creat ive f ield;  the 'standard'  usage and,  what
Agost ino Di  Scipio cal ls ,  the 'heret ical '  24 not ion of
technology.  The 'standard'  v iew of  developments in
technology is  that  man is  constantly  solv ing problems around
him by developing tools to do speci f ic  jobs which make his
l i fe  a l i t t le  easier or more eff ic ient .  That  is  to  presume that
every piece of  new technology is  used for the speci f ic
purposes that  or iginated in the beholder's mind.  This v iew
fi ts  in with a determinist ic  25 at t i tude towards technology and
culture.

The 'heret ical '  not ion v iews the uses of  technology,  less as
the solut ion to problems in any immediate sense,  but  as the
experimentat ion of  al ternat ive uses which in turn may lead to
new solut ions to al together di fferent  problems. This si tuat ion
of  heret ical  usage of  technology is  something that  occurs
constantly  in modern science and is  of ten intr insic  to  further
developments in part icular or related f ields.  Larry Wendt in
his essay 'Sound Sense in an Era of  Hypertext '  considers that
any new technology,  going back as far  as wri t ing has a f ini te
number of  uses which can be 'conceived of  as a whole in the
form of  a topological  manifold of  possibi l i t ies'  26.  He regards
the uses of  any technology at  any one t ime as a 'plane that
cuts through this manifold of  expressivi ty '  27.  At  f irst  the
impulses towards any new media are to present  'old wine in
new bott les'  28,  then gradually  more heret ical  uses evolve.
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Thus,  in real i ty  i t  is  a mixture of  both standard and heret ical
usage that  occurs,  but  i t  is  important  to  consider them
independently  as i t  is  the heret ical  usage that  most  concerns
the musicologist .  The heret ical  not ion is  one that  is  famil iar
to semiot ic ians;  let  us say that  the technology used by a poet
is  the language he uses to wri te,  i t  can be seen that  any poet
of  meri t  (creator) ,  uses his language (materials)  to  his own
disposal .  Thus the purpose and meaning of  language to the
poet  serves a heret ic  purpose.

"The poet  qual i f ies language by putt ing i t  into quest ion -  s/he
shows i ts  l imitat ions and eventual ly  enriches i t  by
transforming i t .  That  who is  not  a poet  ut i l ises language
within already exist ing boundaries,  being spoken by language
rather than speaking i t . "  29

I t  can clearly  be seen that  in the course of  art ist ic  creat iv i ty  i t
is  essent ial  for  the art ist  to  use his tools to his own ends
rather than being l imited by them. In this way the further
developments of  those tools wil l  incorporate the
requirements of  their  users.  A contemporary example of  a
technology within music which has gone through the cycle of
heret ic  development is  the Sampler.  I  need not  reel  off  a
history to you on i ts  various uses,  that  would need an essay
unto i tsel f .  Suff ice to say that  i t  was born as a faci l i ty  within
analogue keyboards such as the Melotron to record onto tape
short  excerpts of  sound,  which could be looped and played
back roughly in t ime to the music,  but  through a majest ic
spiral  of  developments i t  is  now used as a separate
instrument and is  having a profound effect  on many forms of
modern music.  Musicians (especial ly  those using modern
music technology)  are notorious for  warping and twist ing the
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standard uses of  their  instruments to achieve interest ing new
timbres.

The point  of  discussing the methods of  technological
development as regards to progress and creat iv i ty  within
culture is  to  show that  i t  is  not  the singular advances within
any one f ield that  give r ise to changes,  but  the combined
effects of  developments in al l  f ie lds that  are essent ial  to  the
progress of  any indiv idual  aspect  of  cul ture.  The invent ion of
the Pianoforte,  which has had a profound effect  on al l  music
since,  was not  possible without  the development of  the
various mechanical  technologies that  were essent ial  to  i ts
making.  Likewise the 'modern'  digi tal  sampler would not
have come about  but  for  the developments in digi tal  computer
technology that  were designed for al together di fferent
purposes.  I t  is  in this way that  the art  forms of  any period
ref lect  immediately  on the si tuat ions,  whether social ,  pol i t ical
or technological ,  within the plural  cul ture around i t .   Agost ino
Di  Scipio in his essay 'Quest ions concerning music
technology'  states that  :

