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Prefaceȱ

EXȱ isȱasȱgoodȱaȱwordȱasȱanyȱwithȱwhichȱ toȱstartȱ thisȱbook.
That’sȱnotȱsoȱmuchȱbecauseȱit’sȱanȱobviousȱattentionȱgrabber
asȱbecauseȱWesternȱattitudesȱtowardsȱsexȱshareȱmuchȱinȱcomȬ
monȱwithȱwidespreadȱnotionsȱaboutȱmusic:ȱbothȱareȱcharacȬ

terisedȱbyȱtheȱepistemicȱdissociationȱofȱpublicȱfromȱprivate.ȱSinceȱsuch
dissociationȱlurksȱbehindȱkeyȱissuesȱaddressedȱinȱtheȱfirstȱpartȱofȱthis
bookȱI’dȱbetterȱexplainȱwhatȱIȱmean. 

NoȬoneȱinȱtheirȱrightȱmindȱwouldȱclaimȱthatȱsex,ȱoneȱofȱtheȱmostȱintiȬ
mateȱaspectsȱofȱhumanȱbehaviour,ȱhasȱnothingȱtoȱdoȱwithȱsocietyȱbeȬ
causeȱnoȱsocietyȱcanȱexistȱwithoutȱhumanȱreproductionȱandȱbecause
differentȱculturesȱregulateȱtheȱrelationȱbetweenȱsexȱandȱsocietyȱinȱdifȬ
ferentȱways.ȱThreeȱsimpleȱexamplesȱserveȱtoȱproveȱthisȱobviousȱpoint.
[1]ȱPublicȱ celebritiesȱ (politicians,ȱ filmȱ stars,ȱ sportsȱpersonalities,ȱ etc.)
areȱoftenȱpubliclyȱcensuredȱforȱintimateȱbehaviourȱrelatingȱtoȱtheirȱpriȬ
vateȱparts.ȱ[2]ȱAȱwifeȱwhoȱhasȱextramaritalȱsexȱinȱprivateȱcan,ȱinȱsomeȱsoȬ
cieties,ȱbeȱlegallyȱstonedȱtoȱdeathȱinȱpublic.ȱ[3]ȱInȱtheȱWestȱweȱareȱoften
subjectedȱtoȱtheȱpublicȱdisplayȱofȱprivateȱsexualȱfantasiesȱinȱadvertsȱplasȬ
teredȱonȱbillboards,ȱorȱbroadcastȱtoȱmillionsȱofȱTVȱviewers,ȱallȱofȱwhom

haveȱ toȱhearȱ intimateȱvoiceoversȱbreathingȱ inȱ theirȱearsȱorȱ toȱseeȱexȬ
tremeȱcloseȬupsȱofȱbodyȱparts,ȱallȱfromȱtheȱaudiovisualȱperspectiveȱofȱa
aȱsexualȱpartnerȱinȱaȱprivateȱspaceȱand,ȱatȱtheȱsameȱtime,ȱallȱmassȱdifȬ
fusedȱbyȱcableȱorȱsatellite.ȱ

MusicȱalsoȱoscillatesȱbetweenȱprivateȱandȱpublicȱbecauseȱmusicalȱexpeȬ
riencesȱthatȱseemȱintenselyȱintimateȱandȱpersonalȱareȱoftenȱperformed

publiclyȱorȱdiffusedȱglobally.ȱMediaȱcorporationsȱrelyȱonȱsharedȱsubjecȬ
tivityȱofȱmusicalȱexperienceȱnotȱjustȱtoȱsellȱasȱmuchȱofȱtheȱsameȱmusic

toȱasȱmanyȱasȱpossibleȱbutȱalsoȱtoȱinvolveȱusȱemotionallyȱinȱtheȱfilms

andȱgamesȱtheyȱproduce,ȱtoȱhelpȱmarketȱtheȱproductsȱtheyȱwantȱusȱto
buy,ȱandȱevenȱtoȱsellȱusȱasȱaȱtargetȱgroup,ȱdefinedȱbyȱcommonalityȱof
musicalȱtaste,ȱtoȱadvertisers.1ȱ
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InȱcontemporaryȱWesternȱcultureȱtheȱdifferencesȱbetweenȱprivateȱand
publicȱspheresȱinȱtheȱfieldsȱofȱbothȱsexȱandȱmusicȱinvolveȱaȱdualȱconȬ
sciousnessȱinȱthatȱourȱsenseȱofȱidentityȱandȱagencyȱinȱprivateȱisȱdissociȬ
atedȱ fromȱwhateverȱ senseȱweȱmayȱ haveȱ ofȱ ourselvesȱ inȱ theȱ public
sphere.2ȱDeepȱfissuresȱcanȱariseȱbetweenȱhowȱweȱseeȱourselvesȱasȱsexȬ
ualȱbeingsȱinȱprivateȱandȱhowȱweȱrespondȱtoȱdisplaysȱofȱsexualityȱinȱthe
media,ȱjustȱasȱourȱintenselyȱpersonalȱmusicalȱexperiencesȱseemȱtoȱbeȱat
theȱoppositeȱendȱofȱtheȱnotionalȱspectrumȱtoȱallȱtheȱtechnical,ȱeconomic

andȱ socioculturalȱ factorsȱwithoutȱwhichȱmuchȱ ofȱ theȱmusicȱ thatȱ so
deeplyȱmovesȱusȱcouldȱnotȱexist.ȱ

Havingȱservedȱ itsȱpurposeȱ toȱkickȱstartȱ theȱcentralȱ issueȱofȱdualȱconȬ
sciousness,ȱsexȱcanȱnowȱbeȱdumpedȱandȱattentionȱdrawnȱtoȱtheȱrationȬ
aleȱbehindȱ thisȱbookȱaboutȱmusic.ȱClearly,ȱ Iȱmustȱhaveȱ thoughtȱ there
wasȱaȱproblemȱtoȱsolve,ȱaȱlacunaȱtoȱfill,ȱorȱatȱleastȱsomeȱerrorȱorȱhalfȬ
truthȱtoȱcorrect,ȱotherwiseȱIȱcouldȱhaveȱsavedȱmyselfȱtheȱbotherȱofȱwritȬ
ingȱtheseȱwordsȱandȱyouȱofȱhavingȱtoȱreadȱthem.ȱTheȱpointȱisȱthatȱdurȬ
ingȱmyȱcareerȱinȱmusicȱstudiesȱIȱcameȱtoȱrealiseȱthatȱtheȱcentralȱproblem
inȱunderstandingȱhowȱmusicȱworksȱderivesȱnotȱfromȱtheȱdichotomies

ofȱprivateȱandȱpublicȱorȱofȱsubjectiveȱandȱobjectiveȱinȱthemselves,ȱbut
fromȱ theȱdualȱconsciousnessȱofȱ individualsȱunableȱ toȱ linkȱ theȱ twoȱpolesȱof
thoseȱdichotomies.ȱThatȱisȱofȱcourseȱanȱepistemologicalȱobservation.ȱIt
meansȱthatȱoverȱtheȱyearsȱI’veȱrepeatedlyȱfoundȱprevailingȱpatternsȱof
understandingȱconnectionsȱbetweenȱtheȱvariousȱspheresȱofȱhumanȱacȬ
tivityȱrelatingȱtoȱmusicȱtoȱbeȱinadequate.ȱNow,ȱifȱthat’sȱsupposedȱtoȱbe
aȱreasonȱforȱwritingȱaȱbook,ȱit’sȱalsoȱaȱstatementȱinȱneedȱofȱsubstantiaȬ
tion.ȱInȱChaptersȱ2Ȭ4ȱIȱpresentȱevidenceȱsupportingȱtheȱstatement.ȱHere

inȱthisȱpreface,ȱhowever,ȱIȱthinkȱit’sȱbetterȱtoȱexploreȱtheȱproblemȱfrom
aȱmoreȱdownȬtoȬearthȱandȱpersonalȱperspective.ȱȱȱ

1. Commercialȱformatȱradio’sȱmainȱbusinessȱaimȱis,ȱasȱRothenbuhlerȱ(1987)ȱexplains,ȱtoȱ
sellȱaudiencesȱtoȱadvertisers.ȱSeeȱalsoȱKarshnerȱ(1972).

2. ‘Dualȱconsciousness’ȱisȱaȱtermȱcoinedȱbyȱFrantzȱFanonȱ(1967)ȱwhoȱusesȱitȱtoȱdenoteȱ
theȱwayȱinȱwhichȱcolonisedȱsubjectsȱhaveȱtoȱassumeȱtwoȱidentitiesȱatȱtheȱsameȱtime:ȱ
inȱrelationȱ[1]ȱtoȱtheȱcolonisersȱandȱ[2]ȱtoȱfellowȱcolonisedȱsubjects.ȱI’veȱtakenȱtheȱlibȬ
ertyȱofȱextendingȱtheȱconceptȱhereȱtoȱincludeȱdissonancesȱofȱidentityȱbetweenȱtheȱ
privateȱandȱpublicȱspheres.
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Backgroundȱ1:ȱnonȬmusoȱ
Beforeȱ concretisingȱ thisȱ book’sȱ rationaleȱ letȱmeȱ firstȱ explainȱwhatȱ I
meanȱbyȱmusoȱandȱnonȬmuso.ȱIȱuseȱmusoȱ(withoutȱtheȱnonȬ)ȱcolloquially
toȱdenoteȱsomeoneȱwhoȱdevotesȱaȱlotȱofȱtimeȱandȱenergyȱtoȱmakingȱmuȬ
sicȱorȱtalkingȱaboutȱit,ȱespeciallyȱitsȱtechnicalȱaspects.ȱAȱmusoȱisȱinȱother
wordsȱ someoneȱwithȱeitherȱ formalȱ trainingȱ inȱmusic,ȱorȱwhoȱmakes

musicȱonȱ aȱprofessionalȱorȱ semiȬprofessionalȱbasis,ȱorȱwhoȱ justȱ sees
him/herselfȱasȱaȱmusicianȱorȱmusicologistȱratherȱthanȱasȱaȱsociologistȱor
culturalȱstudiesȱscholar.ȱNonȬmusosȱareȱsimplyȱthoseȱwhoȱdon’tȱexhibit
theȱtraitsȱjustȱdescribedȱandȱit’sȱtheyȱwhoȱfeatureȱinȱthisȱbook’sȱsubtitle.
TheȱobviousȱquestionȱisȱwhyȱIȱasȱaȱmusoȱthinkȱIȱbothȱcanȱandȱoughtȱto
writeȱaboutȱmusicȱforȱnonȬmusos.ȱ

Theȱbasicȱideaȱbehindȱthisȱbookȱstartedȱtoȱtakeȱshapeȱinȱtheȱearlyȱ1980s
whenȱmusicȱvideos,ȱcableȱTV,ȱandȱacademicsȱspecialisingȱ inȱpopular
musicȱwereȱnovelties.ȱThatȱbizarreȱconjunctureȱwas,ȱIȱsuppose,ȱoneȱreaȬ
sonȱwhyȱIȱwasȱaskedȱonȱseveralȱoccasionsȱtoȱtalkȱaboutȱmusicȱvideos,ȱa
topicȱonȱwhichȱI’veȱneverȱbeenȱanȱexpert.ȱTheȱinvitationsȱcameȱmostly

fromȱpeopleȱinȱmediaȱstudies,ȱlinguistics,ȱpoliticalȱscienceȱandȱtheȱlike,
moreȱrarelyȱfromȱfellowȱmusicȱeducatorsȱorȱscholars.3ȱThoseȱcolleagues
inȱotherȱdisciplinesȱseemedȱtoȱfindȱmusicȱvideosȱproblematicȱbecause,
ifȱIȱunderstoodȱthemȱrightly,ȱstandardȱnarrativeȱanalysisȱwasȱunableȱto
makeȱmuchȱsenseȱofȱaudiovisualsȱthatȱclearlyȱspokeȱvolumesȱtoȱtheir
(then)ȱyoungȱMTVȬviewingȱstudents.ȱSomeȱofȱthoseȱnonȬmusoȱteachers
hadȱofȱcourseȱdeducedȱthatȱpopȱvideoȱnarrativeȱmadeȱaȱdifferentȱsortȱof
senseȱwhenȱitȱfunctionedȱasȱvisualisedȱmusicȱratherȱthanȱasȱvisualȱnarraȬ
tiveȱwithȱmusicalȱ accompaniment.ȱThoseȱ colleagues,ȱ allȱ qualifiedȱ to
talkȱaboutȱsocioȬeconomicȱaspectsȱofȱmusicȱandȱaboutȱHollywoodȱfilm
narrative,ȱseemedȱ inȱotherȱwordsȱ toȱbeȱaskingȱme,ȱaȱmusicologist,ȱ to
helpȱsolveȱepistemologicalȱproblemsȱrelatingȱtoȱmusicȱasȱaȱsignȱsystem.ȱ

Awareȱofȱmusicology’sȱembarrassingȱinabilityȱatȱthatȱtimeȱtoȱhelpȱfelȬ
lowȱeducatorsȱandȱscholarsȱoutsideȱourȱdisciplineȱsolveȱanȱimportant

problem,ȱ Iȱhaveȱ toȱadmitȱ that,ȱ facedȱwithȱ theȱ taskȱofȱdeconstructing
musicalȱnarrativeȱforȱnonȬmusosȱandȱtheirȱstudents,ȱIȱfeltȱatȱtheȱbestȱof

3. Inȱtheȱearlyȱ1980sȱIȱgaveȱsuchȱpresentationsȱmainlyȱinȱSwedenȱ(e.g.ȱGöteborg,ȱHelȬ
sjön,ȱKarlstad,ȱKristianstad,ȱLandskrona,ȱLund,ȱSkurup,ȱSödertälje,ȱStockholm).ȱ
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timesȱlikeȱtheȱoneȬeyedȱmanȱ(withȱseverelyȱimpairedȱsightȱtoȱboot)ȱin
theȱlandȱofȱtheȱblind.4ȱSinceȱthenȱI’veȱacquiredȱpartialȱvisionȱinȱtheȱother
metaphoricalȱeye.ȱThatȱslightȱimprovementȱmeansȱIȱthinkȱIȱcanȱnowȱsee
enough,ȱhoweverȱblurred,ȱtoȱwriteȱthisȱbook,ȱaȱtaskȱIȱwishȱwereȱunnecȬ
essaryȱandȱwhichȱ Iȱwouldn’tȱhaveȱundertakenȱ ifȱ Iȱdidn’tȱ thinkȱmusic

wasȱimportant.ȱTroubleȱisȱthat,ȱjudgingȱfromȱmusic’sȱhumbleȱstatusȱin
theȱpeckingȱorderȱofȱcompetencesȱhousedȱinȱmostȱinstitutionsȱofȱlearnȬ
ing,ȱit’sȱallȱtooȱeasyȱtoȱbelieveȱthatȱmaths,ȱnaturalȱsciencesȱandȱlanguage
mustȱallȱbeȱmoreȱusefulȱthanȱmusicȱwhoseȱpigeonholingȱasȱartȱorȱenterȬ
tainmentȱimpliesȱthatȱit’sȱlittleȱmoreȱthanȱauditoryȱicingȱonȱtheȱcakeȱof
‘realȱknowledge’.5ȱAsȱwe’llȱseeȱ inȱChaptersȱ1Ȭ3,ȱeverydayȱextramural

realityȱtellsȱquiteȱaȱdifferentȱstory.

Readershipȱandȱaimsȱ

Althoughȱthisȱbookȱwillȱhopefullyȱalsoȱinterestȱmusos,ȱit’sȱprimarilyȱinȬ
tendedȱforȱpeopleȱlikeȱDaveȱLaing,ȱSimonȱFrith,ȱmyȱdaughterȱandȱthe
teachersȱjustȱmentioned,ȱi.e.ȱeducatedȱindividualsȱwithoutȱformalȱorȱprofesȬ
sionalȱqualificationsȱinȱmusicȱorȱmusicologyȱ—’nonȬmusos’—ȱwhoȱwantȱto
knowȱhowȱtheȱsoundsȱofȱmusicȱworkȱinȱtheȱcontemporaryȱurbanȱWest.

It’sȱforȱthoseȱwhoȱwantȱtoȱunderstand:ȱ[1]ȱhowȱmusic’sȱsoundsȱcanȱcarry
whichȱ typesȱ ofȱmeaning,ȱ ifȱ any;ȱ [2]ȱ howȱ someoneȱwithȱnoȱ formalȱmusical
trainingȱcanȱtalkȱorȱwriteȱintelligentlyȱaboutȱthoseȱsoundsȱandȱtheirȱmeanings.
Toȱcoverȱthatȱterritoryȱinȱaȱsingleȱbook,ȱsimplificationsȱandȱgeneralisaȬ
tionsȱwillȱbeȱunavoidable.ȱAtȱtheȱsameȱtime,ȱinȱorderȱtoȱmakeȱsenseȱof
theȱterritory,ȱitȱwillȱalsoȱbeȱnecessaryȱtoȱsummariseȱbasicȱtenetsȱofȱmuȬ
sic’sȱspecificityȱasȱaȱsignȱsystemȱandȱtoȱdefuseȱsuchȱepistemicȱbombsȱas
ABSOLUTEȱMUSICȱandȱMUSICȱASȱAȱUNIVERSALȱLANGUAGEȱ(Chaptersȱ2Ȭ3).

Thisȱbookȱwillȱnotȱtellȱyouȱhowȱtoȱmakeȱmusic,ȱnorȱdoesȱitȱprovideȱpotȬ
tedȱaccountsȱofȱcomposers,ȱartists,ȱgenresȱorȱofȱtheȱmusicȱindustry;ȱnor
willȱitȱbeȱofȱanyȱuseȱtoȱstudentsȱcrammingȱforȱmusicȱtheoryȱorȱhistory
exams.ȱ Itȱcertainlyȱwon’tȱhelpȱyouȱbluffȱyourȱwayȱ throughȱconversaȬ
tionsȱaboutȱjazz,ȱfolk,ȱrap,ȱrock,ȱdubstep,ȱclassicalȱmusicȱorȱ‘worldȱmuȬ

4. ‘Taggȱisȱdeȱeenoogȱinȱhetȱlandȱderȱblinden’ȱ(LeoȱSanamaȱinȱtheȱDutchȱdailyȱHaagseȱ
Post,ȱ1980Ȭ05Ȭ31:ȱ54Ȭ55).ȱ

5. Seeȱcommentsȱaboutȱmusicȱasȱ‘auditoryȱcheesecake’ȱonȱpageȱ62.
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sic’.ȱ Andȱ underȱ noȱ circumstancesȱ whatsoeverȱ willȱ itȱ claimȱ the
superiorityȱofȱoneȱtypeȱofȱmusicȱoverȱanother:ȱthereȇsȱalreadyȱplentyȱof
literatureȱofȱallȱtheȱtypesȱjustȱmentioned.ȱThisȱbook’sȱjobȱisȱtoȱpresent,
withoutȱresortingȱtoȱmoreȱthanȱanȱabsoluteȱminimumȱofȱmusicalȱnotaȬ
tionȱandȱinȱtermsȱaccessibleȱtoȱtheȱaverageȱuniversityȱstudentȱoutside
music[ology],ȱwaysȱofȱunderstandingȱtheȱphenomenonȱofȱmusicȱasȱaȱmeanȬ
ingfulȱsystemȱofȱsonicȱrepresentation.

Theȱappearanceȱofȱthisȱbookȱisȱfurtherȱmotivatedȱbyȱfactorsȱ linkedȱto
theȱemergenceȱofȱpopularȱmusicȱstudiesȱasȱaȱfieldȱofȱinquiryȱinȱhigher
education.6ȱTheȱmajorityȱofȱscholarsȱinȱthisȱfieldȱhaveȱtendedȱtoȱcome

fromȱtheȱsocialȱsciencesȱandȱtheȱnonȬmusoȱhumanitiesȱ(communication

studies,ȱculturalȱstudies,ȱ filmȱstudies,ȱpoliticalȱscience,ȱsociology,ȱanȬ
thropology,ȱ cinema,ȱ literature,ȱ etc.)ȱ ratherȱ thanȱ fromȱdepartmentsȱof
musicȱorȱmusicology.ȱLikeȱtheȱteachersȱflummoxedȱbyȱpopȱvideoȱnarraȬ
tiveȱinȱtheȱearlyȱ1980s,ȱtheseȱcolleaguesȱhaveȱunderstandablyȱtendedȱto
steerȱclearȱofȱ theȱMUSICȱ inȱPOPULARȱMUSIC,ȱ leavingȱanȱepistemicȱvoid
whichȱmusicologistsȱhaveȱonlyȱrecentlyȱstartedȱtryingȱtoȱfill.ȱSinceȱthe
earlyȱ1980s,ȱwhenȱIȱconductedȱreceptionȱtestsȱonȱtitleȱtuneȱconnotations
and,ȱmoreȱnotably,ȱ sinceȱ theȱ1990s,ȱwhenȱ Iȱ startedȱ teachingȱpopular
musicȱanalysisȱtoȱstudentsȱwithȱnoȱformalȱmusicalȱtraining,ȱI’veȱseenȱreȬ
peatedȱproofȱofȱgreatȱmusicalȱcompetenceȱamongȱthoseȱwhoȱneverȱset
footȱinsideȱmusicalȱacademe.ȱIt’sȱaȱlargelyȱuncodifiedȱvernacularȱcomȬ
petenceȱ thatȱ hasȱwithȱ fewȱ exceptionsȱ beenȱ atȱ bestȱ underestimated,

moreȱoftenȱtrivialisedȱorȱignored,ȱnotȱonlyȱinȱconventionalȱmusicȱstudȬ
iesȱbutȱalsoȱbyȱthoseȱindividualsȱthemselves.ȱThisȱkindȱofȱcompetence

isȱdiscussedȱinȱChapterȱ3ȱandȱusedȱasȱoneȱstartingȱpointȱforȱtheȱmethod

andȱanalysisȱsectionsȱinȱthisȱbook.ȱ

Itȱwouldȱatȱthisȱstageȱbeȱfairȱtoȱask,ȱgivenȱ‘musicology’sȱembarrassing

inability…ȱ toȱhelpȱ fellowȱ educatorsȱandȱ scholarsȱoutsideȱ [the]ȱdisciȬ
pline’,ȱhowȱaȱmusicologist,ȱwithȱallȱtheȱbaggageȱofȱthatȱdiscipline,ȱcan
possiblyȱexplainȱanythingȱusefulȱaboutȱmusicȱtoȱnonȬmusos.ȱ

6. BothȱIASPMȱ(InternationalȱAssociationȱforȱtheȱStudyȱofȱPopularȱMusic)ȱandȱtheȱ
CambridgeȱUniversityȱPressȱjournalȱPopularȱMusicȱwereȱfoundedȱinȱ1981.
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Althoughȱinitiallyȱtrainedȱasȱmusicianȱandȱcomposer,ȱmyȱinvolvement

inȱpopularȱmusicȱstudies,ȱincludingȱmusicȱandȱtheȱmovingȱimage,ȱhas
broughtȱmeȱintoȱcontactȱ justȱasȱmuchȱwithȱnonȬmusosȱasȱwithȱfellow
musiciansȱ andȱmusicologists.ȱThatȱ contactȱwithȱ nonȬmusosȱ ought,ȱ I
hope,ȱtoȱhaveȱtaughtȱmeȱenoughȱtoȱknowȱwhatȱsortȱofȱthingsȱneedȱexȬ
plainingȱaboutȱtheȱspecificsȱofȱmusicȱasȱmeaningfulȱsoundȱtoȱthoseȱwho

haveȱheard,ȱenjoyedȱorȱotherwiseȱreactedȱtoȱitȱbutȱwhoȱaren’tȱspecialists
atȱmakingȱitȱorȱverbalisingȱaboutȱhowȱit’sȱmade.ȱNevertheless,ȱsinceȱit’s
impossibleȱtoȱgaugeȱeachȱreader’sȱpriorȱknowledgeȱinȱorȱaboutȱmusic,ȱI
haveȱtoȱapologiseȱinȱadvanceȱifȱIȱmisjudgeȱtheȱreader’sȱintelligenceȱor
musicalȱcompetence.ȱIȱmustȱalsoȱapologiseȱtoȱeventualȱmusoȱreadersȱif,
inȱtheȱinterestsȱofȱaȱprojectedȱnonȬmusoȱreadership,ȱIȱoversimplifyȱthe
complexitiesȱandȱsubtletiesȱofȱmusicȱmaking.ȱWithȱ thoseȱ twoȱcaveats
outȱ inȱ theȱopen,ȱ Iȱhaveȱ toȱmentionȱaȱ thirdȱriskȱofȱmisunderstanding,

particularlyȱaboutȱtheȱfirstȱpartȱofȱthisȱbookȱ(Chaptersȱ1Ȭ5).

Ifȱoneȱofȱtheȱbook’sȱaimsȱisȱtoȱhelpȱsealȱtheȱepistemicȱfissureȱofȱdualȱconȬ
sciousnessȱinȱrelationȱtoȱmusic,ȱthenȱIȱwill,ȱlikeȱitȱorȱnot,ȱhaveȱtoȱvisitȱarȬ
easȱ ofȱ knowledgeȱ inȱwhichȱ Iȱmyselfȱ haveȱ noȱ formalȱ training.ȱ The
troubleȱisȱthatȱtheȱnotionalȱgapsȱbetweenȱmusicȱasȱsubjectiveȱexperience
andȱeverythingȱelseȱtoȱwhichȱit’sȱclearlyȱrelatedȱareȱmoreȱlikelyȱtoȱbeȱexȬ
acerbatedȱthanȱhealedȱbyȱdisciplinaryȱboundariesȱinstitutionallyȱdelinȬ
eatingȱdistinctȱareasȱofȱ competence.ȱThisȱmeansȱ thatȱ if,ȱasȱaȱmuso,ȱ I
crossȱtheȱborderȱinto,ȱsay,ȱsociology,ȱsemiotics,ȱneurologyȱorȱcommuniȬ
cationȱstudies,ȱIȱriskȱoffendingȱspecialistsȱwhoseȱinstitutionalȱterritoryȱI
enterȱwithoutȱtheȱmandatoryȱvisaȱofȱdisciplinaryȱcompetence.ȱInȱsuch
instancesȱIȱcanȱonlyȱapologiseȱandȱbegȱauthoritiesȱinȱtheȱterritoryȱIȱam
judgedȱtoȱhaveȱviolatedȱtoȱtreatȱmeȱnoȱworseȱthanȱtheyȱwouldȱanȱuninȬ
formedȱ butȱ inquisitiveȱ touristȱwithȱ honourableȱ intentions.ȱNotwithȬ
standingȱthatȱapology,ȱitȱmightȱbeȱmoreȱconstructiveȱtoȱinterpretȱatȱleast
someȱofȱmyȱ ‘illegalȱentries’ȱ inȱtermsȱofȱaȱnaïveȱbutȱpotentiallyȱuseful
challengeȱtoȱtheȱforeignȱdiscipline.ȱAfterȱall,ȱchallengesȱinȱtheȱopposite
directionȱ—againstȱmusicȱstudiesȱfromȱtheȱnonȬmusoȱ‘outsideȱworld’—

informȱmanyȱofȱthisȱbook’sȱkeyȱissues.ȱ
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Backgroundȱ2:ȱmuso
When,ȱasȱdescribedȱabove,ȱ thoseȱnonȬmusoȱ teachersȱaskedȱmeȱ toȱexȬ
plainȱhowȱtheȱmusicȱinȱpopȱvideosȱworkedȱtheyȱwereȱindirectlyȱquesȬ
tioningȱ‘my’ȱdiscipline.ȱTheyȱseemedȱtoȱbeȱassumingȱthatȱmusicology

couldȱcomeȱtoȱtheȱrescueȱatȱaȱtimeȱwhenȱtheȱdisciplineȱrarelyȱshowed

interestȱinȱeitherȱpopularȱmusicȱorȱmattersȱofȱmusicalȱmeaning.ȱTheir
assumptionȱcouldȱinȱthatȱsenseȱbeȱconsideredȱnaïveȱbecauseȱitȱdidn’tȱacȬ
countȱ forȱ theȱ institutionalȱ realityȱ ofȱ conventionalȱmusicology;ȱbutȱ it
alsoȱindirectlyȱand,ȱIȱbelieve,ȱjustifiablyȱquestionedȱourȱdiscipline’sȱuseȬ
fulnessȱandȱ legitimacy.ȱBeȱthatȱasȱ itȱmay,ȱtheirȱnonȬmusoȱassumption

aboutȱwhatȱmusicologyȱoughtȱtoȱbeȱdoingȱresonatedȱwithȱmyȱownȱmisȬ
givingsȱaboutȱtheȱdiscipline,ȱparticularlyȱinȱtermsȱofȱitsȱapparentȱrelucȬ
tanceȱ toȱdealȱwithȱmattersȱpopularȱorȱ semiotic.ȱMyȱquestioningȱwas

differentȱfromȱtheirsȱonlyȱinȱthatȱitȱderived,ȱasȱIȱseeȱit,ȱfromȱmainlyȱmuso
experience.ȱThatȱexperienceȱisȱworthȱrecountingȱforȱseveralȱreasons.ȱ[1]
ItȱhelpsȱmeȱretrospectivelyȱsortȱoutȱkeyȱeventsȱinfluencingȱmyȱinvolveȬ
mentȱinȱandȱideasȱaboutȱmusic.ȱ[2]ȱSomeȱfamiliarityȱwithȱthatȱprocess
makesȱmyȱpersonalȱandȱideologicalȱbaggageȱmoreȱtransparentȱtoȱreadȬ
ersȱwhoȱcanȱthenȱ‘seeȱwhereȱI’mȱcomingȱfrom’ȱandȱapplyȱwhateverȱfilȬ
terȱseemsȱappropriateȱtoȱanyȱpassageȱwithȱwhichȱtheyȱmayȱdisagree.ȱ[3]
TheȱaccountȱthatȱfollowsȱalsoȱillustratesȱcentralȱproblemsȱinȱtheȱepisteȬ
mologyȱofȱmusicȱandȱpartiallyȱexplainsȱwhyȱthisȱbookȱhasȱbeenȱsuchȱa
longȱtimeȱinȱtheȱmaking.

Briefȱmusoȱautobiography

Iȱcan’tȱhaveȱbeenȱmuchȱolderȱthanȱfourȱwhenȱIȱfirstȱregisteredȱthatȱmuȬ
sicȱwasȱasȱsoundȱconnectedȱtoȱthingsȱotherȱthanȱitself.ȱIȱrememberȱbashȬ
ingȱclustersȱonȱtheȱtopȱnotesȱofȱaȱpianoȱandȱscreamingȱ‘lightning’,ȱthen
thumpingȱaȱloudȱclusterȱonȱitsȱlowestȱnotesȱandȱyellingȱ‘thunder’ȱasȱI
satȱ underȱ theȱ keyboardȱ inȱ delightedȱ trepidationȱ atȱ theȱ threatening
soundsȱI’dȱproduced.ȱNotȱevenȱthenȱ(1948)ȱdidȱIȱactuallyȱbelieveȱthat
theȱ topȱnotesȱ ‘were’ȱ orȱ evenȱ ‘meant’ȱ lightningȱ andȱ theȱbottomȱ ones
thunder,ȱalthoughȱIȱmightȱwellȱhaveȱsaidȱsoȱifȱasked,7ȱbutȱIȱwasȱeven
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thenȱclearȱthatȱtheȱhighȱsoundsȱcouldȱnotȱpossiblyȱbeȱlinkedȱtoȱthunder
andȱthatȱtheȱlowȱonesȱwereȱunthinkableȱinȱtermsȱofȱlightning.ȱHaving

patientlyȱputȱupȱwithȱthisȱsortȱofȱcacophonyȱonȱtheȱpianoȱforȱaȱyearȱor
two,ȱmyȱparentsȱdecided,ȱforȱtheȱsakeȱofȱtheȱfamily’sȱsonicȱsanity,ȱthatȱI
shouldȱbeȱgivenȱpianoȱlessons.8ȱ

Inȱ 1952,ȱ agedȱ eight,ȱ Iȱwasȱblessedȱwithȱ aȱpianoȱ teacher,ȱ JaredȱArmȬ
strong,ȱwho,ȱ identifyingȱ theȱmotoricȱ torporȱofȱ theȱ fingersȱonȱmyȱ left
hand,ȱlookedȱoutȱofȱtheȱwindowȱatȱsnowȱfallingȱfromȱaȱgreyȱskyȱandȱjotȬ
tedȱdownȱanȱeightȬbarȱpieceȱcalledȱNorthȱStreetȱinȱaȱSnowȱStorm,ȱcomȬ
pleteȱwithȱaȱmournfulȱmelodyȱtoȱexerciseȱmyȱleftȱhandȱandȱbare,ȱstatic
sonoritiesȱ toȱoccupyȱ theȱright.ȱInȱ theȱsummerȱheȱswappedȱmyȱhands
aroundȱinȱByȱtheȱBanksȱofȱtheȱNene,ȱanotherȱeightȬbarȱminiȬpieceȱwhich

thisȱtimeȱfeaturedȱaȱquasiȬfolkȱtuneȱinȱtheȱrightȱhandȱandȱaȱstaticȱbagȬ
pipeȬlikeȱ droneȱ inȱ theȱ left.ȱAsȱwithȱ theȱ THUNDERȱ andȱ LIGHTNING,ȱ I
didn’tȱthinkȱNorthȱStreetȱinȱaȱSnowȱStormȱ‘was’ȱorȱevenȱ‘meant’ȱaȱsnowȬ
stormȱ inȱ theȱ streetȱ outsideȱ ourȱ houseȱ anyȱmoreȱ thanȱ Iȱ believedȱ the
banksȱofȱourȱlocalȱriverȱtoȱactuallyȱ‘be’ȱinȱByȱtheȱBanksȱofȱtheȱNene.ȱIȱjust
instantlyȱrecognisedȱtheȱsortȱofȱmoodȱmyȱpianoȱteacherȱhadȱintendedȱto
putȱacrossȱandȱwasȱinȱnoȱdoubtȱwhatsoeverȱasȱtoȱwhichȱtitleȱbelonged
toȱwhichȱpiece.9ȱIȱknewȱinȱotherȱwordsȱthatȱtheȱpiecesȱneitherȱsounded
norȱlookedȱlikeȱwhatȱtheirȱtitlesȱdenoted,ȱbutȱIȱdidȱthinkȱtheyȱsounded
likeȱwhatȱitȱmightȱfeelȱlikeȱtoȱseeȱorȱtoȱbeȱinȱtheȱsceneȱdesignatedȱbyȱeach
title,ȱevenȱthoughȱIȱwasȱobviouslyȱincapableȱatȱthatȱageȱofȱdistinguishȬ
ing,ȱalbeitȱinȱsuchȱsimpleȱterms,ȱbetweenȱthatȱtypeȱofȱconnotationȱand
otherȱsortsȱofȱsignification.10ȱȱȱȱȱȱ

7. AȱfourȬyearȬoldȱcannotȱbeȱexpectedȱtoȱtheoreticallyȱdistinguishȱbetweenȱdifferentȱ
meaningsȱofȱtoȱbeȱandȱtoȱmean.

8. MyȱTHUNDERȱANDȱLIGHTNINGȱmemoriesȱareȱfromȱaȱneighbour’sȱpiano.ȱItȱwasȱnotȱuntilȱ
afterȱweȱmovedȱinȱSeptemberȱ1948ȱthatȱIȱrememberȱanyȱpianoȱinȱourȱownȱhome.

9. Thisȱexcellentȱpianoȱteacherȱ()exetercollege.net/design/pdfs/08Register.pdf)ȱalsoȱ
introducedȱmeȱtoȱtheWHOLEȬTONEȱSCALEȱwhich,ȱafterȱseveralȱvisitsȱtoȱtheȱlocalȱcinema,ȱ
Iȱwasȱableȱtoȱlinkȱwithȱmystery.ȱThatȱpromptedȱmeȱtoȱproduceȱaȱshortȱpieceȱwhichȱIȱ
thoughtȱsoundedȱspookyȱenoughȱbutȱwhichȱfranklyȱjustȱmeanderedȱaimlesslyȱandȱ
didȱnotȱatȱallȱimpressȱMr.ȱArmstrong.ȱAtȱthatȱtimeȱ(1952Ȭ53)ȱweȱlivedȱonȱNorthȱStreetȱ
inȱtheȱsmallȱtownȱofȱOundleȱ(Northamptonshire,ȱUK),ȱtenȱminutes’ȱwalkȱfromȱtheȱ
RiverȱNene�>QLÚQ@.

10. SeeȱChapterȱ5,ȱp.164ff.ȱandȱp.189ȱforȱmoreȱonȱconnotationȱandȱmusicalȱmeaning.
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OneȱyearȱlaterȱIȱhadȱtoȱtakeȱlessonsȱfromȱaȱdifferentȱpianoȱteacherȱwho

madeȱmeȱsitȱnationalȱpianoȱexamsȱ forȱwhichȱ Iȱhadȱ toȱprepareȱpieces
drawnȱmainlyȱ fromȱ theȱeuroclassicalȱrepertoire.ȱThen,ȱagedȱ twelve,ȱ I
wasȱawardedȱaȱmusicȱprize.ȱItȱwasȱinȱfrontȱofȱtheȱwholeȱschoolȱthatȱaȱloȬ
calȱclassicalȱmusicȱcelebrityȱpresentedȱmeȱwithȱaȱcloyingȱbiographyȱof
MozartȱtheȱWunderkindȱandȱmadeȱaȱshortȱspeechȱinȱwhichȱheȱseemedȱto
implyȱthatȱtheȱtinyȱclassicalȱparodyȱI’dȱrecentlyȱwrittenȱwasȱsomething

ofȱwhichȱtheȱyoungȱMozartȱwouldȱnotȱhaveȱbeenȱashamed.ȱWell,ȱMoȬ
zartȱmightȱnotȱhaveȱbeenȱbutȱIȱwas.ȱThatȱtheȱ localȱcelebrityȱhadȱmisȬ
takenȱmyȱ facetiousȱparodyȱ forȱ aȱ straightȱ styleȱ compositionȱwasȱone
thing;ȱworseȱwasȱ theȱ resentmentȱ Iȱ felt,ȱ causedȱpartlyȱbyȱ theȱMozart

bookȱprizeȱandȱpartlyȱbyȱtheȱlocalȱcelebrity’sȱwords,ȱatȱbeingȱcompared

toȱaȱsadȱfreakȱinȱaȱpowderedȱwigȱwhoȱusedȱboyishȱcharmȱandȱpretty
musicȱtoȱingratiateȱhimselfȱamongȱdotingȱrichȬandȬfamousȱgrownȬups
inȱlateȱeighteenthȬcenturyȱAustria.11ȱItȱstruckȱmeȱthatȱclassicalȱmusic’s

localȱrepresentativesȱ—myȱpianoȱteacher,ȱtheȱcelebrityȱdishingȱoutȱthe
prize,ȱetc.—ȱwereȱtreatingȱmeȱtooȱasȱaȱprecociousȱfreak,ȱperhapsȱhoping
that,ȱ ifȱ flatteredȱ enoughȱ atȱ regularȱ intervals,ȱ I’dȱ joinȱ theirȱ ridiculous
ranks,ȱand,ȱlikeȱanȱobedientȱdog,ȱperformȱmoreȱmusicalȱtricksȱforȱthem.

Inȱ retrospectȱ Iȱ supposeȱ thatȱ recruitingȱ anotherȱ circusȱ animalȱmight

haveȱhelpedȱboostȱtheirȱcredibilityȱinȱtheȱARTISTICȱTALENTȱstakesȱofȱtheir
ownȱsocialȱaspirations,ȱbutȱatȱtheȱtimeȱIȱfeltȱangryȱandȱinsulted.ȱWantȬ
ingȱnoȱpartȱinȱtheirȱweirdȱworldȱIȱresolvedȱtoȱoutrunȱeveryoneȱbothȱin
theȱ200ȱmetresȱandȱonȱtheȱrugbyȱpitch,ȱtoȱgoȱforȱlongerȱbikeȱrides,ȱand
toȱdevoteȱmyselfȱatȱtheȱearliestȱopportunityȱtoȱmusicȱthatȱseemedȱtoȱacȬ
tuallyȱwork,ȱthatȱhadȱsomeȱrealȱuseȱandȱthatȱdidn’tȱ‘ponceȱabout’.12ȱ

Asȱluckȱwouldȱhaveȱitȱmyȱnextȱteacher,ȱKenȱNaylor,ȱheldȱnoȱfascination
forȱfreaks.ȱHeȱwasȱanȱaccomplishedȱpianist,ȱcomposerȱandȱchurchȱorȬ
ganistȱwhoȱranȱchoirsȱandȱorchestrasȱwithȱgreatȱskill,ȱwhoȱwroteȱmean

closeȬharmonyȱ arrangementsȱ andȱwhoȱ taughtȱmeȱ howȱ toȱ playȱ jazz

11. IȱendedȱupȱbyȱthrowingȱawayȱtheȱbookȱinȱdisgustȱbutȱIȱdoȱrememberȱoneȱparticuȬ
larlyȱcloyingȱpageȱwithȱaȱdrawingȱofȱtheȱboyȱwonderȱscribblingȱawayȱatȱaȱdeskȱandȱ
theȱcaption:ȱ‘LittleȱWolfgangȱwasȱlockedȱupȱinȱaȱroomȱwithȱsomeȱmanuscriptȱpaper.ȱ
Whatȱdoȱyouȱthinkȱheȱdid?’ȱIȱwasȱrelievedȱtoȱdiscoverȱthatȱmyȱfatherȱalsoȱfoundȱtheȱ
bookȱquiteȱnauseating.
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standards.ȱHeȱencouragedȱmeȱ toȱcomposeȱandȱ improvise,ȱandȱ introȬ
ducedȱmeȱtoȱBartók,ȱStravinskyȱandȱCharlieȱParker,ȱasȱwellȱasȱtoȱtheȱanȬ
themsȱandȱmadrigalsȱofȱElizabethanȱcomposers.ȱAsȱmyȱorganȱteacher,
heȱalsoȱmadeȱmeȱtransposeȱhymnsȱintoȱmoreȱmanageableȱkeysȱforȱthe
congregation,ȱandȱencouragedȱmeȱtoȱchangeȱtheirȱharmoniesȱinȱtheȱlast
verseȱtoȱaddȱaȱbitȱofȱdramaȱtoȱtheȱdrabȱroutineȱofȱdailyȱprayers.ȱHeȱeven
helpedȱmeȱovercomeȱmyȱMozartȱ traumaȱbyȱdrawingȱattentionȱ toȱ the
composer’sȱ abilityȱ toȱ transformȱ ‘prettinessȱ andȱwit’ȱ intoȱpassagesȱof
wondrouslyȱdisturbingȱ regret.ȱKenȱNaylor’sȱprofessionalȱ eclecticism
wasȱlivingȱproofȱthatȱnoȱtypeȱofȱmusicȱcouldȱbeȱseenȱasȱintrinsicallyȱsuȬ
periorȱorȱinferiorȱtoȱanother,ȱandȱthatȱmusicȱlearntȱandȱproducedȱbyȱear
wasȱ justȱasȱ legitimateȱasȱwhatȱyouȱplayedȱorȱsangȱ fromȱnotation.ȱOf
moreȱobviousȱdirectȱrelevanceȱtoȱtheȱanalysisȱpartsȱofȱthisȱbookȱwere

hisȱpracticalȱdemonstrationsȱofȱrelationsȱbetweenȱmusicȱasȱsoundȱand
‘somethingȱotherȱthanȱitself’,ȱmostȱstrikinglyȱtheȱwordȬpaintingȱskillsȱI
learntȱfromȱhimȱwhenȱaccompanyingȱhymnsȱinȱtheȱschoolȱchapel.13

FollowingȱthroughȱonȱtheȱvowsȱI’dȱmadeȱagedȱtwelve,ȱIȱ joinedȱaȱtrad
jazzȱcomboȱwhileȱstillȱatȱschoolȱandȱlater,ȱatȱuniversity,ȱaȱScottishȱcounȬ
tryȱdanceȱoutfitȱandȱanȱR&B/soulȱband.ȱ Inȱ thoseȱ threeȱensembles,ȱas
wellȱasȱinȱotherȱnonȬclassicalȱgroupsȱIȱsubsequentlyȱworkedȱwith,ȱIȱwas

theȱonlyȱmemberȱwithȱanyȱformalȱmusicalȱtraining.ȱBeingȱinȱtheȱminorȬ
ity,ȱIȱhadȱtoȱcurbȱmyȱspecialistȱtongueȱwheneverȱweȱneededȱtoȱdiscuss
theȱsortsȱofȱsoundȱweȱwantedȱtoȱmake.ȱFortunately,ȱverbalȱdenotation
ofȱmusicalȱstructureȱwasȱrarelyȱnecessaryȱbecauseȱdifferencesȱofȱopinȬ

12. TheȱpianoȱteacherȱwasȱMonicaȱOkell,ȱtheȱschoolȱSt.ȱFaith’sȱ(Cambridge,ȱUK,ȱ1953Ȭ
1957)ȱandȱtheȱlocalȱclassicalȱmusicȱcelebrityȱAllenȱPercivalȱwhoseȱOrchestraȱforȱBoysȱ
andȱGirlsȱappearedȱtheȱsameȱyearȱ(Percival,ȱ1956).ȱTheȱexamsȱIȱtookȱwereȱtheȱ(UK)ȱ
AssociatedȱBoard’sȱGradesȱ1ȱthroughȱ5.ȱOtherȱexplanations.ȱ[1]ȱtheȱ200ȱmetresȱwasȱatȱ
theȱtimeȱaȱraceȱofȱ220ȱyards.ȱ[2]ȱPonceȱisȱderogatoryȱUKȱslangȱforȱ‘aȱmanȱgivenȱtoȱ
ostentatiousȱorȱeffeminateȱdisplayȱinȱmanners,ȱspeech,ȱdress’ȱ(thefreedictionary.com);ȱ
poncingȱaboutȱmeansȱposturingȱlikeȱaȱponce,ȱwastingȱtimeȱwithȱpointlessȱactivities,ȱ
etc.ȱTheȱsortȱofȱmusicȱIȱhadȱinȱmindȱasȱnotȱ‘poncingȱabout’ȱconsistedȱatȱthatȱtimeȱofȱ
jazz,ȱpopȱandȱfilmȱmusic.ȱ

13. Iȱoweȱaȱlotȱtoȱthisȱexceptionalȱmanȱandȱmusician,ȱKenȱNaylorȱ(1931Ȭ1991),ȱheadȱofȱ
musicȱduringȱmyȱtimeȱatȱTheȱLeysȱSchool,ȱCambridgeȱ(UK),ȱ1957Ȭ1962.ȱTheȱwordȬ
paintingȱtechniquesȱareȱexemplifiedȱonȱpagesȱ152Ȭ153.
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ionȱwereȱ almostȱ alwaysȱ settledȱpracticallyȱusingȱ actualȱ orȱ imagined

soundȱtoȱcompareȱmusicalȱ ideaȱxȱwithȱalternativeȱy.ȱAtȱnoȱtimeȱdidȱI
everȱthinkȱthatȱmyȱfellowȱbandȱmembers’ȱlackȱofȱformalȱvocabularyȱdeȬ
notingȱ tonalȱstructureȱmeantȱ thatȱ theirȱmusicalȱskillsȱandȱknowledge

wereȱinȱanyȱwayȱlessȱvalidȱorȱlessȱsystematicȱthanȱthoseȱIȱhadȱlearntȱin
formalȱstudiesȱofȱtheȱEuropeanȱclassicalȱrepertoire.ȱOnȱtheȱcontrary,ȱit
soonȱbecameȱclearȱthatȱtheȱarsenalȱofȱstructuralȱtermsȱI’dȱhadȱtoȱacquire
inȱorderȱtoȱobtainȱaȱB.A.ȱinȱmusicȱwasȱquiteȱinadequate,ȱnotȱleastȱwhen

itȱcameȱtoȱissuesȱofȱrhythmic/motivicȱbounceȱandȱdriveȱ(asȱinȱgrooves
andȱriffs),ȱevenȱmoreȱsoȱwhenȱdenotingȱtheȱdetailsȱofȱtimbreȱsoȱimporȬ
tantȱinȱsoȱmanyȱtypesȱofȱpopularȱmusic.ȱ

ItȱalsoȱbecameȱclearȱthatȱIȱwasȱinhabitingȱatȱleastȱtwoȱdifferentȱsociomuȬ
sicalȱworldsȱwithȱdifferentȱrepertoires,ȱtechnologies,ȱfunctions,ȱvalues
andȱmodesȱofȱmetadiscourse.14ȱHowever,ȱIȱneverȱreallyȱbelievedȱthatȱI
wasȱmyselfȱlivingȱtwoȱmusicallyȱseparateȱlives.15ȱTrue,ȱtheȱinstitutional
andȱsocialȱdividingȱ linesȱbetweenȱ theȱofficialȱversionȱofȱeuroclassical
musicȱandȱallȱtheȱotherȱmusicsȱwithȱwhichȱI’dȱcomeȱintoȱcontactȱwere

realȱenough;ȱbutȱjustȱasȱmyȱpersonalityȱremainedȱbasicallyȱinȱtactȱwhen

Iȱlearnedȱtoȱspeakȱotherȱlanguages,ȱIȱfeltȱIȱwasȱtheȱsameȱmusicalȱperson
regardlessȱofȱwhicheverȱmusicalȱidiomȱIȱhappenedȱtoȱbeȱplayingȱinȱor
listeningȱto.ȱTheȱproblem,ȱIȱinsistedȱperhapsȱarrogantly,ȱwasȱnotȱwith

meȱbutȱonȱtheȱoutside.ȱIfȱthatȱwereȱsoȱIȱwould,ȱinȱtheȱsocialȱrealityȱoutȬ
sideȱmyȱhead,ȱsoȱtoȱspeak,ȱhaveȱtoȱconfrontȱoneȱsphereȱofȱmusicalȱactivȬ
ityȱwithȱanother.ȱThatȱsortȱofȱconfrontationȱinvolvedȱnotȱonlyȱeffortsȱto
persuadeȱfellowȱrockȱmusiciansȱtoȱjoinȱmeȱatȱaȱperformanceȱofȱBach’s
MatthewȱPassionȱandȱfellowȱeuroclassicalȱmusicȱstudentsȱtoȱlistenȱtoȱmy

Beatlesȱtapes;ȱitȱalsoȱinvolvedȱdevelopingȱverbalȱdiscourse,ȱcomprehenȬ
sibleȱtoȱmembersȱofȱwhicheverȱgroupȱIȱwasȱarguingȱwith,ȱthatȱcouldȱexȬ

14. SeeȱalsoȱChapterȱ3ȱunderȱ‘Structuralȱdenotation’ȱ(p.115,ff.).ȱForȱmoreȱaboutȱunnoȬ
tatedȱparametersȱofȱmusicalȱexpressionȱseeȱintroductionȱtoȱChapterȱ8ȱ(p.263,ff.).ȱ
Obscureȱbandȱreferences:ȱ[1]ȱleaderȱofȱtheȱnamelessȱschoolȱtradȱbandȱ(1958Ȭ60)ȱwasȱ
DaveȱLaneȱ(altoȱsax);ȱ[2]ȱgatheringsȱofȱtheȱCambridgeȱUniversityȱScottishȱDanceȱ
Societyȱ(1962Ȭ63);ȱ[3]ȱTheȱSoulbendersȱ(R&B/soul,ȱCambridgeȱ1963Ȭ65);ȱ[4]ȱTheȱ
FinesilverȬKerrȱQuintetȱ(Manchesterȱ1965Ȭ66);ȱ[5Ȭ6]ȱTheȱNazzȱandȱTheȱDisturbanceȱ
(Filipstad/Karlstad/Säffle,ȱ1966Ȭ68);ȱRödaȱKapelletȱ(Göteborgȱ1972Ȭ76).ȱ

15. Seeȱtheȱmusicalȱ‘doubleȱlives’ȱofȱKorngold,ȱRózsaȱandȱMorriconeȱ(p.90).ȱ
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plainȱinȱtheirȱtermsȱtheȱexpressiveȱandȱcreativeȱqualitiesȱofȱwhichever

musicȱwasȱunfamiliarȱinȱtheirȱsocioȬmusicalȱsphere.ȱThisȱstubbornȱinȬ
sistence,ȱinspiredȱinȱnoȱsmallȱpartȱbyȱKenȱNaylor’sȱlivingȱproofȱofȱmuȬ
sicalȱeclecticism’sȱobviousȱadvantages,ȱmeantȱthatȱIȱacquiredȱpractical
trainingȱ inȱverbalȱmediationȱbetweenȱmusosȱandȱnonȬmusos,ȱrockers
andȱjazzos,ȱclassicalȱbuffsȱandȱpopȱfans,ȱetc.ȱThatȱpracticalȱtrainingȱwas

alsoȱusefulȱpreparationȱforȱwritingȱthisȱbook.ȱ

Theȱsortȱofȱconfrontationȱjustȱdescribedȱseemedȱinȱgeneralȱtoȱgoȱdown

betterȱwithȱpopularȱmusicȱacquaintancesȱthanȱwithȱtheirȱeuroclassical
counterparts.ȱOneȱprobableȱreason,ȱIȱthink,ȱisȱthatȱtheȱformerȱhadȱnothȬ
ingȱ toȱ loseȱ inȱ openingȱupȱ toȱ theȱ latterȱwhereasȱ thoseȱwhoseȱ career,
mortgageȱpaymentsȱorȱmetaȬidentityȱdependedȱonȱattainingȱorȱmainȬ
tainingȱaȱhigherȱsocioculturalȱstatusȱdid.ȱAsȱexplainedȱinȱChapterȱ3ȱthe
CLASSICALȱMUSICȱ=ȱHIGHȱCLASSȱequationȱwasȱfuelledȱbyȱtheȱmetaphysical

aestheticȱofȱ‘absoluteȱmusic’ȱwhich,ȱbyȱtheoreticallyȱlocatingȱtheȱallegȬ
edlyȱmostȱnobleȱofȱmusicalȱexperiencesȱoutsideȱtheȱmaterialȱworld,ȱenȬ
abledȱ theȱ privilegedȱ classesȱ notȱ onlyȱ toȱ feelȱ culturallyȱ superiorȱ by
appearingȱtoȱtranscendȱmundaneȱmaterialȱrealityȱbutȱalsoȱtoȱdivertȱatȬ
tentionȱfromȱtheȱfactȱthatȱitȱwasȱtheyȱwhoȱwieldedȱtheȱrealȱpowerȱactuȬ
allyȱ inȱ theȱ materialȱ world.ȱ Givenȱ thatȱ noȬoneȱ likesȱ losingȱ their
privileges,ȱevenȱ(orȱespecially)ȱifȱtheyȱareȱillusory,ȱitȱwasȱinȱretrospect
naïveȱofȱme,ȱifȱnotȱplainȱstupid,ȱtoȱexpectȱthoseȱwithȱaȱvestedȱinterestȱin
maintainingȱ theȱABSOLUTEȱMUSICȱaestheticȱasȱpartȱofȱ theȱCLASSICALȱ=
CLASSȱequationȱtoȱrecogniseȱequalȱvalueȱinȱotherȱmusicsȱorȱtoȱwelcome

theȱdiscussionȱofȱmusicȱasȱifȱitȱmeantȱanythingȱexceptȱitself.ȱButȱthings
weren’tȱthatȱsimpleȱbecauseȱtheȱworldȱofȱeuroclassicalȱmusic,ȱasȱIȱknew
itȱinȱ1960sȱBritain,ȱwasȱhighlyȱcontradictoryȱaboutȱsuchȱmatters.

