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Three Ways of Watching a Sports Video

Abstract

It does not typically seem to be worthwhile re-wig a sport match, for example in a video
recording, once the result is known. Sports matene like detective stories. Once one knows
‘whodunit' there seems little point in revisitifggttale. By drawing on an argument from
musicologist Edward T. Cone, this paper arguesdbdiin sports matches may be revisited with
profit. The initial experience of a game may beakries of events that are often ambiguous or
confusing as to their meaning or purpose. Thedpfireciation of a sport match requires, not just
this initial familiarity with the immediately peroed events of the game, but also an awareness of
the tactics being deployed by both sides. An wstdading of tactics and strategy is akin to the
analysis of a piece of music (or other art worK)further (third) viewing of the game, during

which one can appreciate how the tactics informethents naively experienced in the first viewing,
will yield, it will be argued, an aesthetic pleasurThis takes the experience of sport beyond the
merely entertaining or exciting. In certain gantas, third viewing may also transcend an
appreciation of the merely formal qualities of game, and so offer substantial insights into what i

is to be human.
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Introduction

Sports matches are ephemeral events. Once plagathe@result known, our interest typically
passes on to the next match. As such, the spatishmesembles the detective story. Once the
reader knows 'whodunit' (or perhaps how it was Jidhere seem to be few reasons to revisit it.
Here a detective story stands in apparent cortwasty novel that would aspire to the exalted statu
of art. It may be taken for granted that art waréie be profitably revisited. A re-reading of Chad
Harbach'Art of Fielding: A Nove(2011) will yield an appreciation that is deegmsrt the initial
reading. Returning to recordings of baseball gamwiethe sort described in the novel, would
seemingly offer no such rewards. This parallelhmhguggest that sport is little more than a
relatively superficial entertainment, akin to thetettive story, and as such cannot aspire to the

cultural depth or importance of the art work.

| intend to explore the possibility that under aartconditions sports matches may be worthy
of a second (and third) viewing. To understandgehsonditions is to understand the sort of cultural
event a sports match is, and thus the potentiabitapce of sport within a broader culture. Further
if a game can be the sort of event that can betabby re-visited, then this will say something
about the nature of sport as an event that requitepretation. The second and third viewinga of

game may be worthwhile precisely because they dibowiew and richer interpretations.

The paper will proceed by offering a critical retszd the arguments of musicologist Edward
T. Cone (1989) as to why we might want both toe&drcertain detective stories and listen
repeatedly to a piece of music. Cone offers anwaucof why art works are worth revisiting. A
modified version of Cone's analysis will then belagal to sport and games in order to untangle the
reasons that we might have for watching a gameatedly. At the core of this argument lies Kant's
distinction, in his discussion of the appreciatidribeauty, between agreeableness and pleasure.
Pleasure is a more profound experience, groundinige mind as well as the sensual experiences of
the body. By drawing on this distinction, | willgue that sport is not simply agreeable or
entertaining. To watch a sports match a secone ¢éintails that it is a complex event worthy of an
appreciation akin to that typically involved in trepeated engagement with art works. Such
appreciation will yield pleasure, not mere entamaent. At its most straight-forward, it will be
argued that this repeated watching is grounded ianalytic awareness of strategy and tactics. Yet,
potentially, revisiting a game takes this apprearaof it beyond the merely awareness of tactical
subtleties towards an understanding of sport assaght into the human condition. If this

suggestion is justified, then sports matches mpiye$o a cultural significance akin to that enjdye



by the arts.

Re-reading a detective story.

We read a detective story in order to find out wiegtpens. Once read, it should lose its appeal.
As Cone observes, we may reread the tale 'notdoy but for style, for portrayal of character, for
comment on society' (1989, 77-8). Such motivatimay be put to one side for the moment. The
crucial point is that, as long as we remember #redement of a detective story, there seems little
point in returning to read it again as a story.t ¥ene observes that he does return, with pleasure,

to certain stories, and Conan Doyle's 'The Spediiedtl' is a case in poiht.

The plot of 'The Speckled Band' may be briefly ioeill (see Cone 1989 pp 78-9). As
narrator, Dr. Watson begins by promising to rewkalthe truth about Dr Roylott's death. He tells
first of the visit of Roylott's step-daughter, Heltoner, to Sherlock Holmes, and of how Stoner
recounts her family history. Roylott had lived mmetime in Indian, gaining a reputation for his
cruelty. He married Stoner's widowed mother upgiarning to England. The mother died, and her
will stipulated that Roylott will enjoy her estatatil her two daughters marry, at which point the
estate will be split between the daughters. Twarye@reviously, Stoner's sister had died under
mysterious circumstances and shortly before henaed marriage. Her dying words mentioned 'a
speckled band’, seemingly a reference to a baggipsiies travelling in the neighbourhood. Now
Helen Stoner is herself engaged to be married artdio recent events have made her fear for her
life. Holmes agrees to help her. Shortly afterdeparture Roylott himself appears on the scene,
threatening Holmes. Undeterred, of course, HolamesWatson travel to Roylott's home. Hiding
in Helen Stoner's room, in darkness, Watson se&sé$oattack something, seemingly in order to
protect her. Watson hears a cry from Roylott'sirpand upon investigation finds him dead, with a
'speckled band' about his head. The speckled isaegiealed to be a poisonous Indian snake that
Roylott had introduced into Helen Stoner's roonst(as he had to her sister's), but when struck by

Holmes it had fled and attacked its master.