'The work of  art  is  always created  by creat ing the techniques
of  i ts  making.  This suggests,  . . . . . . . . . . that  there are
hermeneutic  [s ic]  dimensions of  technology that  we cannot
neglect  when discussing the aesthet ic  and cultural  potent ial
of  any form of  art . ' 30

As a consequence of  the ever progressing role of  technology
in art ,  the task of  the art ist  is  to  constantly  keep up with the
t imes.  Edward R.  Kealy's essay 'From Craft  to  Art '  describes
how there is  a constant  transformation in roles whereby
art ists become interested in the possibi l i t ies of  craf t
materials previously used by technicians as a new medium
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for art ist ic  expression and make at tempts to take i t  over.  He
ci tes H.  S.  Becker who states that  this kind of  transi t ion is  a
sequence typical  of  art  history and has occurred in 'such
diverse crafts as weaving,  pottery,  glass blowing,  furni ture
making,  and clothing design' .  31 With a l i t t le  thought i t  can be
seen that  this is  true of  al l  art  forms,  especial ly  music,  where
any frequent  technological  changes occur.  Becker later
observes that  with these changes comes a struggle for  the
technicians to maintain stature within his f ield.  "Al l  the
part ic ipants in the old world who cannot  make a place in the
new one lose out" .  32

Perhaps with this v iew of  technological  development in mind
it  is  possible to see why in western culture musical
performance and creat iv i ty  is  seen as something for  the
musical  el i te  and that  the successful  musician is  of ten raised
to the status of  genius.  From the middle ages through to
present  day,  a  c lear progression is  v is ible from art isan to
art ist  and then to genius,  each step decreasing the number of
musician 'vacancies'  avai lable.  In the showbiz world of  Pop
music today the musician must ascend the ladder from Star
to Superstar and ul t imately  to  Megastar.

' . . . . technological  development brings about  a degree of  social
exclusion:  being a passive audience is  the price that  some
must pay for  membership in a superior society  whose
superiori ty  is  sustained by the except ional  abi l i ty  of  a  chosen
few. The technical  level  of  what  is  def ined as musical i ty  is
therefore raised,  and some people must be branded as
unmusical ' . 33

I t  is  possible to further assert  this point  by examining
cultures who put  l i t t le  or  no emphasis on technological
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advance,  and observing the musical  systems that  they
pract ice.  A part icularly  unique but  valuable example is  that  of
the Dong culture in southern China.  The Dong people f led to
the mountains af ter  losing a batt le  in the seventh century and
they have f lourished in isolat ion from the outside world ever
since.  The importance of  the Dong culture is  that  they
communicate mainly through song.  Every aspect  of  their  dai ly
l ives has songs that  accompany i t ,  songs to indicate
pol i teness,  love,  al l  states of  health,  through to spinning,
weaving and even alcohol  binges;  thousands of  di fferent
songs are used.  No couple can marry unt i l  e lders assess that
they can sing in 'perfect  harmony' ,  which may take years.
Most  important ly  is  that  their  cul ture has hardly changed in
hundreds of  years and that  ( I  would ascertain)  is  because the
environment in which they l ive technological ly  and pol i t ical ly
has remained similarly  isolated and unchanged.  34

In the f irst  chapter I  asserted the importance of
communicat ion between humans within their  separate
cultures.  I  have now shown how progress and creat iv i ty  are
possible by ' feeding off '  changes and developments in other
f ields within cul ture,  most  notably through technological
advance.  The use of  new technology is  a means of  ensuring
that  the medium of  communicat ion ref lects upon,  and is
relevant  to ,  contemporary society,  thus providing a sense of
order and understanding of  what  is  around us.