WhileȱIȱknewȱveryȱwell,ȱfromȱworkingȱatȱtheȱAldeburghȱFestivalȱand
fromȱfrequentȱvisitsȱtoȱevensongȱatȱKing’sȱCollegeȱChapelȱ(Cambridge),

thatȱeuroclassicalȱmusicȱwasȱtrulyȱperformedȱasȱifȱitȱreallyȱmeantȱsomeȬ
thingȱbeyondȱitself,ȱtheȱmusicȱdegreeȱprogrammeȱIȱfollowedȱatȱCamȬ
bridgeȱ focusedȱmainlyȱ onȱ technicalȱ andȱ archivalȱ tasks.ȱWeȱ hadȱ to
‘completeȱthisȱmotetȱinȱtheȱstyleȱofȱPalestrina’ȱwithoutȱconsideringȱthe
expressiveȱimperativeȱofȱwordsȱlikeȱcrucifixusȱorȱresurrexit,ȱtoȱdecipher
luteȱtablatureȱwithoutȱsparingȱaȱthoughtȱforȱDowland’sȱwordȱpainting,
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andȱ toȱwriteȱ essaysȱ aboutȱWagnerȱwithoutȱ linkingȱ hisȱworkȱ toȱ the
moral,ȱphilosophicalȱorȱpoliticalȱ ideasȱofȱ theȱ composerȱorȱhisȱ times.

Noneȱofȱitȱseemedȱtoȱmakeȱanyȱsense.ȱMeanwhileȱIȱcarriedȱonȱgigging
sporadicallyȱwithȱtheȱR&Bȱbandȱinȱpubs,ȱinȱclubsȱandȱonȱstudentȱdance
nights,ȱ performingȱ numbersȱ likeȱ I’llȱGoȱCrazy,ȱWalkingȱ TheȱDogȱ and
Routeȱ66.16ȱThatȱsortȱofȱmusicalȱactivity,ȱonȱtheȱotherȱhand,ȱmadeȱvery
obviousȱsocialȱsenseȱtoȱme.

ItȱwasȱwithȱreliefȱthatȱIȱleftȱtheȱRenaissanceȱthemeȱparkȱofȱCambridgeȱin
1965ȱtoȱdoȱaȱteachingȱdiplomaȱinȱManchesterȱwhereȱtheȱpragmaticsȱof
musicȱeducation,ȱincludingȱitsȱsocialȱimplications,ȱwereȱclearlyȱonȱthe
agenda.ȱItȱwasȱatȱtheȱheightȱofȱtheȱpopȱboomȱinȱnorthernȱEnglandȱandȱI
wasȱencouragedȱtoȱsubmitȱanȱendȬofȬyearȱminiȬthesisȱaboutȱtheȱpossiȬ
bleȱusesȱofȱpopȱinȱmusicȱeducationȱ(Tagg,ȱ1966).ȱIȱalsoȱmanaged,ȱduring
myȱteachingȱpractice,ȱtoȱkeepȱaȱclassȱofȱusuallyȱrowdyȱpupilsȱquietly
andȱenthusiasticallyȱoccupiedȱwritingȱhorrorȱfilmȱscenariosȱfollowing

theȱ thirdȱmovementȱ ofȱBartók’sȱMusicȱ forȱ Strings,ȱPercussionȱ andȱCeȬ
lesta.17ȱFourteenȱyearsȱlaterȱStanleyȱKubrickȱrepeatedȱtheȱsameȱexercise,
usingȱtheȱsameȱmusicȱtoȱunderscoreȱthreeȱscenesȱinȱTheȱShiningȱ(1980).
IfȱitȱwasȱOKȱforȱKubrickȱtoȱlinkȱmusicȱandȱpictureȱinȱthatȱway,ȱIȱargued
retrospectively,ȱitȱcan’tȱhaveȱbeenȱwrongȱforȱmeȱorȱmyȱpupilsȱtoȱhave
triedȱourȱhandsȱatȱit,ȱevenȱifȱtheȱscenariosȱweȱproducedȱwereȱnowhere

nearȱasȱgoodȱasȱKubrick’s.ȱAnyhow,ȱitȱwasȱmoreȱgristȱtoȱtheȱmillȱofȱlinkȬ
ingȱmusicȱtoȱotherȱthingsȱthanȱmusicȱitself,ȱandȱitȱwasȱfurtherȱevidence
ofȱunquestionableȱmusicalȱ competenceȱ amongȱ aȱ nonȬmusoȱmajority

thatȱincludedȱbothȱKubrickȱandȱmyȱsecondaryȱschoolȱpupils.

Despiteȱ considerableȱ encouragementȱ fromȱmyȱ supervisorȱ forȱ what

mustȱatȱtheȱtimeȱhaveȱseemedȱquiteȱbizarreȱideasȱforȱmusicȱeducation,18
otherȱendȬofȬyearȱexaminersȱwereȱmoreȱconservativeȱandȱpredictable.
Theyȱseemedȱtoȱdislikeȱmyȱlackȱofȱenthusiasmȱforȱsubjectingȱboysȱaged
thirteenȱ throughȱ sixteenȱ toȱ intensiveȱ vocalȱ trainingȱ andȱ theyȱ disapȬ

16. SeeȱRefAppxȱforȱBrownȱJȱ(1960),ȱThomasȱRȱ(1963)ȱandȱRollingȱStonesȱ(1964).
17. Bartókȱ(1936);ȱPlantȱHillȱComprehensiveȱSchool,ȱManchester,ȱJanuaryȬMarchȱ1966.
18. Iȱamȱveryȱgratefulȱtoȱmyȱsupervisor,ȱDrȱAubreyȱHickman,ȱoutstandingȱhumanist,ȱ

violaȱplayerȱandȱchainȱsmoker,ȱforȱhisȱcriticismȱandȱencouragementȱduringȱmyȱyearȱ
atȱtheȱDepartmentȱofȱEducationȱatȱtheȱUniversityȱofȱManchesterȱ(1965Ȭ66).
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provedȱofȱmyȱreluctanceȱtoȱmakeȱproperȱuseȱofȱtheȱschool’sȱOrffȱinstruȬ
ments.19ȱThen,ȱwhenȱ Iȱ lookedȱ inȱ theȱTimesȱEducationȱ Supplementȱ for
musicȱ teachingȱ jobs,ȱmyȱheartȱsankȱdeeperȱasȱ Iȱdiscoveredȱ I’dȱbeȱexȬ
pectedȱtoȱrunȱrecorderȱgroupsȱinȱoneȱschool,ȱenterȱpupilsȱforȱAssociated
Boardȱexamsȱ inȱanother,ȱtoȱteachȱpianoȱandȱatȱleastȱoneȱwindȱ instruȬ
mentȱinȱaȱthird,ȱandȱsoȱon.ȱIȱhadȱtoȱconcludeȱthatȱthereȱwasȱnoȱjobȱinȱedȬ
ucationȱforȱsomeoneȱpassionateȱaboutȱtheȱpopularȱandȱsemioticȱsidesȱof
music,ȱplentyȱforȱthoseȱploddingȱdownȱtheȱsameȱoldȱpathȱofȱperformȬ
ingȱtheȱclassics.ȱThat’sȱwhyȱIȱdumpedȱmusicȱeducationȱasȱaȱcareerȱopȬ
tionȱandȱtookȱaȱjobȱinȱSwedenȱteachingȱEnglishȱasȱaȱforeignȱlanguage,
keepingȱmusicȱonȱasȱjustȱaȱhobbyȱ(1966Ȭ68).

Iȱwasȱmuchȱhappierȱwithȱmusicȱonȱtheȱsidelines,ȱso,ȱafterȱtwoȱyearsȱat
myȱnewȱjobȱinȱSweden,ȱIȱdecidedȱtoȱretrainȱasȱaȱlanguageȱteacherȱ(1968Ȭ
71).ȱIȱenrolledȱatȱtheȱUniversityȱofȱGöteborgȱandȱchangedȱmyȱmusical

sidelineȱfromȱbeingȱinȱaȱrockȱbandȱtoȱsingingȱinȱaȱchoir.ȱNow,ȱoneȱofȱthe
altosȱinȱtheȱchoirȱ(Britt)ȱwasȱmarriedȱtoȱaȱmanȱcalledȱJanȱLing,ȱwhoȱhad
recentlyȱbeenȱaskedȱbyȱtheȱSwedishȱgovernmentȱtoȱsetȱupȱaȱnewȱmusic

teacherȱtrainingȱcollege.ȱLingȱtoldȱmeȱthatȱpopularȱmusicȱwouldȱbeȱon
theȱcurriculumȱandȱthatȱIȱwasȱtheȱonlyȱpersonȱheȱhadȱmetȱwithȱtheȱtriȬ
axialȱprofile:ȱ[1]ȱdegreeȱinȱmusic,ȱ[2]ȱteachingȱdiploma,ȱ[3]ȱexperienceȱof
makingȱpopularȱmusic.ȱWhenȱaskedȱtoȱteachȱsomeȱmusicȱanalysisȱatȱthe
newȱcollegeȱ inȱ1971ȱ Iȱ leaptȱatȱ theȱopportunity.ȱ Iȱwasȱeagerȱ toȱ tryȱout
ideasȱthatȱhadȱlainȱdormantȱsinceȱabandoningȱmusicȱasȱaȱcareerȱoption,
butȱIȱsoonȱranȱintoȱdifficulties.20

TheȱmainȱproblemȱwasȱthatȱtheȱideasȱIȱhadȱaboutȱ‘meaning’ȱinȱpopular
musicȱwereȱmostlyȱ intuitive,ȱ informedȱbyȱmusicȬmakingȱ experience,
notȱbyȱanyȱprocessȱofȱanalyticalȱreasoning.ȱ Iȱhadȱnoȱcoherentȱ theory
codifyingȱthatȱintuitiveȱknowledgeȱandȱonlyȱveryȱpatchyȱempiricalȱevȬ
idenceȱofȱstructuralȱaspectsȱrelatingȱtoȱmusicalȱsemiosisȱinȱanyȱshapeȱor

19. Orffȱinstrumentsȱareȱbasicallyȱinexpensiveȱxylophonesȱandȱmetallophonesȱwhoseȱ
individualȱtoneȱbarsȱ(keys)ȱcanȱbeȱdetachedȱsoȱnoȬoneȱcanȱplayȱanȱunwantedȱnote.ȱ
Thereȱisȱaȱcompleteȱaesthetic/educationalȱtheoryȱbehindȱtheȱuseȱofȱtheseȱinstrumentsȱ
(OrffȱSchulwerk)ȱwhichȱIȱneverȱfoundȱtotallyȱconvincing.

20. ForȱmoreȱaboutȱJanȱLingȱandȱtheȱimportanceȱofȱGöteborgȱinȱtheȱhistoryȱofȱpopularȱ
musicȱstudiesȱandȱeducation,ȱseeȱTaggȱ(1998a).
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form.ȱItȱwasȱclearȱthatȱifȱthoseȱideasȱwereȱtoȱbeȱofȱanyȱuseȱinȱeducation,
theyȱwouldȱ haveȱ toȱ beȱ testedȱ inȱ variousȱwaysȱ untilȱ viableȱ patterns
startedȱtoȱemergeȱthatȱinȱtheȱlongerȱtermȱmightȱtogetherȱconstituteȱanȱat
leastȱpartiallyȱcoherentȱbodyȱofȱtheoryȱandȱmethod.ȱMostȱofȱtheȱinitial
testingȱtookȱplaceȱinȱanalysisȱclassesȱwhereȱtheȱstudents’ȱrecurrentȱmisȬ
takes,ȱquestionsȱandȱinsightsȱforcedȱmeȱtoȱformulateȱpotentiallyȱuseful
patternsȱofȱanalyticalȱtheoryȱandȱapproach.21ȱSo,ȱarmedȱwithȱmyȱown

experiencesȱofȱmusicȱandȱmusicȱmaking,ȱwithȱcommentsȱandȱquestions
fromȱmusicȱstudents,ȱwithȱDaveȱLaing’sȱappealȱforȱ‘aȱsemioticȱdimenȬ
sion’ȱtoȱtheȱstudyȱofȱpopularȱmusicȱ(Laing,ȱ1969:ȱ194Ȭ6),ȱandȱwithȱaȱfew
rudimentaryȱ conceptsȱ importedȱ intoȱmusicologyȱ fromȱ hermeneutics

andȱsemiotics,ȱIȱendedȱupȱproducingȱaȱdoctoralȱthesisȱinȱ1979ȱaboutȱthe
meaningsȱofȱtheȱtitleȱmusicȱtoȱtheȱTVȱseriesȱKojak.ȱ

TheȱKojakȱthesisȱgeneratedȱplentyȱofȱencouragingȱreactionsȱbutȱitȱwas

alsoȱcriticisedȱforȱconcentratingȱonȱoneȱsingleȱpieceȱofȱmusicȱandȱforȱits
lackȱofȱempiricalȱunderpinning.ȱThat’sȱwhy,ȱinȱtheȱ1980s,ȱIȱconducted
numerousȱreceptionȱtestsȱonȱtenȱtitleȱtunesȱ(notȱjustȱone)ȱand,ȱwithȱBob
Clarida’sȱhelp,ȱstartedȱdealingȱwithȱresponseȱdata,ȱtranscriptionsȱand
musicalȱanalyses.ȱTheȱideaȱwasȱtoȱinvestigateȱlistenerȱresponsesȱinȱrelaȬ
tionȱtoȱstructuralȱelementsȱinȱtheȱtenȱthemeȱtunesȱand,ȱinȱtheȱprocess,ȱto
thoroughlyȱ test,ȱ fineȬtuneȱ andȱ improveȱ theȱ analyticalȱmethodsȱ proȬ
posedȱinȱtheȱKojakȱthesis.ȱDueȱmainlyȱtoȱtheȱwealthȱofȱlistenerȱresponses
andȱtheirȱoftenȱcomplexȱconnectionȱtoȱtheȱmusicalȱstructuresȱeliciting
them,ȱTenȱLittleȱTitleȱTunesȱ(TLTT)ȱprovedȱtoȱbeȱaȱmammothȱundertakȬ
ing.ȱInȱaddition,ȱlogisticalȱfactors,ȱincludingȱfullȬtimeȱteachingȱcommitȬ
ments,ȱtheȱacademicȱimperativeȱtoȱpublishȱaȱyearlyȱquotaȱofȱarticlesȱor
die,ȱ andȱmovingȱ continents,ȱmeantȱ thatȱ theȱ 914Ȭpageȱ bookȱwasȱ not
completedȱuntilȱDecemberȱ2003.22ȱ

EvenȱthoughȱI’dȱbeenȱencouraged,ȱatȱvariousȱpointsȱduringȱtheȱ1980s
andȱ1990s,ȱbyȱrespectedȱfriendsȱandȱcolleaguesȱlikeȱDaveȱLaingȱandȱSiȬ
monȱFrithȱtoȱproduceȱaȱbookȱlikeȱthisȱone,ȱandȱevenȱthoughȱI’dȱbeenȱapȬ

21. Oneȱsuchȱapproachȱtoȱgraduallyȱemergeȱinȱthoseȱearlyȱyearsȱ(1972Ȭ76)ȱwasȱinterobȬ
jectiveȱcomparison,ȱtheȱmainȱtopicȱinȱChapterȱ7ȱofȱthisȱbook.ȱȱȱȱ

22. Theȱ‘earlierȱwork’ȱisȱinȱTaggȱ(2000a,ȱb).ȱTheȱ914ȬpageȱbookȱisȱTaggȱ&ȱClaridaȱ(2003).ȱ
ForȱexplanationȱofȱworkȱonȱTLTT,ȱseeȱp.17,ff.
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proachedȱbyȱaȱrespectedȱpublishingȱhouseȱinterestedȱinȱaȱbookȱwithȱthe
workingȱtitleȱMusic’sȱMeanings,ȱIȱfeltȱunableȱtoȱstartȱworkȱonȱitȱbefore
completingȱTLTTȱ(TenȱLittleȱTitleȱTunes).ȱItȱjustȱdidn’tȱfeelȱrightȱtoȱwrite,

letȱ aloneȱ publish,ȱMusic’sȱMeaningsȱ untilȱ theȱ theoryȱ andȱmethodȱ I
wantedȱtoȱproposeȱinȱitȱhadȱbeenȱtested.ȱTLTTȱdocumentsȱthatȱprocess
ofȱtestingȱinȱconsiderableȱdetail.ȱIt’sȱoftenȱusedȱasȱaȱsourceȱforȱideasȱand
informationȱinȱthisȱbookȱ(seeȱp.ȱ17).

JustȱasȱimportantȱinȱlayingȱtheȱgroundworkȱforȱthisȱbookȱareȱallȱtheȱstuȬ
dentsȱwhoȱsinceȱ1971ȱattendedȱmyȱanalysisȱclasses.ȱBetweenȱOctober
1993,ȱwhenȱnonȬmusosȱfirstȱ joinedȱmyȱMAȱseminarȱinȱLiverpool,ȱand
Decemberȱ2009,ȱwhenȱIȱretired,ȱIȱspentȱoverȱ2,000ȱhoursȱteachingȱsome

sortȱofȱsemioticȱmusicȱanalysisȱtoȱaroundȱ800ȱstudents.23ȱThatȱmeans

lotsȱofȱanalysesȱmarked,ȱlotsȱofȱquestionsȱasked,ȱlotsȱofȱdiscussionȱand
lotsȱofȱopportunityȱtoȱobserveȱwhichȱideasȱandȱmethodsȱcausedȱprobȬ
lemsȱorȱ ledȱ toȱgoodȱresults.ȱMuchȱofȱ thisȱbookȱreliesȱheavilyȱonȱ that
teachingȱexperienceȱandȱonȱtheȱlessonsȱIȱlearntȱaboutȱwhatȱdidȱandȱdid
notȱwork,ȱwhatȱwasȱunnecessary,ȱwhatȱneededȱclearerȱexplanation,ȱetc.ȱ

Thisȱbookȱalsoȱdrawsȱonȱdecadesȱofȱhavingȱtoȱconfrontȱ‘receivedȱwisȬ
dom’ȱaboutȱmusicȱandȱmusicalȱlearning.ȱI’mȱreferringȱtoȱvariousȱtaboos
andȱarticlesȱofȱfaithȱaccordingȱtoȱwhichȱmusicȱ isȱconsideredȱasȱanȱalȬ
mostȱexclusivelyȱsubjective,ȱmagicalȱandȱirrationalȱphenomenonȱofȱhuȬ
manȱ experienceȱ thatȱ needsȱ toȱ beȱ keptȱ inȱ aȱ conceptuallyȱ separate
compartmentȱ fromȱanyȱ systematicȱorȱ rationalȱnotionȱofȱhowȱknowlȬ
edgeȱandȱmeaningȱareȱcreatedȱandȱmediated.ȱMyȱpersonalȱcredoȱisȱthat
failureȱ toȱbeȱ rationalȱ andȱobjectiveȱ aboutȱwhatȱ isȱhabituallyȱpigeonȬ
holedȱasȱirrationalȱandȱsubjectiveȱisȱtantamountȱtoȱintellectualȱtreachȬ
eryȱinȱaȱcultureȱandȱsocietyȱwhichȱexploitsȱourȱdualȱconsciousnessȱfor
shortȬtermȱgoalsȱofȱpoliticalȱorȱfinancialȱgain.ȱTherefore,ȱinȱorderȱtoȱpreȬ

23. 13ȱyearsȱofȱfullȬtimeȱteachingȱ(6ȱinȱLiverpool,ȱ7ȱinȱMontréal)ȱ4ȱcoursesȱ(modules)ȱatȱ3ȱ
hoursȱperȱweekȱforȱanȱaverageȱofȱ26ȱteachingȱweeksȱperȱyearȱ(12ȱperȱsemesterȱinȱLivȬ
erpool,ȱ14ȱinȱMontréal)ȱ=ȱ4056ȱhours,ȱminusȱtheȱ2ȱnonȬanalysisȱcourses,ȱorȱaȱtotalȱofȱ
2028ȱhoursȱanalysisȱteachingȱ1993Ȭ2009.ȱStudentȱnumbersȱareȱestimatedȱasȱfollows:ȱ
graduateȱseminarsȱmin.ȱ10,ȱundergraduateȱclassesȱmax.ȱ60,ȱaverageȱ=ȱ30ȱstudentsȱinȱ
2ȱanalysisȱclassesȱperȱyearȱforȱ13ȱyearsȱ(30ȱ×ȱ2ȱ×ȱ13)ȱ=ȱ780ȱstudents.ȱRoughlyȱoneȱthirdȱ
ofȱtheȱstudentsȱinȱoneȱanalysisȱclassȱperȱyearȱwereȱnonȬmusosȱ(780ȱ÷ȱ3ȱ÷ȱ2ȱ=ȱ130).ȱ
Betweenȱ1971ȱandȱ1993ȱIȱhadȱprobablyȱtaughtȱsomeȱsortȱofȱmusicȱanalysisȱtoȱaboutȱ
500ȱstudentsȱinȱSwedenȱ(c.ȱȱȱ.ȱ
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pareȱtheȱwayȱforȱtheȱsortȱofȱtheoryȱandȱmethodȱpresentedȱinȱChapters
6Ȭ14,ȱ Iȱhaveȱ toȱexamine,ȱexplainȱandȱdeconstructȱ theȱarticlesȱofȱ faith
whichȱ haveȱ forȱ suchȱ aȱ longȱ timeȱ obstructedȱ theȱ developmentȱ and
spreadȱofȱviableȱandȱdemocraticȱwaysȱofȱtalkingȱaboutȱmusicȱ ‘asȱ ifȱ it
meantȱsomethingȱotherȱthanȱitself’.ȱ

Inȱshort,ȱextensiveȱtestingȱofȱanalysisȱproceduresȱinȱtheȱclassroomȱand
repeatedȱexposureȱtoȱ‘receivedȱwisdom’ȱaboutȱmusicȱmeansȱthatȱIȱfelt
confidentȱenoughȱinȱ2007ȱtoȱstartȱworkȱonȱthisȱbookȱsoȱthatȱtheȱbackȬ
ground,ȱtheoryȱandȱpracticeȱofȱthoseȱanalysisȱproceduresȱcouldȱbeȱpreȬ
sentedȱtoȱaȱwiderȱpublic.ȱ

TLTTȱ
TLTTȱ(TenȱLittleȱTitleȱTunes;ȱTaggȱ&ȱClarida,ȱ2003)ȱisȱaȱ914Ȭpageȱtomeȱto
whichȱIȱoftenȱreferȱinȱthisȱbook. Toȱavoidȱhavingȱtoȱexplainȱtheȱrationale
andȱproceduresȱofȱTLTTȱeachȱtime,ȱhere’sȱaȱbriefȱresuméȱofȱinformation

relevantȱ toȱ itsȱuseȱ inȱ thisȱpublication.ȱMyȱbackȱ coverȱ salesȱpitchȱ for
TLTTȱincludedȱtheȱfollowingȱstatements.24ȱ

‘[TLTT]ȱdocumentsȱtheȱassociationsȱofȱhundredsȱofȱrespondentsȱtoȱten
extractsȱofȱmusic,ȱeachȱheardȱwithoutȱvisualȱaccompanimentȱbutȱused…
asȱfilmȱorȱTVȱtitleȱmusic.ȱItȱdealsȱwithȱlinksȱbetweenȱlistenerȱconnotaȬ
tionsȱandȱmusicalȱstructuresȱ inȱtheȱglobal,ȱAngloȬUSȬAmericanȱmassȬ
mediaȱcultureȱofȱtheȱlateȱtwentiethȱcentury,ȱanalysingȱmusogenicȱcateȬ
goriesȱofȱthoughtȱwhichȱownȱseriousȱideologicalȱpotential.

UnderȱheadingsȱlikeȱMinorȱAmenȱandȱcrisisȱchords,ȱSighingȱsixthsȱandȱsevȬ
enths,ȱCountryȱ&ȱLatinȱ clipȬclop,ȱBigȬcountryȱmodalism,ȱEthnicȱ folkȱ lutes,
Anaphonicȱtelegraphy,ȱBusyȱxylophonesȱandȱcomicȱbustle,ȱTheȱChurchȱofȱthe
FlattedȱFifthȱandȱP.I.ȱCool,ȱLatinȱpercussionȱandȱeyeȱshadow,ȱetc.,ȱ[TLTT]ȱreȬ
vealsȱhowȱnotionsȱofȱgender,ȱlove,ȱloneliness,ȱinjustice,ȱnostalgia,ȱsadȬ
ness,ȱ exoticism,ȱ nature,ȱ crime,ȱ normality,ȱ urgency,ȱ fashion,ȱ fun,ȱ the
military,ȱetc.ȱareȱmusicallyȱmediated.’

Theȱbasicȱstoryȱisȱthatȱbetweenȱ1980ȱandȱ1985,ȱandȱforȱmethodological

reasonsȱalreadyȱmentionedȱ(p.15),ȱIȱplayedȱtheȱtenȱtitleȱtunesȱtoȱindiȬ

24. Theȱcompleteȱbackȱcoverȱblurb,ȱaȱmoreȱdetailedȱoverviewȱofȱitsȱcontents,ȱopinionsȱ
aboutȱitȱandȱaȱlinkȱtoȱdownloadȱitȱareȱallȱatȱ)tagg.org/mmmsp/10Titles.html [110218].

http://www.tagg.org/mmmsp/10Titles.html
http://www.tagg.org/mmmsp/10Titles.html
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vidualsȱattendingȱoneȱofȱmyȱlecturesȱorȱseminars.ȱMostȱofȱtheȱ600Ȭodd
respondentsȱsubjectedȱtoȱtheȱthisȱexerciseȱwereȱSwedish,ȱbutȱtheȱtunes
wereȱalsoȱtestedȱonȱ44ȱLatinȱAmericans.ȱManyȱrespondentsȱwereȱstuȬ
dentsȱstillȱin,ȱorȱwhoȱhadȱrecentlyȱleft,ȱtertiaryȱeducation,ȱsomeȱwereȱin
secondaryȱeducation,ȱothersȱinȱadultȱeducation.ȱTheȱrepresentationȱof
menȱ andȱwomenȱ asȱwellȱ asȱ ofȱmusosȱ andȱ nonȬmusosȱwasȱ roughly
equal.ȱTheȱbasicȱreceptionȱtestȱprocedures,ȱincludingȱtheirȱconstruction,
implementationȱandȱresultȱclassificationȱareȱdescribedȱinȱChapterȱ6.ȱ

TLTTȱinvolvedȱaȱlotȱofȱstatisticalȱandȱanalyticalȱdonkeywork.ȱSinceȱone
mainȱaimȱwasȱtoȱfindȱoutȱHOWȱMUCHȱOFȱWHATȱrespondentsȱimaginedȱas
associatedȱwithȱWHATȱinȱtheȱtenȱpieces,ȱeachȱtuneȱhadȱtoȱbeȱtranscribed,
asȱdidȱallȱtheȱrelevantȱbitsȱofȱIOCM;25ȱandȱresponsesȱhadȱtoȱbeȱgrouped
inȱcategoriesȱsoȱthat,ȱforȱexample,ȱtheȱnumberȱofȱmenȱorȱwomenȱimagȬ
inedȱinȱconnectionȱwithȱoneȱtuneȱcouldȱbeȱreasonablyȱcomparedȱwith

theȱnumberȱofȱmenȱorȱwomenȱassociatedȱwithȱanother.ȱThatȱcompariȬ
sonȱprovokedȱanȱenlighteningȱbutȱdisturbingȱdiscussionȱofȱtheȱrepreȬ
sentationȱofȱmaleȱandȱfemaleȱthroughȱmusic.26ȱSufficeȱitȱhereȱtoȱsayȱthat
responseȱstatisticsȱfromȱTLTTȱcitedȱinȱthisȱbookȱcanȱbeȱinterpretedȱusing
theȱfollowingȱexample.ȱ

Overȱ50%ȱofȱrespondentsȱmentionedȱsomethingȱinȱeitherȱofȱtheȱcategoȬ
riesȱLOVEȱorȱMALEȬFEMALEȱCOUPLEȱonȱhearingȱtheȱfirstȱtuneȱinȱtheȱtest
battery.27ȱ Bearingȱ inȱmindȱ thatȱ theȱ averageȱ numberȱ ofȱ conceptsȱ reȬ
portedȱperȱpersonȱperȱtuneȱwasȱgreaterȱthanȱthreeȱandȱthatȱtheȱtestȱwas

oneȱofȱunguidedȱassociation,ȱ50%ȱisȱaȱveryȱhighȱscoreȱ indicatingȱthat
everyȱotherȱrespondentȱindependentlyȱchoseȱtoȱwriteȱdownȱwordsȱlike
LOVE,ȱROMANCEȱorȱCOUPLEȱonȱhearingȱtheȱpieceȱ—andȱthat’sȱexcluding
responsesȱlikeȱSTROKING,ȱFLOATING,ȱSLOWȱMOTION,ȱEMBRACING,ȱKISSING,

DREAMINGȱ andȱWONDERING.ȱAssociationsȱ inȱ theȱ campestralȱ category
(GRASS,ȱMEADOWS,ȱFIELDS,ȱetc.)ȱwereȱalsoȱcommonȱ (15%),ȱasȱwereȱ reȬ
sponsesȱ likeȱ WALKINGȱ THROUGH/OVER/ACROSSȱ theȱ sceneȱ (14%),ȱ in

25. IOCM:ȱseeȱGlossaryȱ(p.ȱ592)ȱandȱChapterȱ7,ȱesp.ȱp.ȱ238,ȱff.ȱ
26. ȱSeeȱchapterȱ‘TitleȱTuneȱGenderȱandȱIdeology’ȱ(TLTT:ȱ665Ȭ679).ȱReadersȱrequiringȱ

furtherȱdetailsȱofȱtheȱ‘donkeywork’ȱinȱTLTTȱareȱinvitedȱtoȱconsultȱTLTT’sȱappendicesȱ
1Ȭ6ȱ(pp.ȱ683Ȭ804)ȱandȱitsȱChapterȱ3ȱ(esp.ȱpp.107Ȭ150).ȱTLTTȱcanȱbeȱobtainedȱbyȱvisitȬ
ingȱ)tagg.org/mmmsp/publications.html [120418].ȱ

27. TheȱDreamȱofȱOlwenȱ(CharlesȱWilliams,ȱ1947).ȱ

http://www.tagg.org/mmmsp/publications.html
http://www.tagg.org/bookxtrax/NonMuso/mp3s/Olwen.mp3
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SPRINGȱorȱSUMMERȱ(13%)ȱsomeȱtimeȱinȱtheȱNINETEENTHȱCENTURYȱ(8%),

mostȱlikelyȱsomewhereȱinȱNORTHWESTERNȱEUROPEȱ(5%),ȱdefinitelyȱnot
inȱAsia,ȱAfricaȱorȱanywhereȱonȱ theȱAmericanȱcontinentȱ(allȱ0%).ȱNor

wereȱanyȱdetectives,ȱspies,ȱcowboys,ȱvillains,ȱcrime,ȱstreets,ȱdisorder,ȱor
modernȱtimesȱmentionedȱbyȱanybody:ȱthereȱwasȱnothingȱfast,ȱcosmic,

urban,ȱ inimical,ȱ threatening,ȱeruptive,ȱ conflictive,ȱmilitary,ȱasocialȱor
anythingȱ elseȱofȱ thatȱ typeȱ evokedȱbyȱoneȱorȱmoreȱofȱ theȱotherȱnine
pieces,ȱinȱanyȱrespondent’sȱimaginationȱonȱhearingȱtheȱpiece.ȱTheȱperȬ
centagesȱsimplyȱrepresentȱtheȱprobabilityȱofȱanyȱofȱtheȱindividualȱtest
subjectsȱcomingȱupȱwithȱaȱparticularȱconnotationȱinȱunguidedȱresponse
toȱ oneȱ ofȱ theȱ tenȱ testȱ tunes,ȱ orȱ ofȱmentioningȱ aȱ connotationȱ subseȬ
quentlyȱclassifiedȱinȱoneȱofȱtheȱcategoriesȱlistedȱinȱtheȱVVAȱtaxonomy

shownȱasȱTableȱ6Ȭ1ȱ(p.209,ff.).ȱ

Terminology

ToȱavoidȱunnecessaryȱconfusionȱI’veȱtriedȱasȱmuchȱasȱpossibleȱtoȱstick
toȱ establishedȱ conceptsȱandȱdefinitionsȱwhenȱwritingȱ thisȱbook.ȱThe
onlyȱtroubleȱisȱthatȱestablishedȱterminologyȱisȱsometimesȱtheȱcauseȱof
confusion,ȱnotȱ itsȱremedy.ȱThisȱ isȱpartlyȱtrueȱforȱsemioticȱconceptsȱ in
needȱofȱadaptationȱtoȱspecificallyȱmusogenicȱtypesȱofȱsemiosis,ȱwhence

neologismsȱ likeȱANAPHONE,ȱGENREȱ SYNECDOCHEȱandȱTRANSSCANSION

(seeȱChapterȱ13ȱandȱGlossary).ȱMuchȱmoreȱseriousȱisȱanȱembarrassingly

illogicalȱandȱethnocentricȱsetȱofȱkeyȱconceptsȱusedȱinȱconventionalȱmuȬ
sicȱstudiesȱinȱtheȱWestȱtoȱdenoteȱmusicalȱstructuresȱbearingȱonȱtheȱorȬ
ganisationȱofȱpitch.ȱI’veȱdealtȱwithȱtheseȱissuesȱ inȱ ‘TheȱTroublesȱwith

TonalȱTerminology’ȱ(Tagg,ȱ2011f)ȱandȱsuggestedȱmoreȱadequateȱdefiniȬ
tionsȱ ofȱ wordsȱ likeȱ NOTE,ȱ TONE,ȱ TONALITY,ȱ MODE,ȱ POLYPHONYȱ and
COUNTERPOINT.ȱTheȱmostȱimportantȱofȱthoseȱclarificationsȱareȱsummaȬ
risedȱinȱChapterȱ8ȱ(p.ȱ272,ȱff.).ȱ

JustȱasȱproblematicȱisȱtheȱnotionȱofȱFORMȱwhichȱinȱconventionalȱmusic

theoryȱmeansȱtheȱwayȱinȱwhichȱepisodesȱ(sections)ȱinȱaȱpieceȱofȱmusic

areȱarrangedȱinȱsuccessionȱintoȱaȱwholeȱalongȱtheȱunidirectionalȱaxisȱof
passingȱtime.ȱThatȱisȱindeedȱoneȱaspectȱofȱmusicalȱform,ȱbutȱthereȱisȱanȬ
other,ȱequallyȱimportantȱȰandȱarguablyȱmoreȱfundamentalȰȱaspectȱof
formȱwhichȱseemsȱtoȱhaveȱlargelyȱescapedȱtheȱattentionȱofȱconventional
musicalȱ scholarship.ȱ I’mȱ referringȱ toȱ ‘nowȱ sound’ȱ asȱ formȱ created
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throughȱtheȱarrangementȱofȱsimultaneouslyȱsoundingȱstrandsȱofȱmusic

intoȱaȱsynchronicȱwholeȱinsideȱtheȱEXTENDEDȱPRESENTȱ(p.272,ff.).ȱWithȬ
outȱtheȱshapeȱandȱformȱofȱthoseȱbatchesȱofȱ ‘nowȱsound’,ȱtheȱconvenȬ
tionallyȱdiachronicȱ aspectȱofȱmusicalȱ formȱ cannotȱ logicallyȱ exist.ȱ It’s
sometimesȱ calledȱ ‘texture’ȱ butȱ that’sȱ onlyȱ oneȱ aspectȱ ofȱ synchronic
form.ȱObviously,ȱ ifȱbothȱ typesȱofȱ formȱconstituteȱ ‘form’,ȱotherȱwords

areȱneededȱ toȱdistinguishȱbetweenȱ theȱ two.ȱToȱcutȱaȱveryȱ longȱ story
short,ȱIȱwasȱunable,ȱafterȱextensiveȱinvestigationȱandȱepistemicȱagonisȬ
ing,ȱtoȱfindȱanyȱadequateȱconceptualȱpairȱofȱlabelsȱtoȱcoverȱtheȱessential
distinctionȱbetweenȱthoseȱtwoȱtypesȱofȱmusicalȱform.ȱIȱhadȱnoȱalternaȬ
tiveȱbutȱtoȱintroduceȱtheȱtermsȱDIATAXISȱtoȱdenoteȱtheȱdiachronicȱand
SYNCRISISȱtheȱsynchronicȱtypesȱofȱmusicalȱform.ȱTheȱtwoȱconceptsȱare
explainedȱinȱaȱlittleȱmoreȱdetailȱatȱtheȱstartȱofȱChapterȱ11.28ȱȱ

ȱ

OverviewȱofȱchaptersȱinȱMusic’sȱMeaningsȱ
Thisȱbookȱfallsȱroughlyȱ intoȱtwoȱparts.ȱPartȱ1,ȱ ‘Meaningsȱofȱ“music”’

(Chaptersȱ 1Ȭ5),ȱ clearsȱ theȱ conceptualȱ andȱ theoreticalȱ groundȱ forȱ the
bulkȱofȱtheȱbookȱinȱPartȱ2,ȱ‘Meaningsȱofȱmusic’ȱ(Chaptersȱ6Ȭ14),ȱwhich

focusesȱonȱanalysingȱmusicȱ‘asȱifȱitȱmeantȱsomethingȱotherȱthanȱitself’
andȱonȱtheȱparametersȱofȱmusicalȱexpression.

Partȱ1ȱ—Meaningsȱofȱ‘music’?
Chapterȱ1ȱ—Howȱmuchȱmusic?ȱ(pp.ȱ35Ȭ41)—ȱestimatesȱtheȱimportanceȱof
musicȱinȱtermsȱofȱtimeȱandȱmoneyȱinȱtheȱeverydayȱlifeȱofȱpeopleȱliving
inȱtheȱurbanȱWest.

Chapterȱ2ȱ—Theȱmostȱimportantȱthing…ȱ(pp.ȱ43Ȭ82)—ȱstartsȱwithȱdefiniȬ
tionsȱofȱandȱaxiomsȱaboutȱ‘music’,ȱincludingȱtheȱconceptȱofȱconcertedȱsiȬ

28. TheȱtermsȱareȱalsoȱdefinedȱinȱtheȱGlossary.ȱIȱhaveȱyetȱtoȱwriteȱupȱtheȱprocessȱofȱterȬ
minologicalȱelimination,ȱbutȱhereȱareȱsomeȱofȱtheȱproblematicȱconceptualȱpairsȱthatȱ
passedȱreview:ȱformȱv.ȱtexture,ȱsyntagm[a]ȱv.ȱparadigm,ȱdiachronyȱv.ȱsynchrony,ȱnarrativeȱ
v.ȱimmediateȱform,ȱlongȬtermȱv.ȱshortȱtermȱform,ȱextensionalȱv.ȱintensionalȱform;ȱhorizontalȱ
v.ȱverticalȱform;ȱpassingȬtimeȱv.ȱpresentȬtimeȱform.ȱOtherȱpotentialȱbutȱunsuitableȱtermiȬ
nologicalȱcandidatesȱforȱtheȱjobȱwereȱsyntax,ȱnowȬsound,ȱdiathesisȱandȱsynthesis.ȱTheȱ
primeȱconsiderationȱwasȱtoȱfindȱtermsȱthatȱunequivocallyȱdesignatedȱeachȱphenomȬ
enonȱandȱnothingȱelse.ȱAnotherȱconsiderationȱwasȱtheȱabilityȱofȱtheȱwordsȱtoȱformȱ
adjectivalȱandȱadverbialȱderivativesȱ(diactactic[al]ȱ[Ȭly],ȱsyncriticȱ[Ȭally]).ȱȱȱ
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multaneity,ȱ theȱ nonȬantagonisticȱ contradictionȱ betweenȱmusic’sȱ intraȬ
andȱextragenericȱaspects,ȱandȱtheȱbasicȱtenetȱthatȱmusicȱisȱnotȱaȱ‘universal
language’.ȱAfterȱanȱ interculturalȱcomparisonȱofȱwordsȱdenotingȱwhat

weȱcallȱ‘music’ȱandȱaȱshortȱhistoryȱofȱtheȱconceptȱinȱEuropeanȱthinking,
music’sȱrelationȱtoȱotherȱmodesȱofȱhumanȱexpressionȱisȱdiscussedȱusing
observationsȱ fromȱ theȱanthropologyȱofȱhumanȱevolutionȱasȱwellȱasȱfrom
theoriesȱ ofȱ crossȬdomainȱ representation,ȱ synaesthesisȱ andȱ theȱ cognitive
neuroscienceȱofȱmusic.ȱTheȱchapterȱfinishesȱwithȱaȱsectionȱonȱaffect,ȱemoȬ
tion,ȱfeelingȱandȱmood,ȱfollowedȱbyȱaȱfinalȱwordȱaboutȱtheȱuseȱofȱverbal
metaphorsȱofȱperceivedȱmusicalȱmeaning.ȱ

Chapterȱ3ȱ—Theȱepistemicȱoilȱtankerȱ(pp.ȱ83Ȭ132)—ȱconfrontsȱtheȱnotion
ofȱabsoluteȱmusic,ȱtracingȱitsȱhistory,ȱdemystifyingȱitsȱarticlesȱofȱfaith,ȱinȬ
cludingȱthoseȱofȱitsȱlatterȬdayȱ‘postmodernist’ȱcounterpart,ȱandȱdeconȬ
structingȱ itsȱ ideologicalȱ implications.ȱ Theȱ chapter’sȱ secondȱ part
identifiesȱinstitutionalȱsplitsȱinȱmusicalȱknowledgeȱ(poïeticȱv.ȱaesthesic
etc.)ȱthatȱexacerbateȱtheȱpolaritiesȱofȱdualȱconsciousness.ȱItȱalsoȱhelps
explainȱwhy,ȱinȱWesternȱinstitutionsȱofȱlearning,ȱnotationȱwasȱforȱsuch
aȱlongȱtimeȱconsideredȱtheȱonlyȱvalidȱmusicalȱstorageȱmedium.

Chapterȱ4ȱ—Ethno,ȱsocio,ȱsemioȱ(pp.ȱ133Ȭ154)—ȱdiscussesȱtheȱthreeȱmain

disciplinaryȱchallengesȱtoȱconventionalȱmusicȱstudiesȱinȱtheȱtwentieth

century:ȱethnomusicology,ȱtheȱsociologyȱofȱmusicȱandȱtheȱsemioticsȱofȱmusic.
Itȱhighlightsȱtheirȱcontribution,ȱrealȱorȱpotential,ȱtoȱdevelopingȱaȱviable
sortȱofȱsemioticȱmusicȱanalysis.ȱItȱunderlinesȱtheȱimportanceȱofȱethnoȬ
musicologyȱandȱempiricalȱsociology.ȱItȱalsoȱaddressesȱtheȱproblemsȱof
musicȱsemioticsȱinȱdealingȱwithȱsemanticsȱandȱpragmatics.

Chapterȱ5ȱ—Meaningȱandȱ communicationȱ (pp.ȱ155Ȭ193)—ȱ isȱ theȱbook’s
semioticȱtheoryȱchapter.ȱItȱexplainsȱkeyȱconceptsȱlikeȱsemiotics,ȱsemiolȬ
ogy,ȱsemiosisȱ(incl.ȱobjectȱȬȱsignȱȬȱinterpretant),ȱsemantics,ȱsyntax,ȱpragmatȬ
ics,ȱ signȱ typeȱ (iconȱ Ȭȱ indexȱ Ȭȱ arbitraryȱ sign),ȱ denotation,ȱ connotation,
connotativeȱ precision,ȱ polysemy,ȱ transmitter,ȱ receiver,ȱ codalȱ incompetence
andȱcodalȱ interference.ȱAllȱtheseȱconceptsȱareȱessentialȱtoȱ theȱadequate
treatmentȱofȱtheȱbook’sȱmainȱanalyticalȱquestionsȱaboutȱmusicalȱmeanȬ
ing.
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Partȱ2ȱ—Meaningsȱofȱmusic

Chapterȱ6ȱ—Intersubjectivityȱ (pp.ȱ195Ȭ228)—ȱpresentsȱ theȱ firstȱofȱ two

waysȱofȱgettingȱtoȱgripsȱwithȱtheȱmeaningȱofȱaȱmusicalȱANALYSISȱOBJECT
(Glossary, p.582).ȱSixȱ reasonsȱ forȱprioritisingȱ theȱ aesthesicȱ ratherȱ than
poïeticȱpoleȱareȱfollowedȱbyȱaȱbriefȱpresentationȱofȱhowȱethnographicȱobȬ
servationȱcanȱhelpȱinȱtheȱsemioticȱanalysisȱofȱmusic.ȱMuchȱofȱtheȱchapter
dealsȱwithȱ receptionȱ tests,ȱ theȱ categorisationȱ ofȱ verbalȬvisualȱ associaȬ
tionsȱ (VVAs),ȱ theȱ establishmentȱ ofȱ paramusicalȱ fieldsȱ ofȱ connotation
(PMFCs)ȱandȱotherȱimportantȱstepsȱinȱtheȱcollectionȱandȱcollationȱofȱreȬ
sponseȱdata.ȱTheȱchapterȱendsȱwithȱaȱshortȱsectionȱonȱtheȱuseȱofȱlibrary
musicȱinȱsystematisingȱreceptionȱtestȱresponses.