Cone's claim is that the pleasure that lies irrélaeling, and indeed re-reading, of this story
centres around one's identification with Watsoalsfasion as to what is really happening, but also
in its exploitation of certain conventions of detee story-telling. We readers are deliberately
misled by reference to a gypsy band. SimilarlyRoylott appears too obvious a villain to be the
actually murderer. The true mystery lies in howylgti carries out the murder (and thus what the

speckled band might be) and not in identifying Rttyhs the murderer. Doyle has concealed a
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'howdunit’ (a locked room mystery, in effect) withihe appearance of a ‘whodunit'.

Cone therefore suggests that there is a profitsdstend reading of the story to be had as we
reconstruct the true order and nature of eventditheehind Watson's narrative. Watson's own
account can be analysed, broken down into its compioparts and reconstructed in a simple
chronology: Roylott murders his elder step-daugtdesafe-guard his inheritance, doing so with a
poisonous snake, and now threatens to commit the same for the same motive against his
younger step-daughter. As Cone notes, even thiglar telling of the tale reveals 'a simple and

satisfying structure' (1989, 87), and as such haestain aesthetic appeal.

The third reading of the story, and thus the reagloymwe might return not once but many
times to it, is a more subtle affair. The thirddang, Cone proposes, is made in full awareness of
the discoveries of both the first and second regdinrhe naive enjoyment of the first reading is
now replaced by 'intelligent and informed apprecrat(Cone 1989, 80). Yet such appreciation
presupposes a capacity to pretend to forget theome of the story. That is to say, one appreciates
Watson's narrative, not by seeing through it totthh of the events that lie beneath, but ratimer o
engages with its very ambiguity and confusion. €gives other examples that throw light upon
what he intends. The third reading is the reathag an actor would give performing, or reading
out loud, the story. An actor, of course, knowe tlitcome of any story in which they play a
character, but must perform in such a way thatftresknowledge is not revealed to the audience
(Cone 1989, 84). So, in one's third reading one @at the story to oneself, suspending one's
knowledge of the outcome of the tale. Given thamn€s fundamental issue is the analysis of music,
one of his most profound examples of a third regdimmes from Beethoven. An analysis (which is
to say, a second reading) of the opening chortalinth Symphonwill reveal that it functions as
the dominant of D minor. Cone's point is that upgemlistener's first experience of this chord it
does not immediately sound like a dominant. ligsaihfunction within the music is highly
ambiguous. The naive listener is initially puzzlgdthis chord. It only gradually comes to be
perceived as a dominant, retrospectively and thr@umore analytic process of listening. As Cone
expresses this: tecomeshe dominant' (1989, 86 [original italics]). Therd reader/listener must
then not hear this chord as a dominant, precisetpilise the ambiguity is crucial to what
Beethoven is trying to achieve. One must, in effeear the chord's becoming, just as, when one
re-reads Watson's account of the adventure offibektéed band, one experiences his gradually

dawning awareness of what is really happening.

In summary, Cone is arguing that our engagemetit aitork of art proceeds through three



stages: an initial pure or naive experience oftbek; analysis; a final 'intelligent and informed
appreciation' (Cone 1989, 80). Cone suggestdhiibat three stages may even be mapped on to the
key male characters of 'The Speckled Band'. Watsxperience is that of the naive listener, being
surprised by the unfolding of events. Roylottcantrast, as the orchestrator of those eventseshar
the objective knowledge of the analyst. Holmegowering and coming to understand the true
nature of the problem, is then the third readegreee experiencing events unfold, and yet with an
awareness of where they are leading (1989, 91)suBlk, Cone offers an intriguing solution to the

problem of why art works (let alone detective stsyishould be worth revisiting.

The nature of the crucial second stage may be natéttingly or unwittingly, Cone implies
that an analysis of this structure can be defiaitiApproaching music from the largely formalist
presuppositions of musical analysis, he suggeatghie functions of notes, chords and thus
passages of music can be determined with a signifidegree of objectivity. The aesthetic pleasure
derived from the third reading of the work is thiasted in the tension between the ambiguity of the
first reading (and thus Watson's experience) aadtjectivity of the second (and Roylott's

machinations).