'The sound may be the object ,  but  man is  the subject ;  and the
key to understanding music is  in the relat ionships exist ing
between subject  and object ,  the act ivat ing principle of
organisat ion.  Stravinsky expressed this with . . . insight  when
he said of  his own . . .music :  "music is  given to us with the
sole purpose of  establ ishing an order in things,  including,
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and part icularly,  the coordinat ion between man and t ime. ' 35

Soundly Organised Humanity  36 I t  is  the drive of  society  as a
whole that  brings about  the need for cul tural  expression,  and
l ikewise,  the populous that  consumes,  as I  suggested in the
f irst  chapter,  but  what  are the impulses that  make indiv iduals
within society  seek creat iv i ty? As I  have pointed out ,  the
creat ion of  music is  a means of  expressing given si tuat ions
within society  and/or the personal  experiences of  the creator
within that  society.  The concern of  this chapter is  to  look
more closely at  why some members of  society  desire and are
able to stand up and speak for the rest .

The incidence of  creat iv i ty  is  a very complex subject  which
spans well  beyond the scope of  this essay,  but  i t  is  important
to pay some attent ion to the c ircumstances and catalysts of
i ts  occurrence.  There is  no off ic ial  def ini t ion of  creat iv i ty,  and
it  can mean many di fferent  things in di fferent  contexts.  I  have
outl ined some of  the key considerat ions towards creat iv i ty  in
the appendix,  however i t  wi l l  be useful  to  have a working
def ini t ion for  the purposes of  this chapter.  I  have chosen the
fol lowing as a simple but  relevant  assessment :  

'The abi l i ty  to  take exist ing objects and combine them in
di fferent  ways for  new purposes.  For example,  Gutemburg
took the wine press and the die/punch and produced a
print ing press.  Thus,  a simple def ini t ion of  creat iv i ty  is  the
act ion of  combining previously uncombined elements.  From
art ,  music and invent ion to household chores,  this is  part  of
the nature of  being creat ive. '  37

Al though simple,  I  l ike this def ini t ion as i t  echoes the
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importance of  the heret ic  uses of  technology and exist ing
objects,  which I  d iscussed in the last  chapter.  

Mihaly Csikszentmihalyi 's  essay 'A systems view of
creat iv i ty ' ,  d iv ides al l  aspects of  creat iv i ty  into separate
categories within the social  framework.  He suggests that  the
process of  creat iv i ty  is  part  of  a  cycle that  exists between
three interrelated systems :  The ' f ield'  which is  the area of
culture that  is  being worked within (music,  art  or  science,  for
example) ,  the 'domain'  which is  the cultural  background upon
which developments in the f ield wil l  be effect ive,  and f inal ly
the 'person(s) '  ,  that  is  the musicians,  art ists or scient ists
involved.  38 This system is a very eff ic ient  way of  explaining
the process of  cul tural  evolut ion.  'The arrows point ing from
person to f ield to domain actual ly  describe an ascending
spiral ,  because every new bi t  of  information added to the
domain wil l  become the input  for  the next  generat ion of
persons. '  I f  considered in the l ight  of  Dawkins'  meme theory
from the f irst  chapter,  i t  can be seen that  the domain is  a
complex infrastructure of  cul tural  understanding that  evolves
through t ime,  in other words,  the meme pool .  

Viewing the cultural  system in this way may seem to detract
from the person-centred view of  creat iv i ty  that  I  am
approaching in this chapter,  but  i t  is  important  to  consider
that  any indiv idual ,  genius or not ,  working within any f ield,
cannot  do so without  the complex of  pre-exist ing
understanding (domain)  from which he must feed.  As
Blacking puts i t  :

'Al though human creat iv i ty  may appear to be the result  of
indiv idual  effort ,  i t  is  in fact  a  col lect ive effort  that  is
expressed in the behaviour of  indiv iduals.  Original i ty  may be
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an expression of  innate exploratory behaviour with the
accumulated materials of  a  cul tural  tradi t ion;  and the abi l i ty
to synthesise,  which is  of ten said to dist inguish genius from
talent ,  may express the comprehensive cognit ive organisat ion
that  is  generated by experience of  the relat ionships that  exist
between the social  groups  who use and develop the
techniques of  the tradi t ion. '  39

With an understanding of  this complex structure within which
the indiv idual  operates,  a  greater understanding is  possible
of  what  his motivat ions are to work within i t .  Much of  the
western pop music in the early  70's was direct ly  inf luenced
by the music of  the Beatles and others in the 60's.  Reference
to their  inspirat ion does not  lessen the stature of  70's
musicians,  rather i t  enriches our understanding of  their
means and interests,  and places them within an observable
system of  inf luences and information.