Chapterȱ7ȱ—Interobjectivityȱ (pp.ȱ229Ȭ261)—ȱ focusesȱonȱ intertextualȱapȬ
proachesȱtoȱtheȱinvestigationȱofȱmeaningȱinȱmusic.ȱAfterȱtheȱdefinition
ofȱessentialȱtermsȱ—object,ȱstructure,ȱmuseme—ȱtheȱtwoȬstageȱprocessȱof
interobjectiveȱcomparisonȱisȱexplained,ȱcompleteȱwithȱadviceȱonȱcollectȬ
ingȱ interobjectiveȱ comparisonȱmaterialȱ (IOCM)ȱandȱonȱ theȱestablishȬ
mentȱ ofȱ paramusicalȱ fieldsȱ ofȱ connotationȱ (PMFC).ȱ Verification
proceduresȱ—recomposition,ȱcommutation—ȱareȱalsoȱexplainedȱandȱthe
chapterȱendsȱwithȱaȱsectionȱthatȱshouldȱallayȱnonȬmusoȱanxietiesȱabout
theȱdesignationȱofȱmusic’sȱstructuralȱelementsȱasȱanȱessentialȱpartȱofȱanalyȬ
sisȱprocedure.ȱ

Chapterȱ8ȱ—Terms,ȱtimeȱ&ȱspaceȱ(pp.ȱ263Ȭ303)—ȱisȱtheȱfirstȱofȱfiveȱtoȱfoȬ
cusȱonȱparametersȱofȱexpression,ȱi.e.ȱonȱstructurallyȱidentifiableȱfactorsȱdeȬ
terminingȱhowȱmusicȱ soundsȱandȱwhatȱ itȱpotentiallyȱcommunicates.

Theȱfirstȱsectionȱsummarisesȱparamusicalȱparametersȱ(audience,ȱvenue,
lyrics,ȱimages,ȱetc.)ȱandȱtheirȱroleȱinȱtheȱconstructionȱofȱmusicalȱmeanȬ
ing.ȱItȱalsoȱincludesȱexplanationsȱofȱbasicȱtermsȱessentialȱtoȱsubsequent
discussion—genre,ȱstyle,ȱnote,ȱpitch,ȱtone,ȱtimbreȱandȱtheȱextendedȱpresent.
MostȱofȱtheȱchapterȱisȱdevotedȱtoȱsimpleȱexplanationsȱofȱtemporalȬspatial
parameters,ȱincludingȱduration,ȱphrase,ȱmotif,ȱperiod,ȱepisode,ȱspeed,ȱpulse,
beat,ȱsubbeat,ȱtempo,ȱsurfaceȱrate,ȱrhythm,ȱaccentuation,ȱmetreȱandȱgroove.ȱIt
endsȱwithȱ aȱ sectionȱ onȱ auralȱ staging,ȱ i.e.ȱ theȱ placementȱ ofȱ different
soundsȱinȱdifferentȱ(orȱsimilar)ȱtypesȱofȱacousticȱspace,ȱbothȱinȱrelation
toȱeachȱotherȱandȱasȱaȱwholeȱinȱrelationȱtoȱtheȱlistener.ȱ
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Chapterȱ9ȱ—Timbre,ȱloudnessȱandȱtone ȱ(pp.ȱ305Ȭ342)—ȱcoversȱtheȱsecond
setȱofȱparametersȱofȱmusicalȱexpression.ȱAfterȱreviewingȱ instrumental
timbreȱ(vocalȱtimbreȱisȱcoveredȱinȱChapterȱ10)ȱandȱhowȱitȱcreatesȱmeanȬ
ing,ȱanȱoverviewȱofȱacousticȱdevicesȱandȱdigitalȱeffectsȱunitsȱexplainsȱeveȬ
rythingȱfromȱpizzicatoȱandȱvibratoȱtoȱdistortion,ȱfiltering,ȱphasing,ȱlimiting
andȱgating.ȱThen,ȱafterȱaȱshortȱsectionȱdealingȱwithȱloudness,ȱvolumeȱand
intensity,ȱtheȱrestȱofȱtheȱchapterȱprovidesȱaȱrudimentaryȱguideȱtoȱthings
tonal,ȱ includingȱ pitch,ȱ octave,ȱ register,ȱ interval,ȱmode,ȱ key,ȱ tonic,ȱmelody,
tonalȱ polyphony,ȱ heterophony,ȱ homophony,ȱ counterpoint,ȱ harmony,ȱ chords
andȱchordȱprogressions.ȱ

Chapterȱ10ȱ—Vocalȱpersona(pp.ȱ343Ȭ381)—ȱconcentratesȱonȱoneȱcomplex

ofȱparametersȱ ofȱmusicalȱ expressionȱwhoseȱmeaningfulȱdetailsȱnonȬ
musosȱtendȱtoȱidentifyȱandȱlabelȱmoreȱeasilyȱthanȱmusosȱdo.ȱTheseȱaesȬ
thesicȱ andȱ vernacularȱ characterisationsȱ ofȱ spokenȱ andȱ singingȱ voicesȱ are
sortedȱintoȱaȱtaxonomyȱincludingȱdescriptorsȱofȱvocalȱcostume,ȱasȱwellȱas
thoseȱderivedȱfromȱdemographics,ȱprofessions,ȱpsychologicalȱandȱnarrative
archetypes.ȱPracticalȱwaysȱofȱrelatingȱvocalȱsoundȱtoȱpostureȱandȱattitudeȱare
explainedȱsoȱthatȱitsȱmeaningsȱcanȱbeȱmoreȱeasilyȱgraspedȱandȱverbalȬ
isedȱasȱpartȱofȱtheȱsemioticȱanalysis.ȱ

Chapterȱ11ȱ—Diataxisȱ(pp.ȱ383Ȭ416)—ȱisȱtheȱfirstȱofȱtwoȱlongȱchapters
aboutȱcompositeȱmacroȬparametersȱofȱmusicalȱexpression.ȱItȱdealsȱwith

theȱnarrativeȱshapeȱandȱformȱofȱmusic’sȱepisodes,ȱwithȱitsȱdiachronic,ȱexȬ
tensionalȱ andȱ chronologicallyȱmoreȱ ‘horizontal’ȱ aspects.ȱ Itȱ focusesȱ on
conceptsȱlikeȱverse,ȱchorus,ȱrefrain,ȱhook,ȱbridge,ȱstrophicȱform,ȱAABAȱform,
sonataȱformȱandȱtheȱwaysȱinȱwhichȱsuchȱorderingȱofȱmusicalȱepisodes
createsȱmeaning.ȱ

Chapterȱ12ȱȰȱSyncrisisȱ(pp.ȱ417Ȭ484)ȱȰȱdealsȱwithȱtheȱsynchronicȱcomȬ
binationȱofȱsoundsȱ inȱmusic,ȱwithȱ theȱ intensionalȱandȱchronologically
moreȱ ‘vertical’ȱaspectsȱofȱ form,ȱwithȱ issuesȱofȱ singularity,ȱmultiplicity,
densityȱandȱsparsity,ȱetc.ȱTheȱmelodyȬaccompanimentȱdualismȱisȱexamined

asȱmusicalȱparallelȱtoȱtheȱperceptualȱgridȱofȱ figureȬgroundȱinȱotherȱart
formsȱandȱ leadsȱ toȱaȱdiscussionȱofȱhowȱdifferentȱ typesȱofȱsubjectivity
andȱpatternsȱofȱsocialȱorganisationȱcanȱbeȱheardȱ inȱcontrapuntalȱpolyȬ
phony,ȱheavyȱmetal,ȱelectronicȱdanceȱmusic,ȱunisonȱsinging,ȱheterophony,ȱhoȬ
mophony,ȱcrossȱrhythm,ȱresponsorialȱpractices,ȱbassȱlines,ȱetc.,ȱasȱwellȱasȱin
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variousȱ groupȬtypeȱmanifestations,ȱ e.g.ȱ rockȱ bands,ȱ symphonyȱ orchestras.
TheȱchapterȱendsȱwithȱexamplesȱofȱtheȱdualȱfigureȬgroundȱrelationship
heardȱ inȱ innumerableȱ popȱ songsȱ andȱ titleȱ themes,ȱ andȱwithȱ aȱ brief
glimpseȱintoȱ‘figureless’ȱorȱ‘bodiless’ȱtypesȱofȱsyncrisis.ȱ

Chapterȱ13ȱ—Aȱsimpleȱsignȱtypology.ȱWithȱpotentiallyȱmeaningfulȱmusiȬ
calȱstructuresȱ(musemes,ȱmusemeȱstringsȱandȱstacks,ȱdiataxisȱandȱsynȬ
crisis)ȱ identifiedȱ andȱ linkedȱ toȱ possibleȱ fieldsȱ ofȱ paramusical

connotation,ȱthisȱchapterȱpresentsȱworkableȱwaysȱofȱcheckingȱtheȱviaȬ
bilityȱofȱthoseȱlinks.ȱDoesȱtheȱmusemeȱrelateȱtoȱitsȱPMFCȱasȱanȱanaphone
throughȱtheȱprocessȱofȱgesturalȱinterconversion,ȱorȱasȱaȱgenreȱsynecdoche
byȱ referringȱ toȱ otherȱmusicȱ andȱ itsȱ connotations,ȱ orȱ isȱ itȱ anȱ episodic
markerȱsignifyingȱstart,ȱendȱorȱbridge…?ȱOrȱdoesȱit,ȱasȱaȱstyleȱindicator,
identifyȱaȱ ‘homeȱstyle’ȱ inȱrelationȱ toȱotherȱstylesȱofȱmusic?ȱOrȱ isȱ itȱa
combinationȱofȱmoreȱthanȱoneȱofȱthoseȱbasicȱsignȱtypes?ȱ

Chapterȱ14ȱ—Analysingȱ filmȱmusic—ȱ illustratesȱhowȱ ideasȱandȱproceȬ
duresȱpresentedȱinȱtheȱbookȱcanȱbeȱputȱintoȱpractice.ȱAfterȱaȱdescription
ofȱtheȱcourseȱMusicȱandȱtheȱMovingȱImageȱandȱaȱdiscussionȱofȱconceptual
prerequisitesȱtoȱtheȱsubject,ȱtheȱrestȱofȱtheȱchapterȱfocusesȱonȱtheȱstuȬ
dentȱassignmentȱCueȱlistȱandȱanalysisȱofȱaȱfeatureȱfilm,ȱconcentratingȱon
underscoreȱandȱpresentingȱwaysȱofȱexplainingȱhowȱmusicȱcontributes
toȱtheȱoverallȱ‘message’ȱofȱbothȱindividualȱscenesȱandȱtoȱtheȱfilmȱasȱa
whole.ȱ

Appendicesȱ

Glossaryȱ

TermsȱthatȱI’veȱborrowed,ȱadaptedȱorȱhadȱtoȱcoinȱinȱorderȱtoȱdesignate
phenomenaȱrelevantȱ toȱ theȱ ideasȱpresentedȱ inȱ thisȱbookȱareȱ listedȱalȬ
phabeticallyȱandȱdefinedȱinȱtheȱGlossaryȱ(p.581,ȱff.).ȱSpecificallyȱmuso

termsȱthatȱmayȱneedȱexplanationȱ(e.g.ȱpizzicato,ȱsulȱponte)ȱandȱaren’tȱinȬ
cludedȱinȱtheȱGlossaryȱcanȱbeȱeasilyȱcheckedȱonȱlineȱusing,ȱsay,ȱtheȱreliȬ
ableȱ Wikipediaȱ glossaryȱ ofȱ musicalȱ terminologyȱ atȱ )en.wikipedia.org/wiki/

Glossary_of_musical_terminology [120111].ȱPleaseȱnoteȱthatȱ‘)’ȱindicatesȱaȱweb

addressȱ(URL,ȱseeȱ‘Internetȱreferences’,ȱbelow).

http://www.en.wikipedia.org/wiki/Glossary_of_musical_terminology
http://www.en.wikipedia.org/wiki/Glossary_of_musical_terminology
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Referencesȱ
Toȱsaveȱspaceȱandȱtoȱavoidȱconfusionȱaboutȱwhichȱappendixȱtoȱconsult
whenȱcheckingȱsourceȱreferences,ȱthisȱbookȱhasȱonlyȱONEȱreferenceȱapȬ
pendix,ȱtheȱ‘REFERENCEȱAPPENDIX’ȱ(abbreviatedȱ‘RefAppx’).ȱOtherȱsubȬ
stantialȱreasonsȱforȱincludingȱ‘everything’ȱinȱoneȱappendix,ȱasȱwellȱas
allȱtheȱiconsȱusedȱtoȱsaveȱspace,ȱareȱexplainedȱatȱtheȱstartȱofȱtheȱReferȬ
enceȱAppendixȱonȱpageȱ607.ȱ

Footnotes

Theȱsoftwareȱusedȱtoȱproduceȱthisȱbook,ȱAdobeȱFrameMakerȱv.8,ȱhas
oneȱirritatingȱdefect:ȱifȱthereȱisn’tȱenoughȱroomȱatȱtheȱbottomȱofȱtheȱcurȬ
rentȱpageȱforȱtheȱcompleteȱtextȱofȱaȱfootnote,ȱitȱputsȱtheȱentireȱfootnote
textȱatȱtheȱbottomȱofȱtheȱfollowingȱpage.ȱTherefore,ȱifȱthereȱisȱnoȱtextȱat
theȱbottomȱofȱtheȱpageȱonȱwhichȱaȱfootnoteȱflagȱnumberȱoccursȱinȱthe
mainȱbodyȱofȱtext,ȱdon’tȱbeȱalarmed.ȱTheȱcompleteȱfootnoteȱtextȱwillȱapȬ
pearȱatȱtheȱbottomȱofȱtheȱfollowingȱpage.ȱ

Youȱmayȱalsoȱoccasionallyȱfindȱtheȱsameȱfootnoteȱnumber,ȱlikeȱtheȱlittle
‘29´ȱhere,29ȱoccurringȱ inȱ theȱmainȱ textȱ twiceȱ inȱsuccession,ȱ likeȱ this.29
Don’tȱfret.ȱBothȱnumbersȱintentionallyȱreferȱtoȱtheȱsameȱfootnote.

IȱknowȱthatȱsomeȱreadersȱfindȱmyȱuseȱofȱfootnotesȱexcessiveȱandȱanȬ
noying.ȱWhileȱIȱsincerelyȱregretȱcausingȱreadersȱirritation,ȱIȱpersistȱin
myȱstruggleȱforȱtheȱrightȱtoȱfootnoteȱforȱtheȱfollowingȱeightȱreasons.ȱ
1. Manyȱfootnotesȱconsistȱofȱeitherȱreferencesȱtoȱotherȱworkȱorȱofȱ

extendedȱargumentationȱabout,ȱorȱexemplificationȱofȱ(seeȱ§2),ȱaȱ
topicȱwhich,ȱforȱreasonsȱofȱspaceȱandȱclarity,ȱcannotȱbeȱincludedȱinȱ
theȱmainȱbodyȱofȱtext.ȱReadersȱscepticalȱaboutȱsomeȱofȱtheȱthingsȱIȱ
tryȱtoȱputȱacrossȱneedȱtoȱknowȱifȱIȱhaveȱanyȱbackingȱforȱwhatȱIȱ
write.ȱSinceȱitȱwouldȱbeȱunfairȱtoȱlumberȱallȱreadersȱwithȱthatȱsortȱofȱ
extraȱevidence,ȱIȱtryȱtoȱmakeȱitȱasȱunobtrusiveȱasȱpossibleȱbyȱconȬ
signingȱitȱtoȱfootnotes.

2. ManyȱfootnotesȱreferȱtoȱactualȱpiecesȱofȱmusicȱexemplifyingȱobserȬ
vationsȱmadeȱinȱtheȱmainȱtext.ȱAllȱthoseȱmusicalȱreferencesȱareȱ
listedȱinȱtheȱRefAppx,ȱtogetherȱwithȱsourceȱdetails.ȱAȱsubstantialȱ
proportionȱofȱthoseȱsourcesȱincludeȱdirectȱhyperlinksȱtoȱrecordingsȱ
thatȱcanȱbeȱheardȱatȱtheȱclickȱofȱaȱmouse.ȱSinceȱIȱcannotȱpossiblyȱ

29. Bothȱfootnoteȱflagsȱreferȱintentionallyȱtoȱthisȱsameȱsingleȱfootnote.
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knowȱwhichȱofȱmyȱcommentsȱaboutȱmusicȱwillȱbeȱunderstandableȱ
withoutȱexemplificationȱtoȱeveryȱreader,ȱevenȱlessȱknowȱwhichȱ
musicȱexamplesȱwillȱbeȱfamiliarȱtoȱeachȱandȱeveryȱone,ȱandȱsinceȱitȱ
wouldȱbeȱunfairȱtoȱlumberȱeveryȱreaderȱwithȱtextȱthatȱmayȱbeȱobviȬ
ousȱtoȱsome,ȱIȱputȱreferenceȱtoȱthoseȱmusicalȱexamplesȱinȱfootnotesȱ
forȱthoseȱwhoȱwantȱtoȱ‘hearȱwhatȱitȱsoundsȱlike’.ȱ

3. AȱfairȱnumberȱofȱfootnotesȱcontainȱURLs,ȱsomeȱofȱwhichȱareȱnotoriȬ
ouslyȱlongȱandȱcannotȱbeȱincludedȱinȱtheȱmainȱbodyȱofȱtextȱwithoutȱ
seriouslyȱupsettingȱtheȱflowȱofȱreading.

4. Someȱreadersȱareȱsimplyȱinquisitiveȱandȱjustȱwantȱtoȱknowȱaȱbitȱ
moreȱaboutȱaȱtopicȱthatȱIȱcan’tȱfullyȱcoverȱinȱtheȱmainȱbodyȱofȱtext.ȱIȱ
tryȱtoȱprovideȱpointersȱforȱthoseȱreadersȱifȱandȱwhenȱIȱcan.

5. SinceȱthisȱbookȱisȱwrittenȱwithȱaȱmainlyȱnonȬmusoȱreadershipȱinȱ
mind,ȱI’veȱpainstakinglyȱtriedȱtoȱreduceȱbothȱmusicalȱnotationȱandȱ
musicologicalȱjargonȱtoȱanȱabsoluteȱminimumȱinȱtheȱmainȱbodyȱofȱ
text.ȱOnȱaȱfewȱoccasions,ȱhowever,ȱadditionalȱstructuralȱinformaȬ
tionȱpotentiallyȱusefulȱtoȱmusosȱhasȱbeenȱconsignedȱtoȱfootnotes.ȱ

6. Despiteȱtheȱdonkeyworkȱinvolvedȱinȱwritingȱfootnotesȱ(aboutȱ50%ȱ
ofȱtheȱeffortȱinvestedȱinȱproducingȱthisȱbook),ȱIȱthinkȱthatȱacademicȱ
proceduresȱforȱsourceȱreferencingȱareȱimportantȱsoȱreadersȱknowȱ
whenȱtheȱauthorȱisȱawareȱofȱusingȱsomeoneȱelse’sȱideas.ȱIt’sȱalsoȱ
important,ȱIȱthink,ȱforȱreadersȱtoȱbeȱableȱtoȱfindȱverbal,ȱmusicalȱandȱ
audiovisualȱsourceȱmaterialsȱrelevantȱtoȱwhatȱIȱwriteȱabout.ȱTheȱ
mainȱbodyȱofȱtextȱwouldȱbeȱmuchȱlessȱreadableȱifȱitȱincludedȱallȱ
thoseȱreferences.ȱFootnotesȱprovideȱaȱcompromiseȱsolutionȱtoȱthatȱ
problem.

7. AsȱIȱtryȱtoȱexplainȱinȱChapterȱ2,ȱmusicȱisȱaȱcombinatoryȱandȱholisticȱ
symbolicȱsystemȱinvolvingȱcrossȬdomainȱrepresentationȱandȱsynȬ
aesthesis.ȱThatȱinȱturnȱmeansȱthatȱtalkingȱorȱwritingȱaboutȱmusicȱ
canȱ(andȱmaybeȱshould)ȱgoȱoffȱinȱalmostȱanyȱdirection.ȱAlthoughȱIȱ
makeȱvaliantȱeffortsȱinȱthisȱbookȱtoȱtoeȱtheȱoneȬdimensionalȱlineȱofȱ
theȱwrittenȱword,ȱitȱwouldȱbeȱdishonestȱtoȱgiveȱreadersȱtheȱimpresȬ
sionȱthatȱtheȱrichnessȱandȱprecisionȱofȱmusicalȱmeaningȱcanȱbeȱrealȬ
isticallyȱexplainedȱusingȱtheȱlinearityȱofȱverbalȱdiscourseȱandȱ
nothingȱelse.ȱTherefore,ȱwhileȱsuchȱlinearityȱcanȱbeȱusefulȱwhenȱ
discussingȱmusic’sȱmeanings,ȱthereȱareȱoccasionsȱwhenȱitȱbecomesȱ
inappropriateȱandȱwhenȱ‘goingȱoffȱatȱaȱtangent’ȱisȱtheȱonlyȱviableȱ
discursiveȱstrategy.ȱThatȱsaid,ȱifȱIȱwereȱtoȱputȱeveryȱpossibleȱtanȬ
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gent,ȱeveryȱpertinentȱtrainȱofȱlateralȱmusogenicȱthought,ȱintoȱtheȱ
mainȱbodyȱofȱtextȱitȱwouldȱatȱbestȱreadȱlikeȱaȱbadȱparodyȱofȱpasȬ
sagesȱfromȱTristramȱShandyȱ(Sterne,ȱ1759Ȭ67).ȱIȱthereforeȱtakeȱtheȱ
occasionalȱlibertyȱofȱputtingȱsomeȱofȱtheȱinevitablyȱlateralȱthinkingȱ
thatȱcomesȱwithȱtheȱterritoryȱofȱmusicȱintoȱfootnotes.

8. Contradictionsȱinsideȱconventionalȱmusicȱtheory,ȱasȱwellȱasȱ
betweenȱmusicalȱandȱverbalȱdiscourse,ȱareȱsometimesȱdownrightȱ
comical.ȱI’veȱincludedȱaȱfewȱsuchȱitemsȱinȱtheȱmainȱtext,ȱforȱ
instanceȱtheȱdubiousȱassumptionȱthatȱmusicȱisȱpolysemicȱandȱtheȱ
implicationȱthatȱ‘atonal’ȱmusicȱcontainsȱnoȱtones.ȱAȱfewȱotherȱjokesȱ
areȱperipheralȱtoȱtheȱmainȱargumentȱandȱhaveȱbeenȱrelegatedȱtoȱ
footnotes.ȱTypicalȱexamplesȱofȱfootnoteȱfrivolityȱare:ȱ[1]ȱinȱtheȱsecȬ
tionȱonȱtransscansion,ȱwhereȱIȱsuggestȱgormlessȱwordsȱyouȱcouldȱ
singȱtoȱtheȱStarȱWarsȱthemeȱ(Williams,ȱ1977);ȱ[2]ȱinȱtheȱsectionȱonȱ
sonicȱanaphones,ȱwhereȱIȱraiseȱtheȱissueȱofȱwhetherȱorȱnotȱliveȱpoulȬ
tryȱwasȱusedȱinȱPsychoȱChickenȱ(TheȱFools,ȱ1980).ȱ

It’sȱforȱtheseȱeightȱreasonsȱthatȱIȱbeseechȱthoseȱirritatedȱbyȱfootnotesȱto
treatȱthemȱindulgently,ȱtoȱtolerateȱtheirȱpresenceȱor,ȱifȱneedȱbe,ȱtoȱsimȬ
plyȱ ignoreȱ them.ȱReadingȱfootnotesȱ isȱafterȱallȱanȱoption.ȱTheyȱaren’t
forcedȱonȱyouȱand,ȱunlikeȱadvertisingȱandȱotherȱtypesȱofȱpropaganda,
theyȱdon’tȱassumeȱyou’reȱanȱinfantileȱmoron.ȱIfȱtheȱfootnotesȱstillȱbother
you,ȱ justȱ treatȱ themȱ likeȱbonusȱ featuresȱonȱaȱDVD:ȱyouȱdon’tȱhaveȱ to
watchȱthoseȱanyȱmoreȱthanȱyouȱhaveȱtoȱreadȱmyȱfootnotesȱorȱopenȱonȬ
lineȱadȱlinks.ȱYouȱdecideȱwhatȱyouȱwantȱtoȱread.ȱIȱdon’t.ȱȱ

SelfȬreferencing

Iȱwasȱinitiallyȱembarrassedȱbyȱtheȱnumberȱofȱreferencesȱmadeȱinȱparts
ofȱ thisȱbookȱ toȱmyȱownȱwork.ȱRestȱassuredȱ thatȱ I’veȱnothingȱ toȱgain
fromȱselfȬpromotionȱnowȱthatȱI’mȱaȱpensionerȱandȱmyȱcareerȱisȱover.ȱI
haveȱtoȱreferȱtoȱmyselfȱsimplyȱbecauseȱthisȱbookȱdrawsȱmuchȱmoreȱon
myȱownȱexperienceȱasȱaȱmusicȱpractitioner,ȱteacherȱandȱscholarȱthanȱon
anyoneȱelse’s.ȱIȱjustȱthoughtȱitȱbetter,ȱwhereȱappropriate,ȱtoȱreferȱtoȱmy

ownȱworkȱ thanȱ toȱpretendȱ thatȱnothingȱ I’dȱproducedȱ couldȱpossibly
provideȱaȱlittleȱmoreȱ‘meatȱonȱtheȱbone’.ȱ
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InȬtextȱandȱfootnoteȱsourceȱreferencesȱ

Audiovisualȱandȱmusicalȱsourceȱreferencesȱfollowȱtheȱsameȱprinciples
asȱbibliographicalȱsourceȱreferences.ȱForȱinstance,ȱ‘Normanȱ(1962)’ȱreȬ
fersȱuniquelyȱtoȱpublishingȱdetailsȱenteredȱinȱtheȱReferenceȱAppendix
(RefAppx,ȱp.ȱ607)ȱ forȱ theȱoriginalȱ recordingȱofȱTheȱ JamesȱBondȱTheme
(p.637).ȱȱ

SinceȱIȱcannotȱpredictȱhowȱfamiliarȱeachȱreaderȱwillȱbeȱwithȱeachȱtopic
discussedȱinȱthisȱbook,ȱI’veȱincludedȱmanyȱinternalȱcrossȱreferencesȱto
pagesȱwhereȱparticularȱtopicsȱareȱcovered.ȱIfȱyou’reȱreadingȱthisȱasȱan
ebookȱusingȱAdobeȱReader,ȱmostȱofȱthoseȱinternalȱreferencesȱwillȱwork

asȱactiveȱhyperlinks.ȱ

Moreover,ȱmanyȱ internetȱ referencesȱ inȱ theȱ electronicȱ versionȱ ofȱ this
bookȱworkȱasȱactiveȱhyperlinks.ȱClickingȱtheȱlinkȱ)tagg.org,ȱforȱexamȬ
ple,ȱshouldȱtakeȱyouȱtoȱmyȱhomeȱpage.ȱIfȱitȱdoesn’t,ȱyou’reȱeitherȱreadȬ
ingȱ thisȱ asȱ hardȱ copy,ȱ orȱ you’reȱ notȱ connectedȱ toȱ theȱ internet,ȱ or
someoneȱhasȱremovedȱmyȱwebȱsite,ȱorȱyou’reȱusingȱbookȬreadingȱsoftȬ
wareȱthatȱdoesn’tȱsupportȱhyperlinksȱinȱPDFȱfilesȱ(seeȱunderȱ‘Formats,

platformsȱandȱdevices’ȱonȱpageȱ29).ȱThisȱsameȱprovisoȱappliesȱtoȱinterȬ
nalȱpageȱreferencesȱinsideȱtheȱbook.

Internetȱreferencesȱ

ToȱsaveȱspaceȱinȱtheȱReferencesȱAppendixȱ(‘RefAppx’)ȱandȱfootnotes,
URLsȱareȱshortened,ȱwhereȱpossible,ȱbyȱreplacingȱtheȱinternetȱaddress
prefixesȱ http://,ȱ http://www.ȱ etc.ȱwithȱ theȱ internetȱ downloadȱ iconȱ).
DatesȱofȱaccessȱtoȱinternetȱsitesȱareȱreducedȱtoȱsixȬdigitȱstringsȱinȱsquare
brackets.ȱForȱexample:ȱ ‘)tagg.org [120704]’ȱmeansȱaȱvisitȱtoȱmyȱhome

pageȱ(http://www.tagg.org)ȱonȱ4thȱJulyȱ2012.ȱ

YouTubeȱreferencesȱareȱreducedȱinȱlengthȱfromȱ42ȱtoȱ13ȱcharactersȱby
usingȱtheȱuniqueȱ11ȬcharacterȱcodeȱappearingȱinȱtheirȱabsoluteȱURLȱadȬ
dress,ȱprecededȱbyȱtheȱYouTubeȱiconȱ‘'’.ȱForȱexample:ȱ

http://www.youtube.com/watch?v=msM28q6MyfYȱ(42ȱchars.)
isȱrenderedȱasȱjustȱ‘' msM28q6MyfY’ȱ (symbolȱ +ȱ 11ȱ chars).30ȱ Mostȱ of
theseȱYouTubeȱreferencesȱareȱactiveȱhyperlinks.ȱ

http://www.youtube.com/watch?v=msM28q6MyfY
http://www.tagg.org
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Publicationȱissues
Formats,ȱplatformsȱandȱdevices

Thisȱversionȱ(2.4)ȱisȱavailableȱasȱbothȱeȬbookȱandȱinȱhardȱcopyȱ(version
1).ȱErrorsȱdetectedȱinȱearlierȱversionsȱhaveȱbeenȱcorrectedȱandȱtheȱbook
hasȱbeenȱprovidedȱwithȱanȱextensiveȱindex.31ȱ

SinceȱtheȱfunctionalityȱofȱrelevantȱsoftwareȱandȱhardwareȱvariesȱconȬ
siderablyȱandȱ isȱ inȱaȱconstantȱstateȱofȱchange,ȱ informationȱaboutȱdeȬ
vices,ȱfileȱformats,ȱbookȬreadingȱapps,ȱetc.ȱisȱgivenȱonȱline.ȱEȬbookȱusers
areȱ thereforeȱ advisedȱ toȱ consultȱ ‘Publicationȱ formatȱ andȱ devices’ȱ at
)tagg.org/mmmsp/BookFormats.html.32ȱ Pageȱ numberingȱ andȱ hyperlinks
(bothȱinsideȱthisȱbookȱandȱtoȱtheȱinternet)ȱareȱfullyȱtestedȱusingȱAdobe
ReaderȱXȱversionȱ10.1.3ȱonȱbothȱPCȱandȱMac,ȱandȱAdobeȱReaderȱverȬ
sionȱ10.2.1ȱonȱanȱAndroidȱtablet.ȱ

Caveatȱaboutȱinternetȱreferences

Pleaseȱbeȱawareȱthatȱmaterialȱonȱtheȱinternetȱcanȱbeȱdeleted,ȱmoved,ȱreȬ
named,ȱorȱremovedȱforȱanyȱnumberȱofȱreasons.ȱInaccessibilityȱofȱinterȬ
netȱmaterialȱreferredȱtoȱinȱthisȱbookȱisȱdueȱtoȱcircumstancesȱbeyondȱmy

controlȱasȱsimpleȱauthor/editor.ȱIȱcannotȱguaranteeȱtheȱfunctionalityȱof
anyȱsuchȱreference.ȱ

Ifȱyou’reȱusingȱaȱtabletȱtoȱreadȱthis,ȱyouȱmayȱalsoȱoccasionallyȱseeȱtheȱerȬ
rorȱmessageȱ‘Theȱauthorȱhasȱnotȱmadeȱthisȱ[content]ȱavailableȱonȱmobiles’.
Youȱcanȱeitherȱnotȱbotherȱaboutȱtheȱreferenceȱorȱviewȱitȱonȱaȱcomputer

instead.ȱAnotherȱerrorȱmessageȱmightȱbeȱ‘Accessȱmayȱbeȱforbidden’.ȱThis
usuallyȱturnsȱupȱwhenȱtheȱreferenceȱisȱtoȱaȱpayȬforȬknowledgeȱsiteȱof
theȱ JSTORȱ type.ȱ I’veȱ triedȱ toȱkeepȱ referenceȱ toȱ suchȱ sitesȱ toȱ aȱminiȬ
mum.33ȱHereȱagain,ȱyouȱcanȱeitherȱignoreȱorȱuseȱaȱcomputerȱinȱanȱinstiȬ
tutionȱthatȱcanȱaffordȱaȱJSTORȬtypeȱsubscription.

30. WorthȱknowingȱaboutȱYouTubeȱuniqueȱfileȱidentities:ȱifȱyouȱcopyȱtheȱ11ȱcharactersȱ
(e.g.ȱmsM28q6MyfY)ȱandȱpasteȱthemȱintoȱtheȱYouTubeȱsearchȱbox,ȱyouȱwillȱbeȱtakenȱtoȱ
thatȱvideoȱandȱnoneȱother,ȱandȱyouȱwillȱnotȱbeȱtoldȱwhatȱelseȱ‘youȱmightȱenjoy’!ȱ

31. Toȱsendȱerrata,ȱpleaseȱgoȱtoȱ) fd2.formdesk.com/tagg/ErrataMMMSP.
32. Ifȱyou’reȱreadingȱthisȱasȱhardȱcopy,ȱorȱusingȱbookȬreadingȱsoftwareȱthatȱdoesn’tȱsupȬ

portȱhyperlinksȱinȱPDFȱfiles,ȱandȱifȱyouȱwantȱtoȱknowȱmore,ȱproceedȱasȱfollows.ȱ[1]ȱ
Goȱtoȱaȱcomputerȱwithȱanȱonlineȱconnection.ȱ[2]ȱUseȱaȱwebȱbrowserȱandȱtypeȱ
tagg.org/mmmsp/BookFormats.htmlȱinȱtheȱaddressȱbar.ȱ[3]ȱReadȱtheȱtext!ȱ

33. Iȱthinkȱsuchȱsitesȱareȱundemocraticȱ)tagg.org/rants/Pay4Knowledge0901a.htm.

http://fd2.formdesk.com/tagg/ErrataMMMSP
http://tagg.org/mmmsp/BookFormats.html
http://tagg.org/mmmsp/NonMusoInfo.htm#Format
http://www.tagg.org/rants/Pay4Knowledge0901a.htm
http://tagg.org/mmmsp/BookFormats.html
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Sometimesȱyouȱmayȱfindȱthatȱaȱvideoȱorȱaudioȱhyperlinkȱdoesn’tȱplay.
That’sȱusuallyȱbecauseȱthey’reȱinȱaȱformatȱforȱwhichȱyourȱcomputerȱor
tabletȱhasȱnoȱplugȬin.ȱPleaseȱalsoȱnoteȱthatȱcompactedȱfilesȱonȱtheȱinterȬ
netȱ(e.g.ȱZIPȱformat)ȱsometimesȱneedȱtoȱbeȱfirstȱdownloadedȱtoȱyourȱdeȬ
viceȱandȱtoȱbeȱopenedȱinȱotherȱsoftwareȱthanȱtheȱoneȱyouȱareȱusingȱto
readȱthisȱbook.ȱ

Copyrightȱ

Manyȱofȱtheȱmusicalȱandȱaudiovisualȱworksȱreferredȱtoȱinȱthisȱbookȱhave
atȱoneȱtimeȱorȱanotherȱbeenȱissuedȱcommercially.ȱItȱwouldȱinȱtheȱearly
1990sȱhaveȱbeenȱabsurdȱtoȱexpectȱreadersȱtoȱhaveȱaccessȱtoȱmoreȱthanȱa
veryȱsmallȱproportionȱofȱ thoseȱworks.ȱInȱ2012,ȱhowever,ȱ itȱ isȱ inȱmost

casesȱaȱveryȱsimpleȱmatterȱifȱyouȱknowȱwhereȱtoȱlook.ȱFearingȱprosecuȬ
tionȱforȱinducementȱtoȱillegalȱacts,ȱIȱcan’tȱbeȱmoreȱpreciseȱhereȱthanȱto
sayȱthatȱthereȱareȱseveralȱwellȬknownȱwebsitesȱwhereȱyouȱcanȱhearȱthe
majorityȱofȱrecordedȱworks,ȱaudioȱorȱaudiovisual,ȱIȱreferȱtoȱinȱthisȱbook.
SomeȱofȱthoseȱsitesȱareȱpayȬperȬdownloadȱandȱlegal,ȱsomeȱareȱlegalȱand
free,ȱwhileȱotherȱfreeȱsitesȱmayȱhaveȱpostedȱrecordingsȱ illegally.ȱThis
muchȱIȱcanȱsay:ȱanȱonlineȱsearchȱforȱPolice "Don’t Stand So Close To Me"
(withȱtheȱquoteȱmarks)ȱproducedȱ32,200ȱhitsȱ[2009Ȭ06Ȭ13],ȱtheȱfirstȱtwo

ofȱ which,ȱ whenȱ clicked,ȱ tookȱ meȱ toȱ actualȱ onlineȱ recordingsȱ (on
YouTube)ȱofȱtheȱoriginalȱissueȱofȱtheȱtuneȱ(Police,ȱ1980).ȱUsingȱtheȱonȬ
screenȱdigitalȱ timecodeȱprovidedȱbyȱYouTube,ȱIȱwasȱableȱ toȱpinpoint
theȱradicalȱchangeȱfromȱverseȱtoȱchorusȱatȱ1:48.ȱTheȱwholeȱprocessȱof
checkingȱaȱpreciseȱmusicalȱeventȱinȱ justȱoneȱamongȱmillionsȱofȱsongs
tookȱlessȱthanȱaȱminute.ȱPleaseȱbeȱawareȱthatȱwhileȱitȱisȱnotȱillegalȱtoȱlisȬ
tenȱtoȱmediaȱpostedȱonȱline,ȱdownloadingȱworksȱunderȱcopyrightȱwithȬ
outȱpermissionȱorȱpaymentȱmostȱprobablyȱis.34ȱIȱhave,ȱforȱtheȱreader’s
convenience,ȱincludedȱmanyȱreferencesȱtoȱYouTubeȱpostingsȱorȱtoȱpostȬ
ingsȱonȱmyȱsite.ȱTheseȱreferencesȱareȱmainlyȱtoȱtwoȱtypesȱofȱwork:ȱthose
inȱtheȱpublicȱdomainȱorȱwhichȱI’veȱproducedȱmyself,ȱandȱthoseȱwhich

were,ȱatȱtheȱtimeȱofȱpublicationȱandȱtoȱmyȱknowledge,ȱunavailableȱor

34. ThanksȱtoȱBobȱClarida,ȱmediaȱandȱcopyrightȱattorneyȱatȱReitler,ȱKailasȱ&ȱRosenblattȱ
(NewȱYork)ȱforȱclarifyingȱtheseȱpoints.
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otherwiseȱnotȱreadilyȱaccessible.ȱIfȱyouȱfindȱanyȱsuchȱreferenceȱtoȱbeȱin
breachȱ ofȱ copyrightȱ legislationȱ pleaseȱ informȱmeȱ ()tagg.org/infocon-

tact.html)ȱandȱI’llȱeitherȱtakeȱitȱdown,ȱdeleteȱtheȱreferenceȱorȱcontactȱmy

legalȱadvisor.ȱForȱmoreȱonȱpublishingȱknowledgeȱaboutȱmusicȱ inȱ the
modernȱmedia,ȱpleaseȱvisitȱ)tagg.org/infowhy.html#Copyright.ȱ

Index

Sinceȱthisȱversionȱ(2.4)ȱofȱtheȱeȬbookȱisȱalsoȱpublishedȱasȱhardȱcopy,ȱit
hasȱbeenȱprovidedȱwithȱanȱ indexȱ (pp.ȱ653Ȭ691)ȱ featuringȱpageȱ referȬ
encesȱtoȱallȱproperȱnamesȱappearingȱinȱtheȱmainȱtextȱandȱtheȱfootnotes.
Notȱonlyȱdoesȱitȱincludeȱauthors,ȱeditors,ȱperformers,ȱcomposers,ȱetc.,
asȱwellȱasȱtitlesȱofȱmusicalȱworks,ȱsongs,ȱtracks,ȱalbums,ȱfilms,ȱTVȱproȬ
ductionsȱandȱsoȱon;ȱitȱalsoȱcontainsȱpageȱreferencesȱtoȱallȱimportantȱtopȬ
icsȱandȱconceptsȱcoveredȱinȱtheȱbook.ȱForȱmoreȱaboutȱtheȱindex,ȱplease
seeȱtheȱexplanationsȱonȱpageȱ653.ȱ

Formalia

Typographyȱ

1. AȱsmallȱTahomaȱfontȱisȱusedȱtoȱsaveȱspace,ȱespeciallyȱwhenȱinternetȱ
URLsȱareȱpresented,ȱe.g.ȱ) tagg.org/mmmsp/index.html.ȱ

2. Sans-serifȱisȱusedȱforȱtwoȱotherȱpurposes:ȱ[i]ȱtoȱdistinguishȱcompuȬ
terȱkeyboardȱinputȱfromȱtheȱwordsȱaroundȱit,ȱforȱexample:ȱ‘aȱ
GoogleȱsearchȱforȱPolice "Don’t Stand So Close To Me"ȱproducedȱ
32,200ȱhits’;ȱ[ii]ȱtoȱdistinguishȱtheȱheadingsȱofȱtablesȱandȱfiguresȱ
fromȱtheȱsurroundingȱtext.

3. Bold Courier lower-caseȱisȱusedȱtoȱdistinguishȱnoteȱnamesȱ(a 
b��b��c��=ȱ‘A’,ȱ‘Bȱflat’,ȱ‘Bȱnatural’,ȱ‘Cȱsharp’,ȱetc.)ȱfromȱotherȱusesȱ
ofȱsingleȱlowerȬcaseȱletters.ȱ

4. AȱphoneticȱfontȱisȱoccasionallyȱusedȱtoȱindicateȱtheȱUKȱpronunciaȬ
tionȱofȱpotentiallyȱunfamiliarȱwordsȱaccordingȱtoȱtheȱsymbolsȱ
shownȱinȱTableȱPȬ1ȱoverleaf.

http://www.tagg.org/infocontact.html
http://www.tagg.org/infowhy.html#Copyright
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Table P-1. Phonetic symbols for ‘BBC English’ 

Capitalsȱ

CAPITALSȱareȱinȱgeneralȱusedȱaccordingȱtoȱtheȱnormsȱsetȱoutȱinȱsection
6.9ȱofȱAssignmentȱandȱDissertationȱTipsȱatȱ) tagg.org/xpdfs/assdiss.pdf.ȱ

SMALLȱCAPITALSȱareȱusedȱforȱfiveȱpurposes,ȱtheȱfirstȱfourȱofȱwhichȱoccur
inȱtheȱmainȱbodyȱofȱtext,ȱtheȱfirstȱtwoȱofȱthoseȱderivingȱfromȱtheirȱusage
inȱLakoffȱandȱJohnsonȱ(1979).ȱ
1. Toȱsaveȱspaceȱandȱtoȱavoidȱhavingȱtoȱinsertȱaȱplethoraȱofȱhyphensȱ

andȱinvertedȱcommasȱwhenȱintroducingȱaȱshortȱstringȱofȱwords,ȱ
oftenȱusedȱadjectivally,ȱtoȱdenoteȱanȱintegralȱconcept,ȱforȱexample:ȱ
TheȱMUSICȱISȱMUSICȱmythȱisȱaȱsymptomȱofȱdualȱconsciousness.

2. Toȱdistinguishȱbetweenȱtypicallyȱauthorialȱwordsȱandȱthoseȱofȱrealȱ
orȱimaginaryȱlistenersȱrespondingȱtoȱmusic,ȱforȱexample:ȱit’sȱessenȬ
tialȱtoȱknowȱhowȱmuchȱAUSTRIAȱratherȱthan,ȱsay,ȱBRAZILȱorȱJAPAN,ȱandȱ
howȱmuchȱSHAMPOOȱratherȱthanȱGUNSȱorȱCIGARETTESȱrespondentsȱimagȬ
inedȱonȱhearingȱtheȱreceptionȱtestȱpiece.

#� ah!,ȱharp,ȱbath,ȱlaugh,ȱhalf 1 hot,ȱwhat,ȱwant,ȱAustralia
3 hat,ȱcat,ȱmap,ȱAfrica Q� or,ȱoar,ȱawe,ȱwar,ȱall,ȱtaught,ȱoughtȱ
C+ eye,ȱI,ȱmy,ȱfine,ȱhigh,ȱhiȬfi,ȱwhy 1+ boy,ȱcoil,ȱDeutschland
C7 down,ȱabout,ȱBauhaus,ȱcow,ȱ

nowȱ(notȱknowȱ[P�7]),
ploughȱ(cf.ȱQ�ȱandȱ�7)


 about,ȱkiller,ȱtutor,ȱnation,ȱcurrant,ȱ
current,ȱcolour,ȱfuel,ȱlittle,ȱliar,ȱlyre,ȱ
future,ȱIndia,ȱconfer,ȱpersist,ȱadaptȱ

& the,ȱthat,ȱbreathe,ȱclothes,ȱ
although,ȱweatherȱ(cf.ȱ6)


� circumspect,ȱfern,ȱfir,ȱfur,ȱlearn,ȱ

F< jazz,ȱJohn,ȱgin,ȱfootage,ȱbridge,ȱ
Fiji,ȱDjango,ȱGianniȱ(cf.ȱ<)


7 no,ȱknow,ȱtoe,ȱtoad,ȱcold,ȱlow,ȱ
although,ȱ(cf.ȱC7,ȱQ�)

'� help,ȱbetter,ȱmeasure,ȱleisure 5 shirt,ȱstation,ȱSean,ȱchampagne,ȱNiš

'�� air,ȱbear,ȱbare,ȱthere,ȱthey’re V5 church,ȱitch,ȱcello,ȱfuture,ȱCzech,ȱhá²ekȱ
'+ date,ȱday,ȱwait,ȱstation,ȱemail,

Australia,ȱpatient,ȱhey!
6 think,ȱthrow,ȱnothing,ȱclothȱ(cf.�&)

+ it,ȱfit,ȱminute,ȱpretend ; but,ȱluck,ȱwon,ȱcolour
K� eat,ȱsees,ȱseas,ȱseize,ȱFiji,ȱemail W� food,ȱcool,ȱrule,ȱrude,ȱthrough,ȱthrew

+�� hear,ȱhere,ȱbeer,ȱpier 7 foot,ȱlook,ȱbush,ȱput

j yes,ȱyak,ȱuse,ȱEurope,ȱGöteborgȱ ju: use,ȱfew,ȱfuture,ȱnewȱmusic,ȱtune
0 singing,ȱsynchronise,ȱthink,ȱ

gong,ȱincredible,ȱ
< genreȱ[�<#�PT�],ȱvision,ȱmeasure,ȱJoão,ȱ

montage,ȱRózsa,ȱZhivago,ȱŽižekȱ(cf.ȱF<)

��=ȱstartȱofȱstressedȱsyllable Öȱ=ȱlongȱvowelȱȱ

http://www.tagg.org/xpdfs/assdiss.pdf
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3. ToȱhighlightȱanȱIMPORTANTȱTERMȱintroducedȱforȱtheȱfirstȱtimeȱ
(romanȱfont),ȱorȱtoȱreferȱtoȱaȱtermȱexplainedȱelsewhereȱinȱtheȱsameȱ
chapterȱorȱinȱtheȱGLOSSARYȱ(italic).

4. ToȱsaveȱpageȱspaceȱwithȱfrequentlyȱrecurringȱcapitalȬletterȱabbreviȬ
ations,ȱforȱexampleȱDVDȱinsteadȱofȱDVD,ȱIOCMȱinsteadȱofȱIOCM.

5. Toȱfacilitateȱquickerȱidentificationȱofȱalphabeticallyȱorderedȱentriesȱ
inȱtheȱReferenceȱAppendix.ȱ

Italics

ItalicsȱareȱinȱgeneralȱusedȱaccordingȱtoȱtheȱnormsȱsetȱoutȱinȱAssignment
andȱDissertationȱTipsȱ(Tagg,ȱ2001:49Ȭ52)ȱatȱ)tagg.org/xpdfs/assdiss.pdf.

Italicsȱareȱalsoȱusedȱtoȱdemarcateȱlongerȱexpressionsȱthatȱforȱreasonsȱof
syntaxȱandȱcomprehensionȱhaveȱtoȱbeȱincludedȱasȱpartȱofȱtheȱsentence
containingȱthemȱandȱwhichȱwouldȱbeȱevenȱclumsierȱifȱdelimitedȱwith

quotationȱmarks,ȱforȱinstance:ȱ‘youȱcanȱalsoȱreferȱtoȱmusicalȱstructures
inȱrelativeȱterms,ȱforȱexampleȱtheȱdangerȱstabsȱjustȱbeforeȱtheȱfinalȱchord,ȱor
theȱlastȱfiveȱnotesȱofȱtheȱtwangyȱguitarȱtuneȱjustȱbeforeȱitȱrepeats.’ȱȱ

Timingsȱandȱdurationsȱ
Givenȱthatȱmostȱmusicalȱrecordingsȱexistȱinȱdigitalȱform,ȱandȱgivenȱthat
digitalȱplaybackȱequipmentȱincludesȱrealȬtimeȱdisplay,ȱtheȱpositionȱof
eventsȱwithinȱrecordingsȱdiscussedȱinȱthisȱbookȱisȱgivenȱinȱminutesȱand
seconds.ȱ0:00ȱorȱ0:00:00ȱindicatesȱtheȱstartȱofȱtheȱrecordingȱinȱquestion,
0:56ȱaȱpointȱ56ȱsecondsȱafterȱ0:00,ȱandȱ1:12:07ȱaȱpointȱoneȱhour,ȱtwelve

minutesȱandȱsevenȱsecondsȱfromȱtheȱstartȱ(seeȱ‘Unequivocalȱtimecode

placement’,ȱp.256,ff.).ȱDurationsȱareȱexpressedȱ inȱtheȱsameȱform,ȱe.g.
4:33ȱorȱ 04:33ȱorȱ 0:04:33ȱmeaningȱ 4ȱminutesȱ andȱ 33ȱ seconds.ȱToȱ save
space,ȱsimpleȱtimingsȱmayȱsometimesȱbeȱexpressedȱasȱfollowsȱ(examȬ
ples):ȱ6Ȉȱ=ȱsixȱseconds,ȱ12½Ȉȱorȱ12.5Ȉȱ=ȱtwelveȱandȱaȱhalfȱseconds,ȱ4ȇ33ȱor
4ȇ33Ȉȱ=ȱfourȱminutesȱandȱthirtyȬthreeȱseconds.ȱ

Millisecondsȱareȱgivenȱeitherȱasȱanȱintegerȱfollowedȱbyȱtheȱabbreviation
‘ms’ȱ(e.g.ȱ‘5ȱms’ȱforȱfiveȱmilliseconds)ȱor,ȱwhenȱdenotingȱexactȱpointsȱin
aȱ recording,ȱ asȱ theȱ finalȱ partȱ afterȱ theȱ decimalȱ pointȱ followingȱ the
numberȱofȱseconds,ȱe.g.ȱ1:12.500ȱforȱoneȱminuteȱandȱtwelveȱpointȱfive
seconds,ȱorȱ1:12:05.750ȱforȱoneȱhour,ȱtwelveȱminutesȱandȱ5¾ȱseconds.ȱ

http://tagg.org/xpdfs/assdiss.pdf
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Frameȱcountsȱinȱaudiovisualȱrecordingsȱareȱexpressedȱlikeȱmilliseconds

exceptȱthatȱtheyȱconsistȱofȱonlyȱtwoȱdigitsȱandȱareȱseparatedȱfromȱthe
secondsȱcountȱbyȱaȱsemicolon,ȱe.g.ȱ1:12:07;16ȱ=ȱoneȱhour,ȱtwelveȱminȬ
utes,ȱ sevenȱ secondsȱ andȱ sixteenȱ frames.ȱ Unlessȱ otherwiseȱ stated,
framesȱcountsȱareȱbasedȱonȱtheȱNTSCȱrateȱofȱthirtyȱ(29.97)ȱperȱsecond.