The idea of an objective analysis of a work maydaalily challenged. Within the
hermeneutic tradition, it may be suggested thahde® readings are anathema. In this context,
Cone may be understood to be offering a curtaitgdion of the hermeneutic circle. The classic
account of the hermeneutic circle holds that tlaelireg of a text begins with certain expectations
(or pre-judgements) as to the nature of the tedthaw it will proceed (see Gadamer 2004, 267ff).
The reader thus has a preconception of the whotme recognises this in his appeal to the reader's
expectations about how detective stories procemdefample, that the most obvious suspect never
commits the crime) and indeed how classical sym@samnfold (for example, that the first chord
should be the tonic) (Cone 1989, 87). The hermian would argue that our experience of the
work, and particularly of the details of that wowkl either confirm or challenge these
expectations. Cone recognises this process tbwerk within the ambiguities and confusions
experienced within his first reading. For the heneutician, the reader will respond to the
problematic detail by rethinking their preconcepsi®f the whole. Hence, again as Cone
recognises, 'The Speckled Band' comes to be semmeasample, not of the ‘whodunit', but of the
‘howdunit’. Yet, for the hermeneutician, this setpre-conception of the whole is no more
definitive than is the first (albeit that it may beher and more encompassing). It is at thist{poin
that hermeneutics departs from Cone. The hermemeaider never proceeds with the security that

Cone suggests. The experience of ambiguity liesnihe tension between what is revealed in a



first and second reading, but rather in the coumtitwrning of the hermeneutic circle.

Cone's curtailment of the hermeneutic circle mauiderstood as a privileging of a special
form of reading, which is to say, analysis. Anayarests the movement of the hermeneutic circle.
A disciplined and systematic description of theisture of the text interrupts the spontaneous flow
of interpretation. This analytic description isnetheless intended to inform further interpretation
and thus to feed into the hermeneutic circle. Guutes that the third reading of a piece of music
will be, typically, a performance (Cone 1989, %)d yet a performance is necessarily an
interpretation. Beyond this, it may be suggesied analysis focuses upon a distinctive character
of a text (and one that may be neglected by ti@ualihermeneutics). Analysis is concerned with
the structure of a text, and Cone may be takem targuing that it is therefore necessary, as a
second reading, to texts where an awareness ct@teus fundamental to their interpretation. Put
otherwise, music in particular requires the arngstif the hermeneutic circle precisely because
musical meaning is predominantly syntactical rathan semantic. This is to argue that the
meaning of any element (such as a note, chordquresee of notes) within the work must be
understood through its relationship to other elemiithin the whole, rather than through any
reference to a world beyond the music (or eveheoetvocation of an emotion). A sequence of
notes is meaningful simply because it reproducesnes a sequence that has gone before.
Equally, note and chord sequences will set upil fffrustrate listeners' expectations of what
should be happening. Meaning thus lies in thetltdé a passage of music is playing in the creation
and manipulation of expectation (see Meyer 19%&)ne's initial example of the Sherlock Holmes
story serves to indicate that awareness of strecsua necessary component of the interpretation of

many (if not all) literary texts as well.

Cone has highlighted a special form of reading (amdll be the contention below that this
analytic reading is fundamental to our appreciatibsport). Further, his account of three readings
serves to identify something distinctive in thedieg of an artistic text. The hermeneutic cirge i
an account of the reading of any text.. Cone's@af; in contrast, would not be relevant to, shg, t
interpretation of scientific texts. But as suclon€ also hints at the source of aesthetic pleasure
yielded by an artistic text. Cone's account carelae as implicitly Kantian. Kant, in his analysis
of beauty, argues that our experience of beautgalppo both the sensual faculty of the
imagination, and the more rational faculty of urst@nding. The art work is something that is
sensually experienced and yet requires the engagerhthe intellect or understanding. The
scientific text requires merely understanding, asduch yields no aesthetic pleasure. The

charming entertainment appeals only to the seasesthus requires only imagination. In Kant's



terms it yields a sensation of agreeablendsgénehmdnnot pleasureljusi (Kant 1952, 8§3).

Thus, Cone is arguing that a genuine appreciationusic does not treat it merely as an agreeable
or charming sequence of sounds, but rather thatsiesmething that must, through analysis, be
understood. Only thus does music (or indeed amyank) yield pleasure.

Despite their insights, Cone's arguments remaiblpnoatic. This problem, and thus Cone's
relationship to hermeneutics, may be understoaginathrough appeal to Kant. In the third
moment of the 'Analytic of the Beautiful' Kant aeguthat the observer is unable to identify the end
or purpose of an object that is perceived to beitied (Kant 1952 817). Beauty is thus
‘purposiveness without purpose' (Adorno 1997, 1&h§lation modified]). That is to say that one
recognises that the beautiful and thus aesthetipldhasurable object has been designed, and thus
has a structure. However, unlike our experiencewbrk of craft, one cannot identify the purpose
or function to which this structure is to be ptihe object of beauty is thus ambiguous. The
beautiful object has no obvious extrinsic purp@esésting seemingly for its own sake alone. Further
beauty itself cannot be pinned down or formulatgdeast in terms of the set of rules or
instructions for its making. This stands in costr@ a work of craft. The production of a work of
craft follows pre-determined rules (Kant 1952, §4Bant may here be understood as anticipating
the notion of Romantic irony whereby an art worteds itself to continual re-reading, precisely

because it cannot be pinned down in one definititerpretation (see Schlegel 1996).