When studying the motivat ions of  an indiv idual ,  within any
one f ield,  towards the progression and extension of  that  f ield,
i t  is  of  utmost  importance to consider their  prior  experiences
within,  and the joy that  the indiv idual  has had in consuming
that  cul ture in the f irst  place.  Therefore,  in studying musical
creat iv i ty,  i t  is  as necessary to look at  the l istening process
as i t  is  to  v iew the process of  creat ion.  As I  establ ished in the
f irst  chapter,  diverse cultures and the di fferent  people within
them make sense of  the varying signs and symbols within
music in very di fferent  ways.  I t  is  the people (audiences)
within cul ture,  not  the creator,  that  make meaning from
music.  In this sense,  the l istener (consumer)  is  as important
in the cycle of  creat iv i ty  as the wri ter.  In some areas of  study
this 'anthropological '  v iewpoint  causes problems. I t  rel ies on
viewing music as 'social  fact  and  [consequently]  that
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analysis of  music composit ions and performances must
therefore take into account  the work of  the cr i t ics and
"readers of  the text"  as performers and recreators of
"music" . '  40 This contradicts many musicological  v iews that
would prescribe a speci f ic  analysis to any given text .

'The 'art  object '  by i tsel f  is  nei ther art  nor non-art :  i t
becomes one or the other only because of  the at t i tudes and
feel ings of  other human beings towards i t .  Art  l ives in men
and women, to  be brought out  in the open by special
processes of  interact ion.  Thus the signs have no meaning
unti l  that  meaning is  shared. . . . '  41

In this respect ,  those that  l isten to music are more l ikely  to
understand and want to wri te music,  and equal ly  perhaps,
they wil l  be better at  i t .  I f  a l l  cul ture is  a medium for
communicat ion,  music can be seen as a form of  conversat ion
and those that  l isten feel  compelled to answer.  Of  course
there are a far  wider range of  factors involved in the desire
to create than just  the amount that  a composer l istens to
music,  but  this v iew does emphasise further how the signs
and symbols within cul ture hold meaning only in the l ight  of
their  environment and thus cultures must (and do)  evolve
constantly  so as to maintain their  relevance to contemporary
society.  

Most  research into creat iv i ty  and creat ive performance has
shown that  speci f ic  abi l i t ies and personal  at tr ibutes are of
signi f icant ly  less importance than social  and environmental
factors.  Possibly  the most  important  factor is  a person's
motivat ional  state and i t  is  of ten the person's social
environment that  determines this orientat ion.  In Hennessey
and Amabiles'  essay 'The condit ions of  creat iv i ty ' ,  they
describe this as the intr insic  motivat ional  principle of
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creat iv i ty.

'People wil l  be most  creat ive when they feel  motivated
primari ly  by the interest ,  enjoyment,  sat isfact ion,  and
chal lenge of  the work i tsel f  -  not  by external
pressures. . . . . . . . . . In  essence,  we are saying that  the love
people feel  for  their  work has a great  deal  to  do with the
creat iv i ty  of  their  performances.  42

The enjoyment of  creat ing can,  in this sense,  be seen as a
ref lect ion of  the joy of  consuming,  though they are not
inextr icably l inked and many other factors are involved in
processes of  creat iv i ty.  Hennessey and Amabiles'  research
shows that  the process of  creat iv i ty  is  of ten associated with a
speci f ic  ' f low state'  which is  experienced by many indiv iduals
at  the peak of  creat ive insight ,  something l ike 'a  bicycle
going down hi l l ' .  43 I t  has been shown, however,  that  the joy
and love fel t  for  one's craf t  can be del icate and easi ly
inf luenced by external  pressures within the environment.
Time and t ime again research into creat iv i ty  shows how
important  the inf luence of  the people around the indiv idual  is
upon the qual i ty  of  work produced.  Carl  Rogers'  essay,
'Towards a theory of  creat iv i ty ' ,  describes the :  'del icate
balance needed between the desire for  at tent ion,  praise,  and
support  from fr iends,  supervisors,  edi tors and col leagues,  on
the one hand,  and,  on the other hand,  the necessi ty  to
maintain a protect ive distance from the opinions of  these very
same people. '  44