Dateȱabbreviationsȱ

Whenȱabbreviated,ȱdatesȱareȱusuallyȱformattedȱyyyyȬmmȬddȱ(e.g.ȱ2011Ȭ
02Ȭ18)ȱinȱtheȱmainȱbodyȱofȱtext.ȱInȱfootnoteȱreferencesȱandȱappendices
theyȱalsoȱappearȱasȱyymmddȱ(e.g.ȱ110218).ȱTheȱdateȱinȱbothȱcasesȱhereȱis
theȱ18thȱofȱFebruary,ȱ2011.ȱTheȱ9thȱofȱNovemberȱ1981ȱwouldȱbeȱ1981Ȭ11Ȭ
09ȱ(mainȱtext)ȱorȱ811109ȱ(references).ȱ

Dictionaryȱdefinitions

Unlessȱstatedȱotherwise,ȱdictionaryȱdefinitionsȱorȱtranslationsȱareȱtaken
fromȱtheȱfollowingȱworks:ȱ

TheȱConciseȱOxfordȱEnglishȱDictionaryȱ(Oxford,ȱ1995).
GreekȬEnglishȱLexicon,ȱed.ȱLiddellȱ&ȱScottȱ(Oxford,ȱ1871).
Cassell’sȱLatinȬEnglish,ȱEnglishȬLatinȱDictionaryȱ(London,ȱ1968).
Cassell’sȱGermanȱDictionaryȱ(London,ȱ1978).
Cassell’sȱItalianȱDictionaryȱ(London,ȱ1978).
CollinsȱSpanishȱDictionaryȱ(London,ȱ1982)
DicionárioȱPortuguêsȬInglêsȱ(Porto,ȱ1983).
LeȱpetitȱRobertȱ(Paris,ȱ1970)
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1.ȱHowȱmuchȱmusic?ȱȱ

NE crude but effective way of understanding music’s impor-
tance is to estimate the amount of time and money the average
citizen of the urban West devotes to music on a daily basis.1 

Timeȱbudgetȱ
[1]ȱIfȱtheȱTVȱmonitorȱinȱtheȱaverageȱhouseholdȱisȱswitchedȱonȱforȱfour
andȱaȱhalfȱhoursȱaȱday,ȱaboutȱ120ȱminutesȱofȱmusicȱ—mostlyȱasȱjingles,
logos,ȱ advertisingȱmusic,ȱ themeȱ tunesȱ andȱunderscore,ȱ lessȱ oftenȱ as
musicalȱ performanceȱ orȱmusicȱ videos—ȱwillȱ passȱ throughȱ theȱ TV’s
speakersȱintoȱitsȱviewers’ȱearsȱandȱbrains.2ȱ
[2]ȱMusicȱheardȱinȱshops,ȱboutiques,ȱmalls,ȱsupermarkets,ȱhotels,ȱbars
andȱliftsȱ(elevators),ȱorȱatȱreligiousȱandȱsportingȱevents,ȱorȱatȱtheȱdenȬ
tist’s,ȱorȱinȱpublicȱspacesȱlikeȱairportsȱandȱrailwayȱstations,ȱorȱatȱtheȱcinȬ
ema,ȱorȱinȱtheȱtheatre,ȱoccupiesȱroughlyȱthirtyȱminutesȱaȱdayȱinȱtheȱlife
ofȱtheȱaverageȱcitizenȱofȱtheȱurbanȱWest.

[3]ȱSomeȱpeopleȱwakeȱupȱtoȱaȱclockȱradio,ȱsomeȱlistenȱtoȱweatherȱand
trafficȱreportsȱandȱsomeȱ justȱkeepȱtheȱradioȱonȱinȱtheȱbackgroundȱfor
largeȱpartsȱofȱtheȱday.ȱAnotherȱthirtyȱminutesȱperȱdayȱseemsȱaȱreasonaȬ
bleȱestimateȱhere,ȱgivenȱthatȱmostȱradioȱtimeȱconsistsȱofȱmusicȱbetween

boutsȱofȱnews,ȱweather,ȱtrafficȱreports,ȱetc.2ȱ

1. Theȱfiguresȱcitedȱforȱpointsȱ1ȱandȱ6ȱareȱbasedȱonȱinformationȱfromȱaȱvarietyȱofȱ
sourcesȱ(e.g.ȱAlaȱetȱal.,ȱ1984/1985),ȱincludingȱnotesȱtakenȱatȱconferencesȱ(seeȱnoteȱ2).ȱ
Approximationsȱgivenȱinȱtheȱotherȱpointsȱareȱbasedȱonȱextrapolation.ȱ

2. ‘TheȱtotalȱaverageȱtimeȱtelevisionsȱwereȱswitchedȱonȱinȱtheȱUSAȱ(2005Ȭ2006)ȱwasȱ8ȱ
hoursȱandȱ14ȱminutesȱperȱday…ȱTheȱaverageȱamountȱofȱtelevisionȱwatchedȱbyȱanȱ
individualȱviewerȱ[was…]ȱ4ȱhoursȱandȱ35ȱminutes’ȱinȱ2005Ȭ6ȱandȱ4ȱhoursȱ24ȱminutesȱ
inȱ2010Ȭ11ȱ(NielsenȱMedia,ȱ2007ȱandȱ2011).ȱLennartȱWeibull,ȱ(1989,ȱGöteborgsȱUniȬ
versitet),ȱcalculatedȱmusicȱtoȱbeȱpresentȱduringȱ70%ȱofȱTVȱbroadcastȱtime.ȱThisȱfigȬ
ureȱincludedȱMTVȱandȱotherȱcableȱchannelsȱasȱwellȱasȱthreeȱterrestrialȱchannels.ȱ
Weibullȱalsoȱcalculatedȱthatȱmusicȱaccountedȱforȱ90%ȱofȱradioȱprogrammingȱinȱSweȬ
denȱinȱtheȱlateȱ1980s.ȱAsȱearlyȱasȱ1935,ȱ70%ȱofȱBBCȱradioȱprogrammingȱconsistedȱofȱ
music.ȱMaullȱ(1999)ȱestimatedȱmusicȱtoȱbeȱaudibleȱ35%ȱofȱtheȱtimeȱonȱtheȱUK’sȱallȱ
fourȱterrestrialȱchannelsȱduringȱpeakȱviewingȱhours.ȱGivenȱthatȱherȱcalculationsȱ
includedȱtwoȱcompleteȱfootballȱ(soccer)ȱmatches,ȱtheȱapproximationȱofȱ50%ȱseemsȱ
quiteȱreasonable,ȱperhapsȱevenȱconservative.
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[4]ȱSomeȱpeopleȱareȱexposedȱtoȱmusicȱallȱdayȱinȱtheirȱplaceȱofȱwork,ȱothȬ
ersȱaren’t.ȱAnotherȱaverageȱofȱthirtyȱminutesȱperȱdayȱwouldȱhardlyȱbe
anȱexcessiveȱestimateȱforȱthisȱsourceȱofȱmusic.

[5]ȱMostȱpeopleȱlistenȱtoȱsomeȱmusicȱofȱtheirȱownȱchoiceȱatȱhome,ȱinȱthe
carȱorȱonȱtheirȱsmartphone.ȱWeȱmayȱalsoȱhearȱmusicȱperformedȱatȱfestiȬ
vals,ȱonȱtheȱstreet,ȱinȱclubs,ȱbars,ȱconcertȱhalls,ȱtheatresȱandȱsoȱon.ȱMany

orȱusȱsing,ȱwhistleȱorȱhumȱinȱtheȱshowerȱorȱinȱtheȱkitchenȱandȱparents
stillȱsingȱlullabiesȱandȱnurseryȱrhymesȱtoȱtheirȱyoungȱchildren.ȱSomeȱof
usȱgoȱtoȱkaraokeȱbarsȱandȱmostȱofȱusȱjoinȱinȱHappyȱBirthdayȱandȱother
festiveȱsongs.ȱSomeȱofȱusȱevenȱplayȱanȱinstrumentȱorȱsingȱinȱaȱchoir:ȱif
so,ȱweȱhaveȱ toȱpractise.ȱTheseȱvoluntaryȱactsȱofȱmusicȱwillȱ likelyȱacȬ
countȱforȱanotherȱaverageȱofȱthirtyȱminutesȱperȱpersonȱperȱday.ȱ

[6]ȱYoungȱpeopleȱinȱtheȱUSAȱspendȱanȱhourȱeveryȱdayȱplayingȱcompuȬ
terȱgamesȱwithȱvirtuallyȱconstantȱaudio.ȱIfȱyoungȱpeopleȱconstituteȱone
fifthȱ ofȱ theȱpopulation,ȱ theȱ averageȱ citizenȱwillȱhearȱ anotherȱ twelve

minutesȱofȱmusicȱperȱdayȱwhileȱgaming.

[7]ȱIfȱyouȱhaveȱtoȱphoneȱaȱlargeȱcorporationȱorȱpublicȱinstitution,ȱyou
will,ȱafterȱ‘yourȱcallȱisȱimportantȱtoȱus’ȱandȱinterminableȱmenusȱofȱunȬ
wantedȱoptions,ȱbeȱsubjectedȱtoȱholdȱmusicȱbeforeȱyouȱfinallyȱreachȱa
humanȱbeing.ȱOnȱanȱaverageȱdayȱyouȱwillȱalsoȱhearȱaȱfairȱnumberȱof
mobileȱphoneȱringȱtones,ȱasȱwellȱasȱseveralȱmusicalȱattentionȬgrabbers
overȱPAȱsystemsȱinȱairportsȱorȱtrainȱstations.ȱYouȱmayȱevenȱbeȱwithin

earshotȱofȱaȱbelfryȱorȱcarillon.ȱIt’sȱnotȱunreasonableȱtoȱestimateȱanȱaverȬ
ageȱofȱanotherȱfiveȱminutesȱperȱdayȱforȱholdȱmusic,ȱringȱtonesȱandȱtonal
signals,ȱbellȱchimes,ȱetc.

Table 1: Estimated average daily dose of music
Source of music Estimated minutes/day

TV,ȱDVD,ȱvideo, 120

Shops,ȱbars,ȱairports,ȱetc. ȱȱ30
Radio ȱȱ30

Placeȱofȱwork ȱȱ30
Personalȱchoice ȱȱ30ȱ

Gaming,ȱphones,ȱsignals,ȱetc. ȱȱ17ȱ(12+5)
Total 257ȱmins.ȱ=ȱ4ȱhrs.,ȱ17ȱmins.
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If these figures have any validity, average citizens of the Western world
(including babies, pensioners and the deaf, as well as pop fans and mu-
sic students) hear music for more than one quarter of their waking life.
Even if you think these figures are exaggerated, it’s unlikely that any
other sign system —the spoken or written word, pictures, dancing,
etc.— can on its own rival music’s share of our average daily dose of
symbolic perception.3

Moneyȱbudget

Music’s share of our time budget is echoed by its economic importance.
Despite doomsday declarations from the industry about the suppos-
edly adverse effects of file sharing, global phonogram sales rose con-
stantly to stay at over $40 billion (US) between 1995 and 2001, since
when they have fallen back to 1990 levels of around $25 billion.4 This
recent decline should be seen against the backdrop of substantial global
increases in the following areas: [1] collection of publishing rights for re-
corded music;5 [2] sale of satellite/cable TV services and of computer
games, both featuring more than their fair share of music; [3] digital de-
livery of music, accounting for 29% of industrial revenue in 2010;6 [4]
the recent emergence of live music promotion as the industry’s biggest
money spinner (Cloonan, 2011).7 All of these trends should in their turn
be seen in the context of the financial meltdown of 2008 and of the re-
sultant radical reduction of disposable income experienced by citizens

3. AccordingȱtoȱSlobodaȱetȱal.ȱ(2000),ȱ44%ȱofȱaȱsampleȱofȱsubjects,ȱinȱanyȱtwoȬhourȱ
period,ȱwereȱinvolvedȱinȱactivityȱthatȱincorporatedȱtheȱexperienceȱofȱmusic,ȱthoughȱ
inȱonlyȱ2%ȱofȱcasesȱwasȱlisteningȱtoȱmusicȱtheȱmainȱfocusedȱactivity.

4. Economiaȱdellaȱmusicaȱ(2011:ȱ11Ȭ13).ȱThanksȱtoȱFrancoȱFabbriȱforȱthisȱreference.ȱForȱ
convincingȱrefutationȱofȱmusicȱindustryȱmythsȱaboutȱillegalȱdownloads,ȱseeȱresearchȱ
firmȱTheȱLeadingȱQuestion’sȱ2005ȱfindingȱthatȱonlineȱmusicȱfileȱsharersȱspentȱfourȱ
andȱaȱhalfȱtimesȱmoreȱonȱpaidȬforȱmusicȱdownloadsȱthanȱdidȱaverageȱfansȱ(BBCȱ
NewsȱChannel,ȱ2005Ȭ07Ȭ27: )  news.bbc.co.uk/1/hi/4718249.stm [111025].ȱ

5. Economiaȱdellaȱmusicaȱ(2011:ȱ16Ȭ18).ȱAlsoȱworthȱnotingȱis,ȱforȱexample,ȱthatȱmobileȱ
phoneȱringtoneȱglobalȱdownloadȱrightsȱaloneȱtoppedȱ$1ȱbillionȱ(US)ȱinȱ2002ȱandȱthatȱ
USȱringtoneȱsalesȱaloneȱreachedȱ$714ȱmillionȱinȱ2007ȱ(WikipediaȱarticleȱRingtoneȱcitȬ
ingȱresearchȱfirmȱSNLȱKaganȱinȱEntrepreneurȱmagazine,ȱ2009ȱ[2011-07-08]).ȱ

6. Digitalȱsalesȱofȱrecordedȱmusicȱroseȱbyȱ940%ȱbetweenȱ2004ȱandȱ2009ȱtoȱreachȱaȱ29%ȱ
shareȱofȱtotalȱindustryȱrevenueȱinȱ2010ȱ(IFPI,ȱ2011:ȱ6Ȭ7).ȱ

http://news.bbc.co.uk/1/hi/4718249.stm
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of those nations on whose statistics the trends are based.8 It’s also
worth noting that music is an important source of revenue for the na-
tional economy of countries like the UK, the USA and Sweden. It can
therefore be quite instructive to estimate how much money the average
citizen of the industrialised West spends on music.9 

Let’s say you buy a new sound system for your home every ten years
and let’s assume that the music you hear via the TV and DVD equip-
ment you buy every ten years is worth one quarter of the purchase
price value. You may also own a smartphone that plays audio and
video, and your laptop will contain audiovisual playback software and
a sound card. You may also be among the one in twenty who buys mu-
sical instruments, sheet music, etc. and you might be paying for private
music lessons. You’ll almost certainly have to buy cables, plugs and
batteries for various items of your audio equipment and you’ll defi-
nitely be paying for the electricity you use to run it all. Estimating all
these costs at $3,600 over ten years works out at one dollar a day.10

If you still buy recorded CDs, or if you regularly pay to download mu-
sic files, or if you buy blank CDs or DVDs, or extra memory to store
your films and music, you’ll probably be spending about $150 annually

7. Cloonanȱ(2011:ȱ1Ȭ2)ȱnotesȱthatȱ‘inȱ2009…ȱtheȱvalueȱofȱliveȱmusicȱinȱtheȱUK…ȱforȱtheȱ
firstȱtimeȱinȱlivingȱmemory…ȱexceededȱtheȱvalueȱofȱrecordedȱmusic’.ȱ‘[T]heȱmostȱ
importantȱmusicȱcompanyȱinȱtheȱworldȱnowȱisȱnotȱaȱmajorȱlabel,ȱbutȱLiveȱNationȱ
Entertainmentȱ–ȱanȱamalgamationȱofȱtheȱworld’sȱbiggestȱconcertȱpromoter,ȱLiveȱ
Nation,ȱandȱtheȱworld’sȱbiggestȱticketȱagent,ȱTicketmaster’ȱ(p.ȱ5).ȱ‘[I]nȱ2002ȱPaulȱ
McCartneyȱearnedȱ$2.2ȱmillionȱfromȱrecordings,ȱanotherȱ2.2ȱfromȱpublishingȱandȱ
64.9ȱfromȱconcerts’ȱ(p.ȱ3).ȱOneȱofȱCloonan’sȱconclusionsȱis:ȱ‘IfȱweȱthinkȱbackȱtoȱanȱideȬ
ologyȱofȱtheȱ1960sȱwhereȱartistsȱandȱaudiencesȱwereȱpittedȱagainstȱ“TheȱMan”ȱ–ȱthenȱ
thatȱManȱisȱnowȱmoreȱlikelyȱtoȱbeȱaȱpromoterȱthanȱaȱrecordȱcompany’ȱ(pp.ȱ18Ȭ19).ȱ

8. Evenȱbeforeȱtheȱunmistakableȱfailureȱofȱfinanceȱcapitalismȱinȱ2008,ȱCDȱpricesȱhadȱ
increasedȱwhileȱaverageȱdisposableȱincomeȱforȱallȱbutȱtheȱtopȱ5%ȱhadȱdecreasedȱ
markedlyȱinȱbothȱEuropeȱandȱNorthȱAmerica.ȱ

9. Theȱestimatesȱgivenȱinȱtheȱnextȱfewȱparagraphsȱareȱnoȱmoreȱthanȱ‘intelligentȱguessȬ
work’.ȱTheirȱinclusionȱisȱmainlyȱintendedȱtoȱencourageȱreadersȱtoȱrealisticallyȱcalcuȬ
lateȱhowȱmuchȱtimeȱtheyȱspendȱonȱmusicȱthemselves.

10. PricesȱareȱapproximateȱandȱinȱCanadianȱdollars,ȱincludingȱtaxes,ȱasȱofȱDecember,ȱ
2006.ȱAȱlowȬpriceȱflatȬscreenȱ27ȈȱTVȱmonitorȱaloneȱwouldȱhaveȱcostȱ$1,000,ȱanȱaverȬ
ageȱcomputerȱsetupȱaboutȱtheȱsame.ȱAnȱiPhoneȱwithȱaccessoriesȱwouldȱsetȱyouȱbackȱ
anotherȱ$500.
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($0.40/day). In addition to that, the share of the money covering music
production and copyright costs when you buy a DVD, or subscribe to a
movie channel, or pay for a legal download, or use any other pay-per-
view system, plus whatever musical activities, including public music
education, your local and national authorities may see fit to provide or
subsidise via taxation and levies,11 may well account for another $150
annually. All in all that makes another $300 per average year or $0.80
on a daily basis.

Much of our musical spending is indirect. Radio and TV license fees
have to cover the costs of broadcasting copyrighted music as a public
service while commercial broadcasters pay for the same rights with the
money they get from the pedlars of consumerist propaganda who in
their turn pass down their advertising costs to those of us who buy the
goods or services being marketed. That money pays radio and TV sta-
tions to broadcast music that will make us want stay tuned to whatever
channel diffuses their propaganda. So, whenever we buy something
advertised on broadcast media we aren’t just paying for propaganda
production: we’re also paying for the very thing that exposes us to the
propaganda, i.e. the sort of music diffused by our favourite format ra-
dio station. It’s very difficult to quantify what proportion of a product’s
retail price is devoted to its marketing, let alone determine what part of
the advertising budget goes to musical production but there is little
doubt that the amounts of money passing hands here are substantial.12

11. Aȱblankȱmediaȱlevyȱexistsȱinȱseveralȱcountries.ȱOneȱofȱitsȱpurposesȱisȱtoȱoffsetȱtheȱ
lossȱofȱmusicȱrightsȱrevenueȱattributedȱtoȱprivateȱcopying.ȱAȱsmallȱbutȱsignificantȱ
partȱofȱrevenueȱfromȱtheȱdirectȱandȱindirectȱtaxesȱweȱpayȱtoȱgovernmentȱisȱusedȱtoȱ
financeȱnonȬprofitȬmakingȱventuresȱlikeȱsymphonyȱorchestras,ȱballetȱcompanies,ȱ
jazzȱfestivals,ȱnotȱtoȱmentionȱmusicȱeducationȱandȱresearchȱ(includingȱmyȱsalary).ȱ

12. Advertisingȱbudgetsȱconstitutingȱ15Ȭ20%ȱofȱproductionȱcostsȱaren’tȱunusualȱ(basedȱ
onȱaȱquickȱglanceȱthroughȱfiftyȬoddȱwebȱpagesȱinȱDecemberȱ2006).ȱTypicalȱprimeȬ
timeȱTVȱadvertisingȱcostsȱinȱtheȱUSAȱareȱcalculatedȱatȱ$40,000ȱforȱ30ȱsecondsȱorȱ10Ȭ15ȱ
centsȱperȱviewerȱbutȱcanȱskyrocketȱtoȱ$2.4ȱmillionȱ()ocw.mit.edu/NR/rdonlyres/Sloan-School-of-
Management/15-810Spring-2005/455AE876-A2FB-42C0-A6B7-92CC1CA48591/0/discussion_qus.pdfȱandȱ
)www.apache.co.za/i/news/axcess/part1/nfl-super-bowl-ads-attract-big-audience.asp?article-tricks=6272, both 
2006-12-28).ȱForȱadvertisingȱmusicȱproductionȱcosts,ȱseeȱFellowsȱ(1998).ȱ

http://www.ocw.mit.edu/NR/rdonlyres/Sloan-School-of-Management/15-810Spring-2005/455AE876-A2FB-42C0-A6B7-92CC1CA48591/0/discussion_qus.pdf
http://www.ocw.mit.edu/NR/rdonlyres/Sloan-School-of-Management/15-810Spring-2005/455AE876-A2FB-42C0-A6B7-92CC1CA48591/0/discussion_qus.pdf
www.apache.co.za/i/news/axcess/part1/nfl-super-bowl-ads-attract-big-audience.asp?article-tricks=6272
www.apache.co.za/i/news/axcess/part1/nfl-super-bowl-ads-attract-big-audience.asp?article-tricks=6272
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Every time we visit a café, restaurant, shopping mall, hospital, railway
station, etc. where piped music is publicly diffused, the costs of licens-
ing that music are once again passed down to the customer or user.
Every time we visit a bar or club featuring live music or a karaoke ma-
chine we will either have to pay an entrance fee or more than the usual
bar price for drinks.13 Even mobile phone ringtone rights and tele-
phone hold music costs are ultimately paid for by us, the customers.

Perhaps you are a member of the Lady Gaga or Karlheinz Stockhausen
fan club, in which case you might buy a T-shirt or other merchandising
memorabilia.14 Add to these indirect payments for music the possibil-
ity of two visits each year to musical performances in a concert hall,
theatre, opera house, entertainment complex or sports arena, plus your
travel expenses for getting to and from the venue, and we are looking
at another estimated $250 each year or $0.70 a day.

In short, we probably spend on average the best part of $900 each year
on music, the equivalent of about $2.50 each day. In January 2007, $2.50
was roughly what you would pay in Canada for a standard loaf of
bread or for a litre of milk. 

Conclusionȱ
If music is as important as the descriptions just presented suggest, why
does it so often seem to end up near the bottom of the academic heap?
The short answer is that education and research (including this book)
are largely language-based while music is a non-verbal system for medi-
ating ideas. We may like to talk enthusiastically about our musical ex-
periences and tastes but we are often at a loss when it comes to
explaining why and how which sounds have what effect. 

13. Ifȱyouȱvisitȱaȱbarȱfeaturingȱliveȱmusicȱorȱkaraokeȱthreeȱtimesȱaȱyear,ȱifȱyouȱdrinkȱthreeȱ
beersȱatȱ$7ȱonȱeachȱoccasion,ȱifȱtheȱusualȱpriceȱforȱoneȱbeerȱisȱ$1,ȱandȱifȱtheȱmusicȱ
shareȱofȱtheȱmarkȬupȱisȱ$4,ȱthatȱexpenseȱaloneȱwillȱcountȱforȱ$36ȱaȱyearȱ(1¢/day).

14. ‘GooglingȱrevealsȱseveralȱtypesȱofȱStockhausenȱTȬshirt,ȱalthoughȱnoneȱseemȱtoȱbeȱ
officialȱfanȱmerchandise.ȱIȱalsoȱhaveȱaȱ1973ȱdoubleȱalbumȱbyȱStockhausenȱȰGreatestȱ
Hitsȱ(�ȱPolydorȱ2612ȱ023)ȰȱwithȱeditedȱhighlightsȱofȱhisȱbestȬlovedȱworksȱandȱtheȱ
linerȱnotes,ȱaȱreprintȱofȱaȱ1971ȱinterviewȱwithȱRollingȱStone’ȱ(emailȱfromȱT.ȱP.ȱUschȬ
anov,ȱHelsinki,ȱ2012Ȭ11Ȭ12).ȱ
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‘Why and how does who communicate what to whom and with what
effect’ is of course the million-dollar question of semiotics and much of
this book will suggest ways of tackling that question in relation to mu-
sic. Still, before launching into the treacherous waters of music semiot-
ics it’s essential to establish a workable definition of the word music
according to its use in contemporary Western culture. We at least need
to know what sort of boat we’re in before navigating those troubled
seas, because some of our difficulties about explaining music come
from culturally specific assumptions about its very nature.
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2.ȱTheȱmostȱimportantȱthing…

USICȱasȱaȱ‘universalȱlanguage’,ȱasȱtheȱ‘languageȱofȱlove’,ȱorȱas
theȱ‘naturalȱexpressionȱofȱfeelings’,ȱorȱasȱanȱartȱtranscending
theȱsordidȱsocialȱrealitiesȱofȱeverydayȱlife,ȱorȱasȱauditoryȱicing

onȱtheȱverbalȬvisualȬnumericalȱcakeȱofȱlogicȱandȱtheȱmaterialȱsciences…
Thoseȱ areȱ justȱ fiveȱ ofȱ theȱmoreȱ colourfulȱ notionsȱ ofȱmusicȱ thatȱ I’ve
heardȱinȱtheȱculturalȱenvironmentȱinȱwhichȱIȱwasȱbroughtȱupȱandȱhave
lived.1ȱGlancingȱthroughȱtheȱestimatesȱofȱmusic’sȱeverydayȱimportance

(pp.ȱ35Ȭ40),ȱit’sȱclearȱthatȱthoseȱassumptionsȱaboutȱmusicȱwon’tȱbeȱmuch

useȱinȱexplainingȱhowȱandȱwhy,ȱinȱtheȱeverydayȱrealityȱofȱmostȱpeople
livingȱ inȱ thisȱmediaȬsaturatedȱ society,ȱmusicȱ communicatesȱwhatȱ to
whomȱwithȱwhatȱeffect.ȱIndeed,ȱtoȱavoidȱconfusionȱinȱwhatȱfollowsȱI’ll
needȱtoȱcomeȱupȱwithȱaȱmuchȱmoreȱprosaicȱworkingȱdefinitionȱofȱMUSIC

soȱthatȱreadersȱwillȱknowȱwhatȱatȱleastȱIȱmeanȱbyȱtheȱword.ȱTheȱtrouble
isȱthatȱdefiningȱMUSICȱtoutȱcourtȱwouldȱbeȱanȱintellectuallyȱrecklessȱunȬ
dertaking.ȱTherefore,ȱpleaseȱnoteȱthatȱinȱwhatȱcomesȱnextȱIȇmȱnotȱtrying
toȱdescribeȱwhatȱIȱthinkȱMUSICȱmeansȱglobally,ȱnorȱwhatȱIȱthinkȱitȱought
toȱmeanȱinȱgeneral,ȱnorȱwhatȱitȱmeantȱinȱtimesȱgoneȱby.2ȱNo,ȱmyȱworkȬ
ingȱdefinitionȱofȱMUSICȱandȱtheȱaxiomsȱfollowingȱitȱareȱnoȱmoreȱthanȱan
attemptȱtoȱdistilȱtheȱessenceȱofȱtheȱsortsȱofȱthingȱMUSICȱseemsȱtoȱmeanȱinȱthe
culturalȱenvironmentsȱwithȱwhichȱIȱamȱfamiliarȱandȱwhereȱI’veȱworkedȱasȱa
musicianȱorȱmusicȱteacher.3

1. [1]ȱ‘Ifȱmusicȱbeȱtheȱfoodȱofȱlove,ȱplayȱon’:ȱactȱ1ȱsceneȱ1ȱinȱShakespeare’sȱTwelfthȱNight;ȱ
[2]ȱ‘music,ȱtheȱuniversalȱlanguage’:ȱinscriptionȱinȱaȱstainedȱglassȱwindowsȱinȱLiverȬ
pool’sȱPhilharmonicȱpub;ȱ[3]ȱ‘auditoryȱcheesecake’:ȱseeȱfootnoteȱ37,ȱp.ȱ62;ȱ[4]ȱnotionsȱ
ofȱmusic’sȱ‘transcendence’:ȱseeȱChapterȱ3,ȱpp.ȱ89Ȭ101.ȱSeeȱp.ȱ81ȱforȱcelebratedȱquotesȱ
aboutȱtheȱimportanceȱofȱmusic!

2. Forȱexample,ȱtheȱmeaningsȱofȱMUSICȱinȱAncientȱGreece,ȱinȱJapan,ȱasȱwellȱasȱamongȱ
theȱEweȱandȱTivȱareȱmentionedȱunderȱConceptualȱcomparisonsȱ(p.ȱ50ȱff).ȱForȱotherȱ
examplesȱofȱradicallyȱdifferentȱconceptualisationsȱofȱwhatȱweȱmeanȱbyȱmusic,ȱseeȱ
Ballȱ(2011:ȱ27Ȭ48),ȱreferringȱtoȱethnomusicologicalȱstudiesȱofȱBali,ȱtheȱBasongyeȱ
(Congo),ȱtheȱFlatheadȱnationȱ(USA),ȱJava,ȱtheȱKaluliȱ(PapuaȱNewȱGuinea;ȱFeld,ȱ
1982),ȱtheȱVendaȱ(SouthȱAfrica;ȱBlacking,ȱ1976)ȱandȱtheȱYirkallaȱ(Australia).ȱ
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Definitionȱandȱaxioms
Inȱthisȱbook,ȱmusicȱwillȱbeȱunderstoodȱasȱthatȱformȱofȱinterhumanȱcomȬ
municationȱ inȱwhichȱhumanlyȱorganisedȱnonȬverbalȱsoundȱcan,ȱ followȬ
ingȱculturallyȱspecificȱconventions,ȱcarryȱmeaningȱrelatingȱtoȱemotional,
gestural,ȱtactile,ȱkinetic,ȱspatialȱandȱprosodicȱpatternsȱofȱcognition.

Thatȱratherȱconvolutedȱworkingȱdefinitionȱcanȱbeȱmadeȱclearerȱwithȱthe
helpȱofȱtheȱfollowingȱeightȱaxioms.

1. Musicȱcannotȱexistȱunlessȱit’sȱheardȱorȱregisteredȱbyȱsomeone,ȱ
whetherȱoutȱloudȱorȱinsideȱsomeone’sȱhead.ȱ

2. Althoughȱtheȱoriginalȱsourceȱofȱmusicalȱsoundȱdoesȱnotȱhaveȱtoȱbeȱ
human,ȱmusicȱisȱalwaysȱtheȱresultȱofȱsomeȱkindȱofȱhumanȱmediaȬ
tion,ȱintentionȱorȱorganisation,ȱtypicallyȱthroughȱproductionȱpracȬ
ticesȱlikeȱcomposition,ȱarrangementȱandȱperformance.ȱInȱotherȱ
words,ȱtoȱbecomeȱmusic,ȱhumansȱhaveȱtoȱorganiseȱsoundsȱ(thatȱ
mayȱorȱmayȱnotȱbeȱconsideredȱmusicalȱinȱthemselves),ȱintoȱsequenȬ
tiallyȱandȱsynchronicallyȱorderedȱpatterns.ȱForȱexample,ȱtheȱsoundȱ
ofȱaȱsmokeȱalarmȱisȱnotȱinȱitselfȱmusic,ȱbutȱsampledȱandȱrepeatedȱ
overȱaȱdrumȱtrack,ȱorȱcombinedȱwithȱsoundsȱofȱscreamsȱandȱconflaȬ
grationȱeditedȱinȱatȱcertainȱpoints,ȱitȱcanȱbecomeȱmusic.4

3. Ifȱpointsȱ1ȱandȱ2ȱareȱtrue,ȱmusicȱinvolvesȱinterhumanȱcommunicaȬ
tion.

4. Likeȱtheȱspokenȱword,ȱmusicȱisȱmediatedȱasȱsoundȱbut,ȱunlikeȱ
speech,ȱmusic’sȱsoundsȱdon’tȱneedȱtoȱincludeȱwords,ȱevenȱthoughȱ
oneȱofȱtheȱmostȱcommonȱformsȱofȱmusicȱmakingȱentailsȱsinging,ȱ
chantingȱorȱrecitingȱwords.ȱWhileȱtheȱprosodic,ȱorȱ‘musical’ȱaspectsȱ
ofȱspeechȱ—pitch,ȱtimbre,ȱspeed,ȱrhythm,ȱloudness,ȱetc.—ȱareȱallȱ
importantȱtoȱtheȱcommunicationȱofȱtheȱspokenȱword,ȱaȱwordlessȱ
utteranceȱconsistingȱonlyȱofȱprosodicȱelementsȱceasesȱbyȱdefinitionȱ
toȱbeȱspeech.ȱItȱwillȱmoreȱlikelyȱsoundȱlikeȱmusic.5

3. Thatȱenvironmentȱis,ȱIȱsuppose,ȱtheȱurbanȱWestȱinȱgeneralȱandȱtheȱUK,ȱSweden,ȱCanȬ
adaȱ(Québec)ȱandȱItalyȱinȱparticular,ȱsinceȱtheȱmidȱtwentiethȱcentury.

4. ȱEvenȱJohnȱCage’sȱfamousȱ4ȇ33ȱcanȱbeȱqualifiedȱasȱmusicȱbecauseȱit’sȱaȱperformedȱ
‘silence’ȱorganisedȱasȱaȱsoundȱeventȱinȱrelationȱtoȱother,ȱcontrastingȱsoundȱevents.

5. Tonalȱlanguagesȱ(e.g.ȱMandarin,ȱVietnamese,ȱEwe)ȱmakeȱlexicalȱuseȱofȱpitchȱdifferȬ
enceȱ(tonemes)ȱasȱwellȱasȱofȱphonemesȱ(seeȱGlossaryȱandȱftnt.ȱ21,ȱp.ȱ276).ȱTonemesȱ
areȱnotȱprosodicȱelementsȱofȱspeechȱinȱtonalȱlanguages.ȱȱ
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5. Althoughȱcloselyȱrelatedȱtoȱhumanȱtouch,ȱgestureȱandȱmovementȱ
—dancing,ȱmarching,ȱstrolling,ȱjumping,ȱhitting,ȱtapping,ȱshaking,ȱ
breathing,ȱblowing,ȱstroking,ȱscraping,ȱwiping,ȱetc.—,ȱhumanȱ
touch,ȱgestureȱandȱmovementȱcanȱexistȱwithoutȱmusicȱevenȱifȱmusicȱ
cannotȱbeȱproducedȱwithoutȱtheȱmediationȱofȱsomeȱsortȱofȱhumanȱ
touch,ȱgestureȱorȱmovementȱ(evenȱatȱtheȱcomputerȱkeyboard).

6. Ifȱpointsȱ4ȱandȱ5ȱareȱvalid,ȱmusicȱisȱnoȱmoreȱequivalentȱtoȱtouch,ȱ
gestureȱorȱmovementȱthanȱitȱisȱtoȱspeech,ȱevenȱthoughȱit’sȱintiȬ
matelyȱassociatedȱwithȱallȱfour.

7. IfȱmusicȱinvolvesȱtheȱhumanȱorganisationȱandȱperceptionȱofȱnonȬ
verbalȱsoundȱ(pointsȱ1Ȭ6),ȱandȱifȱit’sȱcloselyȱassociatedȱwithȱtouch,ȱ
gesture,ȱmovementȱandȱprosodicȱaspectsȱofȱspeech,ȱitȱisȱcloseȱtoȱ
preverbalȱmodesȱofȱsensoryȱperceptionȱand,ȱconsequently,ȱtoȱtheȱ
mediationȱofȱsomaticȱ(corporeal)ȱandȱaffectiveȱ(emotional)ȱaspectsȱ
ofȱhumanȱcognition.6

8. Althoughȱmusicȱisȱaȱuniversalȱhumanȱphenomenon,ȱandȱevenȱ
thoughȱthereȱmayȱbeȱsomeȱgeneralȱbioȬacousticȱuniversalsȱofȱmusiȬ
calȱexpressionȱ(p.47,ff.),ȱtheȱsameȱsoundsȱorȱcombinationsȱofȱ
soundsȱareȱnotȱnecessarilyȱintended,ȱheard,ȱunderstoodȱorȱusedȱinȱ
theȱsameȱwayȱinȱdifferentȱmusicalȱculturesȱ(Tenetȱ3,ȱp.47).ȱ

Inȱadditionȱtoȱtheseȱeightȱaxiomsȱit’sȱimportantȱtoȱpositȱthreeȱmoreȱtenȬ
etsȱaboutȱtheȱconceptȱofȱmusic.

Tenetȱ1.ȱConcertedȱsimultaneityȱandȱcollectiveȱidentityȱ
Musical communication can take place between: [1] an individual and
himself/herself; [2] two individuals; [3] individuals within the same
group; [4] an individual and a group; [5] a group and an individual; [6]
members of one group and those of another.7

Particularlyȱmusicalȱ(andȱchoreographic)ȱtypesȱofȱcommunicationȱare
thoseȱ involvingȱ aȱ concertedȱ simultaneityȱ ofȱ soundȱ eventsȱ orȱmoveȬ
ments,ȱthatȱis,ȱbetweenȱaȱgroupȱandȱitsȱmembers,ȱbetweenȱaȱgroupȱand
anȱindividualȱorȱbetweenȱtwoȱgroups.ȱWhileȱyouȱcanȱsing,ȱplay,ȱdance,
talk,ȱpaint,ȱsculptȱandȱwriteȱtoȱorȱforȱyourselfȱandȱforȱothers,ȱit’sȱvery
rareȱforȱseveralȱpeopleȱtoȱsimultaneouslyȱtalk,ȱwrite,ȱpaintȱorȱsculptȱin

6. Seeȱ‘Musicȱandȱsocialisation’ȱ(p.58,ff.)ȱandȱ‘Emotion,ȱmoodȱandȱmetaphorȱ(p.ȱ71,ȱff.).
7. Forȱfurtherȱexplanationȱseeȱ‘Participants,ȱstrands,ȱlayers’ȱ(p.ȱ446,ȱff.).ȱ
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timeȱwithȱeachȱother.ȱInȱfact,ȱasȱsoonȱasȱspeech is subordinated to temporal
organisation of its prosodic elementsȱitȱbecomesȱintrinsicallyȱmusical,ȱasȱis
evidentȱ fromȱ theȱchoralȱcharacterȱofȱrhythmicallyȱchantedȱslogansȱ in
streetȱ demonstrationsȱ orȱ inȱ theȱ roleȱ ofȱ theȱ choirȱ inȱ Ancientȱ Greek
drama.ȱ Thanksȱ toȱ thisȱ factorȱ ofȱ concertedȱ simultaneity,ȱmusicȱ and
danceȱ areȱparticularlyȱ suitedȱ toȱ expressingȱ theȱ affectiveȱ andȱ corporeal
identityȱofȱ individualsȱandȱ communitiesȱ inȱ relationȱ toȱ themselves,ȱ to
eachȱother,ȱandȱtoȱtheirȱsocial,ȱasȱwellȱasȱphysical,ȱsurroundings.8ȱ

Tenetȱ2.ȱIntraȬȱandȱextragenericȱ

Directȱ imitationȱof,ȱorȱ referenceȱ to,ȱ soundȱoutsideȱ theȱ frameworkȱof
musicalȱdiscourseȱisȱrelativelyȱuncommonȱinȱmostȱWesternȱmusics.9ȱIn
fact,ȱmusicalȱstructuresȱoftenȱseemȱtoȱbeȱobjectivelyȱrelatedȱtoȱeither:ȱ[a]
theirȱoccurrenceȱinȱsimilarȱguiseȱinȱotherȱmusic;ȱorȱ[b]ȱtheirȱownȱcontext
withinȱtheȱpieceȱofȱmusicȱ inȱwhichȱ theyȱ(already)ȱoccur.ȱAtȱtheȱsame

time,ȱit’sȱsillyȱtoȱtreatȱmusicȱasȱaȱselfȬcontainedȱsystemȱofȱsoundȱcombiȬ
nationsȱbecauseȱchangesȱinȱmusicalȱstyleȱareȱoftenȱfoundȱinȱconjunction
withȱ(accompanying,ȱpreceding,ȱfollowing)ȱchangeȱinȱtheȱsocietyȱand
cultureȱofȱwhichȱtheȱmusicȱisȱpart.

TheȱcontradictionȱbetweenȱMUSICȱREFERSȱONLYȱTOȱMUSICȱ(theȱintrageneric
notion)ȱandȱMUSICȱISȱRELATEDȱTOȱSOCIETYȱ(extrageneric)ȱisȱnonȬantagonisȬ
tic.ȱAȱrecurrentȱsymptomȱobservedȱwhenȱstudyingȱhowȱmusicsȱvaryȱinȬ
sideȱsocietyȱandȱfromȱoneȱsocietyȱtoȱanotherȱinȱtimeȱorȱplaceȱisȱtheȱway

inȱwhichȱnewȱmeansȱofȱmusicalȱexpressionȱareȱ incorporatedȱ intoȱ the
mainȱbodyȱofȱanyȱgivenȱmusicalȱtraditionȱfromȱoutsideȱtheȱframework

ofȱ itsȱownȱdiscourse.ȱTheseȱ intonationȱ crisesȱ (Asafyev,ȱ 1976:ȱ 100Ȭ101)
workȱinȱaȱnumberȱofȱdifferentȱways.ȱTheyȱcan:

• refer to other musical codes, by acting as social connotors of what 
sort of people use those ‘other’ sounds in which situations, for 
example an ‘ethnic’ flute in the middle of a piece of mainstream 
pop or a ‘pastoral’ drone inserted into a Baroque oratorio;10

8. Evenȱmultitracking,ȱoverdubs,ȱetc.,ȱalthoughȱfrequentlyȱperformedȱbyȱtheȱsameȱindiȬ
vidualȱonȱdifferentȱoccasions,ȱconstituteȱanȱintrinsicȱcollectivityȱofȱpartsȱorȱvoices.

9. Seeȱ‘Sonicȱanaphones’ȱ(p.487,ff.).
10. Seeȱ‘Genreȱsynecdoche’ȱ(p.524,ȱff.)ȱandȱFernandoȱtheȱFluteȱ(Tagg,ȱ2000b:ȱ34Ȭ5,ȱ74Ȭ5).ȱ
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• reflect changes in sound technology, acoustic conditions, or the 
soundscape, as well as changes in collective self-perception accom-
panying these developments, for example from clavichord to grand 
piano, from bagpipe to accordion, from rural to urban blues, from 
rock music to electronic dance music;

• reflect fluctuations in class structure or other notable demographic 
change, such as reggae influences on British rock; or the shift in 
dominance of US popular music (1930s - 1960s) from Broadway 
shows to the more rock-, blues- and country-based styles from the 
US South and West; 

• act as a combination of any of the three processes just mentioned. 

Tenetȱ3.ȱMusicalȱuniversalsȱ

CrossȬculturalȱuniversalsȱofȱmusicalȱcodeȱareȱbioȬacoustic.ȱWhileȱsuch
relationshipsȱbetweenȱmusicalȱsoundȱandȱ theȱhumanȱbodyȱareȱatȱthe
physicalȱbasisȱofȱallȱmusic,ȱtheȱmajorityȱofȱmusicalȱcommunicationȱ is
culturallyȱ specific.ȱTheȱbasicȱbioȬacousticȱ universalsȱofȱmusicȱ canȱbe
summarisedȱinȱtheȱfollowingȱfourȱrelationships:

• between [1] the rate[s] at which notes or groups of notes are pre-
sented (pulse, surface rate, accentuations etc.) and [2] rates of heart-
beat (pulse) or breathing, or footsteps when walking or running, or 
other bodily movement (shaking, shivering, waving, pulling, push-
ing, etc.). Put simply, no-one can musically relax in a hurry or stand 
still while running;11

• between [1] musical loudness and timbre (attack, envelope, decay, 
etc.) and [2] certain types of physical activity. This means no-one 
can make gentle or ‘caressing’ kinds of musical statement by strik-
ing hard objects sharply and that it’s counterproductive to yell 
jerky lullabies at breakneck speed. Conversely, no-one is likely to 
use smooth phrasing or soft timbres for hunting or war situations 
because those involved will be too relaxed to do their job;12

11. Forȱmusicalȱtempo,ȱmetronomeȱratesȱandȱhumanȱheartbeat,ȱseeȱp.ȱ288ȱff.
12. Musicalȱvolumeȱ(loudness)ȱmustȱbeȱconsideredȱasȱaȱculturallyȱrelativeȱphenomenon,ȱ

inȱthatȱvariationsȱbetweenȱsocietiesȱinȱtheȱloudnessȱofȱtheȱsoundscapeȱ(Schafer,ȱ1977:ȱ
71ȱff,ȱ151ȱff,ȱ181ȱff)ȱwillȱrequireȱ‘loud’ȱandȱ‘soft’ȱtoȱadaptȱtoȱwhatȱisȱaudibleȱaboveȱtheȱ
noiseȱofȱtheȱsoundscapeȱ(Tagg,ȱ1987a:ȱ145ȱff).ȱ
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• between [1] speed and loudness in the presentation of notes and [2] 
acoustic setting. Quick, quiet notes are indiscernible if there is a lot 
of reverberation while slow, long, loud ones are hard to sustain if 
there is little or no reverb. This is one reason why bands playing 
venues with different acoustics have to supply their own acoustic 
space, using adjustable effects for echo, reverb, chorus, etc.13

• between [a] musical phrase lengths and [b] the capacity of the 
human lung. This means that few people can sing or blow and 
breathe in at the same time. It also implies that musical phrases 
tend to last between roughly one and eight seconds.14

Theȱgeneralȱareasȱofȱconnotationȱjustȱmentionedȱ(spatialȱacoustics,ȱenȬ
ergy,ȱspeed,ȱmovement,ȱnonȬmusicalȱsound)ȱareȱallȱinȱaȱbioȬacousticȱreȬ
lationshipȱ toȱ theȱ variousȱ musicalȱ parametersȱ withȱ whichȱ theyȱ are
associatedȱ (pulse/tempo,ȱ volume,ȱduration,ȱ timbre,ȱ etc.).ȱTheseȱ relaȬ
tionshipsȱmayȱwellȱbeȱcrossȬcultural,ȱbutȱitȱdoesȱnotȱmeanȱthatȱevaluaȬ
tionȱofȱsuchȱphenomenaȱasȱlargeȱspacesȱ(coldȱandȱlonelyȱversusȱfreeȱand
open),ȱhuntingȱ (exhilaratingȱ versusȱ cruel),ȱhurryingȱ (excitingȱ versus
stressful)ȱwillȱalsoȱbeȱ theȱsameȱevenȱ insideȱoneȱculture,ȱ letȱaloneȱbeȬ
tweenȱcultures.ȱThat’sȱbecauseȱtheȱmusicalȱparametersȱlistedȱasȱpotenȬ
tiallyȱ ‘universal’ȱ (pulse,ȱ volume,ȱ phraseȱ duration,ȱ certainȱ aspectsȱ of
timbreȱandȱpitch,ȱetc.)ȱdoȱnotȱincludeȱtheȱwayȱinȱwhichȱrhythmic,ȱmetric,

timbral,ȱtonal,ȱmelodic,ȱorȱharmonicȱparametersȱareȱorganisedȱinȱrelaȬ
tionȱtoȱeachȱotherȱinsideȱtheȱmusicalȱdiscourse.ȱSuchȱmusicalȱorganisaȬ
tionȱ presupposesȱ someȱ sortȱ ofȱ socialȱ organisationȱ andȱ culturalȱ context
beforeȱitȱcanȱbeȱcreated,ȱunderstoodȱorȱotherwiseȱinvestedȱwithȱmeanȬ
ing.ȱInȱotherȱwords,ȱonlyȱveryȱgeneralȱbioȬacousticȱtypesȱofȱconnotation
canȱbeȱconsideredȱasȱcrossȬculturalȱuniversalsȱofȱmusic.ȱConsequently,
evenȱifȱmusicalȱandȱlinguisticȱboundariesȱdon’tȱnecessarilyȱcoincide,ȱit
isȱasȱmisleadingȱtoȱsayȱthatȱmusicȱ isȱaȱuniversalȱ languageȱasȱ itȱwould
beȱtoȱclaimȱthatȱlanguageȱisȱaȱuniversalȱmusic.15

13. Seeȱsectionsȱaboutȱmusicalȱspace,ȱp.ȱ298,ȱff.ȱandȱp.ȱ500,ȱff.ȱ
14. Circularȱbreathingȱisȱused,ȱforȱexample,ȱbyȱdidgeridooȱplayersȱtoȱcreateȱaȱcontinuousȱ

note.ȱBagpipesȱandȱorgansȱcanȱcarryȱmelodyȱwithoutȱtheȱrestrictionsȱofȱtheȱhumanȱ
lung,ȱasȱcanȱeveryȱ‘nonȬwind’ȱinstrument.ȱSomeȱpeopleȱcanȱevenȱsingȱwhileȱbreathȬ
ingȱin.ȱThatȱsaid,ȱmostȱrhythmicȱorȱmelodicȱstatementsȱareȱperceivedȱasȱunitsȱ(motifsȱ
orȱphrases)ȱseldomȱoccupyingȱmoreȱthanȱeightȱsecondsȱ(seeȱp.ȱ272,ȱff.).