The hermeneutic circle may be understood as comngempon the experience of
'purposiveness without purpose’. The work is aoduig because it can be continually re-
interpreted. In contrast, Cone, as noted abowaegeglthe experience of ambiguity between the
naiveté of the first reading and the analysis efsacond. Cone aspires to definitiveness at the
moment of analysis (see Edgar 1999, 440-1), scatfelysis identifies, objectively, at least the
function and purpose of each part within the whibleot the rules that govern the whole. This is
problematic on two fronts. Firstly, there is noeamethod of analysis in musicology, and different
techniques, informed by different pre-judgementdl,lead to different accounts of the structure of
the work (see Cook 1987). Secondly, and perhaps significantly in terms of the hermeneutic
circle, while analysis may inform performance,ded not obviously determine it. The
performance becomes a test of the analysis, n@ra application. It is only in performance (or the
third reading) that one discovers whether or nalyais has generated a coherent, aesthetically
satisfying experience of the work. The contentbthe hermeneutician will be that no
performance or third reading of any work of suffiti depth and subtlety will be wholly satisfying.

The sense of ambiguity will not then be, as Conatais, an experience designed and



manipulated by the artist, in their skilful managemof the work's deep and surface structures, but
rather a real resistance to interpretation. Theeegnce of the work will be ambiguous because
parts stubbornly refuse to fit into any pre-contapbf the whole.

In summary of this section, | have argued that Guffexs a significant account of the process
of interpretation of certain art works. This acebhas some points of contact with hermeneutic
arguments, but its focus on the structure or syofake work highlights a special form of reading:
analysis. In this Cone offers, perhaps unintetignan account of the pleasure that the audience
derives from an art work, precisely as a Kantiamruay of the faculties of the imagination and the
understanding. Cone's account becomes problepraicsely where he suggests that analysis can
be definitive, and as such determine the thirdiregdather than allowing itself to be tested and
proved in that reading. It will be argued in trexisection that sport, as a rule governed acfivity
offers itself to analysis. As such, the appreciatf a sports match may rest upon something akin
to Cone's three readings.

Re-reading a sports match

A sports match may be revisited through variousimetdhe story of a game may simply be retold.
The angler may tell the tale of the one that gaiyawA newspaper will provide a more formal
report. Matches may be chronicled in publicatisnsh asVisden Cricketers' Almanacksames

of chess can be recorded exactly, through notdtgyséems that precisely describe each move.
Modern film and video technology allows sports rha&to be recorded in some detail and from
multiple angles and perspectives. Sport is, thasguite as ephemeral as it may first seem. A
game is not forgotten the moment it is playedingers, for a lesser or greater time, in the mgmor

of the individual and the community. Sports magchee thus revisited.

It was noted above that Cone accepts that a detestiory may be re-read, 'not for story but
for style, for portrayal of character, for commentsociety' (1989, 77-8). So, sport is similarly
revisited for diverse reasons. An exciting, bdalior innovative move may be celebrated for its
style. Thus, Reifenstahl's film documenting th8ADlympics Olympia records the graceful
movement of divers, athletes and gymnasts. Claracportrayed in a sports biography, be this in
the more traditional form of a written narrativeasra montage of video recordings. Games played
will inevitably be a focus of an such story. Swnly, a certain pleasure can be gained in following
the career of a first class cricketer by tracingécords and reports of their matches in a seguenc

of Wisdens As comment on society, a sports match may laggdesimply as a historical or
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sociological document. Again, Reifenstahl's Olyanigi of interest because of the light that it sheds
upon the use of sport in Nazi propaganda. Moredantly, it also shows much about the attitudes
and techniques of athletes in the 1930s (such aathwa runners stopping to drink and eat, or pole

vaulters dropping into a sand pit).

While all of these reasons may be important, tregheeflect the tension that Cone implies
between returning to a stoaga story and returning to it for other reasons. &€ amthe second
reading in particular, is concerned with the st@nypiece of music) as whole, as opposed to
'savoring appropriate passages here and ther®,(I88 To appreciate a sports movement for its
style detaches it from the flow of the game as alejrand from any concern with the result.

(There is a contrast between the first and secpads ofOlympig precisely in that the first part
places more emphasis upon the development of tnpeitition as a whole, for example in sprinting
and pole-vault, while the second part focuses emthvement of athletes separate from the
competition.) Similarly, documentary concern wsfhort may not be an interest in sport as sport,
much as a reading of Homer for what it can telllirstorian about the techniques of ancient Greece

sea-going neglects the story and thus the arOlympiasport is, in part, of interest as propaganda.