I t  can be seen that  the process of  set t ing up an environment
which is  conducive to the stable abi l i ty  of  an indiv idual  to  be
creat ive is  both very hard,  yet  very important .  The indiv idual
must appreciate yet  disregard the desire for  outside
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recognit ion and l ikewise be able to withstand the di ff icul ty  of
harsh cr i t ic ism. He must focus on his own ambit ions
regardless of  external  inf luence,  at  the same t ime as
appreciat ing and communicat ing thoughts and feel ings,
relevant  to   his surroundings.

'The creat ive indiv idual ,  of ten with great  di ff icul ty  must  work
to construct  the personal  environment that  wi l l  offer  the
ful lest  opportunity  for  maintaining that  love,  that  intr insic
motivat ional  or ientat ion so necessary for  creat ive
expression. '  45

The not ion of  love as motivat ion for  creat ive work is  far  from
new as a concept .  In his text  'Symposium',  wri t ten 2400 years
ago,  Plato discussed the many and varied guises of  love.
'Symposium' is  a f ic t ional  piece that  describes some of  his
contemporary intel lects conversing whilst  having a dinner
party.  Within Socrates'  speech especial ly  he wri tes about  love
in terms of  gaining immortal i ty,  thus,  sexual  love is  the
desire to immortal ise yourself  through your chi ldren and
creat ive love is  the desire to eternal ise yourself  through your
work.

'Now, when men are physical ly  pregnant . . . . . . . . they're more
l ikely to  be at tracted to women; their  love manifests in try ing
to gain immortal i ty,  renown, and what  they take to be
happiness by producing chi ldren.  Those that  are mental ly
pregnant ,  however. . . . . .  I  mean,  there are people whose minds
are far  more pregnant  than their  bodies;  they're f i l led with
the offspring you might  expect  a mind to bear and produce.
What offspring? v ir tue,  and especial ly  wisdom. For instance,
there are the creat ions brought into the world by the poets
and any craftsmen who count  as having done original
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work. . . . . . . . . . '  46

This concept  of  eternal is ing yourself  through your work,  your
'mental  offspring' ,  your memes,  is  of  huge signi f icance.  An
immediate paral lel  can be made between eternal is ing
yourself  through your genes via sexual  love and eternal is ing
yourself  through your memes via creat ive love.  I t  is
interest ing to note that  Plato went through a period of
disapproving of  the desire to be creat ive,  yet  in his l i fet ime
he created some of  the most  long l ived memes ever.  I f  you
were to trace Plato's family  up to the present  day v ia a
complex family  tree,  the present  generat ion would genet ical ly
bear l i t t le  resemblance to him, yet  through his memes he is
st i l l  able to communicate his thoughts to us now, two and a
half  thousand years later.  Such is  the power of  cul ture.

I t  is  important  to  note,  however,  that  in order for  these
memes to last  through t ime,  there must be a cul tural  medium
for them to ' l ive'  within,  and in order for  that  cul ture to last
through t ime i t  must  have a signi f icant ,  last ing effect  on
society.  Plato's wri t ings have only survived because they have
maintained relevance to people consistent ly  for  al l  that  t ime,
the same can be said of  Shakespeare's work,  the Bible,
Beethovens symphonies,  Sgt  Peppers Lonely Heart 's  Club
Band or any other work of  cul tural  thought which has lasted
through t ime.  Many many things do not  last ,  they fade away
as they run out  of  meaning,  lost  and forgotten.  The most
successful  pieces of  creat iv i ty  are both immediate,  yet
enduring.  Memes can also be destroyed,  l ike the Incan and
Aztec scripts that  remained buried and hidden for hundreds
of  years and then were burned by the Spanish in the 16th
century.  I f  these had not  been destroyed,  a form of  one way
communicat ion would be possible with a cul ture that  is  lost
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to us now. 