15. Seeȱalsoȱtheȱtendencyȱtoȱconfuseȱintuitionȱwithȱinstinctȱ(pp.ȱ69Ȭ71).
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Toȱ clarifyȱ thisȱ essentialȱ pointȱ aboutȱmusic’sȱ culturalȱ specificity,ȱ it’s
worthȱmentioningȱaȱlittleȱexperimentȱIȱonceȱconductedȱatȱaȱsymposium

onȱcrossȬculturalȱcommunication.16ȱIȱinformedȱthirteenȱparticipants,ȱall
workingȱ inȱ theȱ sphereȱ ofȱ immigrantȱ culturesȱ inȱ Sweden,ȱ thatȱ they
wouldȱhearȱeightȱshortȱexamplesȱofȱmusicȱwhichȱwereȱ‘allȱconnectedȱto
theȱsameȱthing:ȱanȱimportantȱeventȱinȱanyȱcultureȱandȱsomethingȱwhich

happensȱtoȱeveryȱhumanȱbeing’.ȱTheȱparticipantsȱwereȱaskedȱtoȱguess
whatȱtheȱcommonȱdenominatorȱmightȱbeȱand,ȱifȱtheyȱcouldȱnotȱthinkȱof
anything,ȱtoȱjotȱdownȱonȱaȱpieceȱofȱpaperȱwhateverȱmood,ȱtypeȱofȱacȬ
tion,ȱbehaviour,ȱimagesȱorȱthoughtsȱtheȱmusicȱsuggestedȱtoȱthem.ȱAll
eightȱexamples,ȱeachȱtakenȱfromȱaȱdifferentȱnonȬWesternȱmusicȱtradiȬ
tion,ȱwereȱconnectedȱwithȱDEATH,ȱaȱuniversalȱphenomenonȱifȱeverȱthere
wasȱbecause,ȱwithȱtheȱexceptionȱofȱmassȱcasualtiesȱinȱwars,ȱnaturalȱdisȬ
astersȱetc.,ȱtheȱdeathȱofȱvirtuallyȱeveryȱindividualȱisȱmarkedȱbyȱsome

formȱ ofȱ ritualȱ inȱ allȱ cultures.ȱDidȱ theȱ thirteenȱ crossȬculturalȱ experts
manageȱtoȱspotȱDEATHȱinȱtheȱmusicȱtheyȱheard?ȱ

Despite the obvious initial hint (‘an important event in any culture and
something that happens to every human being’), not a single respond-
ent associated death or anything death-related (wake, funeral, mourn-
ing etc.) with any of the eight death-related music examples. True,
connotations like COMPLAINT,ȱWAILING,ȱSADNESS,ȱSERIOUS and SUFFERȬ
ING occurred in response to two of eight extracts, but the most common
descriptions of all the examples had to do with either [1] energetic ac-
tion or excitement, for example WORK,ȱWAR,ȱFIGHTING,ȱHUNTING,ȱAGITAȬ
TION,ȱ DANCING,ȱ ADVENTURE,ȱ GYMNASTICS;ȱ or [2] HAPPINESS and
CELEBRATION, including JOY,ȱ CONFIDENCE,ȱ FEASTING,ȱ ABANDON,ȱ CONȬ
TENTMENT etc. There was even some LOVE and TENDERNESS as well as
one WEDDING. More significant is perhaps that eleven of the thirteen re-
spondents tried to identify the cultural origin of the music: there were
two AFRICAs (plus one JUNGLE), two ARABs (plus one each for BAZAAR,
DESERT,ȱCAMELS and YEMEN), as well as one each for CHINA,ȱGREECE,ȱINȬ
DIAȱand TURKEY. Clearly, the examples presenting music for funerals,
burials, etc. were considered foreign and associated with a variety of

16. TheȱsymposiumȱwasȱorganisedȱbyȱJensȱAllwoodȱofȱGöteborgȱUniversity’sȱLinguisticsȱ
Departmentȱinȱ1983.



50 Tagg: Music’s Meanings — 2. The most important thing…

moods and events, the vast majority of which have no discernible link
with anything ‘death-like’ in contemporary urban Western culture.17    

Conceptualȱcomparisonsȱ

Another way of understanding the Western concept of music is to com-
pare it to different but related concepts in other cultures. Although no
human society of which we have any knowledge has ever been without
music in the sense defined on page 44, the concept of music is by no
means universal. For example, the Tiv nation of West Africa (Keil, 1977)
and the Ewe of Togo and Eastern Ghana do not seem to have found it
necessary to single out music as a phenomenon requiring a special
word any more than the British have needed different words for the
three basic types of snow that the Inuktitut language refines into sev-
eral subcategories.18 To be fair, the Ewe do actually use the English
word music, but only as an untranslated loan word to denote foreign
phenomena like singing church hymns or listening to the radio. The
music they make themselves in traditional village life has no equivalent
label in the Ewe language. According to a Ghanaian colleague:

‘Vùȱreallyȱmeansȱ‘drum’ȱandȱháȱisȱtheȱwordȱforȱclubȱorȱassociation.ȱAȱvù
háȱisȱtheȱclubȱyouȱbelongȱtoȱinȱtheȱvillage…ȱVoiceȱisȱcalledȱbá,ȱsoȱsinging
isȱvùȱbá.ȱVùȱisȱusedȱtoȱsignifyȱtheȱwholeȱperformanceȱorȱoccasion:ȱthe
music,ȱsinging,ȱdrums,ȱdramaȱandȱsoȱon.’19

Having no exact verbal equivalent to our ‘music’ clearly does not mean
that the culture in question is without music any more than the English
language’s lack of exact verbal equivalent to the Hindi notion of rasa or
to the German notion of Weltanschauung means that Anglophones can-
not conceive of different types of mood/state-of-mind (rasa) or of dif-
ferent ways of looking at the world (Weltanschauung). Nor is a lack of
equivalent to our word music connected to village communities in West
Africa because the Japanese, with their long-standing traditions of mu-
sic and theatre in official religion and at feudal courts, did not feel

17. Forȱmoreȱdetailsȱonȱthisȱsmallȱexperimentȱandȱonȱthisȱtopicȱinȱgeneral,ȱpleaseȱseeȱ
‘Universal’ȱMusicȱandȱtheȱCaseȱofȱDeathȱ(Tagg,ȱ1993).ȱ

18. ForȱmoreȱonȱInuitȱwordsȱforȱvariousȱtypesȱofȱsnow,ȱseeȱ) linguistlist.org/issues/5/5-
1401.htmlȱandȱ) industryweek.com/Columns/ASP/columns.asp?ColumnId=258 [2002-02-23].

19. ConversationȱwithȱKlevorȱAbo,ȱGöteborg,ȱ1983Ȭ11Ȭ02.

http://www.linguistlist.org/issues/5/5-1401.html
http://www.linguistlist.org/issues/5/5-1401.html
http://www.industryweek.com/Columns/ASP/columns.asp?ColumnId=258
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obliged to invent a word equivalent to the European concept of ‘music’
until the nineteenth century. The Japanese translated ‘music’ as ongaku
( ), on meaning sound and gaku enjoyment or entertainment.20 

In other words, neither the Japanese nor the Ewe seem to have needed
a word for what we mean by ‘music’ until confronted by Europeans
and our culture. It must have been strange to meet people like us who
treated what we call music as if it could exist independently of a larger
whole (drama, poetry, singing, dancing, ritual, etc.), and the Japanese
zoomed in on this difference with the word ongaku, identifying the Eu-
ropean notion of music as referring to the non-verbal sounding bits of
what they themselves considered as part of a larger set of symbolic
practices. The Ewe reacted similarly, using the untranslated English co-
lonial word music to label European music which was not an integral
part of their own traditional culture and which we Europeans concep-
tualise as distinct from other related cultural practices.21 

Both the Ewe (vù) and Japanese (gaku) concepts resemble to some extent
that of the Ancient Greeks whose mousikř (ǍǐǖǔǊǋƿ) was short for technř
mousikř (Ǖƾǘǎǈ ǍǐǖǔǊǋƿ), meaning the art or skill of all the muses, includ-
ing drama, poetry and dancing, as well as singing or playing an instru-
ment. The musica of ancient Rome seems to have covered a similarly
broad semantic field. However, there appears to have been a gradual
shift in the meaning of mousikř and musica in learned circles, so that
Saint Augustine (d. 430), worrying about the seductive dangers of mu-
sic, seems to use musica in our contemporary sense of the word music.22

20. Source:ȱProf.ȱToruȱMitsuiȱ(Kanazawa)ȱatȱtheȱIPM,ȱUniversityȱofȱLiverpool,ȱFebruaryȱ
1993.ȱTheȱWelshȱforȱ‘music’,ȱcerddoraeth,ȱcontainsȱthreeȱmorphemes:ȱ(i)ȱcerddȱ(=ȱsong/ȱ
poem);ȱ(ii)ȱȬor,ȱagencyȱsuffix,ȱhenceȱcerddorȱ=ȱbard/singer/musician;ȱ(iii)ȱȬaeth,ȱabstractȱ
nounȱsuffix.ȱCerddoraethȱliterallyȱmeansȱtheȱartȱofȱthoseȱwhoȱmakeȱsongsȱorȱmusic.ȱ
SeeȱalsoȱIcelandic’sȱtónlilstȱ(footnoteȱ26)ȱandȱtheȱtroubadourȱconceptȱ(p.53).ȱTheȱclosestȱ
Inuktitutȱconceptȱisȱnipi:ȱitȱincludesȱmusic,ȱtheȱsoundȱofȱspeech,ȱandȱnoiseȱ(Nattiezȱ&ȱ
SchulteȬTechnoff,ȱ1990:ȱ56).ȱTheȱFinnishȱwordȱforȱmusic,ȱmusiikki,ȱisȱaȱ19thȬcenturyȱ
loanȱfromȱSwedishȱ(musik).ȱBeforeȱthatȱ‘theȱclosestȱequivalentsȱwouldȱhaveȱbeenȱ
soitto/soitantoȱ(“playing”)ȱandȱlauluȱ(“singing”).ȱNoȱtermȱcoveredȱbothȱvocalȱandȱ
instrumentalȱmusic,ȱorȱbothȱcompositionȱandȱperformance.ȱSäveltää/sävellysȱ(“comȬ
pose/composition”)ȱareȱ[also]ȱmidȬnineteenthȬcenturyȱneologisms’ȱ(T.ȱP.ȱUschanov,ȱ
emailȱtoȱtheȱauthor,ȱ2012Ȭ11Ȭ12).

21. Thereȱis,ȱofȱcourse,ȱmuchȱmoreȱtoȱtheȱhistoryȱofȱmeaningsȱforȱtheȱwordȱ‘music’ȱinȱ
Europe.ȱAȱfewȱofȱthoseȱdevelopmentsȱareȱmentionedȱlaterȱ(p.52,ff.).
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It’sȱlikelyȱthatȱthisȱmoreȱrestrictedȱmeaningȱofȱmousik¾ȱandȱmusicaȱpreȬ
vailedȱamongstȱscholarsȱandȱclericsȱinȱEuropeȱfromȱtheȱfifthȱcenturyȱonȬ
wards.23ȱCertainly,ȱArabȱscholarshipȱofȱ theȱeighthȱ throughȱ thirteenth
centuries,ȱonȱwhichȱ laterȱEuropeanȱ theorisingȱaboutȱmusicȱ isȱ largely
based,ȱusedȱtheȱGreekȱloanȱwordȱmousik¾ȱ(alȱmĀsiq¬/ϝϡϭαϱϕϯ)ȱtoȱrefer
toȱwhatȱweȱmeanȱbyȱ‘instrumentalȱmusic’ȱtoday,ȱnotȱtoȱtheȱgamutȱofȱarȬ
tisticȱ expressionsȱ coveredȱ byȱ theȱ mousik¾ȱ ofȱ Platoȱ orȱ Aristotle.24ȱ It
shouldȱ alsoȱ beȱ notedȱ thatȱMohammedȱ theȱ Prophetȱ isȱ saidȱ toȱ have
shownȱgreatȱinterestȱinȱmusicȱandȱthatȱtheȱQuȇr¬nȱitselfȱcontainsȱnoȱdiȬ
rectlyȱnegativeȱpronouncementsȱagainstȱmusic.ȱHowever,ȱconservative
clericsȱofȱ Islamȱwereȱ laterȱ toȱwarn,ȱ likeȱSt.ȱAugustine,ȱagainstȱ theȱalȬ
legedȱevilsȱofȱmusic,ȱtheȱmainȱcontroversyȱbeingȱwhetherȱtheȱProphet’s
judgementȱofȱ‘poets’,ȱincludingȱmusicians,ȱinȱtheȱQurȇ¬n’sȱ26thȱsuraȱreȬ
ferredȱtoȱmusicȱconnectedȱtoȱinfidelȱritesȱorȱtoȱmusicȱinȱgeneral.25ȱThe
pointȱhereȱ isȱ thatȱ influentialȱasceticȱpatriarchsȱofȱMediterraneanȱand
MiddleȬEasternȱmonotheismȱwereȱworriedȱaboutȱtheȱsensualȱpowerȱof
theȱnonȬverbalȱaspectȱofȱsonicȱexpressionȱandȱthatȱtheyȱneededȱaȱconȬ
ceptȱtoȱisolateȱandȱidentifyȱit.ȱ

WhatȱhappensȱtoȱtheȱwordȱmusicȱinȱtheȱvernacularȱlanguagesȱofȱWestȬ
ernȱandȱCentralȱEuropeȱbeforeȱtheȱtwelfthȱcenturyȱisȱanybody’sȱguess.
Perhaps,ȱlikeȱoldȱNorseȱorȱmodernȱIcelandic,ȱthereȱwasȱaȱblanketȱterm
coveringȱwhatȱbards,ȱnarratorsȱofȱepicȱpoetryȱandȱminstrelsȱallȱdid.26

22. ‘ThroughȱanȱindiscreetȱwearinessȱofȱbeingȱinveigledȱdoȱIȱerrȱoutȱofȱtooȱpreciseȱaȱ
severity:ȱyea,ȱȱȱveryȱfierceȱamȱIȱsometimesȱinȱtheȱdesireȱofȱhavingȱtheȱmelodyȱofȱallȱ
pleasantȱmusic,ȱtoȱwhichȱDavid’sȱPsalterȱisȱsoȱoftenȱsung,ȱbanishedȱfromȱmineȱownȱ
earsȱandȱoutȱofȱtheȱwholeȱchurchȱtoo.’ȱStrunkȱ(1952:ȱ73Ȭ74),ȱquoting ȱSaintȱAugusȬ
tineȇsȱConfessionsȱIIȱ ȱ(London,ȱWȱHeinemann,ȱ1912):ȱ165Ȭ169.ȱ

23. e.g.ȱBoëthiusȱ(d.ȱ524),ȱCassiodorusȱ(d.ȱ562),ȱIsidoroȱdeȱSevillaȱ(d.ȱ636),ȱOdoȱdeȱClunyȱ
(d.ȱ942),ȱGuidoȱd’Arezzoȱ(d.ȱ1050),ȱallȱquotedȱinȱStrunkȱ(1952:ȱ79Ȭ125).ȱ

24. Forȱexample,ȱAbuȱNasrȱAlȬF¬r¬biȱ(c.872Ȭ951),ȱwhoseȱKitabȱalȬMusiqaȱalȬKabirȱ(‘Theȱ
BigȱBookȱaboutȱMusic’)ȱestablishedȱtheȱsystemȱofȱmodesȱ(p.ȱ322,ȱff.)ȱstillȱusedȱtodayȱ
inȱtheȱArabȱworld,ȱandȱwhoȱalsoȱwroteȱaboutȱtheȱtherapeuticȱeffectsȱofȱmusic,ȱwasȱ
knownȱamongȱmedievalȱMuslimȱscholarsȱasȱ‘TheȱSecondȱMaster’,ȱtheȱ‘FirstȱMaster’ȱ
beingȱAristotleȱ(Hozien,ȱ2004).ȱTheoriesȱofȱmusicȱsortedȱunderȱtheȱmathematicalȱsciȬ
encesȱ(includingȱalȬgebraȱandȱalȬchemi)ȱandȱwasȱspreadȱallȱoverȱEuropeȱfromȱtheȱArabȱ
citiesȱofȱCórdobaȱandȱSevilleȱ(Ling,ȱ1983:ȱ64).

25. TheyȱcitedȱtraditionalȱsourcesȱoutsideȱtheȱQuȇr¬nȱaccordingȱtoȱwhichȱMohammedȱ
wasȱtoȱhaveȱconsideredȱmusicalȱinstrumentsȱtheȱ‘muezzinsȱofȱtheȱdevil’ȱ(Skog,ȱ1975).
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Certainly,ȱtheȱNorthernȱFrenchȱtrouvèresȱandȱtheȱProvençalȱtroubadours
ofȱ theȱeleventhȱ throughȱ thirteenthȱcenturiesȱwereȱnotȱonlyȱknownȱas
singers,ȱplayersȱandȱtunesmithsȱ(trouver/trobarȱ=ȱfind,ȱinvent,ȱcompose)

butȱalsoȱasȱentertainers,ȱjugglersȱandȱpoets.

Musicȱ entersȱ theȱ Englishȱ languageȱ inȱ theȱ thirteenthȱ centuryȱ viaȱ old
French,ȱwhoseȱmusiqueȱappearsȱaboutȱaȱcenturyȱearlier.27ȱTheȱarrivalȱof
theȱwordȱinȱtheȱvernacularȱofȱbothȱnationsȱdenotesȱmoreȱorȱlessȱwhat

weȱmeanȱbyȱmusicȱtoday.ȱItȱalsoȱcoincidesȱwithȱtheȱgrantingȱofȱcharters
toȱmerchantȱboroughsȱandȱwithȱtheȱestablishmentȱofȱtheȱfirstȱuniversiȬ
ties.ȱUnfortunately,ȱthereȱisȱhardlyȱenoughȱevidenceȱtoȱsupportȱtheȱidea
thatȱuseȱofȱ theȱwordȱmusicȱ inȱ itsȱmodernȱsenseȱconnectsȱwithȱ theȱasȬ
cendancyȱofȱaȱmerchantȱclass,ȱevenȱthoughȱtheȱHellenicȱperiod,ȱArab
mercantileȱ hegemony,ȱ andȱ theȱ ascendancyȱ ofȱ theȱ Europeanȱ bourgeȬ
oisie,ȱallȱseemȱtoȱfeatureȱtheȱnewȱconcept.ȱWhateverȱtheȱcase,ȱtheȱEuroȬ
peanȱ rulingȱ classesȱwereȱ ableȱ toȱ useȱ theȱwordȱmusicȱ inȱ itsȱ current
meaningȱwellȱbeforeȱtheȱeighteenthȱcentury:ȱtheȱsemioticȱfieldȱhadȱbeen
preparedȱbyȱecclesiasticalȱtheoristsȱwhoȱhad,ȱbyȱtheȱeleventhȱcentury,
establishedȱaȱmetaphysicalȱpeckingȱorderȱofȱmusics.ȱThisȱtypeȱofȱhierȬ
archyȱis,ȱasȱweȱshallȱseeȱ(p. 84,ff.),ȱimportantȱtoȱtheȱdevelopmentȱofȱRoȬ
manticȱnotionsȱofȱmusic’sȱsupposedlyȱtranscendentalȱqualities.

TheseȱbriefȱcrossȬculturalȱandȱhistoricalȱobservationsȱaboutȱ theȱword

musicȱ indicateȱ thatȱ theȱ conceptȱdenotesȱparticularȱ setsȱofȱnonȬverbal
soundȱproducedȱbyȱhumansȱandȱassociatedȱwithȱcertainȱotherȱformsȱof
symbolicȱrepresentation,ȱsoundsȱwhichȱrelateȱenoughȱtoȱphysicalȱand
emotionalȱaspectsȱofȱhumanȱexperienceȱtoȱbeȱconsideredȱdisconcerting
byȱasceticȱ clerics.ȱTheȱquestionȱ is:ȱwhichȱ ‘setsȱofȱhumanlyȱproduced
sounds’ȱrelateȱ toȱwhichȱotherȱ formsȱofȱsymbolicȱrepresentation?ȱOne
answerȱtoȱthatȱquestionȱisȱprovidedȱbyȱtheoriesȱofȱhumanȱevolution.ȱ

26. InȱIcelandic,ȱmusicȱisȱtónlistȱ(=ȱtheȱskillȱorȱartȱofȱtones)ȱandȱcomposerȱtónskaldȱ(=ȱtheȱ
bardȱorȱpoetȱofȱtones).ȱ

27. ConciseȱOxfordȱDictionaryȱ(1995);ȱLeȱPetitȱRobertȱ(1993).
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Evolutionȱandȱdevelopmentȱ

Animalȱmusic?ȱ
Inȱ1995ȱaȱfluteȱmadeȱfromȱtheȱfemurȱofȱtheȱnowȱextinctȱEuropeanȱbear
wasȱfoundȱbyȱarchaeologistsȱworkingȱonȱaȱNeanderthalȱburialȱsiteȱinȱtoȬ
day’sȱ Slovenia.ȱ Theȱ fluteȱ isȱ betweenȱ 45,000ȱ andȱ 84,000ȱ yearsȱ old.28
50,000ȱyearsȱmayȱseemȱlikeȱaȱlongȱtimeȱbutȱit’sȱtheȱtwinklingȱofȱanȱeye
inȱ termsȱ ofȱ theȱ evolutionȱ ofȱ ourȱ species:ȱ theȱ earliestȱhominidȱ forms

evolvedȱfromȱtheȱhigherȱprimatesȱatȱleastȱ3½ȱmillionȱyearsȱago.ȱȱȱ

Evolutionistȱtheoriesȱofȱmusicȱexplainȱitsȱoriginsȱinȱtermsȱofȱadaptation,
byȱwhichȱisȱmeantȱtheȱabilityȱofȱaȱspeciesȱtoȱfindȱeffectiveȱsurvivalȱstratȬ
egiesȱbyȱadaptingȱtoȱtheirȱenvironment.ȱOneȱtheoryȱ isȱthatȱmusicȱdeȬ
rivesȱ fromȱ theȱ synchronousȱ chorusingȱ ofȱ higherȱ primatesȱ (Merker,

2000),ȱwhileȱanotherȱarguesȱthat:

ȱ‘[I]tȱisȱinȱtheȱevolutionȱofȱaffiliativeȱinteractionsȱbetweenȱmothersȱand
infantsȱthatȱweȱcanȱdiscoverȱtheȱoriginsȱofȱtheȱcompetenciesȱandȱsensiȬ
tivitiesȱthatȱgaveȱriseȱtoȱhumanȱmusic.’ȱ(Dissanayake,ȱ2000).ȱ

Severalȱotherȱ theoriesȱ stressȱ theȱ importanceȱofȱwhatȱStephenȱBrown

(2000)ȱ callsȱ ‘musilanguage’,ȱ i.e.ȱ thatȱ languageȱandȱmusic,ȱbothȱ sonic
andȱ bothȱ neurologicallyȱ intertwined,ȱ stemȱ fromȱ aȱ commonȱ origin,
‘evolvingȱtogetherȱasȱbrainȱsizeȱ increasedȱduringȱtheȱlastȱtwoȱmillion

yearsȱinȱtheȱgenusȱhomo’ȱ(Falk,ȱ2000).ȱLikeȱtheȱmotherȬandȬinfantȱtheȬ
ory,ȱthisȱexplanationȱseemsȱquiteȱplausibleȱbecauseȱbothȱHomoȱsapiens
andȱneanderthalensisȱhad,ȱifȱourȱknowledgeȱofȱtheȱSlovenianȱboneȱflute
andȱotherȱfindsȱofȱprehistoricȱmusicalȱinstrumentsȱareȱanythingȱtoȱgo
by,29ȱstartedȱtoȱtreatȱoralȱlanguageȱandȱmusicȱasȱdistinctȱmodesȱofȱsonic
communication.ȱAlthoughȱneurologicallyȱinterrelated,ȱtheseȱtwoȱsonic
systemsȱwereȱusedȱforȱdifferentȱfunctions.ȱThisȱaspectȱofȱevolutionȱ is
importantȱbecauseȱtheȱseparationȱofȱmusicȱandȱlanguageȱisȱoftenȱseen,
rightlyȱorȱwrongly,ȱasȱaȱ traitȱdistinguishingȱhumansȱ fromȱotherȱaniȬ
mals.ȱ

28. SeeȱHuronȱ(1999).ȱHomoȱerectus,ȱevolvingȱfromȱearlierȱhominidȱformsȱwhichȱevolvedȱ
fromȱtheȱhigherȱprimates,ȱdevelopsȱintoȱtwoȱgenus:ȱHomoȱneanderthalensisȱ(c.400,000Ȭ
50,000ȱBP)ȱandȱHomoȱsapiensȱsapiensȱ(humans,ȱfromȱc.150,000ȱBP).ȱ

29. Theȱoldestȱhumanȱ(ratherȱthanȱNeanderthal)ȱinstrumentȱfoundȱsoȱfarȱthatȱisȱstillȱplayȬ
ableȱdatesȱfromȱ9,000ȱBCȱandȱwasȱfoundȱinȱJiahuȱ(China).ȱ
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One common objection to the theory of distinction between music and
language as a basis for understanding the origins of music as a defining
trait of human behaviour argues that if we, as humans, say that birds
and whales sing, then we are talking about music, simply because that
is how we hear it. The sonic habits of humpback whales provide fuel
for this argument. As those great mammals migrate or swim around
their breeding grounds, they piece together repeated phrases, singing
song after song for up to twenty-four hours at a stretch. Humpback
whales have a seven-octave range similar to that covered by the piano
keyboard, i.e. a range of fundamental frequencies within the limits of
what humans can hear, but much larger than the restricted range of
pitches the human voice can produce. As the months go by, whales
modify their song patterns and most males end up singing the same
new song. Humpback whale song also contains rhythms and phrases
which, strung together, build forms of a length comparable to ballads
or symphonic movements. It also seems that their songs contain recur-
rent formulae which end off different phrases in much the same way as
we use rhyme in poetry; in fact the more elaborate the whale’s song
pattern, the more likely it is to ‘rhyme’.30 

All these traits of whale song come across as typically musical to the
human ear. But the ‘music’ of the animal kingdom does not stop there.
Certain insects produce distinct rhythmic patterns which, like those of
human music, vary and repeat in longer patterns. Moreover, eleven
percent of primate species can produce short strings of notes that,
though less musical to our ears than the songs of humpback whales,
form a recognisable pattern in time. This behavioural trait, characteris-
tic for most of our own music, is thought to have evolved independ-
ently four times within primates. Such evidence suggests that music is
not exclusive to the human species.

OneȱproblemȱwithȱtheȱobjectionsȱjustȱraisedȱisȱthatȱtheyȱareȱanthropoȬ
morphicȱinȱthatȱtheyȱinterpretȱnonȬhumanȱbehaviourȱonȱtheȱbasisȱofȱhuȬ
manȱ experience,ȱ perceptionȱ andȱ behaviour.ȱ Theȱ ANIMALSȱMAKEȱMUSIC

standpointȱassumes,ȱ inȱotherȱwords,ȱthatȱtheȱwhales,ȱ insectsȱandȱpriȬ
matesȱ justȱmentionedȱhearȱandȱreactȱ toȱ theȱsoundsȱ theyȱmakeȱ themȬ

30. AllȱinformationȱgivenȱhereȱaboutȱwhaleȱsongȱderivesȱfromȱMiliusȱ(2000).
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selvesȱinȱtheȱsameȱwayȱthatȱweȱhearȱandȱreactȱtoȱthem.ȱItȱalsoȱassumes

thatȱanimalsȱproduceȱthoseȱpatternsȱofȱsoundȱforȱtheȱsameȱreasonsȱas
weȱmakeȱwhatȱweȱhearȱasȱcomparableȱpatternsȱofȱsoundȱinȱourȱmusic.31

Forȱexample,ȱalthoughȱweȱhearȱbirdsȱasȱtheȱgreatestȱsongstersȱofȱtheȱanȬ
imalȱkingdom,ȱtheyȱdon’tȱnecessarilyȱhearȱorȱuseȱtheȱmelodiesȱweȱhear
themȱmakingȱinȱtheȱsameȱwayȱasȱweȱhearȱandȱuseȱmelodyȱinȱtheȱmusic

weȱmake.ȱOrnithologistȱEugeneȱMortonȱputsȱitȱthisȱway:

‘Anyȱanalogyȱtoȱhumanȱmusicȱisȱnotȱinterestingȱtoȱme.ȱItȱdoesn’tȱexplain
anythingȱaboutȱhowȱtheȱworldȱis,ȱexceptȱhowȱhumansȱwantȱtoȱperceive
it.ȱGoodȱonȱ’em,ȱbutȱIȱwantȱtoȱunderstandȱanimals…ȱBirdsongȱconstiȬ
tutesȱanȱavianȱbroadcastingȱnetwork,ȱlettingȱbirdsȱminimiseȱtheȱarduȬ
ousȱworkȱofȱflyingȱaboutȱduringȱinteractions’.32ȱ

IfȱsingingȱcanȱreplaceȱtheȱamountȱofȱflyingȱaroundȱbirdsȱwouldȱotherȬ
wiseȱhaveȱ toȱdo,ȱ it’sȱ certainlyȱpartȱ ofȱ aȱ symbolicȱ system.ȱ Insteadȱ of
physicallyȱrepellingȱeveryȱpotentialȱinvaderȱofȱitsȱownȱspace,ȱaȱbirdȱcan
claimȱitsȱterritoryȱbyȱmakingȱsoundsȱweȱcallȱbirdsong.ȱInsteadȱofȱflying
roundȱtoȱseeȱifȱlocalȱmembersȱofȱtheȱfamilyȱareȱallȱthereȱbeforeȱtheyȱshut
downȱforȱtheȱnightȱandȱthatȱtheyȱareȱallȱthereȱagainȱinȱtheȱmorning,ȱan
individualȱbirdȱcanȱjoinȱinȱtheȱeveningȱandȱdawnȱchoruses.ȱBirdsongȱis
inȱ otherȱwordsȱ aȱ strategyȱ forȱ theȱ survivalȱ ofȱ individualsȱwithinȱ the
group,ȱbecauseȱtheyȱallȱhaveȱtoȱhaveȱaȱplaceȱtoȱnest,ȱandȱforȱtheȱgroup
asȱaȱwhole,ȱbecauseȱtheyȱmayȱallȱneedȱtoȱcollectȱforȱforagingȱorȱmigraȬ
tion.ȱItȱseemsȱthatȱsingingȱisȱjustȱanȱenergyȬefficientȱwayȱforȱbirdsȱtoȱesȬ
tablishȱtheseȱrelationsȱessentialȱtoȱtheirȱsurvival.

Itȱwouldȱinȱaȱsimilarȱwayȱbeȱunrealisticȱtoȱexpectȱwhales,ȱwhoȱhaveȱto
coverȱhugeȱdistancesȱinȱsearchȱofȱfoodȱbutȱreconveneȱforȱbreeding,ȱto
keepȱvisualȱorȱ tactileȱunderwaterȱchecksȱonȱ theȱwhereaboutsȱofȱeach
other,ȱasȱindividualsȱorȱasȱfamilyȱgroups,ȱacrossȱvastȱstretchesȱofȱocean.
Inȱthisȱsense,ȱwhaleȱsong,ȱbyȱreplacingȱtactileȱandȱvisualȱcontactȱwith

sonicȱcommunication,ȱalsoȱactsȱsymbolicallyȱtoȱfacilitateȱtheȱsocialȱcoȬ

31. ThomasȱEisner,ȱProfessorȱofȱEntomologyȱatȱCornellȱUniversityȱandȱaccomplishedȱ
classicalȱmusician,ȱholdsȱthatȱweȱmustȱ‘drawȱaȱdistinctionȱbetweenȱenjoyingȱanimalȱ
soundsȱ[asȱmusic]ȱandȱsayingȱthatȱanimalsȱmakeȱmusic’,ȱalthough,ȱafterȱhearingȱ
recordingsȱofȱhumpbackȱwhales,ȱheȱadmitted:ȱ‘ifȱaȱwhaleȱcallsȱmeȱupȱtomorrowȱandȱ
wantsȱtoȱdoȱanȱeveningȱofȱsonatas,ȱIȱwouldȱbeȱtheȱfirstȱtoȱvolunteer’ȱ(Milius,ȱ2000).ȱ

32. USȱornithologistȱEugeneȱMorton,ȱquotedȱinȱMiliusȱ(2000).
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hesionȱnecessaryȱforȱtheȱsurvivalȱofȱtheirȱspecies.ȱIt’sȱalsoȱhighlyȱprobaȬ
bleȱ thatȱ theȱvariousȱ functionsȱofȱ sonicȱ communicationȱ inȱ theȱanimal

kingdomȱareȱlinkedȱwithȱwhatȱweȱhumansȱmightȱqualifyȱasȱpleasure
andȱpain,ȱtensionȱandȱrelaxation,ȱetc.,ȱi.e.ȱwithȱwhatȱweȱthinkȱofȱasȱemoȬ
tionsȱandȱwhichȱareȱessentialȱingredientsȱinȱtheȱevolutionaryȱprocessȱof
mostȱsentientȱbeings.33ȱIfȱsuchȱ‘emotions’ȱareȱlinkedȱtoȱsituationsȱinȱthe
animalȱkingdomȱwhereȱwhatȱweȱhearȱasȱtheirȱ‘music’ȱisȱusedȱtoȱsignal
messagesȱweȱmightȱunderstandȱverballyȱinȱtermsȱlikeȱGETȱOFFȱMYȱPROPȬ
ERTY!ȱorȱIT’SȱOK,ȱWE’REȱALLȱHERE,ȱthenȱit’sȱalsoȱprobableȱthatȱtheȱsoundsȱin
questionȱareȱaccompaniedȱbyȱpatternsȱofȱhormoneȱproductionȱcompaȬ
rableȱtoȱthoseȱfoundȱinȱhumansȱwhenȱstimulatedȱinȱcertainȱwaysȱbyȱcerȬ
tainȱsoundsȱinȱcertainȱsituations.34

Ifȱthereȱisȱanyȱgrainȱofȱtruthȱinȱtheȱlineȱofȱreasoningȱjustȱpresented,ȱthere
mayȱbeȱgroundsȱforȱcallingȱthatȱanimalȱ‘music’ȱmusic.ȱAfterȱall,ȱsuchȱan
argumentȱwouldȱgo,ȱwhatȱweȱhaveȱdescribedȱtalliesȱwellȱwithȱtheȱsevȬ
enthȱ ofȱ ourȱ eightȱ axiomsȱ aboutȱmusic,ȱwithȱ ourȱ observationsȱ about
‘concertedȱsimultaneityȱandȱcollectiveȱidentity’,ȱandȱwithȱseveralȱother
pointsȱmentionedȱearlierȱ(p.ȱ44,ȱff.).ȱ

Whether or not zoomusicologists can demonstrate a separation be-
tween music and other forms of sonic communication produced by
non-human animals, the point here is that we humans seem to have
done so for at least 100,000 years. One sound-based symbolic system
(language) is more suited, though not wholly dedicated, to the denota-
tion of objects and ideas, while the other (music) is more closely,
though not entirely, linked to movement, gesture, touch and emotion
(axiom 4, p.44). As stated earlier, language and music, both neurologi-
cally intertwined and both using the sense of hearing, seem to stem
from a common origin, evolving together as brain size increased during

33. Forȱexample,ȱtheȱhumanȱtendencyȱtoȱlikeȱtheȱtasteȱofȱsweet,ȱheavyȱfoodȱisȱprobablyȱ
groundedȱinȱtheȱneedȱofȱourȱancestorsȱtoȱensureȱtheyȱconsumedȱenoughȱcarbohyȬ
drateȱfuelȱtoȱprovideȱtheȱenergyȱnecessaryȱforȱsurvival.ȱWithȱmoreȱabundantȱfoodȱ
sourcesȱandȱaȱmoreȱsedentaryȱlifestyle,ȱhumansȱhaveȱtoȱconsciouslyȱcorrectȱthatȱ
geneticȱtrait.ȱSeeȱalsoȱ‘Emotionȱwords’ȱ(p.ȱ74,ȱff.).

34. Thereȱisȱnoȱroomȱhereȱtoȱenterȱthisȱrealmȱofȱbiomusicology.ȱForȱmoreȱinformation,ȱ
seeȱsectionȱ‘BiochemicalȱEvidence’,ȱespeciallyȱaboutȱnaloxone,ȱtestosteroneȱandȱoxyȬ
tocin,ȱinȱHuronȱ(1999).
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the last two million years of evolution in the genus homo. However,
even though the oldest musical instrument found so far may be from a
Neanderthal burial site, it’s after the demise of our Neanderthal cousins
some 50,000 years ago that we start to leave significant numbers of
complex sonic objects behind us.35 

Toȱsummarise:ȱtheȱseparationȱofȱsonicȱrepresentationȱintoȱtwoȱdistinct
butȱphysicallyȱrelatedȱspheresȱofȱactivityȱ—languageȱandȱmusic—ȱalȬ
mostȱ certainlyȱ startedȱevolvingȱ inȱourȱhominidȱancestorsȱandȱdevelȬ
opedȱfurtherȱwhenȱweȱbecameȱtheȱonlyȱsurvivingȱspeciesȱofȱtheȱgenus.
Crossȱ(1999)ȱgoesȱasȱfarȱasȱtoȱsuggestȱthatȱthisȱdistinctionȱbetweenȱlanȬ
guageȱandȱmusicȱmayȱbeȱtheȱmostȱimportantȱthingȱhumansȱeverȱdid.ȱI’ll
returnȱtoȱthisȱpointȱafterȱtheȱnextȱsectionȱwhichȱdealsȱwithȱmusic’sȱimȬ
portanceȱforȱanotherȱfundamentalȱaspectȱofȱhumanȱdevelopment.ȱ

Musicȱandȱsocialisationȱ
Atȱtheȱageȱofȱminusȱfourȱmonthsȱmostȱhumansȱstartȱtoȱhear.ȱByȱtheȱtime

weȱenterȱthisȱworldȱandȱlongȱbeforeȱweȱcanȱfocusȱourȱeyesȱonȱobjectsȱat
varyingȱdistances,ȱourȱauralȱfacultiesȱareȱwellȱdeveloped.ȱMostȱsmall

humansȱ soonȱ learnȱ toȱ distinguishȱ pleasantȱ fromȱ unpleasantȱ sounds
andȱmostȱparentsȱwillȱwitnessȱthatȱanyȱtinyȱhumanȱinȱtheirȱhousehold
actsȱ likeȱaȱhyperactiveȱradarȱofȱ feelingsȱandȱmoodsȱ inȱ theirȱenvironȬ
ment.ȱYouȱknowȱit’sȱnoȱuseȱtellingȱbabyȱinȱanȱirritatedȱvoiceȱ‘Daddy’s
notȱangry’ȱbecauseȱ theȱ littleȱhumanȱ seesȱ straightȱ throughȱsuchȱemoȬ
tionalȱdeceitȱandȱstartsȱtoȱhowl.

Butȱbaby’sȱhearingȱisn’tȱwhatȱmostȱparentsȱnoticeȱfirstȱaboutȱsoundȱand
theirȱownȱadditionȱtoȱtheȱhumanȱrace.ȱTheyȱareȱmoreȱlikelyȱtoȱregister
theȱ littleȱ sonicȱ terrorist’sȱ capacityȱ toȱ scream,ȱ yell,ȱ cryȱ andȱ generally
dominateȱtheȱdomesticȱsoundscape.ȱBabiesȱareȱendowedȱwithȱnonȬverȬ
balȱvocalȱtalentsȱseeminglyȱoutȱofȱproportionȱtoȱotherȱaspectsȱofȱtheir
size,ȱweightȱandȱvolume:ȱtheyȱappearȱtoȱhaveȱ inordinateȱ lungȱpower

andȱunfailingȱvocalȱchordsȱcapableȱofȱproducingȱhighȱdecibelȱandȱtranȬ
sientȱvalues,ȱcuttingȱtimbresȱandȱirregularȱphraseȱlengths,ȱallȱcommuniȬ
catingȱmessagesȱ thatȱ parentsȱ interpretȱ asȱ I’Mȱ UNCOMFORTABLEȱ orȱ I’M
IRRITATEDȱorȱI’MȱINȱPAIN,ȱorȱI’MȱHUNGRY,ȱmessagesȱdemandingȱactionȱsuch

35. Seeȱfootnoteȱ29,ȱp.ȱ54.
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asȱCHANGEȱMYȱNAPPIES!ȱorȱCOMFORTȱME!ȱorȱ PROVIDEȱ IMMEDIATEȱNUTRITION!

Maybeȱtheseȱtinyȱhumansȱhaveȱtoȱyellȱnotȱjustȱbecauseȱtheyȱcan’tȱspeak
butȱalsoȱbecauseȱtheyȱneedȱtoȱdispelȱwhateverȱstateȱofȱadultȱtorporȱwe

happenȱtoȱbeȱinȱwhileȱwatchingȱTV,ȱchatting,ȱreadingȱor,ȱworstȱofȱall,
sleeping.ȱBabiesȱinstinctivelyȱuseȱsharpȱtimbresȱatȱhighȱpitchȱandȱvolȬ
ume,ȱsoundsȱ thatȱcarryȱwell,ȱcuttingȱ throughȱwhateverȱambientȱhum
andȱmumbleȱthereȱmayȱbeȱinȱtheȱadultȱworld,ȱbeȱitȱidleȱconversation,
backgroundȱmedia,ȱ fridges,ȱ ventilation,ȱ etc.ȱAlso,ȱ irregularȱ rhythms

andȱintonationȱbyȱdefinitionȱavoidȱtheȱsortȱofȱrepetitionȱthatȱcanȱgraduȬ
allyȱtransformȱintoȱambientȱ(background)ȱsound:ȱaȱbaby’sȱyellȱisȱalways

upȱfront,ȱforeground,ȱurgent,ȱofȱvaryingȱperiodicityȱandȱquiteȱclearly
designedȱ toȱ shatterȱ whateverȱ elseȱ mother,ȱ father,ȱ bigȱ sisterȱ orȱ big
brotherȱisȱdoing.ȱThatȱsonicȱshatteringȱisȱdesignedȱtoȱprovokeȱimmediȬ
ateȱresponse.ȱDesiresȱandȱneedsȱmustȱbeȱfulfilledȱnow.

NOWȱisȱtheȱoperativeȱwordȱhere.ȱSonicȱstatementsȱformedȱasȱshortȱrepȬ
etitionsȱofȱirregularlyȱvaryingȱlengthȱareȱalsoȱstatementsȱofȱurgency,ȱas
wellȱweȱknowȱfromȱnewsȱjinglesȱ—ȱIMPORTANT,ȱFLASH,ȱNEW,ȱTHEȱLATESTȱUPȬ
DATE.36ȱBabiesȱseemȱtoȱhaveȱnoȱconsciousȱpastȱorȱnotionȱofȱfuture:ȱallȱis
present.ȱTheȱbaby’sȱlackȱofȱadultȱtemporalȱperspectiveȱinȱrelationȱtoȱself
isȱofȱcourseȱrelatedȱtoȱitsȱlackȱofȱadultȱsensesȱofȱsocialȱspace,ȱwhich,ȱin
itsȱturn,ȱrelatesȱtoȱbaby’sȱegocentricity,ȱessentialȱforȱsurvivalȱinȱtheȱiniȬ
tialȱstagesȱofȱitsȱlife.ȱ

NonȬverbalȱ soundȱ isȱ essentialȱ toȱ humans.ȱWeȱmonitorȱ itȱ constantly
fromȱinsideȱtheȱwombȱuntilȱdeafnessȱorȱdeathȱdisconnectsȱusȱfromȱits
influence.ȱWeȱuseȱourȱnonȬverbalȱvoicesȱ toȱ communicateȱallȱ sortsȱof
messagesȱ fromȱ theȱ timeȱweȱareȱbornȱuntilȱweȱdieȱorȱ turnȱdumb.ȱToȬ
getherȱwithȱtheȱsenseȱofȱtouch,ȱnonȬverbalȱsoundȱisȱoneȱofȱtheȱmostȱimȬ
portantȱ sourcesȱ ofȱ informationȱ andȱ contactȱwithȱ socialȱ andȱ natural
environmentsȱatȱ theȱmostȱ formativeȱ stagesȱofȱanyȱhuman’sȱdevelopȬ
ment.ȱIt’sȱvitalȱtoȱsensoȬmotoricȱandȱsymbolicȱlearningȱprocessesȱatȱthe
preverbalȱstageȱofȱdevelopmentȱandȱcentralȱtoȱtheȱformationȱofȱanyȱinȬ
dividual’sȱpersonality.ȱThenȱweȱallȱhaveȱ toȱexperienceȱ theȱprocessȱby
whichȱweȱgraduallyȱlearnȱthatȱweȱareȱnotȱtheȱcentreȱofȱothers’ȱconstant

36. Forȱmoreȱonȱurgencyȱcues,ȱseeȱ‘Newscasting’ȱ(p.512,ff.).
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andȱimmediateȱattention:ȱweȱhaveȱtoȱgetȱusedȱtoȱbeingȱjustȱoneȱhuman

subjectȱandȱsocialȱobjectȱamongȱmanyȱothers.ȱWeȱhaveȱ toȱhaveȱsome

sortȱofȱworkingȱrelationshipȱwithȱwhateverȱsocietyȱandȱcultureȱweȱbeȬ
longȱtoȱandȱweȱcannotȱliveȱinȱtheȱvainȱhopeȱofȱreturningȱtoȱaȱstateȱwhere

weȱareȱtheȱsonicallyȱdominantȱorȱforegroundȱfigures.ȱWeȱcanȱneverȱreȬ
gainȱanyȱlostȱparadise,ȱwhateverȱadvertisers,ȱspinȱdoctors,ȱreligiousȱfaȬ
naticsȱ orȱdrugȬpeddlingȱpharmaceuticalȱ corporationsȱmightȱ haveȱus
believe.ȱ

Differentȱ culturesȱandȱ subculturesȱdevelopȱdifferentȱnormsȱ forȱwhat

courseȱtheȱprocessȱfromȱbabyȱviaȱchildȱtoȱadultȱshouldȱrun.ȱTheȱultiȬ
mateȱgoalȱ—becomingȱaȱ fullyȱ functioningȱadult—ȱdependsȱonȱwhatȬ
everȱ theȱ societyȱ inȱ questionȱ atȱ anyȱ givenȱ timeȱ seesȱ asȱ desirableȱ on
accountȱofȱitsȱmaterialȱbasisȱandȱculturalȱheritage.ȱAssumingȱweȱhave
allȱbeenȱbabiesȱandȱifȱbaby’sȱpowerȱoverȱtheȱdomesticȱsoundscapeȱinȱthe
earlyȱdevelopmentȱofȱeveryȱhumanȱisȱaȱbiologicalȱnecessityȱthatȱmust

beȱrelinquishedȱforȱthatȱindividualȱtoȱsurviveȱamongȱfellowȱhumansȱin
adulthood,ȱthenȱweȱoughtȱtoȱgainȱimportantȱinsightsȱintoȱhowȱanyȱculȬ
tureȱworksȱbyȱstudyingȱpatternsȱofȱsocialisationȱthatȱrelateȱdirectlyȱto
nonȬverbalȱsound.

Humansȱ canȱ emitȱ anȱ enormousȱ varietyȱ ofȱ nonȬverbalȱ sounds.ȱWe

breathe,ȱ talk,ȱcry,ȱshout,ȱyell,ȱcall,ȱsob,ȱsigh,ȱ laugh,ȱgiggle,ȱburp,ȱ fart,
crunch,ȱslurp,ȱgulp,ȱswallow,ȱyawn,ȱgroan,ȱmoan,ȱgrowl,ȱcough,ȱsplutȬ
ter,ȱslobber,ȱwheeze,ȱsniffle,ȱsneeze,ȱkiss,ȱhiss,ȱsnort,ȱspit,ȱscratchȱour
heads,ȱ smackȱ ourȱ lips,ȱ blowȱ ourȱ noses,ȱ clearȱ ourȱ throats,ȱ coughȱ up
phlegm,ȱetc.ȱOurȱheartsȱbeat,ȱ tummiesȱ rumbleȱandȱ intestinesȱgurgle.
Weȱmakeȱnoise,ȱhoweverȱweakȱorȱstrong,ȱwheneverȱweȱmoveȱourȱbodȬ
iesȱ—whenȱweȱ sitȱdownȱorȱ standȱup,ȱwalk,ȱ run,ȱ stroll,ȱ tiptoe,ȱ limp,

jump,ȱhop,ȱskip,ȱdragȱourȱfeet,ȱstumble,ȱfall,ȱetc.ȱWeȱalsoȱshudderȱwith

fear,ȱtrembleȱwithȱdelight,ȱorȱshiverȱwithȱcoldȱsoȱthatȱourȱteethȱchatter.
Weȱmakeȱsoundȱwhenȱweȱhit,ȱkick,ȱdrag,ȱpush,ȱcut,ȱtap,ȱpat,ȱclap,ȱcaȬ
ress,ȱchop,ȱsaw,ȱhammer,ȱgrind,ȱscrape,ȱslap,ȱsplash,ȱsmash,ȱetc.ȱSome

ofȱtheseȱsoundsȱareȱloud,ȱothersȱsoft;ȱsomeȱareȱheavy,ȱothersȱlight;ȱsome

areȱ fast,ȱothersȱslow;ȱsomeȱareȱhighȬpitched,ȱothersȱ lessȱso;ȱsomeȱare
longȱorȱongoingȱandȱrepetitive,ȱothersȱshortȱandȱdiscreteȱandȱsoȱon.ȱAll
theseȱhumanlyȱproducedȱsoundsȱareȱmadeȱwithinȱaȱcontextȱthatȱisȱitself
fullȱofȱsound.ȱInȱurbanȱindustrialisedȱsocietiesȱweȱhaveȱfridges,ȱfreezȬ
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ers,ȱcomputerȱdrives,ȱtraffic,ȱaeroplanes,ȱmainsȱhum,ȱairȱconditioning
andȱallȱsortsȱofȱotherȱmechanicalȱsounds.ȱElsewhereȱweȱmayȱbeȱableȱto
hearȱwindȱinȱtheȱtrees,ȱrain,ȱseaȱswell,ȱanimals,ȱbirds,ȱinsects,ȱrunning
water,ȱthunder,ȱearthquakes,ȱiceȱbreaking,ȱcrispȱorȱslushyȱsnowȱunder
foot,ȱwavesȱbreakingȱonȱtheȱshore,ȱetc.ȱ

Someȱofȱtheseȱsoundsȱweȱmakeȱourselves,ȱothersȱweȱjustȱhearȱinȱaȱwide

varietyȱofȱacousticȱsettings,ȱincludingȱthoseȱinsideȱourȱownȱheadsȱand
bodies.ȱWhichȱ(combinationsȱof)ȱsoundsȱareȱconsideredȱpleasantȱorȱunȬ
pleasant,ȱmusicalȱorȱunmusical,ȱwillȱlargelyȱdependȱonȱtheȱcultureȱwe

belongȱtoȱandȱonȱwhatȱsortȱofȱmotoricȱandȱsonicȱbehaviourȱproveȱtoȱbe
generallyȱcompatibleȱwithȱtheȱneedsȱofȱthatȱcommunity,ȱbeȱitȱaȱyouth
subcultureȱinȱlateȱcapitalism,ȱanȱaristocraticȱelite,ȱorȱaȱnomadicȱpeople
usingȱneolithicȱtechnology.ȱ

Allȱofȱusȱhaveȱbeenȱbabiesȱwhoȱhaveȱhadȱtoȱ learnȱthatȱweȱcannotȱfor
everȱremainȱatȱtheȱcentreȱofȱtheȱworldȱaroundȱus,ȱacousticallyȱorȱotherȬ
wise.ȱWeȱhaveȱtoȱlearnȱtoȱcooperate,ȱtoȱnegotiateȱsocialȱspaceȱforȱourȬ
selvesȱ inȱ relationȱ toȱ theȱ communityȱweȱbelongȱ to.ȱMusicȱ andȱdance
provideȱ sociallyȱ constructedȱ sonicȱ andȱ kineticȱ frameworksȱ forȱ that
learningȱprocess.ȱWeȱlearnȱtoȱsing,ȱhumȱandȱwhistleȱinȱaccordanceȱwith

theȱnormsȱofȱwhatȱourȱcultureȱregardsȱasȱmusic,ȱratherȱthanȱjustȱyelling,
laughing,ȱmumbling,ȱorȱbashingȱobjectsȱatȱwill.ȱAsȱweȱacquireȱtheȱgift
ofȱlanguageȱweȱlearnȱtoȱdistinguishȱbetweenȱhumanlyȱorganisedȱverbal
andȱnonȬverbalȱsound.ȱMoreȱimportantly,ȱweȱareȱrepeatedlyȱexposed,
withinȱtheȱmusicȱcultureȱtoȱwhichȱweȱbelong,ȱtoȱtheȱsimultaneousȱocȬ
currenceȱofȱcertainȱtypesȱofȱmusicalȱsoundȱwithȱcertainȱtypesȱofȱaction,
attitude,ȱbehaviour,ȱemotionalȱstate,ȱenvironment,ȱgesture,ȱmovement,

personality,ȱpeople,ȱpictures,ȱwords,ȱsocialȱ functions,ȱetc.ȱFromȱ those
recurrentȱpatternsȱofȱinterconnectionȱweȱconstructȱaȱvastȱarrayȱofȱcateȬ
goriesȱ combiningȱ severalȱofȱ theȱ constituentȱ elementsȱ justȱmentioned

intoȱoverridingȱandȱintegralȱmusogenicȱconcepts.