The case of 'portrayal of character' is more compleone's own argument largely neglects
this aspect of the art work, as his formalist apptodisplaces more expressivist considerations of
art (where the quality of the art work would beged primarily, not in terms of the subtlety and
innovation of its structure, as Cone argues, hiierat terms of its capacity to express human
emotion and character). This problem will be neér to below, but an initial comment may be
made in order to orient and frame the followingcdssion. A film such ad/hen we were Kings
documenting the 1974 world heavyweight boxing métetween George Foreman and Muhammad
Ali (and indeed documenting it as a whole), proside important account of both the contest and
its relationship to its historical period. Yeniay also be re-watched precisely for its portrayal
the characters of all involved. Such an exampkesthe question as to whether it matters that it
a sports film. Any documentary film, just like ahigtorical narrative, could and frequently will
seek to portray the characters involved. In effelcaracter is betrayed by the actions that are
recorded in the narrative. A good detective stikg, any expressivist art work, will, in subtle
contrast, develop the character of its heroes ydlh@ns) through their involvement in the plot.
The plot is not simply a sequence of events thatpe the character of the protagonists. It iseat

constructed deliberately to reveal that character.

This is, in effect, to argue that the very conaggportrayal’ is ambiguous. It raises the



possibility that an art work does not merely représa character, but provides a context within
which the audience may consciously reflect uporeetspof character. So too, it will be argued, a
good sports match allows the characters of theepdaas players, to be made available for
reflection. The ludic challenges of the game testain physical and psychological qualities of the
players, and as such reveal specific charactguersonae. Before developing this argument, and as
such a crucial argument as to why a sports matghbeae-watched, the relevance of Cone's
formalist second reading to sport will be reviewied,it highlights precisely the problem of
experiencing sport as sport and experiencing tbegsmatch as a whole. The structure revealed in
the second reading is the context within whichgberayal of character, in any profound sense, can

be experienced.

It has been argued above that Cone's second reiadirgpecial form of interpretation. The
usual temporally unfolding narrative that concdraameneutics is replaced by an atemporal, or
spatial, laying out of the structure or form of therk, possibly in diagrams (Cone 1989, 85). My
contention here is that this second reading isatdotive moment of sport as a hermeneutic event.
This is to make two claims. Firstly, that spakelany human interaction, is constituted through
the interpretative skills of its participants. 8edly, that a special form of interpretative skitlat
of analysis, is required to understand a sportelmatany depth or profundity. These claims may
be articulated by returning to Cone's analogy ofdtia, Roylott and Holmes as, respectively first,

second and third readers of a text.

Watson, Roylott and Holmes may be considered agjpants in a game, albeit that this
leads to an importantly different account of threiationship to reading and interpretation than
Cone's. Watson is the spectator, watching theldinpevents. Roylott and Holmes are players.
They contend against each other. Roylott, theldta has the objective of disposing of Helen
Stoner. Holmes, the defender, has the task opstghim. The strangeness of a detective story is
that the reader does not know — at least untildre@uement of the tale — against whom the
detective competes. Yet there is still a contese lfalbeit one where the reader knows that the
detective will win). Perhaps more importantly, ti@racters within the tale could offer their own
stories. Holmes, indeed, has the opportunity ¢ouat his version of the events as he explains
everything to Watson. Roylott, had he surviveduldaio doubt have been able to offer his own
distinctive narrative, defiantly cursing Holmes'ddéng and his own ill-luck As readers, we might
also imagine that, as the events unfold, the clerseare gradually constructing and modifying
their own narratives of what is happening. Criligiguch narratives will also shape their

subsequent actions. In any social interactionatiters can only know what to do next — how to
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carry on — if they can offer an interpretation dfathas already happened.

The characters' narratives thus serve to shapgetretopment of the story as a whole. To
consider Roylott and Holmes as contestants isdogmise the part that narrative will play in the
construction and pursuit of any game. The spoatim(like, indeed, any meaningful social
interaction) is a hermeneutic event. It is conogdl and unfolds through the interpretations and
narratives of its participants and the implicatitimst those narratives have for going on
meaningfully. In effect, each player works reles8lly through the hermeneutic circle, the narrative
of the whole being continually tested and revisethe light of the subsequent particular actions
that arises from it.