I t  can be seen that  much of  the creat iv i ty  around us can be
associated with the culture within which i t  was born and that
social  s i tuat ions are powerful  factors control l ing the drives of
indiv iduals.   In  the f irst  chapter,  I  quoted Chavez in relat ion
to a fundamental  human need to communicate.  He suggested
that  creat iv i ty  was a necessi ty  born from the ' fundamental
condit ion of  human nature'  .  47 We can now further this point
by associat ing this primary desire with the development of
complex cultures which are capable of  accurately  expressing
the contemporary social  surroundings of  i ts  members.
Furthermore we can see how i ts  members,  through a
hierarchy of  membership brought about  by degrees of
consumption,  can be drawn to cont inue,  progress and push
that  f ield through t ime.

Conclusions  Looking back to the beginning of  this essay,  i t  is  easy
to understand how Chavez could v iew music as both 'natural '
and ' fundamental ' .  Except  now, in the l ight  of  this research,  i t
can be seen that  music cannot  exist  without  cul ture,  i t  could
never be a product  of  nature in any immediate sense.  Music
is a product  of  cul ture,  i t  is  a product  of  nurture,  i t  is
unnatural .  I t  is  true that  music appears in nature,  performed
by humans and many other creatures,  but  each of  those
creatures in i ts  own way is  communicat ing,  v ia a complex of
cultural  understanding.  We can see now that  the medium
which is  absolutely  natural  is  the culture within which music
is created.

Culture within humans is  an imperat ive because,  as I
assessed,  we need to communicate,  yet  through this need we
create complex languages within cul tural  boundaries,  which
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are unnatural .  This may seem confusing as culture and
nature are seen as the ant i thesis of  each other,  yet  I  am
saying that  cul ture is  natural .  However i t  is  important  to
remember that  when referr ing to cul ture i t  is  usual  to  have a
part icular aspect  of  i t  in  mind which is  'of  that  cul ture' ,  thus
unnatural .  Recal l  for  a moment the Aboriginal  songl ines,  the
songs that  were created to provide the people with an
understanding of  the environment that  they l ived in.  They
were created within boundaries of  cul ture that  were relevant
only at  that  t ime.  I t  was natural  for  the Aboriginals to want to
communicate,  but  what  made them create songs was some
kind of  previous musical  understanding crossed with man's
seemingly inherent  aff ini ty  with music.  I t  is  important  to
real ise though,  that  i t  is  only c ircumstance that  created these
Aboriginal  songs.  I t  would have been just  as natural  for  them
to communicate these same subjects v ia a complex of
di fferent  touches to the face and hands,  but  i t  just  so happens
that  man has a convenient  coordinat ion between mouth and
ears.  

Thus,  contrary to Chavez,  I  would assert  that  creat iv i ty  is  not
born from the Human need to express direct ly,  but  cul ture is .
Creat iv i ty  is  a product  of  the desire to communicate,  using
the potent ial  within current  boundaries within part icular
cultures.  

Whether i t  is  a madrigal  by Gesualdo or a Bach passion,  a
si tar  melody from India or a song from Afr ica,  Berg's
Wozzeck or Bri t ten's War Requiem, a Bal inese Gamelan,  a
Cantonese opera or a symphony by Mozart ,  Beethoven or
Mahler,  we can now consider each of  these pieces as a
paragraph,  a dist inct  part  of  a  chapter of  human history that
wil l  hold meaning only as a metaphor for  the age and society
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whence i t  came. Yet  some things never change,  so for  the
meantime they st i l l  st ir  within us an understanding of  the
world that  is  around us now.

I f  the resources of  nature have no l imitat ions,  the
intel l igence,  imaginat ion,  and sensibi l i ty  of  man is  also
inf ini te.  Each work of  art  is  a part icular case of  solv ing the
always complex problems of  human expression and with the
constant  technological  advances occurring both now and
going into the future,  we can expect  paral lel  advances in
music that  wi l l  lead to as yet  nonexistent  art  forms.
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