Manyȱofȱusȱalsoȱgoȱonȱtoȱlearnȱhowȱtoȱplayȱanȱinstrumentȱasȱaȱwayȱof
makingȱsoundȱwhoseȱfunctionsȱareȱclearlyȱdifferentȱnotȱonlyȱtoȱthoseȱof
spokenȱ languageȱ butȱ alsoȱ toȱ thoseȱweȱmakeȱwhenȱ choppingȱwood,

hammeringȱnails,ȱironingȱclothes,ȱdoingȱtheȱwashingȱup,ȱflushingȱthe
toilet,ȱtakingȱaȱshower,ȱwalkingȱupstairs,ȱdrivingȱaȱcar,ȱeatingȱfood,ȱopȬ
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eratingȱmachinery,ȱfoldingȱaȱnewspaper,ȱclosingȱtheȱdoor,ȱetc.ȱItȱwould,

fromȱ theȱ perspectivesȱ justȱ presented,ȱ beȱ absurdȱ toȱ regardȱmusicȱ as
someȱsortȱpleasantȱbutȱparasiticȱappendageȱtoȱhumanȱlife,ȱasȱ‘auditory
cheesecake’ȱasȱoneȱwriterȱputȱit.37ȱ

CrossȬdomainȱrepresentationȱandȱsynaesthesisȱ

Thereȱareȱotherȱreasonsȱforȱunderstandingȱmusicȱasȱanȱessentialȱpartȱof
theȱsurvivalȱkitȱforȱanyȱhumanȱsociety,ȱnotȱasȱjustȱculturalȱicingȱonȱthe
socioȬeconomicȱcake.ȱSomeȱofȱtheseȱreasonsȱcanȱbeȱsummarisedȱinȱthe
followingȱsimplifiedȱterms.38

Ourȱcapacityȱasȱhumansȱtoȱprocessȱsignalsȱfromȱtheȱworldȱaroundȱus
viaȱ differentȱ domainsȱ ofȱ representationȱ (verbal,ȱ visual,ȱmotoric,ȱ emoȬ
tional,ȱetc.)ȱseemsȱtoȱhaveȱbeenȱoneȱofȱourȱspecies’ȱgreatȱadvantagesȱin
theȱevolutionaryȱstruggle,ȱinȱthatȱweȱcanȱsortȱoutȱabstractionsȱofȱcause
andȱeffectȱbyȱdistinguishingȱbetweenȱvisual,ȱverbal,ȱsonicȱandȱmotoric

impulses.ȱToȱputȱitȱsimply,ȱwhatȱweȱhearȱatȱaȱparticularȱtimeȱ(aȱsonic
event)ȱdoesȱnotȱhaveȱ toȱ representȱ theȱsameȱphenomenonȱasȱaȱmoveȬ
mentȱorȱemotionȱweȱmayȱperceiveȱatȱthatȱsameȱtime.ȱ

Ofȱcourse,ȱsuchȱdomainȬspecificȱsignalȱprocessingȱinȱnoȱwayȱprevents
humansȱ fromȱmakingȱconnectionsȱbetweenȱseveralȱsimultaneousȱdoȬ
mainȬspecificȱsignalsȱifȱtheyȱcoȬoccurȱonȱaȱregularȱbasis.ȱForȱexample,

whenȱaȱlovingȱparentȱtalksȱinȱaȱsingȬsongȱvoiceȱtoȱaȱbabyȱwhileȱholding
andȱrockingȱit,ȱtheȱlittleȱoneȱreceivesȱsignalsȱthatȱareȱatȱtheȱsameȱtime

specificȱtoȱtheȱsonic,ȱmotoricȱandȱemotionalȱdomainsȱofȱrepresentation.
AsȱtheseȱcombinationsȱofȱdomainȬspecificȱsignalsȱareȱrepeated,ȱtheȱinfant
learnsȱtoȱmakeȱconnectionsȱbetweenȱthemȱsoȱthatȱanother,ȱoverridingȱor
‘embodying’ȱtypeȱofȱrepresentationȱcomesȱintoȱplay.ȱSuchȱcombinations

ofȱsonic,ȱmotoricȱandȱemotionalȱsignalsȱareȱsometimesȱcalledȱprotoȬmuȬ
sical.39ȱTheyȱalsoȱrelateȱtoȱsynaestheticȱpatternsȱofȱcognition.

37. Theȱ‘parasitic’ȱnotionȱcomesȱfromȱDȱSperber’sȱExplainingȱCultureȱ(Oxford,ȱ1996),ȱthatȱ
ofȱ‘auditoryȱcheesecake’ȱfromȱSȱPinker’sȱHowȱtheȱMindȱWorksȱ(London,ȱ1997).ȱForȱ
criticalȱdiscussionȱofȱtheseȱnotions,ȱseeȱCrossȱ(1999)ȱandȱBallȱ(2011:ȱ17Ȭ20,ȱ48Ȭ49).

38. InȱthisȱsectionȱIȱamȱdrawingȱmainlyȱonȱCrossȱ(1999)ȱandȱSȱBrownȱ(2000).ȱ
39. Crossȱ(1999),ȱdrawingȱonȱKarmiloffȬSmithȱ(1992);ȱseeȱalsoȱSȱBrownȱ(2000).ȱ
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Fig. 2-1. Music and levels of cross-domain representation40

The specific domains relating to (proto-) musical representation, shown
in figure 2-1, partially overlap and need some explanation.

1. Theȱphysicalȱdomainȱcoversȱtheȱballistics,ȱtrajectoryȱandȱkineticȱrelaȬ
tionshipȱofȱaȱbody,ȱorȱbodies,ȱincludingȱone’sȱown,ȱtoȱtheȱtypeȱofȱ
spaceȱthroughȱwhichȱitȱtravelsȱorȱinȱwhichȱitȱisȱmotionless.ȱFastȱorȱ
slow,ȱjerkyȱorȱsmooth,ȱregularȱorȱirregularȱmovement,ȱorȱnoȱmoveȬ
mentȱatȱall,ȱinȱanȱopenȱorȱclosedȱspace;ȱmovementȱwhichȱarrivesȱorȱ
leavesȱwithinȱthatȱspace,ȱtowardsȱorȱawayȱfromȱaȱpointȱinsideȱorȱ
outsideȱit,ȱmovementȱwhichȱwaitsȱorȱpassesȱoverȱorȱunder,ȱupȱorȱ
down,ȱtoȱtheȱleftȱorȱright,ȱtoȱtheȱbackȱorȱfront,ȱtoȱandȱfroȱorȱinȱoneȱ
direction,ȱsuddenlyȱorȱgradually:ȱtheseȱaspectsȱofȱmovementȱandȱ
space,ȱwhenȱperformedȱbyȱaȱhuman,ȱareȱallȱpartȱofȱtheȱphysicalȱ
domainȱofȱrepresentation.ȱItȱalsoȱincludesȱtheȱpresentationȱofȱsomeȱ
aspectsȱofȱheavinessȱorȱdarknessȱandȱlightness,ȱofȱdensityȱandȱsparȬ
sity,ȱasȱwellȱasȱofȱmultitudeȱandȱsingularity.ȱ

2. Theȱgrossȱmotoricȱdomainȱofȱrepresentationȱinvolvesȱtheȱmovementȱ
ofȱarms,ȱlegs,ȱhead,ȱtorso,ȱlowerȱbody,ȱetc.,ȱe.g.ȱwalking,ȱrunning,ȱ
jumping,ȱdancing,ȱpushing,ȱpulling,ȱthrusting,ȱdragging,ȱwaving,ȱ
rolling,ȱhitting.ȱ

3. Theȱfineȱmotoricȱdomainȱofȱrepresentationȱinvolvesȱtheȱmovementȱofȱ
fingers,ȱeyes,ȱlips,ȱtongue,ȱetc.ȱBlinking,ȱglittering,ȱshimmering,ȱrusȬ

40. Motoricȱ(f)ȱmeansȱfineȱmotoric,ȱmotoricȱ(g)ȱgrossȱmotoric.
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tling,ȱbabbling,ȱclicking,ȱtapping,ȱfiddling,ȱdripping,ȱetc.ȱallȱexemȬ
plifyȱmovementȱrequiringȱfineȱmotoricȱrepresentation.

4. TheȱlinguisticȱdomainȱisȱmainlyȱconcernedȱwithȱprosodicȱpatternȬ
ing,ȱwithȱtheȱ‘musical’ȱelementsȱofȱspeech,ȱi.e.ȱwithȱintonation,ȱtimȬ
bre,ȱaccentuation,ȱrhythm,ȱdynamics,ȱetc.,ȱincludingȱtheȱsonicȱ
characteristicsȱofȱvowelsȱandȱconsonants.ȱ

5. Theȱsocialȱdomainȱinvolvesȱtheȱrepresentationȱofȱpatternsȱofȱhumanȱ
interaction,ȱforȱexampleȱofȱindividualsȱtoȱaȱgroupȱorȱviceȱversa.ȱAsȱ
we’llȱseeȱlater,ȱparticularȱstrategiesȱforȱstructuringȱmusicalȱpartsȱorȱ
voicesȱcanȱcorrespondȱtoȱparticularȱsocialisationȱpatterns.41

6. TheȱemotionalȱdomainȱisȱselfȬevident.ȱItȱinvolvesȱevaluatingȱaȱsituaȬ
tionȱinȱresponseȱtoȱdifferentȱbodyȱstatesȱsuchȱasȱposture,ȱmuscularȱ
tensionȱorȱrelaxation,ȱhormonalȱstimulation,ȱadrenalinȱcount,ȱetc.ȱItȱ
includesȱevaluationȱofȱexperienceȱwhoseȱverbalȱconceptualisationȱisȱ
oftenȱformulatedȱinȱpolaritiesȱlikeȱpleasing/painful,ȱhappy/sad,ȱ
beautiful/ugly,ȱlove/hate,ȱsecurity/threat,ȱetc.42

It should be clear that these six domains of representation are in no way
mutually exclusive. For instance, it’s impossible to imagine a gross mo-
toric activity like dragging (domain 2) without considering bodily
movement in space and aspects of heaviness (domain 1). Moreover,
any aspect of the emotional domain needs to be qualified by aspects
from other domains. For example, is the expression of pain sharp and
sudden? Is it relentless, throbbing and ongoing, or is it stifled in the
background? Does the pain come in gradual waves or as violent
shocks? Does it make you quiver, shudder, jump, fall over, fall apart,
yell, scream, groan or grumble? Or does it hit, stab, pierce or poison
you? Or does it make you depressed and apathetic? Is the pain re-
pressed and under control, or is it up front and violent? Perhaps it para-
lyses or silences you altogether? Is it the pain of a solitary individual or
does it more closely resemble a community of suffering?  

Proto-music’s six domains of representation also overlap in terms of
SYNAESTHESIS.43 For example, some onomatopoeic pairs, like babble and

41. Seeȱ‘Socialȱanaphones’ȱ(p.ȱ514)ȱandȱChapterȱ12,ȱesp.ȱp.ȱ449,ȱff.ȱȱ
42. Forȱdefinitions,ȱseeȱunderȱEmotion,ȱmoodȱandȱmetaphorȱ(p.ȱ71,ȱff.).
43. Synaesthesisȱandȱsynaesthesiaȱareȱexplainedȱinȱtheȱnextȱparagraph.



Tagg: Music’s Meanings — 2. The most important thing… 65

bubble or rumble and tumble, are normally, though not exclusively, asso-
ciated with the sonic and visual/kinetic aspects respectively of the
same basic type of movement, as, indeed, are rustle and glisten. Other
sonically similar words like bustle, hustle and hassle not only lend them-
selves to expression in visual or sonic terms: they also include aspects
of social interaction and emotional evaluation. It’s the combination of
all these aspects that makes those concepts particularly musogenic.

Before going any further in this explanation, I need to clarify that I’m
using the noun SYNAESTHESIS, not synaesthesia, to denote any normal
use of two or more modes of perception at the same time. While synaes-
thesia is used as a clinical term denoting a neurological condition in-
volving the disturbance of normal perception by the involuntary
intrusion of impulses from more than one sensory mode, synaesthesis is
no more than a transliteration of ıȣȞĮȚıșȒıȚȢ, aisthƝsis meaning ‘percep-
tion’ and syn = ‘with’, ‘accompanying’, i.e. simultaneous perception in
more than one sensory mode.44 Synaesthesis is therefore not a patholog-
ical condition but a normal and essential part of human cognition. The
only terminological trouble here is that synaesthesis and synaesthesia
both give rise to the adjective synaesthetic. To avoid further confusion,
then, synaesthetic will here qualify any type of perception using more
than one sensory mode at the same time. In more concrete terms, I will
qualify, for example, the combined tactile, kinetic, visual and sonic as-
pects of babble, bubble, bumble, rumble, crumble, tumble, rustle, bustle, hus-
tle or hassle as SYNAESTHETIC because they constitute instances of
normally functioning SYNAESTHESIS.45

44. Forȱexample:ȱ‘[W]hileȱcrossȬsensoryȱmetaphorsȱareȱsometimesȱdescribedȱasȱ“synaesȬ
thetic”,ȱtrueȱ[sic]ȱneurologicalȱsynaesthesiaȱisȱinvoluntaryȱandȱoccursȱinȱslightlyȱ
moreȱthanȱfourȱpercentȱofȱtheȱpopulationȱ(1ȱinȱ23ȱpersons)ȱacrossȱitsȱrangeȱofȱvariȬ
ants.’ȱ()en.wikipedia.org/wiki/Synesthesia [2006-12-02]).

45. Interferenceȱfromȱcolourȱperceptionȱisȱanȱoftenȱcitedȱsymptomȱofȱsynaesthesiaȱ(theȱ
disorder).ȱGivenȱtheȱconnotativelyȱpolysemicȱcharacterȱofȱcolour,ȱitȱisȱdoubtfulȱthatȱ
coloursȱareȱoperativeȱinȱnormalȱmusogenicȱsynaesthesis.ȱREDȱcanȱ‘mean’ȱdangerȱorȱ
fullȬbloodedȱlife,ȱstopȱatȱtheȱtrafficȱlightsȱorȱchargeȱlikeȱaȱbullȱatȱaȱredȱrag;ȱGREENȱ
‘means’ȱgoȱforȱunȬgreenȱvehiclesȱandȱcanȱconnoteȱIrelandȱorȱLibya,ȱenvyȱorȱfreshness;ȱ
deathȱcanȱbeȱblackȱorȱwhite,ȱdependingȱonȱyourȱculturalȱmembership;ȱBLUEȱcanȱbeȱ
theȱbluesȱorȱaȱbrightȱsummerȱsky;ȱYELLOWȱcanȱbeȱcowardlyȱorȱsunny,ȱetc.,ȱetc.ȱColourȱ
itselfȱisȱnotȱnormallyȱassociableȱwithȱelementsȱofȱmusicalȱexpressionȱbutȱitsȱoftenȱ
contradictoryȱindividualȱconnotationsȱcan.

http://www.en.wikipedia.org/wiki/Synesthesia
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To summarise the argument so far, music can, as defined on page 44, be
understood as a specifically human type of activity which lets us mix
elements from any of the six domains of representation into an integral
whole. It’s an activity allowing us to represent combinations of signals
from its constituent domains in one symbolic package rather than in
merely linguistic, social or somatic terms. As a meaningful system of
non-verbal sound, music lets us engage in interpersonal activity on
many levels simultaneously, either by making the music or by respond-
ing to it individually or together with others. To express ourselves on
all these levels at the same time, we don’t need to confront each other
with verbal outbursts, bodily display or physical interaction: we can
use music instead. In other words, music provides relatively risk-free
action to members of the culture producing and using it because it pro-
vides socio-culturally regulated forms of potentially risky interaction
between humans. But music does more than that: it can also help avoid
confusion. Avoid confusion? How can that be when music is so often
thought of as ‘polysemic’? I had better explain (see also p.167,ff.). 

Imagine,ȱforȱexample,ȱtheȱnotȱuncommonȱstateȱofȱmindȱcharacterised
byȱaȱmixtureȱofȱirritationȱorȱresentmentȱandȱtheȱfeelingȱthatȱisȱnevertheȬ
lessȱaȱniceȱdayȱandȱgoodȱtoȱbeȱalive.ȱUsingȱtheȱlinguisticȱdomain,ȱyou
couldȱ communicateȱ thisȱ singleȱ dynamicȱ stateȱ ofȱmindȱ directlyȱ toȱ a
friend,ȱpartner,ȱchild,ȱparent,ȱorȱtoȱtheȱauthorities,ȱbyȱexpressingȱfirst
yourȱdisapproval,ȱthenȱyourȱgenerallyȱpositiveȱmood.ȱYouȱcouldȱstart
byȱspeakingȱwithȱsharpȱtimbreȱandȱchoppyȱdelivery,ȱthenȱswitchȱtoȱa
smooth,ȱmellifluousȱvoice.ȱUsingȱ theȱ fineȱmotoricȱdomain,ȱyouȱ could
firstȱfrown,ȱthenȱsmile;ȱorȱtapȱyourȱfingersȱnervouslyȱthenȱflutterȱyour
eyelidsȱencouragingly;ȱorȱgritȱyourȱ teethȱ thenȱ relaxȱyourȱmouth.ȱSoȬ
cially,ȱyouȱcouldȱfirstȱavoidȱtheȱpeopleȱcausingȱtheȱirritationȱandȱthen
welcomeȱthemȱintoȱyourȱcompany.ȱUsingȱtheȱphysicalȱandȱgrossȱmotoric
domainsȱofȱrepresentation,ȱyou’dȱalmostȱhaveȱtoȱfirstȱbeatȱupȱtheȱindiȬ
vidual[s]ȱ causingȱ theȱ irritation,ȱ thenȱ cuddleȱ them.ȱEmotionally,ȱyou’d
probablyȱwantȱtoȱfirstȱyellȱandȱstampȱyourȱfeet,ȱthenȱsitȱdownȱandȱrelax;
orȱperhapsȱyou’dȱfirstȱtenseȱyourȱshouldersȱandȱclenchȱyourȱfists,ȱthen
leanȱback,ȱopenȱyourȱarmsȱandȱshowȱtheȱpalmsȱofȱyourȱhands.

Althoughȱfeelingȱirritationȱonȱaȱbasicallyȱgoodȱdayȱisȱhardlyȱaȱsymptom

ofȱemotionalȱinstability,ȱexpressingȱthatȱdynamicȱusingȱjustȱoneȱofȱmuȬ
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sic’sȱconstituentȱdomainsȱofȱrepresentation,ȱasȱdescribedȱinȱtheȱpreviȬ
ousȱparagraph,ȱmightȱwellȱcomeȱacrossȱasȱcontradictoryȱandȱconfused.
Itȱmightȱevenȱcauseȱoffence,ȱperhapsȱevenȱprovokeȱaȱdiagnosisȱofȱmanic

depression.ȱHowever,ȱthanksȱtoȱitsȱcharacterȱofȱcrossȬdomainȱrepresenȬ
tation,ȱmusicȱisȱableȱtoȱmediateȱthatȱsameȱsortȱofȱdynamicȱasȱaȱunified
singleȱexperienceȱinȱaȱsociallyȱnegotiatedȱandȱculturallyȱspecificȱsonic
form.ȱAfterȱall,ȱweȱseemȱtoȱreadilyȱacceptȱthatȱtheȱsingleȱlinguisticȱconȬ
ceptȱofȱLOVEȱinvolvesȱfeelingsȱofȱvulnerableȱanxietyȱandȱtheȱfearȱofȱloss
inȱadditionȱtoȱtheȱoccasional,ȱindescribablyȱpowerfulȱboutȱofȱeuphoria.
Similarly,ȱit’sȱimpossibleȱforȱusȱmortalsȱtoȱentertainȱtheȱnotionȱofȱhuman

LIFEȱwithoutȱconsideringȱdeath.46

Theseȱ platitudesȱ aboutȱ loveȱ andȱ lifeȱ serveȱ toȱ illustrateȱ theȱ factȱ that
whileȱlanguageȱoccasionallyȱletsȱusȱconceptualiseȱdynamicȱstatesȱofȱbeȬ
ingȱasȱintegralȱexperiences,ȱmusicȱalmostȱalwaysȱdoesȱso.ȱFEELINGȱANȬ
GRYȱONȱAȱGOODȱDAY,ȱorȱDESPERATELYȱTROUBLEDȱINȱTHEȱMIDSTȱOFȱCALM
ANDȱBEAUTY,ȱorȱTOTALLYȱSICKȱOFȱTHEȱWORLDȱANDȱFEELINGȱIRREPRESSIBLY
ALIVEȱBECAUSEȱOFȱTHATȱDISGUST—ȱtheseȱareȱnoȱmoreȱthanȱinadequate
verbalȱhintsȱofȱjustȱthreeȱofȱtheȱinnumerableȱkindsȱofȱmoodȱcategories
musicȱ canȱ create.47ȱWeȱ shouldȱ thereforeȱ notȱ beȱ surprisedȱwhenȱ reȬ
spectedȱcriticsȱdescribeȱtheȱfirstȱmovementȱofȱMozart’sȱ40thȱsymphony

(1788)ȱ inȱ termsȱofȱbothȱ ‘deepestȱsadness’ȱandȱ ‘highestȱelation’.48ȱWas

Mozartȱconfusedȱwhenȱheȱwroteȱtheȱmusic?ȱProbablyȱnoȱmoreȱsoȱthan
usual.ȱDoesȱtheȱmusicȱmakeȱaȱconfusedȱorȱcontradictoryȱ impression?

NotȱtoȱmodernȱEuropeanȱears:ȱit’sȱoneȱofȱtheȱmostȱwellȬknown,ȱhighly
valuedȱandȱwidelyȱcoveredȱpiecesȱinȱtheȱVienneseȱclassicalȱrepertoire.

46. AccordingȱtoȱSwedishȱpoetȱKristinaȱLugn,ȱlifeȱisȱtheȱonlyȱpossibilityȱweȱhaveȱnotȱtoȱ
beȱdeadȱ(‘[L]ivetȱärȱdenȱendaȱmöjlighetȱviȱharȱattȱinteȱvaraȱdöda’).ȱThanksȱtoȱMargitȱ
Kronbergȱ(Mölndal)ȱforȱthisȱreferenceȱ(phoneȱcallȱ2006Ȭ12Ȭ25).

47. ForȱTROUBLEDȱINȱTHEȱMIDSTȱOFȱCALMȱANDȱBEAUTY,ȱtryȱtheȱthirdȱmovementȱofȱBartók’sȱ
fourthȱstringȱquartetȱ(1929).ȱForȱSICKȱOFȱTHEȱWORLDȱANDȱFEELINGȱALIVEȱBECAUSEȱOFȱTHATȱ
DISGUST,ȱtryȱNirvana’sȱ‘SmellsȱLikeȱTeenȱSpirit’ȱorȱ‘Lithium’ȱonȱCDȱNevermindȱ(1991).ȱ
Checkȱoutȱalsoȱtheȱselectionȱofȱmoodȱcategoriesȱlistedȱonȱpage176.ȱ

48. ‘VonȱWehmüthigstenȱbisȱzumȱErhabenesten’:ȱSaintȬFoixȱquotingȱanȱanonymousȱ
reviewȱofȱtheȱsymphonyȱmovementȱ(Gȱminor,ȱK550)ȱinȱanȱ1804ȱnumberȱofȱtheȱpresȬ
tigiousȱVienneseȱperiodicalȱAllgemeineȱMusikzeitung.ȱAmongȱotherȱreviewȱdescripȬ
tionsȱofȱtheȱsameȱpieceȱareȱ‘impassioned’,ȱ‘worried’ȱandȱ‘moving’.ȱForȱmoreȱonȱthisȱ
subject,ȱseeȱStockfeltȱ(1988:ȱ21Ȭ22).ȱ
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Wereȱtheȱcriticsȱconfusedȱwhenȱtheyȱwroteȱaboutȱsadnessȱandȱelationȱin
theȱsameȱbreathȱaboutȱtheȱsameȱmusic?ȱNo:ȱthey,ȱtoo,ȱwereȱjustȱgiving
pallidȱverbalȱhintsȱofȱwhatȱtheyȱfeltȱtheȱmusicȱtoȱbeȱexpressing.ȱ

By combining input from its constituent domains of representation,
music forms integral categories of cognition that, from a logocentric
viewpoint, seem contradictory or confused, even though those catego-
ries may correspond more accurately with what we actually feel or im-
agine on a daily basis: angry on a good day, troubled in beautiful
surroundings, sad and elated, vulnerable and euphoric, etc. This holistic
aspect of musical cognition may well be one reason for music’s ability
to move us so deeply, sometimes even to occupy our whole sensory be-
ing. It may also be one reason for music’s therapeutic usefulness. Fur-
thermore, music helps cognitive flexibility, the ability to mix, switch
and correlate across different domains of representation. Viewed from
these perspectives, the development of distinctions between music and
speech as two different modes of aural expression may well be, as
Cross (1999) suggests, ‘the most important thing we humans ever did’.    

Aȱquickȱtripȱaroundȱtheȱbrainȱ
The cognitive neuroscience of music tells a similar story, albeit in a very
different way, about the holistic, synaesthetic and cross-domain char-
acteristics of music.

‘Asȱ soonȱasȱ theȱprimaryȱ auditoryȱ cortexȱ receivesȱaȱmusicalȱ signal,ȱour
“primitive”,ȱsubcorticalȱbrainȱkicksȱinȱatȱonce:ȱtheȱcerebellum’sȱtimingȱcirȬ
cuitsȱfireȱupȱtoȱpickȱupȱtheȱpulseȱandȱrhythm,ȱandȱtheȱthalamusȱtakesȱ“a
quickȱlook”,ȱapparentlyȱtoȱcheckȱforȱdangerȱsignalsȱthatȱrequireȱanyȱimȬ
mediateȱactionȱbeforeȱmoreȱcomplexȱprocessingȱoccurs.ȱTheȱthalamus

thenȱ connectsȱwithȱ theȱ amygdalaȱ toȱproduceȱ anȱ emotionalȱ responseȱ—
which,ȱifȱdangerȱisȱdetected,ȱmightȱbeȱfear.ȱOnlyȱafterȱthisȱprimevalȱscan
toȱwarnȱofȱhazardsȱdoesȱtheȱdetailedȱdissectionȱofȱtheȱsoundȱsignalȱbeȬ
gin.’ȱ(Ball,ȱ2010:ȱ244Ȭ245;ȱauthor’sȱquotes,ȱmyȱitalics)

That ‘detailed dissection’ starts when sound signals, sent from the co-
chlea to the brain stem for initial pitch treatment, are forwarded as infor-
mation to several different cerebral departments, as follows. 

‘[P]itchȱintervalsȱandȱmelodyȱareȱprocessedȱinȱtheȱlateralȱpartȱofȱ[…]ȱHeȬ
schl’sȱ gyrus,ȱwithinȱ theȱ temporalȱ lobe,ȱwhichȱhasȱ circuitryȱ involvedȱ in
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pitchȱperception.ȱ[Pitchȱintervalsȱandȱmelody]ȱareȱalsoȱhandledȱbyȱthe
planumȱtemporale,ȱaȱdomainȱthatȱdealsȱwithȱ[…]ȱtimbreȱandȱtheȱspatialȱloȬ
cationȱofȱsoundȱsources,ȱandȱbyȱtheȱanteriorȱsuperiorȱtemporalȱgyrus,ȱwhich

dealsȱwithȱstreamsȱofȱsound,ȱincludingȱspokenȱsentences.’ȱ(loc.ȱcit.)

These two citations, the second focusing on pitch and intervals, are just
sample sketches of how which parts of the brain deal with which as-
pects of music. Other aspects of pitch and tonality are missing from the
samples, as are most aspects of metre, periodicity, long-term narrative,
overall spatiality, compositional texture and patterns of expectation. To
cut a long story short, music involves activity in the temporal, frontal
and parietal lobes of both brain hemispheres, as well as in the amy-
gdala, hippocampus and cerebellum. Even the occipital lobe is active
because playing from sheet music or following a score aren’t the only
musical activities involving vision. If you’re dancing to music and want
to avoid bumping into other dancers (or the wall); or if you’re reacting
to film underscore, or watching musicians or the crowd at a live music
event; or if you’re just ‘seeing things inside your head’ as you listen to
music, then your occipital lobe will also be in action. Put tersely,ȱoneȱof
theȱmostȱ strikingȱneurologicalȱ featuresȱofȱmusicalȱ experienceȱ isȱ that
neuronsȱfireȱupȱallȱoverȱtheȱbrain.49

It should at the same time be obvious that the brain is not some sort of
computer hardwired to process the same sound signals in the same nat-
urally predetermined way in each individual or group of individuals
living anywhere in the world at any time in history. However, that is
what a small but significant minority of students I’ve met over the
years apparently believe. It’s a belief that rests on two assumptions: [1]
since experience of music affects body and emotions without seeming
to involve much, if anything, by way of intellectual reasoning, it is intu-
itive; [2] if the process is intuitive it is also instinctive and therefore nat-
ural. The first assumption is not unreasonable but the second is
fundamentally flawed because intuition and instinct aren’t the same
thing. INSTINCT is an ‘innate, fixed pattern of behaviour in response to
certain stimuli’, which by definition (‘fixed’, ‘innate’) involves natural
hardwiring, whereas INTUITION, defined as ‘immediate apprehension

49. ‘Neuronsȱfireȱupȱallȱoverȱtheȱbrain’ȱis,ȱIȱbelieve,ȱaȱquoteȱfromȱLevitinȱ(2006).
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by the mind’, clearly does not (‘apprehension’, ‘mind’).50 In fact, many
of the intuitive skills we possess, like casual everyday speech in our
mother tongue, are culturally specific. When it comes to musical intui-
tion, I’m certainly not the only individual never to have learnt the intu-
itive skills involved in reaching the ‘natural’ state of trance experienced
by those familiar with the sounds of shamanistic ritual or with the sing-
ing of worshippers possessed by the Holy Spirit in extremist sects of
evangelical Christianity. Nor can I sing in one metre, clap my hands in
another and walk in a third like many Sub-Saharan Africans, whose in-
tuitive ability to do so ‘comes naturally’, but no more nor less so than
mine when I immediately and with no conscious effort recognise har-
monic closure in a euroclassical V-I cadence.51 The difference between
those intuitive skills is a result of nurture, not nature.  

Of course, none of this means that there is no musical instinct in hu-
mans any more than our inability to speak or understand most of the
world’s languages means that humans aren’t hardwired for language.
It simply means that what seems to come naturally to us in music —
what we hear as pleasant or unpleasant, appropriate or inappropriate,
either together or in sequence, and for which purposes— cannot be ex-
plained in terms of innate instinct, genetic make-up or any other sort of
hardwiring.52 That should be patently obvious, not just from observa-
ble differences between ‘what comes naturally’ in one music culture
and in another but also by paying attention to how the brain actually

50. IntuitionȱderivesȱfromȱLatinȱintý¼or/intýitusȱ(�ȱconsider,ȱpayȱattentionȱto),ȱinstinctȱ
fromȱinstigo/instinctumȱ(=ȱincite,ȱstimulate,ȱinstigate).ȱNoteȱalsoȱtheȱetymologicalȱsimȬ
ilarityȱbetweenȱintuitionȱandȱtuition.ȱ

51. ‘VȬI’ȱisȱshorthandȱforȱ‘perfectȱcadence’,ȱtheȱlastȱtwoȱchordsȱinȱvirtuallyȱanyȱhymnȱ
tune,ȱparlourȱsongȱorȱeuroclassicalȱworkȱwrittenȱbetweenȱ1730ȱandȱ1910.ȱForȱSubȬ
Saharanȱcrossȱrhythm,ȱseeȱpp.ȱ457Ȭ463.

52. Someȱwillȱstillȱinsistȱthatȱsemitonesȱareȱ‘naturallyȱdissonant’ȱbecauseȱtheirȱpitchesȱ
areȱinȱtheȱcomplexȱratioȱofȱ25:24ȱandȱthatȱtheȱ‘perfect’ȱfifth,ȱwithȱitsȱpitchȱratioȱ3:2,ȱisȱ
‘naturallyȱconsonant’.ȱForȱmoreȱonȱthisȱissue,ȱseeȱpp.ȱ47ȱff.,ȱ179Ȭ182,ȱ319;ȱseeȱalsoȱ
Simpsonȱ(2010)ȱandȱTaggȱ(2011e).ȱPartȱofȱtheȱproblemȱmayȱbeȱuncriticalȱacceptanceȱ
ofȱtheȱunidimensionalȱquantificationȱsyndromeȱinȱcontemporaryȱcapitalism.ȱItsȱ
expressionȱinȱpopularȱcultureȱcanȱbeȱseenȱonȱTVȱwhereȱaȱcombinationȱofȱhumanistȱ
andȱnaturalȬscienceȱapproachesȱtoȱcrimeȱsolvingȱ(e.g.ȱMaigret,ȱCracker,ȱWallander)ȱhasȱ
beenȱreplacedȱbyȱDNAȱprofilingȱandȱanȱalmostȱfetishisticȱfocusȱonȱforensicsȱasȱaȱsenȬ
sationalistȱsortȱofȱ‘sexy’ȱscienceȱ(e.g.ȱCSI,ȱWalkingȱtheȱDead,ȱColdȱCaseȱFiles).ȱTheseȱ
beliefsȱhaveȱevenȱhadȱadverseȱeffectsȱonȱtheȱjudiciary:ȱseeȱDTheȱCSIȱEffectȱ(2010).ȱ
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works, to how it lets us think, learn, adapt, discover and innovate. The
brain is an amazingly complex and dynamically adaptive organism,
not a crippling corporate or state bureaucracy. Plasticity is one of its de-
fining features. We would have never survived, let alone evolved, as a
species if the brain had been a glorified operating system running bio-
behavioural software.53 Instead, it enables us, whatever our genetic in-
heritance, to survive and flourish in the vast variety of changing situa-
tions in which we have to live and learn from birth to death. If anything
is natural —and wonderful— about how the brain deals with music,
it’s the way it lets us all experience so many parts of our being at the
same time, whatever our predispositions and circumstances.  

Emotion,ȱmoodȱandȱmetaphorȱ
Before rounding off this chapter, two common assumptions about mu-
sic need to be addressed: [1] music expresses moods and emotions; [2]
music cannot be described in words. Neither assumption is wrong: it’s
just that it’s misleading to reduce our understanding of music to those
general assumptions alone. There’s no room here to discuss these is-
sues in any depth but I’ll try to pinpoint some crucial conceptual prob-
lems and, where possible, suggest ways of dealing with them. 
First let’s confront the notion that music expresses the feelings of the
artist. Tchaikovsky certainly did not think so.
‘Thoseȱwhoȱimagineȱthatȱaȱcreativeȱartistȱcanȱ—through…ȱhisȱart—ȱexȬ
pressȱhisȱfeelingsȱatȱtheȱmomentȱwhenȱheȱisȱmoved,ȱmakeȱtheȱgreatest
mistake.ȱEmotions,ȱsadȱorȱjoyful,ȱcanȱonlyȱbeȱexpressedȱretroactively.’54ȱ

I’d go further than Tchaikovsky because I don’t think you even need to
have felt the emotion previously to present it convincingly. After all, a
good actor playing a dastardly Richard III or a psychotic Hitler does
not himself need to have ever felt or behaved like those villains to elicit
emotions of disgust or horror in his audience. Similarly, as Frith (2001:
93-94) notes, the applause for Elton John’s rendition of Candle In The
Wind at Princess Diana’s funeral was not ‘for being sincere… (his busi-
ness alone)… but for performing sincerity… [It was] a performance of
grief in which we could all take part’. 

53. Forȱinformationȱaboutȱworkingȱmemoryȱandȱtheȱphonologicalȱloop,ȱseeȱpp.ȱ272Ȭ273.ȱ
54. CitedȱbyȱBallȱ(2010:ȱ259).
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Inȱorderȱtoȱconvincinglyȱcommunicateȱaȱsenseȱofȱgrief,ȱloneliness,ȱjoy,
contentment,ȱorȱwhateverȱotherȱstateȱofȱmindȱisȱrequired,ȱtheȱmusician

(composer,ȱarranger,ȱperformer,ȱetc.)ȱmustȱfirstȱbeȱinȱsomeȱwayȱaware

ofȱthatȱstateȱofȱmind.ȱItȱhasȱtoȱhaveȱbeenȱobserved,ȱgrasped,ȱappropriȬ
atedȱandȱshapedȱbeforeȱitȱcanȱbeȱchanelledȱandȱpresentedȱinȱaȱculturally
competentȱformȱthatȱcanȱbeȱunderstoodȱbyȱanȱaudience.ȱIfȱyouȱeverȱhad
toȱrushȱtoȱbeȱonȱtimeȱforȱanȱengagementȱtoȱsingȱorȱplayȱatȱaȱfuneral,ȱand
ifȱoneȱofȱtheȱdeceased’sȱnearestȱandȱdearestȱthanksȱyouȱafterwardsȱfor
‘theȱ beautifulȱmusic’ȱ beforeȱ youȱ hurryȱ offȱ toȱ anotherȱ appointment,

you’llȱknowȱexactlyȱwhatȱIȱmean.ȱIfȱyouȱhadȱexpressedȱyourȱownȱfeelȬ
ingsȱthroughȱmusicȱatȱtheȱfuneralȱyouȱwouldȱhaveȱshownȱtotalȱdisreȬ
spectȱ forȱbothȱ theȱbereavedȱandȱdeceased.ȱIfȱyouȱcan’tȱcomeȱupȱwith

somethingȱsuitablyȱdignifiedȱandȱmovingȱforȱaȱfuneral,ȱhoweverȱyou
mightȱbeȱfeelingȱyourself,ȱyou’reȱsimplyȱnotȱdoingȱyourȱjob.ȱ

Viewingȱmusicalȱcompetenceȱ inȱ thisȱprosaïcȱwayȱ isȱusefulȱbecauseȱ it
makesȱtheȱessentialȱdistinctionȱbetweenȱemotionȱandȱtheȱrepresentationȱof
emotion.ȱThatȱdoesn’tȱmeanȱtheȱartist’sȱcompositionȱorȱperformanceȱ is
fake.ȱIt’sȱsimplyȱaȱpresentation,ȱbasedȱonȱaȱcombinationȱofȱmemory,ȱretȬ
rospection,55ȱempathy,ȱsensitivity,ȱimaginationȱandȱskill.ȱThatȱpresentaȬ
tionȱprocessȱalsoȱinvolvesȱsomeȱdistancingȱfromȱtheȱemotionȱorȱmood

inȱquestionȱbecauseȱitȱhasȱtoȱbeȱidentifiedȱandȱgraspedȱconceptuallyȱ—
almostȱalwaysȱinȱintuitivelyȱmusicalȱratherȱthanȱinȱconsciouslyȱverbal
terms—ȱbeforeȱitȱcanȱbeȱpackagedȱinȱaȱculturallyȱviableȱform.56ȱȱȱ

HavingȱmadeȱthisȱcardinalȱdistinctionȱbetweenȱemotionȱandȱtheȱmusiȬ
calȱrepresentationȱofȱemotion,ȱweȱareȱstillȱnotȱmuchȱwiserȱaboutȱdifferȬ
encesȱofȱmeaningȱbetweenȱ‘woollyȱwords’ȱlikeȱemotion,ȱaffect,ȱfeelingȱand
moodȱthatȱareȱcommonlyȱusedȱwhenȱtalkingȱaboutȱmusicȱandȱanȱindiȬ
vidual’sȱinternalȱstateȱofȱbeing.ȱLet’sȱtryȱtoȱunravelȱsomeȱofȱthatȱ‘wool’.

ȱ

55. AsȱsuggestedȱbyȱTchaikovskyȱandȱHindemith:ȱseeȱBallȱ(2010:ȱ259).ȱ
56. ȱThisȱdistinctionȱisȱsimilarȱtoȱthatȱbetweenȱtheȱIndianȱconceptsȱbh¬vaȱ(֏֞֗ )ȱ—anȱindiȬ

vidual’sȱfeeling,ȱemotion,ȱmoodȱorȱstateȱofȱbecoming—ȱandȱrasaȱ(֚֒)ȱ—theȱdominantȱ
emotionalȱthemeȱofȱaȱworkȱofȱart.ȱRasaȱcanȱbeȱcomparedȱtoȱstatesȱofȱmindȱorȱbodyȱ
perceivedȱ‘throughȱaȱwindow’.ȱTheȱrasaȱisȱnotȱ‘theȱemotion’ȱorȱ‘theȱmood’ȱbutȱitsȱperȬ
ceivedȱframework/‘packaging’;ȱseeȱalsoȱftnt.ȱ74,ȱp.ȱ335.
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EMOTIONS are characterised by the involuntary physiological response of an
individual to an object or situation relating both to that individual’s
physical state and to sensory input. This means there has to be observ-
able response to such stimuli for emotion to exist. That is not so with
AFFECT, which can exist and be felt by a subject without concomitant
observable emotion. Affect can in that sense be seen as a larger set of
phenomena in which emotion is a subset of primary importance.57 

FEELINGS are strictly speaking neither emotions nor affects although all
three words are often used synonymously. Feelings are the subjective
experience of emotion or affect. For example, people in a state of uncon-
trolled fury, paralysed panic or euphoric ecstasy are overwhelmingly
occupied by living out that ‘involuntary physiological response’ (the
emotion), but that does not altogether preclude self-awareness, how-
ever fleeting it may be, which allows the emotion or affect to be regis-
tered by the subject as a feeling. 

MOOD is usually thought of as an ongoing state of mind —positive or
negative, static or dynamic A mood is psychologically more likely to
last for hours or even days compared to the mere seconds normally oc-
cupied by the expression of an emotion. Perhaps this simple distinction
can help us sort out notions of mood and emotion in relation to music.
To test that hypothesis, let’s return to two of the musogenic but ‘inade-
quate verbal hints of musical meaning’ suggested on page 68 —FEELING

ANGRYȱONȱANȱOTHERWISEȱGOODȱDAY and DESPERATELYȱTROUBLEDȱINȱTHE

MIDSTȱOFȱCALMȱANDȱBEAUTY. It would not be unreasonable to identify
mood with the general scene —the GOODȱDAY, the CALMȱANDȱBEAUTY—
and emotion with the more explicit state of mind —FEELINGȱANGRY and
DESPERATELYȱTROUBLED. One problem with this distinction is that nei-
ther GOODȱDAY nor CALMȱANDȱBEAUTY are simply moods without affect
or emotion because a GOODȱDAY (rather than a bad one) involves some
degree of elation rather than depression, while CALMȱ ANDȱ BEAUTY
(rather than stress and ugliness) implies a sense of contentment and
wonder (rather than of frustration and indifference). Meanwhile, the
OTHERWISE and the INȱTHEȱMIDSTȱOF both imply that the listener provid-

57. Affectȱ/�3H'MV/ȱisȱanȱimportantȱconceptȱinȱmusicalȱscholarship.ȱHowever,ȱsinceȱitȱisȱaȱ
problematicȱconceptȱ(Meyer,ȱ1956:ȱ13Ȭ22;ȱȱBartel,ȱ1997:ȱ29Ȭ89;ȱTagg,ȱ2000a:ȱ45Ȭ50),ȱitsȱ
discussionȱhasȱtoȱbeȱomittedȱfromȱthisȱaccountȱinȱtheȱinterestsȱofȱclarityȱandȱbrevity.ȱ
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ing the ‘inadequate verbal hints of musical meaning’ hears the music in
both cases as each presenting a different type of emotion felt by the
same subject. It’s the same person feeling both angry and happy, just as
the person feeling both troubled and the effects of great calm and
beauty is also one and the same. This ‘multi-affect, single-subject’ con-
ceptualisation would certainly fit the third of page 68’s ‘inadequate ver-
bal hints’ —SICKȱ TOȱ THEȱ TEETHȱ OFȱ THEȱ WORLDȱ ANDȱ FEELING

IRREPRESSIBLYȱALIVEȱBECAUSEȱOFȱTHATȱDISGUST.58 Does this mean that a
musical mood is a combination of musically encoded emotions or af-
fects? Or are emotions in music, like melody in comparison to speech,
extended to last long enough to become a mood? Or is there a deeper
problem preventing us from distinguishing between mood and emo-
tion in music? 

The underlying difficulty is, however tautological it may sound, that
words denote states of mind in logogenic, not musogenic, terms. A
brief scan of mood categories for silent film or in library music cata-
logues reveals this problem clearly.59 Some musical mood labels denote
emotions (JOY,ȱSADNESS, etc.), but others use demographic, ethnic or ge-
ographical categories (CHILDREN,ȱGYPSY,ȱRUSSIA, etc.), or generic loca-
tions (SEA,ȱWIDEȱ OPENȱ SPACES,ȱ LABORATORY,ȱ 1960s, etc.), or types of
activity, social function or ceremony (BATTLE,ȱSPORT,ȱFUNERAL, etc.), or
generic movement (ACTION,ȱTRANQUILLITY,ȱ FLYING, etc.), or narrative
genre (CRIME,ȱ SCIENCEȱ FICTION, etc.), or episodic function (INTRO,

BRIDGE,ȱ ENDING, etc.), or musical style and genre or instrumentation
(CLASSICAL,ȱJAZZ,ȱELECTRONICA,ȱPANȱPIPES, etc.).  

‘Emotionȱwords’ȱ

The fact that EMOTIONȱWORDS60 present just one of several ways of la-
belling musical ‘moods’ may partly be due to the audiovisual contexts
in which silent film and library music are used, but that is certainly not

58. Or,ȱasȱrenownedȱpianistȱLangȱLangȱremarkedȱaboutȱLiszt’sȱarrangementȱofȱSchuȬ
mann’sȱWidmung,ȱ‘Itȱworksȱsoȱwellȱbecauseȱyouȱhaveȱtheȱhappinessȱandȱtheȱsadnessȱ
atȱtheȱsameȱtime’ȱ(VYBBC4ȱdocumentary,ȱ2013Ȭ01Ȭ11,ȱc.ȱ21:05ȱhrs.).

59. SeeȱcontentȱpagesȱofȱRapéeȱ(1924);ȱseeȱalsoȱsectionȱonȱlibraryȱmusicȱ(pp.ȱ223Ȭ227),ȱ
particularlyȱTableȱ6Ȭ2ȱonȱpageȱ225.ȱ

60. Byȱemotionȱwordsȱisȱsimplyȱmeantȱwordsȱ—mostlyȱnounsȱandȱadjectivesȱbutȱalsoȱ
adverbs—ȱdenotingȱemotion,ȱe.g.ȱjoy,ȱjoyful,ȱjoyfully.ȱ
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the whole story. The underlying problem with emotion words when
talking about music is that they denote states of mind in abstracto. They
are not like music which culturally packages an emotion or affect into a
performance, live or recorded, through the process just described (pp.
71-72). Instead they do what words are particularly good at: as signifi-
ers they lexically denote their signifieds. It’s in this way that whatever
emotion or affect a word denotes can be conceptually distinguished
from all the gesturality, spatiality, tactility, temporality and kinetics
that are part of the ‘physiological response’ that is by definition EMOȬ
TION (p.73) and which is intrinsic to musical conceptualisation of that
emotion or affect. 

Consider, for example, the emotion or affect behind the verbal label
‘joy’. Are we talking about: [a] the joy of a small boy excitedly bubbling
over as he plays with a new toy; [b] a calm, confident sense of joy
slowly welling up inside someone realising that the end of the tunnel
may be in sight; [c] the joy of two young girls giggling as they share an
exciting secret; [d] the joy of a large crowd, seen from above in a city
square, celebrating liberation from war and oppression; [e] the joy of a
parent tenderly cradling his/her new-born baby? Those five ‘joys’ de-
mand very different musics. Some of them will be fast, others slow;
some loud, others soft; some gentle and delicate, others energetic and
ebullient; some high-pitched, others pitched lower; some rhythmically
regular, others irregular; some metric, others rhapsodic; some expan-
sive, others moderated; some private, others public; some outdoors,
others indoors in a confined space, etc. Whatever the single word ‘joy’
may mean, it cannot be musical because it gives no hint of the motoric,
social, spatial or physical elements that music must by definition con-
tain as a cross-domain, synaesthetic type of human communication which
causes neurons to fire up all over the brain. But the logogenic-musogenic
contradiction of representing affect can also go the other way.