How a player acts, or how they go on, will depepdruhow well they make sense of their
own and others' actions. Yet a sports match tindis/e, as a hermeneutic event, because the
meaning of one's own and others' actions will bdiated by one's interpretation of the constitutive
rules of the sport (to which all players are selfsciously abiding). An action will only make
sense if it is encapsulated by those rules (eviei#s meaning only as a ‘foul’ or other illegialyp.
Further, the rules constitute ludic goals for tteyers, be these the goal of winning (e.qg.
completing 18 holes in fewer strokes than one'©oppt), or intermediate goals (such as tackling
an offender fairly and effectively; playing an wturnable tennis shot; negotiating a bunker).
Further, players do not merely give meaning tortheiions in terms of the rules of the game, but
will also judge how well they are playing: whereyrhave been successful and where they have
failed in pursuit of those ludic goals. The playeaelf-narrative will be, very significantly,
entwined with the narrative they tell about thgdgponents, and again what their opponents' actions
mean, and how well they are playing. Judgemenitsteftion, motivation, physical, or even
psychological, strength and frailty are all partioé narrative. This complex narrative, giving
sense to one's own and others' actions, allowgléyer to go on, continuing to act meaningfully
and purposefully. Thus, to return to the analog@mes and Roylott as players, after his visit to
Holmes, in the midst of the game as it were, Roylay assume that he has successfully warned
off Holmes. He is thus free to launch his fina@adly, assault on Miss Stoner. Holmes will have a
story of Roylott's complacency and arrogance, anchs plan how to outwit him.

If Holmes and Roylott are players, the positioMédtson is a little more ambiguous. The
Watson who we encounter as a character withintthrg s a spectator. He stands slightly on the
sidelines, struggling to make sense of the sequeiheeents that he experiences. Again, there is a

hermeneutic circle in play, but here the narrati¥the whole is tested, not by Watson's actions, bu
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by the subsequent events that he witnesses. Btg#oWa not an entirely naive spectator. He is
familiar with Holmes' methods. He has an idea, éwav vague, of how Holmes is responding to
the challenge that Roylott poses. In an analogptot, Watson is the spectator who is familiar
with the nature of the game. He may not know wliithappen next, but he understands the rules,
and appreciates a bold and unexpected play wheedseone. He may even be seen as the radio or
television commentator, offering an informed, udfog, narrative. Yet Watson is not just a
character within the story. He is also the narratahe story. In Cone's terms, he (rather than
Holmes) is the third reader, who knows how thingstwrn out, but in order to tell the story well,

to sustain the tension of suspense and ambigu#yemnds ignorance. This is the spectator retelling
skilfully, the story of a game to a friend, but mevealing the final score until the narrative ends
This is perhaps the least useful analogy to thevaraut it does draw upon the fact that games are
hermeneutic events not merely in their creatiom a&o in the retrospective stories that spectators
will tell. The game continues being interpreted ag-interpreted in players' tales of glorify or

anguish, in newspaper reports, and even in arclsiels asVisden

There is a further subtlety in Holmes' narrative &ars place as a character. As noted above,
Watson records Holmes' final account and explanaifdhe events. Through this Watson can
understand the events properly, and so constradhtid reading. Here Holmes moves from a
mere player to an analyst (and, contra Cone Hbisnes who personifies the second reader, and not
Roylott). Holmes' account of the contest is tHad ooach (or perhaps, draining the last drops from
the analogy, a player-manager). Holmes understdedainning strategy. His account of the
game is thus of a different order to that of evenrhoderately well informed spectator. Itis, as
Cone suggests of a second reading, diagrammatie.amalysis of the game abandons the linear or
temporal narrative in favour of a time that carstadled, in order to identify and evaluate the
positions of each player at a given moment, or eegarsed, in order to analyse the build-up of a
move, and to identify alternative positions thatyelrs could have occupied. Such an analysis may
appear to be concerned with only details of theggaand thus with important passages of play,
rather than with the game as a whole. Howevdrpetigh analysis will take in the game as a
whole. A successful passage of play may realisieq@iéy a strategy that has only been partially
realised earlier in the game; conversely it mayupsn a change of strategy, unexpected by the
opposition players. Each moment thus has itsafudllysis only in the context of the whole, ang it i

this analysis that informs and enriches a thirdlirea

It was noted above, with respect to Cone, thaharacterising the second reading as he does,

as an analysis that arrests the hermeneutic cih@dehe privileges a certain type of art work.
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Music, and in particular the Western canon of raghmusic with which Cone is concerned, lends
itself to such formal analysis, and does so becaussc may be understood primarily as of
syntactical, rather than semantic meaning. Spaimilar (see Edgar 2013, 140-167). The
meaning of any movement within the game is detegdhinot by its reference to anything beyond
the game, but by its relationship to the constrautules of the sport and to other moves already
made or anticipated. The analysis of strategy éxpdicates these syntactical relationships. While
the coach and the analyst at the end of the gamémee the most complete (although never
necessarily definitive) understanding of strategpartial grasp of strategy must be part of the
competent player's on-going interpretation of tamg. The player knows their own teams' strategy
and will be trying to work out the strategy of thepponents. Players' second readings are thts par
of the intersubjective construction of the gama aseaningful social process. The greater the
tactical acumen of the player, the more readilyjaly be suggested, are they able to integrate
revisions to the second reading within the contigunovement of the hermeneutic circle,

reinterpreting the events around them.