If ‘joy’ is too general and abstract as a musical mood descriptor, other
emotion words can seem too precise. There are, for example, clear lexi-
cal differences between the following five states of mind: [1] ENVY —
discontentment or resentful longing aroused by another’s better for-
tune; [2] JEALOUSY —suspicion or resentment of rivalry in love or of an-
other person’s advantages; [3] SUSPICION —distrust or doubt of the
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innocence or genuineness of someone or something; [4] GUILT —shame-
ful awareness of having done wrong; [5] EMBARRASSMENT —awkward-
ness or discomfort in social interaction.61 The problem with these
words is that, —unless we’re talking about a fit of uncontrolled rage of
envy or jealousy (in which case the rage itself rather than its causes
would be musically important)—, the five verbally denoted states of
mind are musogenically very similar. They all involve psychological
discomfort linked to bodily postures of defensive containment. The dis-
trust, disgrace or indignity involved to differing degrees in those five
states of mind are much more likely to be physically expressed in terms
of a motionless body, hunched shoulders, eyes down or to one side, a
furrowed brow and sealed lips rather than in effusive gestures, upright
body posture, full-on eye contact and expressive speech. Everyday lan-
guage makes this link quite clear. We say we are paralysed (not liber-
ated) by ENVY, consumed (not empowered) with JEALOUSY and burdened
with (not relieved by) GUILT, while we hide or hang our heads in SHAME

and cringe with EMBARRASSMENT —we literally shrink; we do not stand
tall.62 In short, the musogenic aspect of these five emotion words is in
the commonality of ‘involuntary physiological response’ they all share.
Precision of musical meaning is more likely to be determined by how
much of which sort of paralysis, burden, hiding, hunching or cringing
is involved, not in verbal distinctions between the causes of the unpleas-
antness linked to the bodily postures just described. As with JOY, the
problem with ENVY,ȱ JEALOUSY,ȱ SUSPICION,ȱGUILT,ȱ SHAME and EMBARȬ
RASSMENT is down to the same old tautology: the verbal-lexical preci-
sion of words is logogenic, not musogenic. But that’s not all.

Notȱonlyȱareȱemotionȱwords,ȱasȱweȱsawȱearlier,ȱjustȱoneȱamongȱseveral
typesȱofȱmusicalȱmoodȱ label;ȱ theyȱareȱalsoȱquiteȱuncommonȱ inȱsilent
filmȱandȱlibraryȱmusicȱcollections.63ȱThoseȱcollectionsȱrarelyȱuseȱwords

clearlyȱrelatingȱtoȱtheȱ‘physiologicalȱresponse’ȱaspectȱofȱaffectȱ—what

61. DefinitionsȱbasedȱonȱmeaningsȱgivenȱinȱTheȱOxfordȱConciseȱEnglishȱDictionaryȱ(1995).
62. EmbarrassȱderivesȱfromȱItalianȱinbarareȱmeaningȱtoȱbarȱin,ȱtoȱrestrictȱmovement.ȱ

Defensiveȱcontainmentȱinvolvesȱmakingȱyourselfȱ‘scarce’,ȱasȱsmallȱandȱasȱundetectaȬ
bleȱaȱtargetȱasȱpossible,ȱusingȱmaximumȱinvisibility,ȱinaudibilityȱandȱimmobility.ȱ
STEALTHȱisȱanotherȱmusogenicȱvariantȱonȱtheȱsameȱthemeȱofȱundetectability.ȱItȱ
involvesȱmaximumȱinvisibilityȱandȱinaudibilityȱbutȱmaximumȱmobility.

63. SeeȱSelectionȱofȱlibraryȱmusicȱdescriptiveȱtagsȱonȱpageȱ225.
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definesȱitȱasȱanȱemotionȱinȱtermsȱofȱanȱindividual’sȱbodyȱpostureȱand
movement.ȱThereȱis,ȱsoȱtoȱspeak,ȱveryȱlittleȱbyȱwayȱofȱjumpingȱforȱjoyȱor
cringingȱwithȱembarrassment.ȱNoneȱofȱthisȱmeansȱthatȱemotionȱwords

and,ȱmoreȱimportantly,ȱverbalȱdescriptionsȱofȱbodyȱpostureȱandȱmoveȬ
mentȱareȱuselessȱwhenȱtryingȱtoȱgiveȱsomeȱverbalȱindicationȱofȱaȱmusiȬ
calȱmood.ȱItȱsimplyȱmeansȱthatȱconventionsȱofȱmusicalȱmoodȱlabelling
usedȱonȱanȱeverydayȱbasisȱ inȱaudiovisualȱproductionȱdoȱnotȱseemȱto
giveȱemotionȬrelatedȱwordsȱanyȱprideȱofȱplace.ȱApartȱfromȱdistinctly
musicalȱandȱepisodicȱlabelsȱlikeȱCLASSICAL,ȱ JAZZ,ȱorȱPANȱPIPES;ȱ INTRO,

BRIDGE or ENDING,ȱandȱthoseȱreferringȱtoȱnarrativeȱgenresȱlikeȱDETECȬ
TIVE,ȱDISASTERȱorȱDOCUMENTARY,ȱtheȱmostȱcommonȱlibraryȱmusicȱlabelȬ
lingȱ categories,ȱmanyȱ ofȱ themȱ overlapping,ȱ areȱ thoseȱ basedȱ onȱ the
followingȱsortsȱofȱdistinction:ȱ[1]ȱdemographic,ȱethnic,ȱgeographicalȱor
historicalȱconceptsȱlikeȱCHILDREN,ȱGYPSY,ȱRUSSIA,ȱOLDENȱTIMES;ȱ[2]ȱgeȬ
nericȱlocationsȱlikeȱLABORATORY,ȱSEA,ȱOPENȱSPACES;ȱ[3]ȱtypesȱofȱactivity,
socialȱ functionȱorȱceremonyȱ likeȱBATTLE,ȱ SPORT,ȱ FUNERAL;ȱ [4]ȱgeneric
movementȱlikeȱACTION,ȱTRANQUILLITY,ȱFLYING.ȱI’mȱnotȱsuggestingȱthat
theseȱfourȱlabellingȱcategoriesȱareȱmoreȱimportantȱthanȱtheȱverbalȱdesȬ
ignationȱofȱemotion,ȱmerelyȱthatȱtheyȱareȱmoreȱcommonȱinȱaȱwellȬestabȬ
lishedȱandȱpracticeȬbasedȱconventionȱofȱmusicalȱmoodȱnomenclature.ȱ

Thatȱobservation,ȱtogetherȱwithȱtheȱproblemȱofȱlogogenicȱversusȱmuȬ
sogenicȱprecision,ȱraisesȱanȱobviousȱquestion:ȱwhyȱhaveȱemotionȱwords

likeȱHAPPY,ȱSAD,ȱTENSEȱandȱRELAXEDȱsoȱoftenȱbeenȱdefaultȱdescription
modeȱforȱmyȱstudentsȱwhenȱtheyȱtryȱtoȱanswerȱtheȱquestionȱ‘whatȱdo
youȱthinkȱtheȱmusicȱisȱtellingȱusȱhere’?ȱDoȱtheyȱthinkȱparamusicalȱassoȬ
ciationsȱtoȱmusicȱareȱchildish?64ȱDon’tȱtheyȱknowȱthatȱgrownȬupȱproȬ
fessionalsȱ inȱ audiovisualȱmediaȱproductionȱuseȱ theȱ sortsȱ ofȱmusical

moodȱ labelsȱ justȱmentioned?ȱDoȱ theyȱbelieveȱ inȱnotionsȱofȱ ‘absolute
music’,ȱ euroclassicalȱ orȱ postmodernist,ȱ thatȱ areȱ stillȱ propagatedȱ in
manyȱ conventionalȱ institutionsȱofȱ culturalȱ learning?65ȱOr,ȱgivenȱ that

64. Wittgensteinȱ(1966/1938)ȱsuggestedȱthatȱwordsȱlikeȱBEAUTIFULȱandȱLOVELYȱareȱlearntȱ
inȱearlyȱchildhoodȱasȱinterjectionsȱandȱusedȱregressivelyȱbyȱadultsȱwhenȱtheyȱcan’tȱ
comeȱupȱwithȱanythingȱmoreȱadequateȱtoȱsayȱaboutȱaȱworkȱofȱart.ȱ‘Theȱsameȱgoesȱforȱ
emotionȱwordsȱforȱroughlyȱtheȱsameȱreasons’…ȱ‘AȱWittgensteinianȱanalysisȱwouldȱ
seemȱtoȱsuggestȱthatȱthisȱfearȱofȱchildishnessȱisȱnotȱonlyȱitselfȱchildish,ȱbutȱalsoȱhasȱ
itsȱcausalȱrootsȱinȱearlyȱchildhood’ȱ(T.P.ȱUschanov,ȱemailȱtoȱtheȱauthor,ȱ2012Ȭ11Ȭ12).ȱ
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languageȱhasȱwordsȱdenotingȱemotionȱandȱthatȱmusicȱseemsȱtoȱtouch
ourȱemotions,ȱdoȱtheyȱthinkȱthoseȱemotionȱwordsȱgiveȱanyȱrealȱsenseȱof
‘whatȱtheȱmusicȱisȱtellingȱus’,ȱdespiteȱtheȱobviousȱproblemȱofȱlogogenic
versusȱmusogenicȱmeaningȱjustȱdiscussed?ȱ

Iȱ tryȱ toȱdealȱwithȱ someȱofȱ theseȱquestionsȱ inȱ theȱnextȱchapter,ȱbutȱ it
shouldȱalreadyȱbeȱclearȱthatȱprioritisingȱemotionȱwordsȱatȱtheȱexpense
ofȱ otherȱ typesȱ ofȱ vocabularyȱ canȱ seriouslyȱ skewȱ ourȱunderstandingȱ of
whatȱmusicȱcanȱandȱcannotȱcommunicate.ȱNotȱonlyȱwillȱweȱbeȱlessȱable
toȱgraspȱtheȱprosodic,ȱmotoricȱandȱkineticȱaspectsȱofȱmusic’sȱcrossȬdomain

representationȱthatȱareȱintrinsicȱtoȱtheȱtypesȱofȱ‘physiologicalȱresponse’
definingȱanȱemotion;ȱweȱalsoȱriskȱneglectingȱmusic’sȱdemonstrableȱabilȬ
ityȱtoȱpresentȱanȱinfiniteȱrangeȱofȱcomplexȱpatternsȱrelatingȱtoȱspatiality
andȱtactility,ȱasȱwellȱasȱtoȱhistorical,ȱethnicȱandȱsocialȱlocation.ȱ ȱȱ

Metaphor

If,ȱasȱI’veȱarguedȱseveralȱtimes,ȱmusicȱcouldȱbeȱdescribedȱinȱwords,ȱit
wouldȱbeȱunnecessary.ȱButȱsinceȱnoȱhumanȱsocietyȱofȱwhichȱweȱhave
anyȱknowledgeȱhasȱeverȱbeenȱwithoutȱmusicȱ inȱ theȱsenseȱdefinedȱon
pageȱ44,ȱandȱsinceȱoneȱofȱthisȱbook’sȱmainȱaimsȱisȱtoȱsuggestȱwaysȱof
talkingȱaboutȱmusicȱasȱifȱitȱmeantȱmoreȱthanȱjustȱitself,ȱweȱwillȱhaveȱto
findȱwordsȱindicatingȱatȱleastȱsomethingȱofȱitsȱperceivedȱmeanings,ȱhowȬ
everȱinadequateȱthoseȱindicationsȱmayȱbe.ȱGivenȱtheȱrestrictiveȱprobȬ
lemsȱ ofȱ ‘emotionȱ words’ȱ andȱ ofȱ music’sȱ holisticȱ combinationȱ of
simultaneousȱmodesȱofȱexpressionȱandȱperceptionȱinȱspecificȱcultural
contexts,ȱitȱwouldȱbeȱlogicalȱtoȱtalkȱaboutȱtheȱmeaningȱofȱmusicalȱsound
inȱwaysȱthatȱrecogniseȱitsȱintrinsicȱmultimodality.ȱThisȱentailsȱconsiderȬ
ingȱtheȱsynaestheticȱandȱmetaphoricalȱcharacterisationȱofȱmusicȱlessȱin
termsȱofȱdubiousȱorȱfancifulȱsubjectivityȱandȱmoreȱasȱaȱpotentiallyȱvalid
modeȱofȱprovidingȱatȱleastȱpartialȱcluesȱtoȱitsȱperceivedȱmeanings,ȱparȬ
ticularlyȱif,ȱasȱweȱshallȱseeȱinȱChapterȱ6,ȱthoseȱcluesȱtraceȱlinesȱofȱinterȬ
subjectiveȱconsistency.ȱ

Metaphorsȱhaveȱ twoȱpoles:ȱ [1]ȱ aȱ SOURCEȱwhichȱ actsȱ asȱ aȱpreviously
knownȱsemanticȱnetworkȱorȱmodelȱforȱanȱanalogy;ȱ[2]ȱaȱTARGETȱonȱto
whichȱthatȱnetworkȱofȱmeaningȱisȱmapped.66ȱForȱexample,ȱtheȱtargetȱof

65. SeeȱalsoȱunderȱClassicalȱabsolutism:ȱ‘musicȱisȱmusic’,ȱpp.ȱ89Ȭ115.ȱ
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LOVEȱ ISȱ Aȱ BATTLEFIELDȱ andȱ LOVEȱ ISȱ Aȱ JEWELȱ isȱ loveȱ butȱ theȱ sources
mappedȱonȱ toȱ thatȱsameȱ targetȱareȱveryȱdifferent.ȱOfȱcourse,ȱneither
statementȱisȱliterallyȱtrueȱbutȱneitherȱisȱmetaphoricallyȱfalseȱsinceȱthe
connotativeȱmodelȱ ofȱ bothȱ BATTLEFIELDȱ—victims,ȱpain,ȱdestruction,
etc.—ȱ andȱ ofȱ JEWELȱ —sparkling,ȱ valuable,ȱ precious,ȱ etc.—ȱ canȱ be
mappedȱonȱtoȱdifferentȱaspectsȱofȱlove.67ȱ

A similar sort of mapping is used in suggestive titles given to pieces of
library music like Across the Plains, Caresses by Candlelight, Century of
Progress, Days of the Roman Empire, Fogbound, Green Heritage, Psychotic
Transients, Reactor Test and The Sleepy Cossack.68 Each piece can be un-
derstood as metaphorological ‘target’ and its title as the linguistic
‘source’ embodying the semantic field or network acting as a model for
some essential aspect of how the music is perceived. Connotative re-
sponses to music work similarly: they supply verbal-visual hints
(‘VVAs’) acting as source models whose meaning is mapped on to the
music eliciting the response.69 Verbal metaphors of musical meaning
are by definition metonymic. They ‘are not’ the music and do no more
than suggest part of its perceived meaning. Even more importantly,
they are almost always culturally specific because different audiences
belonging to different social groups in different traditions at different
times in different places under different conditions cannot be expected
to map the same verbal ‘source’ on to the same musical ‘target’. How-
ever, the fact that music is not a universal ‘language’ (p. 47, ff.) does not
mean that it’s any less universal a phenomenon than (verbal) language.
On the contrary, to understand how any music can communicate any-
thing apart from itself it’s necessary to study individual occurrences of
musical semiosis in specific cultural contexts. It’s only on that basis that
more general patterns of musical semiosis can be extrapolated, some of
which may be applicable in a wider cultural context. 

In short, verbal metaphors of perceived musical meaning are a useful
starting point for anyone wanting to understand ‘how music’s sounds

66. SeeȱForcevilleȱ(2005)ȱandȱLakoffȱ&ȱJohnsonȱ(1979).
67. It’sȱalsoȱworthȱnotingȱthatȱtheseȱmetaphorsȱareȱirreversible.ȱLoveȱcanȱbeȱaȱjewelȱorȱaȱ

battlefieldȱbutȱneitherȱaȱjewelȱnorȱaȱbattlefieldȱcanȱbeȱlove.
68. AllȱtheseȱtitlesȱareȱfromȱtheȱBooseyȱ&ȱHawkesȱlibraryȱmusicȱcollection.
69. Seeȱunderȱ‘Receptionȱtests’,ȱp.ȱ200,ȱff.ȱ
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can carry which types of meaning’ (p. 4). Some readers may be uncom-
fortable with the notion of words as approximate metaphors for music
because words in our logocentric tradition of knowledge are favoured
as reliable bearers of meaning in a way that music isn’t. I would simply
ask those readers to at least consult the following sections of this book
before rejecting the cultural reality of words as metaphors of music:
Polysemy and connotative precision (pp. 167-169), Intersubjectivity (pp.
195-228) and Gestural interconversion (pp. 502-509).    

Summaryȱofȱtenȱmainȱpoints
[1]ȱWhetherȱorȱnotȱweȱhumansȱareȱaloneȱinȱhavingȱdevelopedȱtwoȱsysȬ
temsȱofȱsonicȱcommunicationȱ(languageȱandȱmusic),ȱweȱareȱprobably
theȱonlyȱspeciesȱtoȱdistinguishȱsoȱradicallyȱbetweenȱthemȱ(p.54,ff.).ȱ

[2]ȱMusicȱisȱaȱformȱofȱcommunicationȱinvolvingȱtheȱemissionȱandȱperȬ
ceptionȱofȱnonȬverbalȱsoundsȱstructuredȱorȱarrangedȱbyȱhumansȱforȱhuȬ
mans.ȱAsȱsuch,ȱmusicȱ isȱaȱuniversalȱphenomenonȱ inȱ theȱsenseȱ thatȱno
humanȱsocietyȱhasȱeverȱbeenȱwithoutȱit,ȱevenȱthoughȱwhatȱweȱmeanȱby
theȱwordȱ ‘music’ȱmayȱhaveȱnoȱexactȱverbalȱequivalentȱ inȱmanyȱ lanȬ
guagesȱ(p.ȱ44,ȱff.).

[3]ȱMusicȱisȱnoȱmoreȱaȱuniversalȱ‘language’ȱthanȱlanguageȱitself.ȱBeing
aȱuniversalȱphenomenonȱdoesȱnotȱmeanȱthatȱtheȱsameȱsounds,ȱmusicalȱor
verbal,ȱhaveȱtheȱsameȱmeaningȱinȱallȱcultures.ȱTheȱfactȱthatȱ language
andȱmusicȱdon’tȱtraceȱtheȱsameȱculturalȱboundariesȱinȱnoȱwayȱmeans

thatȱ anyȱmusicȱ orȱ languageȱ canȱ beȱ understoodȱ byȱ everyoneȱ onȱ the
planetȱ(p.ȱ47,ȱff.).

[4]ȱMusicȱ oftenȱ involvesȱ aȱ concertedȱ simultaneityȱ ofȱ soundȱ eventsȱ or
movements.ȱUnlikeȱspeech,ȱwriting,ȱpainting,ȱetc.,ȱmusicȱisȱparticularly
suitedȱ toȱ expressingȱ collectiveȱmessagesȱ ofȱ affectiveȱ andȱ corporeal
identity,ȱsinceȱindividualȱparticipatingȱvoicesȱorȱinstrumentsȱmustȱreȬ
lateȱtoȱtheȱunderlyingȱtemporal,ȱtimbralȱorȱtonalȱbasisȱofȱtheȱparticular
musicȱbeingȱperformedȱ(p.ȱ45).

[5]ȱByȱcombiningȱinputȱfromȱseveralȱdomainsȱofȱrepresentation,ȱmusic

formsȱ integralȱ categoriesȱofȱ cognitionȱ that,ȱ fromȱaȱverbalȱviewpoint,

mayȱseemȱcontradictoryȱorȱpolysemicȱbutȱwhichȱcorrespondȱmoreȱacȬ
curatelyȱandȱholisticallyȱwithȱ statesȱofȱmindȱasȱ theyȱareȱactuallyȱ felt
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(verbalȱhints:ȱANGRYȱONȱAȱGOODȱDAY,ȱSADȱANDȱELATED,ȱVULNERABLE

ANDȱEUPHORIC,ȱetc.).ȱMusicȱalsoȱhelpsȱsynaesthesisȱandȱcognitiveȱflexiȬ
bilityȱ(p.ȱ62,ȱff.).

[6]ȱCognitiveȱneuroscientistsȱhaveȱdemonstratedȱ thatȱmusicalȱexperiȬ
enceȱcausesȱneuronsȱtoȱ‘fireȱupȱallȱoverȱtheȱbrain’.ȱSuchȱobservationsȱreȬ
inforceȱnotionsȱofȱmusicȱasȱaȱparticularlyȱsynaestheticȱandȱholisticȱtype
ofȱhumanȱexpressionȱ(p.ȱ68,ȱff.).

[7]ȱEmotionȱandȱaffectȱareȱessentialȱaspectsȱofȱmusicalȱ ‘meaning’ȱbut
preoccupationȱwithȱindividualȱsubjectivityȱinȱWesternȱdiscourseȱabout
musicȱtendsȱtoȱdivertȱattentionȱfromȱequallyȱimportantȱissuesȱlikeȱspaȬ
tiality,ȱmovement,ȱenergyȱandȱtactility,ȱasȱwellȱasȱfromȱaspectsȱofȱethnic,
historicalȱandȱdemographicȱconnotationȱ(p.ȱ71,ȱff.).ȱ

[8]ȱIfȱtreatedȱwithȱcare,ȱverbalȱmetaphorsȱofȱperceivedȱmusicalȱmeaning

canȱserveȱasȱaȱusefulȱentryȱpointȱ intoȱ theȱdiscussionȱofȱ ‘howȱmusic’s

soundsȱcanȱcarryȱwhichȱtypesȱofȱmeaning’ȱ(p.ȱ78,ȱff.).

[9]ȱMusicȱis,ȱinȱdifferentȱwaysȱandȱtoȱvaryingȱdegrees,ȱessentialȱtoȱany
humanȱinȱtheȱsocialisationȱprocessȱleadingȱfromȱegocentricȱbabyȱtoȱcolȬ
laborativeȱadultȱ(p.ȱ58,ȱff).

[10]ȱMusicȱisȱimportantȱinȱcontemporaryȱeverydayȱlifeȱinȱtermsȱofȱthe
amountsȱofȱtimeȱandȱmoneyȱspentȱonȱit:ȱaboutȱfourȱhoursȱandȱtheȱprice
ofȱaȱloafȱofȱbreadȱorȱofȱaȱlitreȱofȱmilkȱperȱpersonȱperȱdayȱ(p.35,ȱff).ȱOr,ȱto
useȱtheȱwordsȱofȱglobalȱand/orȱhistoricalȱcelebrities:

‘Ifȱyouȱwantȱtoȱknowȱifȱaȱnationȱisȱwellȱgoverned,…ȱtheȱqualityȱofȱits
musicȱwillȱprovideȱ theȱ answer.’ȱ ‘Musicȱproducesȱ aȱkindȱofȱpleasure
whichȱhumanȱnatureȱcannotȱdoȱwithout.’ȱ(Confucius)70

‘Musicȱisȱsoȱnaturallyȱunitedȱwithȱusȱthatȱweȱcannotȱbeȱfreeȱfromȱitȱeven
ifȱweȱsoȱdesired.’ȱ(Boëthius)71

‘Giveȱmeȱcontrolȱoverȱheȱwhoȱshapesȱtheȱmusicȱofȱaȱnation,ȱandȱIȱcare
notȱwhoȱmakesȱtheȱlaws.’ȱ(Napoléon)71

‘Einsteinȱfiguredȱoutȱhisȱproblemsȱandȱequations…ȱbyȱimprovisingȱon
theȱviolin.’ȱ(GȱJȱWithrow,ȱpersonalȱfriendȱofȱEinstein)71

70. Adaptedȱfromȱnumerousȱonlineȱquotationȱsites.ȱ
71. AllȱthreeȱquotesȱareȱinȱO’Donnellȱ(1999).ȱTheȱBoëthiusȱsourceȱisȱStorrȱ(1992).
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Givenȱ theseȱ tenȱpointsȱ andȱ theȱdiscussionȱ theyȱ summarise,ȱ theȱnext
questionȱtoȱaskȱisȱwhyȱmusic,ȱifȱitȱisȱimportantȱinȱsoȱmanyȱwaysȱtoȱhuȬ
mans,ȱseemsȱtoȱhaveȱsoȱoftenȱendedȱupȱnearȱtheȱbottomȱofȱtheȱacademic

heap.ȱAlthoughȱitsȱstatusȱinȱWesternȱinstitutionsȱofȱlearningȱmayȱnotȱbe
asȱlowlyȱasȱthatȱoccupiedȱbyȱotherȱimportantȱaspectsȱofȱhumanȱexistȬ
enceȱ likeȱ danceȱ orȱ domesticȱ science,ȱ it’sȱ clearlyȱ notȱ ‘upȱ there’ȱwith

maths,ȱtheȱnaturalȱsciencesȱandȱlanguage.ȱThisȱanomalyȱisȱexplainedȱin
theȱnextȱchapter.ȱ
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3.ȱTheȱepistemicȱoilȱtanker

Fȱ theȱ stoppingȱdistanceȱ ofȱ anȱoilȱ tankerȱ isȱmeasuredȱ inȱnautical
milesȱandȱitsȱturningȱradiusȱinȱkilometres,ȱtheȱinertiaȱofȱaȱcultural
legacyȱloadedȱwithȱsocial,ȱeconomic,ȱtechnologicalȱandȱideological

ballastȱisȱbetterȱcalculatedȱinȱcenturiesȱthanȱinȱyears.ȱThisȱchapterȱidenȬ
tifiesȱoneȱsuchȱmetaphoricalȱoilȱ tankerȱwithȱaȱviewȱ toȱchartingȱaȱ less
hazardousȱcourseȱthroughȱtheȱtroubledȱwatersȱforȱwhichȱtheȱvesselȱwas

notȱdesigned.ȱTheȱoilȱtankerȱinȱquestionȱisȱaȱcertainȱsetȱofȱWesternȱnoȬ
tionsȱaboutȱmusic,ȱtheȱtroubledȱwatersȱareȱthoseȱofȱtheȱpostȬEdisonȱera
andȱtheȱepistemologicalȱhazardsȱareȱtheȱanomaliesȱrelatingȱtoȱtheȱunȬ
suitabilityȱofȱthatȱunwieldyȱvesselȱinȱthoseȱwaters.ȱNow,ȱoneȱofȱthose
hazardsȱisȱtheȱcontradictionȱbetweenȱmusic’sȱhumbleȱacademicȱstatus
andȱitsȱimportanceȱinȱeverydayȱlife.ȱIt’sȱanȱantagonisticȱcontradiction:
eitherȱmusicȱjustȱisn’tȱasȱimportantȱasȱI’veȱmadeȱoutȱ(inȱwhichȱcaseȱno
contradictionȱexists)ȱorȱelseȱmusic’sȱimportanceȱisȱunderestimatedȱand
itsȱcharacterȱmisunderstood.ȱAssuming,ȱonȱtheȱbasisȱofȱevidenceȱgiven
inȱChaptersȱ1ȱandȱ2,ȱtheȱsecondȱalternativeȱtoȱbeȱmoreȱplausible,ȱitȱwill

beȱnecessaryȱtoȱexamineȱtheȱpersistentȱbeliefȱsystemȱofȱwhichȱthatȱconȬ
tradictionȱisȱaȱsymptomȱinȱorderȱtoȱclearȱtheȱgroundȱforȱtheȱideasȱpreȬ
sentedȱlaterȱinȱthisȱbook.ȱThat’sȱwhyȱinȱthisȱchapterȱI’llȱtryȱtoȱidentify
andȱdemystifyȱsomeȱwidelyȱheldȱarticlesȱofȱfaithȱaboutȱmusic,ȱwhichȱin
itsȱturnȱentailsȱconsideringȱconnectionsȱbetweenȱideologyȱandȱmusical

institutions,ȱasȱwellȱasȱbetweenȱnotionsȱofȱmusicȱandȱknowledge.ȱ

Theȱbasicȱanomaly
Comparedȱ toȱ theȱvisualȱ andȱverbalȱ arts,ȱmusicȱ inȱWesternȱ academe

livesȱinȱaȱsortȱofȱconceptualȱandȱinstitutionalȱisolationȱfromȱtheȱepisteȬ
mologicalȱmainstream.ȱThisȱrelativeȱisolationȱinȱacademeȱstandsȱinȱstark
contrastȱ toȱmusic’sȱmuchȱgreaterȱ integrationȱ intoȱmediaȱproductionȱ and
perceptionȱprocesses.ȱEveryȱ timeȱyouȱputȱonȱaȱDVD,ȱplayȱaȱcomputer

game,ȱorȱareȱsubjectedȱtoȱconsumeristȱpropagandaȱonȱtheȱTV,ȱmusicȱis
usuallyȱanȱintegralȱpartȱofȱwhatȱhasȱbeenȱproducedȱandȱofȱwhateverȱit
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isȱyouȱexperienceȱonȱhearingȱandȱseeingȱthatȱmultiȬmediaȱproduction.
Assumingȱthatȱmusicȱmakesȱaȱcontributionȱtoȱthatȱexperience,ȱwhy,ȱyou
mightȱwellȱwonder,ȱinȱourȱtraditionȱofȱknowledge,ȱdoȱweȱseemȱtoȱlack
theȱconceptualȱtoolsȱthatȱcouldȱhelpȱusȱunderstandȱbasicȱquestionsȱof
musicalȱmeaning?ȱ

I’veȱalreadyȱquestionedȱtheȱnotionȱofȱmusicȱasȱaȱ ‘universalȱ language’
(p.47,ȱff.)ȱandȱsuggestedȱthatȱmusic’sȱhumbleȱstatusȱinȱtheȱpeckingȱorȬ
derȱofȱsignȱsystemsȱinȱaȱlargelyȱlogocentricȱandȱscopocentricȱtradition
ofȱ knowledgeȱmayȱ beȱ dueȱ toȱ itsȱ essentiallyȱ alogogenicȱ character.ȱAs
shouldȱbeȱclearȱ fromȱ theȱpreviousȱparagraph,ȱ thereȱ is,ȱunfortunately,
moreȱtoȱtheȱproblemȱthanȱthat.ȱ

Articlesȱofȱfaith
Oneȱproblemȱaboutȱunderstandingȱhowȱmusicȱworksȱasȱaȱsignȱsystem
isȱthatȱthoseȱwhoȱhaveȱwrittenȱaboutȱsuchȱthingsȱhaveȱnotȱalwaysȱbeen
transparentȱaboutȱtheirȱagenda.ȱAnotherȱproblemȱisȱthatȱmanyȱsources
weȱrelyȱonȱforȱ ideasȱaboutȱmusicȱdateȱfromȱbeforeȱtheȱadventȱofȱfree
publicȱeducationȱandȱthatȱverbalȱliteracyȱwasȱuntilȱthenȱtheȱpreserveȱof
anȱélite.ȱTheseȱsourcesȱhaveȱaȱlongȱhistoricalȱlegacy.ȱTheyȱareȱalsoȱoften
normative,ȱpropounding,ȱfromȱparticularȱstandpointsȱinȱspecificȱsocioȬ
historicalȱsituations,ȱnotionsȱofȱmusicalȱrightȱandȱwrong,ȱgoodȱandȱbad,
trueȱandȱfalse,ȱbeautifulȱandȱugly,ȱelegantȱandȱvulgar,ȱlearnedȱandȱignoȬ
rant,ȱetc.ȱOfȱcourse,ȱtheȱfactȱthatȱliteracyȱwasȱuntilȱrecentlyȱtheȱpreserve
ofȱprivilegedȱminoritiesȱinȱnoȱwayȱimpliesȱthatȱsocietiesȱwithȱlittleȱorȱno
divisionȱofȱlabourȱhaveȱnoȱmusicalȱnorms,ȱorȱthatȱoralȱculturesȱhaveȱno
notionsȱofȱhowȱtheirȱmusicȱshouldȱsound.ȱItȱsimplyȱmeansȱthat,ȱinȱour
largelyȱscribalȱtraditionȱofȱinstitutionalisedȱandȱacademicallyȱcodified
knowledge,ȱ weȱ tendȱ toȱ relyȱ heavilyȱ onȱ writtenȱ documentsȱ whose

powerȱagendasȱareȱrarelyȱmadeȱexplicit.

Musicalȱpowerȱagendas:ȱaȱhistoricalȱexcursionȱ

Oneȱrecurrentȱtraitȱinȱdocumentsȱaboutȱmusicȱfromȱancientȱ‘high’ȱculȬ
turesȱ(Mesopotamia,ȱEgypt,ȱChina,ȱGreece,ȱetc.),ȱisȱitsȱlinkȱtoȱofficialȱreȬ
ligiousȱdoctrineȱorȱtoȱostensiblyȱindisputableȱphysicalȱphenomena.1ȱIn
ancientȱMesopotamiaȱ forȱ exampleȱ (3,000Ȭ600ȱBC),ȱmusicȱ theoryȱwas
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connectedȱtoȱastrologyȱandȱmathematics.ȱTheȱgeneralȱideaȱwasȱthatȱif
youȱknewȱtheȱmotionsȱofȱtheȱstars,ȱifȱyouȱbelievedȱinȱtheirȱswayȱover
humanȱdestiny,ȱthenȱyouȱunderstoodȱtheȱharmonyȱofȱtheȱuniverse.ȱYou
couldȱtheoreticallyȱbeȱatȱoneȱwithȱtheȱuniverseȱbyȱmakingȱmusicȱwhich

abidedȱbyȱtheȱrulesȱofȱitsȱharmony.ȱMusicȱofȱtheȱcourtȱandȱofȱofficialȱreȬ
ligionȱwasȱheldȱtoȱconformȱtoȱsuchȱrules;ȱthatȱofȱotherȱclassesȱandȱpeoȬ
plesȱdidȱnot.ȱItȱwasȱthroughȱsuchȱmetaphysicalȱlinksȱthatȱanȱoppressive
politicalȱsystemȱcouldȱbeȱidentifiedȱwithȱaȱsystemȱofȱmusicalȱorganisaȬ
tionȱwhichȱwasȱ inȱ itsȱ turnȱalignedȱwithȱ theȱ immutableȱsystemȱofȱ the
universe.ȱLikeȱtheȱdeificationȱofȱtheȱworldlyȱsystem’sȱkings,ȱmetaphysȬ
icalȱconnectionsȱbetweenȱtheȱrulingȱclasses,ȱtheirȱmusicȱandȱtheȱheavȬ
enlyȱspheresȱcreatedȱtheȱillusionȱthatȱtheirȱunjustȱpoliticalȱsystemȱwas

asȱdivine,ȱeternal,ȱunquestionableȱandȱunchangeableȱasȱtheȱuniverse.2

WrittenȱrecordsȱfromȱancientȱChinaȱareȱevenȱmoreȱexplicit.ȱTheȱtonal
systemȱofȱimperialȱmusic,ȱbasedȱonȱobservationsȱaboutȱtheȱrelationȱof
risingȱfifthsȱtoȱtheȱperfectȱratioȱ3:2,3ȱwasȱputȱintoȱaȱcosmicȱperspective.
Accordingȱtoȱdocumentsȱfromȱaroundȱ450ȱBC,ȱ‘[s]inceȱ3ȱisȱtheȱnumeral

ofȱHeavenȱandȱ2ȱthatȱofȱtheȱEarth,ȱsoundsȱinȱtheȱratioȱ3:2ȱharmoniseȱas
HeavenȱandȱEarth.’4ȱTheȱimportanceȱofȱofficialȱmusicȱinȱancientȱChina
andȱitsȱconnectionȱwithȱirrefutableȱtruthsȱisȱalsoȱdemonstratedȱbyȱthe
establishmentȱofȱaȱMusicȱBureauȱ(⃟ㄫ,ȱYuèfu)ȱunderȱtheȱImperialȱOffice

1. SeeȱTaggȱ(2002:ȱpassim);ȱseeȱalsoȱLingȱ(1983:ȱ14Ȭ69),ȱCrossleyȬHollandȱ(1959:13Ȭ135).
2. OneȱMesopotamianȱ(Sumerian,ȱBabylonian,ȱAssyrian,ȱChaldaean)ȱnotionȱwasȱthatȱ

theȱprimaryȱdivisionsȱofȱaȱstretchedȱstring,ȱexpressedȱasȱtheȱmathematicalȱratiosȱ1:1ȱ
(unison),ȱ2:1ȱ(octave),ȱ3:2ȱ(fifth)ȱandȱ4:3ȱ(fourth)ȱ(seeȱnoteȱ4),ȱnotȱonlyȱdefineȱoctavesȱ
andȱtetrachords,ȱbutȱalsoȱrelateȱtoȱtheȱfourȱseasons.ȱThereȱisȱalsoȱreasonȱtoȱbelieveȱ
thatȱPythagorasȱ(sixthȱcenturyȱBC),ȱafterȱextensiveȱstudiesȱinȱbothȱEgyptȱandȱMesoȬ
potamia,ȱbroughtȱbackȱknowledgeȱofȱharmonicsȱandȱscalesȱtoȱGreece,ȱwhereȱheȱandȱ
hisȱdisciplesȱdevelopedȱtheirȱownȱtheoriesȱofȱtheȱharmonyȱofȱtheȱspheres,ȱincludingȱ
theȱnotionȱofȱethosȱ(modalȱcharacterȱandȱaffect)ȱthatȱwasȱlater,ȱviaȱArabicȱtreatises,ȱ
toȱinfluenceȱmusicȱtheoryȱinȱmedievalȱEurope.ȱSeeȱalsoȱLingȱ(1983:11Ȭ13);ȱCrossleyȬ
Hollandȱ(1959:13Ȭ15).

3. Theȱrisingȱperfectȱfifthȱisȱaȱtonalȱintervalȱspanningȱfourȱascendingȱstepsȱ(1[Ȭ2Ȭ3Ȭ4]Ȭ5)ȱ
inȱtheȱWesternȱmajorȱorȱminorȱscale,ȱe.g.ȱa-eȱskippingȱtheȱinterveningȱb-c-d,ȱorȱb-
f�ȱwithoutȱtheȱc�-d-eȱinȱbetween,ȱorȱc-gȱmissingȱoutȱd-e-f.ȱForȱmuchȱmoreȱ
aboutȱfifths,ȱseeȱTaggȱ(2009:ȱ98Ȭ101).

4. Documents:ȱtheȱYuejiȱ(⃟帿 ,ȱ‘MemorialȱofȱMusic’)ȱandȱLijiȱ(䯋帿ȱ‘RecordȱofȱRites’ȱ
(seeȱalsoȱnoteȱ2),ȱcitedȱbyȱCrossleyȬHollandȱ(1959:42Ȭ46).
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ofȱWeightsȱandȱMeasuresȱ(141Ȭ87ȱBC).ȱTheȱBureau’sȱbriefȱwasȱtoȱstandȬ
ardiseȱpitch,ȱsuperviseȱmusicȱandȱbuildȱupȱmusicalȱarchives.5ȱMoreȱimȬ
portantly,ȱ forȱ overȱ 2000ȱyearsȱ ofȱChineseȱ imperialȱhistoryȱ (221ȱBCȱ Ȭ
1911),ȱoneȱsetȱofȱmusicalȱpracticesȱwasȱidentifiedȱbyȱrulingȬclassȱideoȬ
loguesȱasȱtheȱ‘rightȱmusic’:ȱy©yuèȱ( 楔⃟ )ȱorȱ‘elegantȱmusic’,ȱasȱitȱwas

called,ȱrefersȱbothȱtoȱcourtȱmusicȱofȱthatȱlongȱperiodȱand,ȱmoreȱparticuȬ
larly,ȱtoȱcourtȱmusicȱassociatedȱwithȱConfucianȱphilosophy.6ȱ

Theȱmusicȱofȱ imperialȱChineseȱcourts,ȱespeciallyȱy©yuèȱ (‘elegantȱmuȬ
sic’),ȱwas,ȱasȱweȱjustȱsaw,ȱrelatedȱtoȱtheȱcosmicȱvaluesȱofȱtheȱnumeralsȱ2
andȱ3ȱwhich,ȱinȱtheirȱturn,ȱwereȱrelatedȱtoȱnotionsȱofȱheavenȱandȱearth,
maleȱandȱfemale,ȱYangȱ(棂 ,ȱsun)ȱandȱYinȱ(ㅤ ,ȱshade),ȱetc.ȱY©yuèȱwasȱcerȬ
tainlyȱregulatedȱbyȱstrictȱrulesȱofȱperformance,ȱnotȱonlyȱinȱtermsȱofȱdeȬ
tailedȱstageȱpositionsȱ forȱ instrumentalistsȱandȱdancers,ȱbutȱalsoȱwith

regardȱtoȱtonalȱnorms.ȱIntricateȱdivisionȱandȱsubdivisionȱofȱgenresȱin
termsȱofȱbothȱmusicalȱstyleȱandȱaudienceȱtypeȱillustrateȱfurtherȱaspects
ofȱcomplexȱcodification,ȱasȱdoȱallȱtheȱancientȱtextsȱsettingȱoutȱtheȱhisȬ
tory,ȱ aestheticsȱ andȱ metaphysicsȱ ofȱ imperialȱ musicȬmaking.ȱ These
sourcesȱalsoȱ implyȱ thatȱknowledgeȱofȱsuchȱ intricaciesȱwasȱ important

forȱthoseȱproducingȱandȱconsumingȱtheȱ‘elegant’ȱmusic,ȱwhoseȱhistory
couldȱbeȱtracedȱbackȱtoȱwhatȱwas,ȱevenȱthen,ȱtheȱdistantȱpastȱofȱanȱanȬ
cientȱdynasty.7ȱMoreover,ȱimperialȱChineseȱmusicȱcouldȱbeȱreproduced
quiteȱconsistentlyȱfromȱoneȱperformanceȱorȱgenerationȱtoȱanother,ȱnot
onlyȱbecauseȱofȱtheȱmanyȱtreatisesȱcodifyingȱitsȱaestheticsȱandȱpractice,
butȱalsoȱbecauseȱcertainȱ typesȱofȱnotationȱwereȱused.ȱAlthoughȱsuch
notation,ȱeitherȱasȱideogramsȱindicatingȱpitchȱorȱasȱtablatureȱforȱstring
instruments,ȱwasȱprobablyȱusedȱlessȱprescriptivelyȱthanȱtheȱsheetȱmuȬ
sicȱfollowedȱbyȱeuroclassicalȱmusicians,ȱ itȱatȱ leastȱhelpedȱensureȱ that
singersȱandȱmusiciansȱcouldȱmakeȱ theȱmusicȱ theyȱcomposedȱorȱperȬ
formedȱconformȱadequatelyȱtoȱprescribedȱpatterns.

Similarȱhierarchiesȱofȱmusicȱareȱ foundȱ inȱwrittenȱsourcesȱ fromȱother
‘high’ȱcultures.ȱForȱexample,ȱtoȱqualifyȱasȱclassicalȱ(i.e.ȱasȱbelongingȱto

5. Malmȱ(1977:152),ȱCrossleyȬHollandȱ(1959:48).
6. Pianȱ(1995:250Ȭ251).
7. MasterȱLu’sȱAnnalsȱ(239ȱBC)ȱcitedȱbyȱCrossleyȬHollandȱ(1959:ȱ45Ȭ46).ȱ
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theȱ ‘GreatȱTradition’),ȱ Indianȱperformingȱart,ȱbeȱ itȱ fromȱ theȱNorthȱor
South,ȱmust,ȱasȱPowersȱ(1995:72)ȱpointsȱout,ȱsatisfyȱtwoȱmainȱcriteria.
‘FirstlyȱitȱmustȱestablishȱaȱclaimȱtoȱbeȱgovernedȱbyȱauthoritativeȱtheoretȬ
icalȱdoctrine;ȱsecondly,ȱitsȱpractitionersȱmustȱbeȱableȱtoȱauthenticateȱa
disciplinedȱoralȱtraditionȱofȱperformanceȱextendingȱbackȱoverȱseveral
generations.’

Theȱ importantȱconceptȱhereȱisȱdoctrineȱ(ï¬stra),ȱmoreȱspecificallyȱsanȬ
gitaȬï¬straȱ(musicalȱdoctrine).ȱForȱIndianȱmusicȱtoȱqualifyȱasȱdoctrinally
correct,ȱitȱmustȱadhereȱtoȱatȱleastȱoneȱcanonicalȱprecept:ȱmelodicȱconȬ
structionȱshouldȱbeȱgovernedȱbyȱoneȱofȱtheȱtradition’sȱr¬gas.8ȱThisȱrule
isȱ soȱ importantȱ thatȱ theȱ properȱ termȱ forȱ correctȱmusicalȱ practices,
ï¬striyaȬsangitȱ (‘doctrinalȱmusic’),ȱ isȱ lessȱ frequentlyȱusedȱ thanȱ r¬gdarȬ
sangitȱ(musicȱbasedȱonȱaȱr¬ga).ȱIndiansȱalsoȱoftenȱuseȱtheȱEnglishȱword

classicalȱwhenȱdistinguishingȱr¬gaȱtraditionsȱfromȱpopularȱmusicȱpracȬ
tices.ȱTheȱOxfordȱConciseȱEnglishȱDictionaryȱ(1995)ȱdefinesȱclassical,ȱqualȬ
ifyingȱtheȱarts,ȱas:
’seriousȱorȱconventional;ȱfollowingȱtraditionalȱprinciplesȱandȱintended
toȱbeȱofȱpermanentȱratherȱthanȱephemeralȱvalue…ȱrepresentingȱanȱexȬ
emplaryȱstandard;ȱhavingȱaȱlongȬestablishedȱworth.’

Callingȱï¬striyaȬsangitȱorȱr¬gdarȬsangitȱ‘classicalȱmusic’ȱisȱinȱotherȱwords

quiteȱappropriateȱbecauseȱnotȱonlyȱdoȱbuzzwordsȱofȱhigherȱandȱlasting
valueȱoccurȱinȱtheȱconnotativeȱspheresȱofȱbothȱterms:ȱï¬striyaȬsangitȱand
classicalȱmusicȱalsoȱbothȱalludeȱtoȱnotionsȱofȱtradition,ȱdoctrine,ȱconvenȬ
tionȱandȱlearning.ȱBesides,ȱï¬striyaȬsangit’sȱqualificationȱasȱscientificȱor
knowledgeableȱ rhymesȱwellȱwithȱEuropeanȬlanguageȱ equivalentsȱ of
classicalȱmusic,ȱlikeȱmusiqueȱsavante,ȱmusicaȱcolta,ȱmúsicaȱculta,ȱmúsicaȱeruȬ
dita,ȱEȬMusik,ȱseriousȱmusicȱandȱartȱmusic.9ȱUnlikeȱmostȱtypesȱofȱ‘popuȬ
lar’ȱandȱ‘folk’ȱmusic,ȱtheȱmusicalȱpracticesȱqualifiedȱbyȱsuchȱepithetsȱas
classicalȱareȱallȱassociatedȱwithȱdoctrinalȱtextsȱcodifyingȱtheȱphilosophy,
aesthetics,ȱperformance,ȱ interpretation,ȱunderstandingȱandȱstructural
basisȱofȱtheȱmusicȱinȱquestion.

8. R¬gaȱcanȱbeȱunderstoodȱasȱaȱmelodicȱmatrixȱforȱimprovisation,ȱwithȱrulesȱforȱ
ascendingȱandȱdescendingȱpatternsȱusingȱaȱspecificȱtonalȱvocabulary.ȱTheȱspecificityȱ
ofȱaȱragaȱisȱalsoȱdeterminedȱbyȱtheȱrelativeȱimportanceȱofȱparticularȱnotesȱinȱthatȱ
vocabulary,ȱbyȱappropriateȱmotifsȱorȱphrases,ȱasȱwellȱasȱbyȱparamusicalȱlinksȱtoȱseaȬ
son,ȱtimeȱofȱdayȱandȱmoods,ȱetc.



88 Tagg: Music’s Meanings —  3. The epistemic oil tanker

Toȱcutȱaȱlongȱstoryȱshort,ȱtheȱdivisionȱofȱmusicȱinȱWesternȱcultureȱinto
categoriesȱofȱartȱorȱclassicalȱandȱfolkȱorȱpopularȱhasȱnumerousȱparallels
andȱforerunners.ȱIt’sȱevenȱpossibleȱthatȱelementsȱofȱMesopotamianȱtheȬ
oryȱpassedȱviaȱGreekȱandȱArabȱscholarsȱintoȱtheȱmetamusicalȱmindset

ofȱEurope’sȱmedievalȱclericsȱandȱtheirȱtrichotomyȱofȱmusics.10ȱThisȱtriȬ
chotomyȱ consistedȱ ofȱmusicaȱmundanaȱ (theȱmusicȱ ofȱ theȱ heavens,ȱ of
spheresȱinȱtheȱuniverse),ȱmusicaȱhumanaȱ(musicȱprovidingȱequilibrium
ofȱsoulȱandȱbodyȱandȱinstilledȱbyȱliturgicalȱsong)ȱandȱmusicaȱinstrumenȬ
talisȱ(theȱsingingȱandȱtheȱplayingȱofȱinstrumentsȱthatȱwereȱatȱtheȱservice
ofȱtheȱdevilȱasȱwellȱasȱofȱGod).ȱAsȱLingȱ(1983:97)ȱexplains:

’[I]nȱtheȱworldȱofȱheavenlyȱlight,ȱtheȱharmoniousȱandȱwellȬtunedȱmusic

ofȱeternityȱisȱheard.ȱItsȱoppositeȱisȱtheȱunbearableȱnoiseȱandȱdissonant,
discordantȱmusicȱofȱhell.ȱBothȱheavenȱandȱhellȱexistȱonȱearth:ȱtheȱmusic

ofȱheavenȱisȱreflectedȱinȱliturgicalȱchantȱ—itȱisȱorganised,ȱwellȬmeasured

andȱbasedȱonȱscienceȱandȱreason.ȱAllȱotherȱmusicȱisȱofȱtheȱdevil,ȱbeing
chaotic,ȱillȬmeasuredȱandȱuneducated.’