The relationship between the relatively naive sgtectand that of the analyst (and thus
between Watson as character and Holmes as playsgeg may be illustrated by recounting a
personal experience of watching a game. The gamgaastion was the second game of the
National Basketball Association finals, between iiddeat and San Antonio Spurs, in 2013. | am
a relatively naive spectator of basketball, un@demding the basic rules, but few subtleties of the
game. This particular contest was puzzling. Ténaeg was evenly balanced until the third quarter.
Miami then began to outscore San Antonio signifilyanl could follow the crude meaning of the
game, in that | could obviously enough recognibasket when scored. But | had no idea why
Miami were suddenly outplaying San Antonio. | ababt tell whether their offensive tactics had
changed, identifying and responding to a weaknefise San Antonio defence, or whether the San
Antonio defence was now simply making errors, ahpps missing a key player. | could, thus,
profitably re-watch the game under the guidance siitably knowledgeable analyst. Here, in
effect, is Cone's point. | would not simply watble game with the analyst (which is to say, follow
an analysis of tactics that would of necessity kbifeam the temporal flow of the game). Having
understood the analysis, | could watch the gama tbird time and, although fully aware of the
final result, would appreciate the flow of playaasealisation of that result.

At its most basic, this is the claim that an analghowledge is fundamental to the
appreciation of strategic sports. It is the clémat, without the capacity for this analytic second

reading the sports match can only be agreeablet@nt@ent (in Kant's sense of agreeableness),
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and not a genuine pleasure. Thus | readily fohedMiami/San Antonio game entertaining. There
was something exhilarating in watching Miami's depeng dominance. But without a deeper
understanding of basketball strategy it is no nbaa exhilarating (and akin to a listener who
merely follows the pleasant, exciting or moving sasi of the music, without concentrating
sufficiently to understanding the unfolding musiaejument). Something similar may be seen in
American Football. A short highlights package nagus on the exciting moments when
touchdowns are scored. Typically this entails shgva single down. While there will indeed be
strategic and tactical issues that can be conteatplere, the emphasis is still primarily on the
exhilaration of, say, a successful forward pass.sde the sequence of downs that led to the touch
down, and thus the offensive team's struggle toemgthe pitch, adds further context, and much
richer strategy considerations. The touchdowrotdimen a moment that is exciting in itself, but

rather the culmination of a pleasurable, analysduble.

Beyond this basic, albeit important, point, it nieyargued that analysis allows the
interpretation of the game to go beyond the symaict Put boldly, analysis allows one to
appreciate a game as an expression of the humalitioan In 1996, Bjarne Riis won the Tour de
France. Stage 16, a mountain stage, was pariici@portant to this win. Riis was already
leading the Tour. In addition, he took part inreak-away group at the head of the day's race. He
attacked this group a number of times, trying tm ga individual lead. A crucial moment then
occurred. Riis seemed to drop to the back offgtioeip. Here was the ambiguity that both Cone
and hermeneutics highlight. The move initially ream clear sense. Perhaps Riis was exhausted,
and this was the end of his challenge, possiblyrbig as a whole. However, Riis then began to
cycle back, passing the group. He looked at eideh in turn. Once at the head of the group, he

kept up his pace, easily cycling away to victoritfe stage, and thus of the Tour).

A re-watching of this moment is telling. Understany it requires analysis, for the deeper
one's awareness of technicalities such as geasngell as tactics within a break-away (for
example, of how riders co-operate, work with orhwiit team mates, and challenge each other).
Riis can be seen doing, perhaps, two things. Tiealy he is looking at the gears that his
competitors are using, and so assessing their defmxhaustion. Psychologically, he may be
psyching out these competitors. The ride up, pgdkiem, announces, 'Look what | can do!'. A
third watching of this event will enjoy the ambityubetween deep and surface structures that Cone
identifies. The surface experience is ambiguond,ia a third watching, one may identify, not just
with Riis, who after all knows what is going onthvith his competitors. A fleeting moment of

hope ('Riis is exhausted’) becomes despair (‘hdrmawested’). Here is the point of much ambiguity
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in tactical sport. The behaviour of one's oppomefrequently ambiguous or even baffling, even if
one is striving to interpret it within the frametbf constitutive rules of the sport. One tries to
confuse and deceive one's opponents (throughxéample, feints, dummy passes, and the like).
Only in a second reading can the true meaningefribve be understood (by spectator and player
alike). Itis only in a third reading, steppingtside the immediacy of the game, that this tension
between naive experience and tactics can be apprd@nd enjoyed (as Kant's semi-intellectual

pleasure).

The Riis example may be taken further. The rufesad cycling constitute a series of ludic
challenges. They put specific tests to the physicdy, but also the psychology, of the athlete. |
is here that the character of the athlete, astathkerevealed for reflection. Riis' ride mayste
understood, not simply as a physical struggle afad as a social and psychological one. Road
cycling is a team event and yet it is the individuaner who matters. One or two individuals are
supported and privileged by their teams. As saehtain forms of social or communal organisation
are thematised by the sport's rule. The sportrwsals something complex about the human
condition, and the human capacity to deal with pfatstress (demanding extremes of strength and
endurance), as well subtle forms of co-operatiah@mpetition. The interpretation of Riis'
victory is thus not simply formal. While analy$ecuses upon the syntax of constitutive rules and
tactics, a full understanding recognised the sulostaf the competition in the experience of the

athletes.

A final example may illustrate this. As noted abplzeon Gast's 1996 filMhen we were
Kingsrecords the 1974 heavyweight championship cobtsieen Ali and Foreman (the 'Rumble
in the Jungle’). The film can certainly be re-vixgid, although that in itself does not entail that t
boxing match itself is worth re-watching. One magtch the film as a film, appreciating its
artistry, rather than the fight it documents. Bug contest itself is extraordinary. Between the
second and seventh rounds, after a relatively agiye first round, Ali allowed Foreman to punch
him, with the most minimal attempt to fight baddere again, from the perspective of a first reader,
is baffling or ambiguous behaviour. Ali's stratejyhat is what it is, is radically unclear. The
mystery is resolved in the eighth round. Foremafi&nce is more tiring than Ali's defence, if Al
can absorb the (considerable) punishment. A veltifresh Ali could then knock out the

exhausted Foreman in the eighth round.

A second reading can analyse Ali's tactic, andeddecognise it as such, against the back

ground of a understanding of more orthodox boxaagits. A second reading can also analysis
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Foreman's tactics, and how he is trying to maksesef, and thus cope with, what Ali is doing. A
third reading again strives to watch the matchyegpting the ambiguity as a tension between
surface and deep structures, or between Ali's dedraviour and deep tactic. But it is also here
that a re-watching goes beyond a mere appreciafiboxing tactics, and thus beyond the merely
syntactical. The physical punishment that Ali eredyand indeed the humiliation experienced by
an outwitted and out-boxed Foreman, turns the sbnio an exploration of the human condition.
The bout itself, and not just the film, rewardsaratching, and in this goes beyond Cone's focus on
the ambiguity that lies in the tension betweert fired second readings, to a hermeneutic circle, and
so beyond a mere matter of strategy and tactidheointerpretation of the rules of the sport. The
bout invites interpretation and re-interpretatisrt@exactly what it does say about the human
condition. It is an infinitely rich hermeneuticeat, a study in suffering, endurance and self-

discipline.

Conclusion

| have argued that a sports match may reward beatghed multiple times. Sport is a specific
form of hermeneutic event. It is constituted tlgiodhe interpretations of its participants, and the
implications that these interpretations have fow ptaly continues. More specifically,
interpretations are structured by the constitutides of the sport, so that both the interpretatibn
one's own and others' actions are mediated by leugel of what is meaningful action in terms of
the rules, but also that one's development ancptaion of oneself as a player depends upon the
possibilities, in terms of the ludic goals of treaes, that the rules constitute. Much of the
behaviour of players in any strategic contest bgllambiguous as to its meaning and purpose, not
least as players seek to deceive and outwit edugr.ott is this initial ambiguity that Cone
highlights as characteristic of the first readifigaletective story (and indeed first hearing of
music, or at least music of any subtlety). Prdgibecause a sports match is constituted by
syntactical rules, understanding of this naive expee will require analysis. Analysis, it has hee
argued, partially arrests the hermeneutic cirtiés a special form of interpretation, abandoniing
temporal flow of narrative in favour of a atempavalkspatial exploration of events and their
relationships. Analysis identifies the tacticstthaderpin and make sense of that which is
experienced in a first reading. A good stratedgyer will incorporate this analytic awareness in
their on-going interpretation of the unfolding betgame. The pleasure of a third reading comes,

however, from watching the game as a whole, witarawess of the tactical choices being made
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through out, and thus in awareness of the tensetwden the ambiguities of a first reading and the
relative analytic certainty of a second reading afgame unfolds, the third reading will reveal how
particular move come to have a certain meaningsagrdficance. Riis' possible exhaustion

become$is moment of triumph.

It was argued that Cone's account of three readsimsved, both in terms of the
definitiveness or objectivity that he appears tdlaite to a second reading, but also becausesof hi
formalism. There seems little scope to move froimranalist second reading to substantial issues,
such as the portrayal, or more precisely expressiomuman character. Sport, at its most
profound, bridges the gulf between the formal dreddubstantial. The rules of sport constitute
specific physical and psychological tests for cotitges. It is thus in response to these tests that
athletes come to explore the human condition,rtggtie limits of physical and psychological
strengths, and exposing weaknesses. In greatstentiee sports match aspires to the status of a
essay on the human condition, in all its comic &adic diversity, as athletes engage with their own
frailty and contingency, thrown into a sportingreaehat is at once tightly regulated, and yet
typically open to the vicissitudes of good anduttk. Sport may not be art, but at its best, iyma

yield an aesthetic pleasure similar to that whiehdrts themselves yield.
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