Sinceȱmusicaȱmundanaȱwasȱanȱentirelyȱmetaphysicalȱideaȱ(theȱmusicȱof
theȱspheres,ȱofȱheaven,ȱofȱGod’sȱperfectȱcreation,ȱetc.),ȱ theȱrealȱworld

containedȱonlyȱtwoȱsortsȱofȱmusicȱaccordingȱtoȱtheȱaestheticȱandȱreliȬ
giousȱpreceptsȱofȱtheȱchurchȱfathers:ȱ(1)ȱmusicaȱhumanaȱasȱtheȱuplifting
liturgicalȱsongȱofȱMotherȱChurchȱandȱofȱGod’sȱrepresentativesȱonȱearth
andȱ(2)ȱmusicaȱinstrumentalisȱasȱallȱotherȱmusic,ȱbeȱitȱofȱtheȱdevilȱorȱof
God.ȱThisȱbasicȱdualismȱofȱmusicsȱchangesȱcharacterȱquiteȱradicallyȱas
partȱofȱtheȱlengthyȱandȱcomplexȱprocessȱbyȱwhichȱtheȱvalueȱsystemsȱof
feudalȱandȱecclesiasticalȱélitesȱareȱsupesededȱbyȱthoseȱofȱtheȱascendant
bourgeoisie.ȱ Theseȱ bourgeoisȱmusicȱ valuesȱ areȱ importantȱ toȱ underȬ
standȱbecauseȱthey’veȱbeenȱatȱtheȱbasisȱofȱmuchȱdiscourseȱaboutȱmusic

inȱWesternȱ institutionsȱofȱeducationȱandȱresearchȱsinceȱtheȱmidȱnineȬ

9. Musiqueȱsavanteȱ(French)ȱliterallyȱmeansȱ‘knowledgeableȱmusic’ȱorȱmusicȱforȱeduȬ
catedȱpeopleȱinȱtheȱknow.ȱMusicaȱcoltaȱ(Italian)ȱandȱmúsicaȱcultaȱ(Spanish)ȱliterallyȱ
meanȱ‘cultured’,ȱ‘refined’ȱmusic,ȱi.e.ȱmusicȱforȱeducatedȱandȱcultivatedȱpeople.ȱ
Músicaȱeruditaȱ(Portuguese)ȱmeansȱofȱcourseȱ‘erudite’ȱorȱ‘learned’ȱmusic.ȱEȬMusikȱ
(German)ȱisȱshortȱforȱernsteȱMusikȱ(ernstȱ=ȱ‘serious’),ȱi.e.ȱforȱpeopleȱwhoȱtakeȱtheirȱ
musicȱseriously;ȱitȱisȱgenerallyȱopposedȱtoȱUȬMusik,ȱshortȱforȱUnterhaltungsmusikȱ
(‘entertainmentȱmusic’)ȱbutȱalsoȱsimilarȱtoȱUȬBahnȱ(undergroundȱrailway/subway)ȱ
andȱUȬmenschȱ(aȱNaziȱwordȱmeaningȱsubhuman).

10. Seeȱfootnoteȱ2,ȱp.85.ȱ
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teenthȱcentury.ȱTheyȱincludeȱnotionsȱofȱtheȱmusicallyȱGood,ȱBeautiful
andȱTrueȱthatȱstillȱholdȱswayȱinȱmanyȱofȱourȱmusicalȱinstitutionsȱand
stillȱexertȱaȱstrongȱinfluenceȱonȱwhatȱsortȱofȱmeanings,ȱifȱany,ȱthoseȱof
usȱwhoȱseeȱourselvesȱasȱeducatedȱthinkȱthatȱmusicȱcanȱcarry.ȱ

Classicalȱabsolutism:ȱ‘musicȱisȱmusic’ȱ

TheȱnotionȱofȱABSOLUTEȱMUSICȱandȱofȱitsȱsuperiorityȱisȱaȱstrikingȱfeature
ofȱinstitutionalȱmusicȱaestheticsȱinȱtheȱWesternȱworld.ȱHegelȱ(1815),ȱfor
example,ȱmadeȱtheȱfollowingȱdistinctionȱbetweenȱtheȱmusicalȱvaluesȱof
theȱinitiatedȱandȱthoseȱofȱtheȱaverageȱpunter.

’[W]hatȱtheȱlaymanȱ(Laie)ȱlikesȱinȱmusicȱisȱtheȱcomprehensibleȱexpresȬ
sionȱofȱemotionsȱandȱideas,ȱsomethingȱsubstantial,ȱitsȱcontent,ȱforȱwhich

reasonȱheȱprefersȱaccompanimentalȱmusicȱ (Begleitmusik);ȱ theȱconnoisȬ
seurȱ(Kenner),ȱonȱtheȱotherȱhand,ȱwhoȱhasȱaccessȱtoȱtheȱinnerȱmusicalȱreȬ
lationȱofȱtonesȱandȱinstruments,ȱlikesȱinstrumentalȱmusicȱforȱitsȱartistic
useȱofȱharmoniesȱandȱofȱmelodicȱ intricacyȱasȱwellȱasȱ forȱ itsȱchanging
forms;ȱheȱcanȱbeȱquiteȱfulfilledȱbyȱtheȱmusicȱonȱitsȱown.’11

Theȱmostȱ famousȱABSOLUTEȱMUSICȱaphorismȱwasȱ coinedȱbyȱAustrian
musicȱ criticȱEduardȱHanslickȱwho,ȱ inȱhisȱ treatiseȱOnȱMusicalȱBeauty
(1854),ȱwrote:ȱ‘Music’sȱcompleteȱcontentȱandȱtotalȱsubjectȱmatterȱisȱnothing
otherȱthanȱtonalȱformsȱinȱmovement.’12ȱSinceȱthen,ȱsimilarȱviewsȱofȱmusic

haveȱruledȱtheȱroostȱinȱeuroclassicalȱcirclesȱtoȱsuchȱanȱextentȱthatȱsome

composersȱwhoseȱ ‘tonalȱ formsȱ inȱmovement’ȱ clearlyȱ relateȱ toȱ ‘other
subjectȱmatter’ȱhaveȱdeniedȱanyȱsuchȱrelation.ȱStravinskyȱ(1882Ȭ1971),
forȱexample,ȱonceȱquippedȱthatȱhisȱmusicȱexpressedȱnothingȱbutȱitself,
implyingȱ thatȱ stageȱworksȱ ofȱ hisȱ (Petrushka,ȱ Theȱ Firebird,ȱTheȱRiteȱ of
Spring,ȱetc.)ȱwereȱ ‘pure’ȱmusic.13ȱItȱmayȱbeȱ trueȱ thatȱStravinsky,ȱaȱbit
likeȱDavidȱBowie,ȱfrequentlyȱrecastȱhisȱpublicȱpersonaȱbutȱtheȱveryȱfact

11. MyȱtranslationȱofȱaȱpassageȱfromȱHegel’sȱÄsthetikȱ(1955,ȱcompiledȱfromȱlectureȱnotesȱ
c.1815),ȱcitedȱinȱZoltaiȱ(1970:260).ȱByȱBegleitmusikȱ(begleitenȱ=ȱaccompany)ȱisȱmeantȱ
musicȱaccompanyingȱstageȱaction,ȱdance,ȱparamusicalȱnarrative,ȱetc.ȱ‘Sanctuaryȱofȱ
theȱHigherȱArts’ȱ(AsyleȱderȱhöherenȱKünste)ȱisȱanȱepithetȱcoinedȱbyȱAdolfȱBernhardȱ
Marxȱ(1795Ȭ1866)ȱwho,ȱonȱMendelssohn’sȱrecommendation,ȱwasȱappointedȱDirectorȱ
ofȱMusicȱatȱtheȱUniversityȱofȱBerlinȱinȱ1830.ȱ

12. TönendȱbewegteȱFormenȱsindȱeinzigȱundȱalleinȱInhaltȱundȱGegenstandȱderȱMusik’,ȱ
fromȱHanslick’sȱVomȱmusikalischȱSchönen.ȱEinȱBeitragȱzurȱRevisionȱderȱÄsthetikȱderȱ
Tonkunst,ȱLeipzigȱ(1854).ȱSeeȱalsoȱunderȱ’Kineticȱanaphones’,ȱp. 498.ȱ
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thatȱheȱsawȱfit,ȱevenȱjustȱonce,ȱtoȱdoȱsoȱfromȱtheȱstandpointȱofȱmusical

absolutismȱsuggestsȱthatȱadoptingȱthatȱviewȱmayȱhaveȱadvancedȱhisȱarȬ
tisticȱ credibilityȱ inȱ influentialȱ circles.ȱ Thisȱ isȱ certainlyȱwhatȱMahler

(1860Ȭ1911)ȱ onceȱ feltȱ compelledȱ toȱ do:ȱ havingȱ alreadyȱwrittenȱ proȬ
grammeȱ notesȱ toȱ hisȱ firstȱ threeȱ symphonies,ȱ heȱ isȱ reportedȱ toȱ have
raisedȱhisȱglassȱatȱaȱsoiréeȱwithȱMunichȱilluminatiȱinȱ1900ȱandȱtoȱhave
proclaimedȱ‘deathȱtoȱallȱprogrammeȱmusic!’.14

TheȱpressureȱonȱcomposersȱtoȱconformȱtoȱtheȱnotionȱofȱABSOLUTEȱMUSIC

throughoutȱtheȱtwentiethȱcenturyȱcannotȱbeȱunderestimated.ȱForȱexamȬ
ple,ȱfamousȱfilmȱcomposersȱlikeȱKorngoldȱ(1897Ȭ1957)ȱandȱRózsaȱ(1907Ȭ
1995)ȱlivedȱdoubleȱlives,ȱcompelledȱtoȱseparateȱtheirȱMUSICȱFORȱMUSIC’S

SAKEȱfromȱtheirȱworkȱforȱtheȱmovies.15ȱSimilarly,ȱMorriconeȱhasȱonȱocȬ
casionsȱexpressedȱdisappointmentȱatȱtheȱscantȱrecognitionȱheȱreceives
forȱhisȱconcertȱmusic,ȱhoweverȱwidelyȱacclaimedȱheȱmayȱbeȱasȱaȱmusiȬ
calȱpioneerȱbecauseȱofȱhisȱworkȱforȱtheȱcinema.16ȱTheȱpointȱis:ȱifȱtheȱinstiȬ
tutionalȱdominanceȱofȱabsolutistȱaestheticsȱcanȱaffectȱtheȱlivesȱofȱwidely

acclaimedȱfiguresȱlikeȱMahler,ȱStravinsky,ȱKorngold,ȱRózsaȱandȱMorriȬ
cone,ȱthenȱsuchȱaȱviewȱofȱmusicȱwillȱhaveȱexertedȱatȱleastȱasȱmuchȱinȬ
fluenceȱ onȱ lesserȱ figuresȱ inȱmusicalȱ academe.ȱ Forȱ example,ȱ Francès
(1958),ȱ inȱ hisȱ pioneeringȱ researchȱ aboutȱmusicalȱ reception,ȱ received

13. SeeȱStravinskyȱ&ȱCraftȱ(1959).ȱTheȱFirebirdȱ(1910)ȱandȱTheȱRiteȱofȱSpringȱ(1913)ȱareȱ
balletȱworks.ȱPetrushkaȱ(1911)ȱwasȱwrittenȱforȱpuppetȱtheatre.ȱAllȱthreeȱworksȱareȱ
explicitlyȱassociatedȱwithȱspecificȱcharacters,ȱscenesȱandȱmoods.

14. Florosȱ(1987)ȱcitesȱSchliedermayr’sȱreportȱ(Leipzig,ȱn.d.:ȱ13Ȭ14)ȱthatȱMahlerȱsaidȱ
‘PereatȱjedesȱProgramm!’ȱafterȱaȱperformanceȱofȱhisȱsecondȱsymphonyȱatȱtheȱHugoȬ
WolfȬVerein.ȱThanksȱtoȱMȱMichelsenȱandȱJȱGȱWilliamsonȱforȱtheȱreferences.ȱ

15. WolfgangȱErichȱKorngold,ȱVienneseȱcomposerȱandȱpupilȱofȱMahler,ȱwroteȱmusicȱforȱ
filmsȱlikeȱCaptainȱBloodȱ(1935)ȱandȱTheȱAdventuresȱofȱRobinȱHoodȱ(1938).ȱMiklosȱRózȬ
sa,ȱHungarianȱpupilȱofȱHonegger,ȱwroteȱmusicȱforȱDoubleȱIndemnityȱ(1944),ȱTheȱLostȱ
WeekendȱandȱSpellboundȱ(1945),ȱQuoȱVadis?ȱ(1951)ȱandȱBenȱHurȱ(1959).ȱRózsa’sȱautobiȬ
ographyȱ(1982)ȱisȱactuallyȱentitledȱDoubleȱLife.ȱSeeȱalsoȱpp.534Ȭ541.

16. MorriconeȱwroteȱscoresȱforȱTheȱGood,ȱTheȱBadȱandȱtheȱUglyȱandȱTheȱBattleȱofȱAlgiersȱ
(1966),ȱ1900ȱ(1976),ȱTheȱMissionȱ(1986),ȱTheȱUntouchablesȱ(1987)ȱandȱhundredsȱofȱ
otherȱfilms.ȱInȱNovemberȱ1996,ȱwhileȱworkingȱonȱLolitaȱ(1997),ȱheȱtoldȱmeȱthatȱheȱ
wasȱuncomfortableȱwithȱtheȱnotionȱofȱhisȱfilmȱmusicȱasȱtheȱsiteȱofȱmusicalȱinnovaȬ
tion,ȱevenȱthoughȱhisȱworkȱforȱtheȱcinemaȱhasȱnotȱonlyȱcapturedȱtheȱimaginationȱofȱaȱ
massȱaudienceȱbutȱalsoȱearnedȱhimȱtheȱrespectȱofȱavantȬgardeȱmusiciansȱlikeȱJohnȱ
Zorn.ȱSergioȱMiceli,ȱMorricone’sȱfriendȱandȱbiographer,ȱtoldȱmeȱinȱDecemberȱ1999ȱ
thatȱheȱhadȱseveralȱtimesȱheardȱtheȱcomposerȱexpressȱtheȱsameȱopinion.
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severalȱ indignantȱ responsesȱ fromȱ hisȱ musicȱ studentȱ informantsȱ in
whichȱtheyȱexpressedȱstrongȱabsolutistȱviewsȱofȱtheȱfollowingȱtype:
‘No,ȱnoȱandȱnoȱagain.ȱMusicȱisȱmusic.ȱIȱcannotȱconceiveȱofȱitȱasȱaȱsource
ofȱemotionalȱorȱliteraryȱramblings.’17

Iȱstillȱ(2012)ȱmeetȱindividualsȱunableȱtoȱacceptȱthatȱmusicȱrelatesȱtoȱanyȬ
thingȱbutȱ itself.ȱ Itȱ seemsȱ inȱ factȱ thatȱmusicalȱabsolutismȱhasȱ exerted
suchȱaȱstrongȱinfluenceȱthatȱitȱhas,ȱasȱwe’llȱseeȱlater,ȱevenȱspilledȱover
intoȱsomeȱtypesȱofȱdiscourseȱaboutȱpopularȱmusic.18ȱClearly,ȱtheȱnotion
ofȱABSOLUTEȱMUSICȱconflictsȱwithȱsemioticȱapproachesȱtoȱmusicȱanalysis,
butȱitsȱpalpableȱtenacityȱalsoȱsuggestsȱthatȱit’sȱanȱepistemicȱforceȱtoȱbe
reckonedȱwith.ȱIfȱthatȱisȱso,ȱitȱwouldȱbeȱfoolishȱtoȱsimplyȱwriteȱoffȱthe
notionȱwithoutȱfirstȱexaminingȱitȱinȱsomeȱdetail,ȱnotȱleastȱbecause,ȱasȱalȬ
readyȱnoted,ȱmusicalȱstructuresȱcanȱinȱoneȱsenseȱbeȱobjectivelyȱrelatedȱto
onlyȱ‘either:ȱ[a]ȱtheirȱoccurrenceȱinȱsimilarȱguiseȱinȱotherȱmusic;ȱorȱ[b]
theirȱownȱcontextȱwithinȱtheȱpieceȱofȱmusicȱinȱwhichȱtheyȱ(already)ȱocȬ
cur’ȱ(p.ȱ46).ȱ‘Inȱoneȱsense’ȱisȱofȱcourseȱtheȱissueȱhereȱbecauseȱtheȱexcluȬ
sivelyȱintragenericȱstanceȱofȱmusicalȱabsolutismȱignoresȱeverythingȱelse
toȱwhichȱmusicȱcanȱbeȱrelated.ȱInȱwhatȱcomesȱnextȱI’llȱtryȱtoȱexplainȱthe
natureȱofȱandȱreasonsȱforȱmusicalȱabsolutism’sȱepistemicȱlopsidedness.ȱȱȱȱȱȱ

‘Absolute’ȱandȱ‘nonȬabsolute’ȱ

CallingȱmusicȱabsoluteȱliterallyȱmeansȱthatȱtheȱmusicȱsoȱqualifiedȱisȱneiȬ
therȱmixedȱupȱwith,ȱnorȱdependentȱon,ȱnorȱconditionedȱby,ȱnorȱotherȬ
wiseȱ relatedȱ toȱ anythingȱ else.ȱ Theȱ firstȱ problemȱwithȱ thisȱ absolute
definitionȱofȱabsoluteȱisȱthatȱnotȱevenȱtheȱmostȱadamantȱmusicalȱabsolutȬ
istȱwouldȱclaimȱsuchȱ‘absolute’ȱmusicȱasȱaȱlateȱBeethovenȱquartetȱtoȱbe
100%ȱ independentȱofȱtheȱmusicalȱtraditionȱtoȱwhichȱ itȱbelongs.ȱSince
theȱquartetȱcannotȱhaveȱexistedȱinȱisolationȱfromȱtheȱmusicalȱtraditions
toȱwhichȱitsȱcomposerȱandȱaudiencesȱbelonged,ȱanyȱnotionȱofȱABSOLUTE
MUSICȱmustȱbeȱdependentȱonȱatȱ leastȱ theȱexistenceȱofȱotherȱABSOLUTE
MUSICȱforȱitsȱownȱidentity.ȱAbsoluteȱisȱinȱthisȱcaseȱrelative,ȱallowingȱthe
musicȱinȱquestionȱtoȱbeȱabsoluteȱonlyȱinȱtheȱsenseȱofȱunrelatedȱtoȱanyȬ
thingȱelseȱexceptȱotherȱ(‘absolute’)ȱmusic.ȱNow,ȱapartȱfromȱtheȱfactȱthat

17. Francèsȱ(1958:288Ȭ9)ȱ‘Non,ȱnonȱetȱnon.ȱLaȱmusiqueȱestȱmusique,ȱjeȱneȱconçoisȱpasȱ
qu’elleȱpuisseȱêtreȱsourceȱdeȱdivagationsȱsentimentalesȱouȱlittéraires’.ȱ

18. Seeȱ’Postmodernistȱabsolutismȱandȱtextȱdenial’,ȱp.ȱ101,ȱff.
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theȱotherȱABSOLUTEȱMUSICȱwouldȱrelateȱtoȱmoreȱABSOLUTEȱMUSIC,ȱeither
inȱaȱ loopȱ (circularȱargument)ȱor,ȱatȱ someȱ finalȱpointȱ inȱanȱotherwise

endlessȱchainȱofȱ ‘absolute’ȱ references,ȱ toȱsomethingȱotherȱ thanȱABSOȬ
LUTEȱ MUSIC,ȱ theȱ slightȱ qualification,ȱ justȱ proposed,ȱ ofȱ ‘absolute’ȱ as
partlyȱrelativeȱisȱproblematicȱforȱtwoȱmoreȱsubstantialȱreasons.

TheȱfirstȱreasonȱisȱthatȱABSOLUTEȱMUSICȱreliesȱonȱtheȱexistenceȱofȱNONȬ
ABSOLUTEȱMUSICȱforȱitsȱdistinctionȱasȱ‘absolute’.ȱSinceȱNONȬABSOLUTEȱMUȬ
SICȱmust,ȱatȱleastȱbyȱinference,ȱbeȱrelatedȱtoȱotherȱmusicȱandȱtoȱphenomȬ
enaȱthatȱaren’tȱintrinsicallyȱmusical,ȱABSOLUTEȱMUSICȱmustȱalso,ȱevenȱif
indirectly,ȱbeȱrelatedȱtoȱotherȱphenomenaȱthanȱmusic,ȱthanksȱtoȱitsȱsine
quaȱnonȱrelationȱtoȱNONȬABSOLUTEȱMUSIC,ȱandȱtoȱthatȱmusic’sȱrelationȱto
thingsȱotherȱthanȱitself.ȱMoreover,ȱsinceȱthoseȱwhoȱdistinguishȱoneȱtype
ofȱmusicȱfromȱothersȱbyȱtheȱqualifierȱ‘absolute’ȱinȱnoȱwayȱmakeȱupȱthe
entireȱpopulation,ȱtheyȱareȱjustȱoneȱofȱmanyȱsocioculturalȱgroupsȱidenȬ
tifiableȱbyȱtheirȱspecificȱmusicalȱvaluesȱandȱopinions.19ȱThisȱmeansȱthat
theȱtermȱABSOLUTEȱMUSICȱis,ȱlikeȱitȱorȱnot,ȱlinkedȱtoȱtheȱsocioculturalȱpoȬ
sition,ȱ tastes,ȱattitudesȱandȱbehaviourȱofȱ thoseȱ thatȱuseȱ it.ȱ Itȱ thereby
identifiesȱnotȱonlyȱABSOLUTEȱMUSICȱinȱrelationȱtoȱotherȱmusicȱbutȱalsoȱits
fansȱinȱrelationȱtoȱusersȱofȱotherȱmusic.ȱDueȱtoȱsuchȱinevitableȱsocioȬ
culturalȱconnotation,ȱABSOLUTEȱMUSICȱisȱaȱcontradictionȱinȱterms.

TheȱsecondȱreasonȱforȱrefutingȱtheȱnotionȱofȱABSOLUTEȱMUSICȱisȱitsȱimpliȬ
cationȱthatȱtheȱmusicȱthusȱqualifiedȱtranscendsȱnotȱonlyȱsocialȱconnotaȬ
tionsȱ andȱ usesȱ butȱ alsoȱ patternsȱ ofȱ synaesthesis.20ȱ Ifȱ thatȱ sortȱ of
transcendenceȱexistedȱitȱwouldȱmeanȱthatȱdemonstrableȱpatternsȱofȱjuxȬ
tapositionȱbetweenȱmusicȱandȱpictures,ȱbetweenȱmusicȱandȱwords,ȱor
betweenȱmusicȱandȱbodilyȱmovementȱ(asȱinȱdance,ȱfilm,ȱopera,ȱLieder,
popȱsongs,ȱadverts,ȱvideos,ȱcomputerȱgamesȱetc.)ȱcouldȱneverȱinfluence
theȱproductionȱorȱperceptionȱofȱABSOLUTEȱMUSICȱandȱviceȱversa.ȱMoreȬ
over,ȱ ifȱABSOLUTEȱMUSICȱwereȱ indeedȱabsolute,ȱ itȱwouldȱneedȱnoȱeleȬ
mentsȱofȱbiologicallyȱorȱculturallyȱacquiredȱsynaesthesisȱtoȱexist,ȱwith

theȱ consequenceȱ thatȱ NONȬABSOLUTEȱ MUSICȱ (operaȱ overtures,ȱ ballet
suites,ȱTVȱ themes,ȱdanceȱ tunes,ȱ etc.)ȱwouldȱbeȱpointlessȱ inȱaȱ ‘music

19. Withoutȱthisȱfactȱofȱsociology,ȱtheȱUSȱformatȱradioȱsystemȱwouldȱfallȱapartȱ(seeȱanyȱ
numberȱofȱTheȱBroadcastingȱYearbookȱofȱAmerica).

20. Seeȱ’CrossȬdomainȱrepresentationȱandȱsynaesthesis’,ȱp.ȱ62,ȱff.
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only’ȱsituationȱ(atȱaȱconcert,ȱonȱtheȱradio,ȱonȱyourȱsmartphone)ȱwhere

theirȱvisual,ȱdramaticȱorȱchoreographicȱaccompanimentȱisȱnormallyȱabȬ
sent.ȱConversely,ȱitȱwouldȱmeanȱthatȱABSOLUTEȱMUSICȱplayedȱinȱconnecȬ
tionȱwithȱanythingȱbutȱ itselfȱorȱotherȱABSOLUTEȱMUSICȱwouldȱalsoȱbe
uselessȱbecauseȱ itsȱ ‘autonomy’ȱwouldȱprecludeȱanyȱsynaestheticȱperȬ
ception.ȱThisȱwouldȱinȱturnȱimply,ȱforȱexample,ȱthatȱtheȱTavianiȱbrothȬ
ersȱwereȱdeludedȱwhenȱtheyȱusedȱsnippetsȱfromȱtheȱslowȱmovementȱof
Mozart’sȱClarinetȱConcertoȱinȱAȱ(K622)ȱasȱunderscoreȱtoȱkeyȱscenesȱinȱPaȬ
dreȱPadroneȱ(1977);ȱitȱwouldȱalsoȱmeanȱthatȱKubrickȱmisunderstoodȱthe
valuesȱofȱeuroclassicalȱmusicȱinȱ2001ȱ(1968),ȱTheȱShiningȱ(1980)ȱandȱEyes
WideȱShutȱ(1999),ȱorȱthatȱWiderberg,ȱnotȱtoȱmentionȱhisȱcinemaȱaudiȬ
ence,ȱwereȱmusicallyȱincompetentȱwhenȱrespondingȱtoȱtheȱElviraȱMadiȬ
ganȱ(1967)ȱeffect.21ȱInȱotherȱterms,ȱABSOLUTEȱMUSICȱcontradictsȱmusic’s

inherentȱpropertiesȱasȱaȱsiteȱofȱcrossȬdomainȱrepresentationȱ(pp.62Ȭ68).ȱ

Inȱshort,ȱifȱmusicȱcalledȱABSOLUTEȱeverȱhadȱsocialȱconnotations,ȱifȱitȱwas

everȱwrittenȱorȱperformedȱinȱaȱhistoricalȱcontextȱbyȱcertainȱmusicians,

ifȱitȱwasȱeverȱheardȱinȱparticularȱcontextsȱorȱusedȱinȱparticularȱwaysȱby
aȱparticularȱaudience,ȱ ifȱ itȱwasȱ everȱ relatedȱ toȱanyȱdrama,ȱwordsȱor
dance,ȱthenȱ itȱcannotȱbeȱabsolute.ȱABSOLUTEȱMUSICȱcanȱthereforeȱonly
existȱasȱanȱillogicalȱconceptȱorȱasȱanȱarticleȱofȱfaith.ȱIfȱso,ȱhowȱcanȱitȱhave
beenȱsoȱinfluentialȱandȱwhyȱisȱitȱsoȱresilient?ȱAȱfirstȱclueȱtoȱthisȱenigma

isȱprovidedȱinȱtheȱnextȱthreeȱquotes.

‘Passionsȱmustȱbeȱpowerful;ȱtheȱmusician’sȱfeelingsȱmustȱbeȱfullȬblown

—ȱnoȱmindȱcontrol,ȱnoȱwittyȱremarks,ȱnoȱcleverȱlittleȱideas!’22

ThisȱsortȱofȱstatementȱcouldȱhaveȱbeenȱmadeȱbyȱaȱdedicatedȱjazzȱmusiȬ
cianȱ(seeȱp.ȱ408).ȱInȱfactȱtheȱwordsȱdateȱfromȱ1762ȱandȱareȱutteredȱbyȱthe
rebelliousȱmainȱmusoȱcharacterȱinȱDiderot’sȱplayȱRameau’sȱNephew.

21. Inȱ2001ȱ(1968)ȱKubrickȱusesȱJ.ȱStrauss’sȱBlueȱDanubeȱwaltzȱ(1867),ȱR.ȱStrauss’sȱAlsoȱ
sprachȱZarathustraȱ(1895)ȱandȱLigeti’sȱAtmosphèresȱ(1961).ȱInȱTheȱShiningȱ(1980)ȱheȱ
usesȱtheȱthirdȱmovementȱofȱBartók’sȱMusicȱforȱStrings,ȱPercussionȱandȱCelestaȱ(1936).ȱ
InȱElviraȱMadiganȱ(1967),ȱWiderbergȱusesȱtheȱsecondȱmovementȱofȱMozart’sȱ21stȱ
PianoȱConcertoȱinȱC,ȱK467ȱ(1785),ȱforȱtheȱhazy,ȱslowȬmotionȱsummerȬmeadowȱloveȱ
sceneȱthatȱbecameȱaȱpopularȱtemplateȱforȱromanceȱinȱTVȱadvertsȱ(seeȱpp.ȱ167Ȭ169).

22. ȱ‘Ilȱfautȱqueȱlesȱpassionsȱsoientȱfortes;ȱlaȱtendresseȱduȱmusicienȱdoitȱêtreȱextrème;ȱ
pointȱd’esprit,ȱpointȱd’épigrammes,ȱpointȱdeȱcesȱjoliesȱpensées!’ȱFromȱ‘Laȱquerelleȱ
desȱbouffons’ȱinȱLeȱneveuȱdeȱRameauȱ(Diderot,ȱ1762:119,ȱlinesȱ298Ȭ299,ȱ304Ȭ305).
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Germanȱ romanticistȱWilhelmȱWackenroderȱ hadȱ similarȱ ideasȱ toȱ the
musicianȱparodiedȱbyȱDiderotȱinȱtheȱpreviousȱquote.ȱInȱ1792ȱWackenȬ
roderȱdescribedȱtheȱoptimalȱmusicȱlisteningȱmodeȱasȱfollows.

‘[I]tȱconsistsȱinȱalertȱobservationsȱofȱtheȱnotesȱandȱtheirȱprogression,ȱin
fullyȱsurrenderingȱmyȱspiritȱtoȱtheȱwellingȱtorrentȱofȱsensationsȱandȱdisȬ
regardingȱeveryȱdisturbingȱthoughtȱandȱallȱirrelevantȱimpressions’…23

Inȱ1799,ȱWackenroder’sȱcollaboratorȱLudwigȱTieckȱwrote:

‘[O]nceȱmusicȱisȱfreedȱfromȱhavingȱtoȱdepictȱ“finite”,ȱdistinctȱemotions,

itȱ becomesȱ theȱ expressionȱ ofȱ “infiniteȱ yearning”,ȱ andȱ thisȱ indefinite
qualityȱisȱsuperiorȱtoȱtheȱexactnessȱofȱvocalȱmusic,ȱratherȱthanȱinferior,
asȱwasȱbelievedȱduringȱtheȱEnlightenment.’24

Powerfulȱpassion,ȱfullyȱsurrenderingȱtheȱspirit,ȱinfiniteȱyearningȱetc.ȱon
theȱoneȱhandȱand,ȱonȱtheȱother,ȱmindȱcontrol,ȱdisturbingȱthought,ȱirrelȬ
evantȱimpressions,ȱdistinctȱemotionsȱandȱsoȱon:ȱtheȱvalueȱdichotomyȱis
clearȱinȱtheȱthreeȱviewsȱofȱmusicȱ justȱcited.ȱOtherȱimportantȱcommon

denominatorsȱareȱthatȱtheyȱall,ȱlikeȱtheȱHegelȱpassageȱthatȱstartedȱthis
sectionȱ(p.89),ȱcomeȱfromȱtheȱsameȱperiodȱinȱEuropeanȱhistoryȱandȱthat
theyȱareȱallȱqualifiableȱasȱRomantic.

‘Absolute’ȱsubjectivityȱandȱ‘arseholeȱart’ȱ
TheȱriseȱofȱinstrumentalȱmusicȱinȱeighteenthȬcenturyȱEuropeȱcanȱbeȱunȬ
derstoodȱinȱtheȱcontextȱofȱtheȱEnlightenment,ȱrationalismȱandȱtheȱbourȬ
geoisȱrevolution.ȱTheȱemancipatoryȱvaluesȱofȱtheseȱdevelopmentsȱand
theȱsubjectiveȱexperienceȱofȱthatȱemancipationȱfoundȱcollectiveȱexpresȬ
sionȱnotȱonlyȱinȱemotiveȱslogansȱlikeȱliberté,ȱégalité,ȱfraternitéȱbutȱalsoȱin
aȱmusicȱ thatȱwasȱ itselfȱ thoughtȱofȱ asȱ liberated.ȱ Insteadȱofȱhavingȱ to
makeȱmusicȱunderȱtheȱconstraintsȱofȱfeudalȱpatronageȱandȱofȱtheȱBaȬ
roqueȱtheoriesȱofȱaffectȱassociatedȱwithȱtheȱancienȱrégime,25ȱmusicȱcould
now,ȱitȱwasȱbelieved,ȱbeȱpurelyȱinstrumental,ȱfreeȱtoȱexpressȱemotions

withoutȱtheȱencumbranceȱofȱwordsȱorȱstageȱaction.26

23. CitedȱbyȱDahlhausȱ(1988:95).
24. LudwigȱTieckȱPhantasienȱüberȱdieȱKunstȱ(1799),ȱcitedȱbyȱDahlhausȱ(1988:18).ȱ
25. TheȱTheoryȱofȱAffectsȱ(a.k.a.ȱAffektenlehre,ȱDoctrineȱofȱtheȱAffectations,ȱetc.)ȱisȱassoȬ

ciatedȱwithȱtheȱBaroqueȱeraȱandȱwasȱparticularlyȱdevelopedȱinȱGermany.ȱItsȱbasicȱ
gistȱisȱthatȱcomposersȱandȱperformersȱcan,ȱbyȱusingȱparticularȱmelodic,ȱharmonicȱ
andȱrhythmicȱdevices,ȱprovokeȱparticularȱemotionalȱresponsesȱinȱtheirȱaudience.ȱ
ForȱanȱextensiveȱcatalogueȱofȱBaroqueȱaffects,ȱseeȱBartelȱ(1997).
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Ofȱ importanceȱtoȱthisȱhistoricalȱbackgroundȱ isȱtheȱfactȱthatȱRomantic

viewsȱofȱmusicȱwereȱconflatedȱwithȱnotionsȱofȱ ‘personality’ȱandȱ ‘free
will’ȱ centralȱ toȱbourgeoisȱ subjectivity,ȱbothȱofȱwhichȱwereȱ treatedȱas
conceptualȱoppositesȱtoȱtheȱexternalȱworldȱofȱmaterialȱobjectivity.ȱIndiȬ
viduality,ȱemotionality,ȱfeelingsȱandȱsubjectivityȱcameȱtoȱbeȱimagined

asȱoppositeȱpolesȱ toȱ theȱ social,ȱ rational,ȱ factualȱandȱobjective.ȱMusic

playedȱaȱcentralȱroleȱinȱthisȱhistoryȱofȱideasȱaccordingȱtoȱwhichȱtheȱsubȬ
ject’sȱ alienationȱ fromȱobjectiveȱ socialȱprocessesȱwasȱnotȱ soȱmuchȱ reȬ
flectedȱasȱreinforced,ȱevenȱcelebrated.ȱSinceȱtheȱhumanistȱliberationȱof
theȱegoȱ fromȱ feudalistȱmetaphysicalȱdogmaȱwentȱhandȱ inȱhandȱwith

theȱbourgeoisȱrevolutionȱagainstȱtheȱabsolutismȱofȱtheȱecclesiasticalȱand
monarchistȱhierarchy,ȱ it’sȱhardlyȱsurprisingȱtoȱfindȱcontemporaryȱnoȬ
tionsȱofȱmusicȱunwillingȱtoȱtieȱdownȱmusicalȱexpressionȱbyȱmeansȱof
verbalȱdenotationȱorȱanyȱotherȱtypeȱofȱreferenceȱtoȱanythingȱoutsideȱitȬ
self.ȱAfterȱall,ȱasȱlongȱasȱtheȱmusicalȱidealsȱwereȱemancipatoryȱinȱrelaȬ
tionȱtoȱanȱoutmodedȱsystemȱofȱthoughtȱtheyȱcouldȱlendȱsupportȱtoȱthe
developmentȱofȱ revolutionaryȱ formsȱofȱmusicȱ andȱ society.ȱButȱwhat

happenedȱwhenȱthoseȱmusicalȱidealsȱbecameȱtheȱruleȱandȱtheirȱadvoȬ
catesȱtheȱrulers?ȱ

Perhapsȱ theȱmostȱ significantȱ changeȱ isȱ thatȱ theȱ radicalȱ instrumental

musicȱofȱlateȱeighteenthȬcenturyȱCentralȱEurope,ȱinitiallyȱdubbedȱ‘RoȬ
mantic’,ȱacquiresȱtheȱlabelȱ‘classical’.27ȱThisȱrebrandingȱwasȱestablished
byȱtheȱmidȱnineteenthȱcentury,ȱalongȱwithȱtheȱmusic’sȱinstitutionalisaȬ
tionȱinȱphilharmonicȱsocieties,ȱconcertȱhalls,ȱconservatories,ȱetc.

AnotherȱstrikingȱsymptomȱofȱtheȱsameȱprocessȱwasȱtheȱadoptionȱofȱreȬ
currentȱ buzzwordsȱ toȱ signalȱ aestheticȱ excellence:ȱART,ȱMASTERPIECE,

GENIUS,ȱFREE,ȱNATURAL,ȱCOMPLETE,ȱINSPIRED,ȱINFINITE,ȱETERNAL,ȱSUBLIME,

etc.28ȱRaisedȱtoȱtheȱstatusȱofȱclassical,ȱtheȱonceȱemancipatoryȱqualities
ofȱtheȱmusicȱwereȱmystifiedȱandȱitsȱGreatȱComposersȱmummifiedȱinto
thoseȱlittleȱwhiteȱalabasterȱbustsȱthatȱclassicalȱbuffsȱusedȱtoȱkeepȱonȱtop

26. ThisȱpartȱofȱtheȱaccountȱisȱbasedȱlargelyȱonȱZoltaiȱ(1970:193ȱff.).ȱ
27. ‘Classical’ȱwasȱnotȱTieck’s,ȱWackenroder’sȱorȱETAȱHoffmann’sȱlabel.ȱForȱHoffmannȱ

(1776Ȭ1822),ȱHaydnȱandȱMozartȱwereȱtheȱfirstȱRomanticȱcomposersȱ(Rosen,ȱ1976:19).ȱ
Forȱmoreȱdetailsȱaboutȱhowȱclassicalȱbecameȱ‘classical’,ȱseeȱLingȱ(1984,ȱ1989:ȱbothȱ
passim);ȱseeȱalsoȱStockfeltȱ(1988:61Ȭ91).
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ofȱwellȬpolishedȱpianos.ȱAlthoughȱtheȱdynamicȱindependenceȱthatȱthe
canonisedȱinstrumentalȱmusicȱonceȱpossessedȱhadȱbeenȱdynamicȱand
independentȱinȱrelationȱtoȱolderȱformsȱofȱmusicȱthatȱwereȱconsideredȱfetȬ
teredȱbyȱ certainȱ typesȱofȱextraȬmusicalȱbonding,ȱ itȱwas,ȱasȱ ‘classical’
music,ȱstrippedȱofȱthatȱhistoricity.ȱInȱitsȱnewȱstateȱofȱsanctityȱitȱwasȱconȬ
servedȱinȱconservatoriesȱthatȱbyȱ1900ȱhadȱsuccessfullyȱeradicatedȱanyȬ
thingȱ thatȱ mightȱ upsetȱ theȱ canon,ȱ includingȱ theȱ improvisation

techniquesȱthatȱhadȱonceȱbeenȱpartȱofȱtheȱtraditionȱwhoseȱchampions

theȱ sameȱ conservatoriesȱ professedȱ toȱ be.29ȱ Thisȱ institutionalisation
processȱ leftȱ theȱ seeminglyȱ suprasocialȱABSOLUTEȱMUSICȱdeepȱ frozenȱas
sacrosanctȱnotation:ȱaȱcenturyȬandȬaȬhalf’sȱworthȱofȱperformersȱwere

subsequentlyȱconservatoryȱtrainedȱtoȱperpetuateȱit.ȱAtȱtheȱsameȱtime,

concertsȱincludedȱlessȱandȱlessȱnewȱmusic.ȱForȱexample,ȱtheȱproportion
ofȱlivingȱtoȱdeadȱcomposers’ȱmusicȱonȱtheȱconcertȱrepertoireȱinȱFrance
fellȱfromȱ3:1ȱinȱtheȱ1780sȱtoȱ1:3ȱinȱtheȱ1870s.30ȱ

Freedomȱofȱexpressionȱwithoutȱverbalȱorȱtheatricalȱconstraintȱhadȱbeen
theȱrevolutionaryȱdriveȱofȱ theȱnewȱ instrumentalȱmusicȱ thatȱwasȱ later
canonisedȱasȱ‘classical’.ȱOnceȱcanonised,ȱitȱneededȱtheoriesȱthatȱwould

identifyȱ andȱ codifyȱ thoseȱ specialȱ qualities.ȱAndȱ ifȱ theȱ newȱmusic’s

emancipatoryȱdrivingȱpowerȱhadȱbeenȱitsȱunfetteredȱemotionalȱexpresȬ
sionȱthenȱthatȱwouldȱbeȱanȱobviousȱtraitȱtoȱconserveȱinȱconservatories
andȱtoȱexpoundȱuponȱinȱseriousȱwritingsȱonȱmusic.ȱOneȱproblemȱwas

thatȱtheȱnewȱinstrumentalȱmusicȱhadȱderivedȱitsȱperceivedȱfreedomȱof
expression,ȱitsȱownȱinternalȱmusicalȱrhetoricȱandȱdrama,ȱnotȱfromȱbeing
devoidȱofȱwordsȱorȱdramaticȱactionȱbutȱfromȱtheȱ factȱthatȱsimilarȱmusicȱhad
beenȱrepeatedlyȱassociatedȱwithȱparticularȱwordsȱorȱstageȱaction.ȱWhenȱmusic

wentȱinstrumentalȱandȱcrossedȱtheȱstreetȱfromȱtheȱoperaȱhouseȱorȱtheaȬ
treȱintoȱtheȱconcertȱhall,ȱitȱsimplyȱcarriedȱwithȱitȱthoseȱlinksȱtoȱwords

andȱdramaticȱsituationsȱ(Rosen,ȱ1976:155).31

28. ApartȱfromȱtheȱWackenroder,ȱTieckȱandȱHegelȱquotesȱ(pageȱ93),ȱpleaseȱnoteȱ[1]ȱA Bȱ
Marx’sȱ(seeȱnoteȱ11,ȱp.89)ȱviewȱofȱtheȱsonataȱasȱ‘formȱofȱfreeȱdevelopment’ȱ(Rosen,ȱ
1990:83);ȱ[2]ȱHegel’sȱnotionȱofȱmusicȱasȱ‘completeȱwithdrawalȱintoȱsubjectivity’,ȱ
citedȱinȱZoltaiȱ(1970:243)ȱfromȱHegelȱ(1955:806).

29. Improvisationȱwasȱanȱintrinsicȱpartȱofȱtheȱeuroclassicalȱtradition.ȱBach,ȱHandel,ȱ
MozartȱandȱBeethovenȱwereȱfamousȱnotȱonlyȱasȱcomposersȱbutȱalsoȱasȱimprovisers.ȱ

30. Lingȱ(1989:173)ȱcitingȱWeberȱ(1977).ȱSeeȱalsoȱsectionȱonȱnotation,ȱp.ȱ121,ȱff.
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Still,ȱevenȱthoughȱtheȱclassicalȱsymphonyȱcouldȱneverȱhaveȱacquiredȱits
senseȱofȱdramaticȱnarrativeȱwithoutȱ aȱ legacyȱofȱ affectsȱ fromȱ theȱBaȬ
roqueȱera,ȱmanyȱexpertsȱstillȱregardȱtheȱEuropeanȱinstrumentalȱclassics
asȱABSOLUTEȱMUSIC.ȱAsȱDahlhausȱ(1988:56)ȱexplains:

‘EarlyȱGermanȱromanticismȱdatesȱbackȱtoȱtheȱ1790sȱwithȱWackenroder’s

andȱTieck’sȱmetaphysicȱofȱinstrumentalȱmusic,ȱaȱmetaphysicȱthatȱlaid
theȱfoundationsȱofȱnineteenthȬcenturyȱmusicȱaestheticsȱandȱreignedȱvirȬ
tuallyȱunchallengedȱevenȱinȱtheȱdecadesȱofȱfinȬdeȬsiècleȱmodernism.’32

Thatȱmetaphysicȱlivedȱonȱthroughȱmuchȱofȱtheȱtwentiethȱcentury.ȱEven
Adorno’sȱhitȱlistȱofȱlisteningȱtypes33ȱisȱclearlyȱHegelianȱandȱmusicȱisȱstill
sometimesȱ taughtȱasȱ ifȱ itȱwereȱatȱ itsȱbestȱwhenȱdivorcedȱ fromȱwords

andȱtheȱvisualȱarts.34ȱPolarisingȱtheȱissueȱforȱpurposesȱofȱclarity,ȱitȱcould
beȱsaidȱ thatȱkeepersȱofȱ theȱABSOLUTEȱMUSICȱsealȱcondemnedȱmusic,ȱ if
deemedȱbad,ȱtoȱtheȱaestheticȱpurgatoryȱofȱentertainmentȱorȱprimitive

ritual;ȱifȱdeemedȱgood,ȱtheyȱraisedȱitȱtoȱtheȱloftyȱrealmsȱofȱArt.ȱIt’sȱno
exaggerationȱ toȱsayȱ thatȱaȱ largeȱproportionȱofȱmusicologicalȱscholarȬ
shipȱsinceȱAȱBȱMarx35ȱhasȱbeenȱdevotedȱtoȱpropagatingȱanȱarsenalȱof
termsȱ andȱmethodsȱdescribingȱ theȱ complexitiesȱ ofȱEuropeanȱ instruȬ
mentalȱmusicȱinȱtheȱclassicalȱtraditionȱatȱtheȱexpenseȱofȱotherȱmusics.

Amongȱ thoseȱ ‘inferiorȱothers’ȱweȱ findȱnotȱonlyȱ theȱmusicȱofȱpeoples
colonisedȱorȱenslavedȱbyȱ theȱEuropeanȱcapitalistȱclassesȱ(‘primitive’),

butȱalsoȱtheȱ‘lightȱmusic’ȱ(Trivialmusik)ȱofȱtheȱnineteenthȬcenturyȱEuroȬ
peanȱproletariatȱoppressedȱbyȱtheȱsameȱrulingȱclassesȱ(‘entertainment’).

ThatȱdeprecationȱofȱlowȬbrowȱbyȱhighȬbrowȱisȱcallous,ȱtoȱsayȱtheȱleast,

31. Rosen’sȱhistoricalȱaccountȱ(1976:155)ȱofȱtheȱclassicalȱVienneseȱsymphonyȱstressesȱ
thisȱpoint.ȱ…ȱ‘[T]heȱapplicationȱofȱdramaticȱtechniqueȱandȱstructureȱtoȱ“absoluteȱ
music”ȱ…ȱwasȱtheȱnaturalȱoutcomeȱofȱanȱageȱwhichȱsawȱtheȱdevelopmentȱofȱtheȱ
symphonicȱconcertȱasȱaȱpublicȱevent.ȱTheȱsymphonyȱwasȱforcedȱtoȱbecomeȱaȱdraȬ
maticȱperformance,ȱandȱitȱaccordinglyȱdevelopedȱnotȱonlyȱsomethingȱlikeȱaȱplot,ȱ
withȱaȱclimaxȱandȱaȱdénouement,ȱbutȱalsoȱaȱunityȱofȱtone,ȱcharacterȱandȱactionȱitȱ
hadȱonlyȱpartiallyȱreachedȱbefore.’ȱ

32. Forȱdiscussions,ȱexplanationsȱandȱcritiquesȱofȱtheȱ‘GreatȱEpistemicȱDivide’ȱinȱEuroȬ
peanȱthought,ȱpleaseȱsee,ȱforȱexample,ȱBhaskarȱ(1975,ȱ1979,ȱ1987),ȱConnertonȱ(1989),ȱ
Lakoffȱ&ȱJohnsonȱ(1979:189Ȭ193).ȱSeeȱalsoȱTaggȱ&ȱClaridaȱ(2003:27Ȭ29).

33. SeeȱAdornoȱ(1941:32Ȭ48;ȱ1976:1Ȭ20),ȱMiddletonȱ(1990:57Ȭ60).
34. ThisȱprocessȱisȱdescribedȱinȱdetailȱbyȱZoltaiȱ(1970: 177Ȭ261).ȱ
35. AdolfȱBernhardȱMarxȱ(1795Ȭ1866):ȱseeȱnoteȱ11,ȱp.89.
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becauseȱtheȱFrenchȱRevolutionȱofȱ1789ȱandȱtheȱCodeȱNapoléonȱofȱ1804
wouldȱneverȱhaveȱmaterialisedȱwithoutȱtheȱsupportȱandȱsacrificeȱofȱthe
popularȱmajority.ȱDespiteȱ thatȱ support,ȱ theȱ bourgeoisȱ revolutionȱ reȬ
negedȱonȱtheȱpromiseȱofȱlibertyȱandȱequalityȱforȱallȱasȱitȱbetrayedȱthe
fourthȱestateȱ(workers,ȱpeasants,ȱetc.).ȱYouȱdon’tȱhaveȱtoȱbeȱaȱprofessor
ofȱpoliticalȱhistoryȱtoȱworkȱoutȱthatȱdeprivationȱdirectlyȱaffectsȱpeople’s
relationshipȱtoȱmusic,ȱasȱtheȱfollowingȱsimpleȱpointsȱdemonstrate.

• Theȱlessȱmoneyȱyouȱhave,ȱtheȱlessȱyouȱcanȱaffordȱconcertȱtickets,ȱ
instruments,ȱrehearsalȱandȱperformanceȱspace,ȱmusicalȱtuition,ȱetc.

• Theȱlessȱmoneyȱyouȱhave,ȱtheȱmoreȱcrowdedȱyourȱlivingȱconditionsȱ
willȱbe,ȱtheȱlessȱroomȱyouȱwillȱhaveȱforȱmusicalȱinstruments,ȱandȱ
theȱmoreȱlikelyȱyouȱwillȱdisturbȱyourȱneighboursȱwhenȱyouȱmakeȱ
music,ȱorȱbeȱdisturbedȱbyȱthemȱwhenȱtheyȱmakeȱmusic.

• Theȱlessȱleisureȱtimeȱyouȱhave,ȱtheȱlessȱlikelyȱyouȱareȱableȱtoȱtryȱoutȱ
otherȱmusicsȱthanȱthoseȱreadilyȱaccessibleȱtoȱyouȱandȱtheȱlessȱlikelyȱ
youȱareȱtoȱoptȱforȱmusicȱrequiringȱpatientȱlisteningȱorȱyearsȱofȱtrainȬ
ingȱtoȱperformȱyourself.

• Theȱnoisierȱyourȱworkȱandȱleisureȱenvironments,ȱtheȱlessȱuseȱyouȱ
haveȱforȱmusicȱinaudibleȱinȱthoseȱenvironments,ȱorȱforȱmusicȱ
demandingȱthatȱyouȱlistenȱorȱperformȱinȱaȱconcentratedȱfashionȱ
withoutȱdisturbanceȱorȱinterruption.

Bearingȱtheseȱpointsȱinȱmind,ȱWackenroder’sȱ‘rightȱway’ȱofȱrelatingȱto
musicȱ (p.94)ȱwouldȱbeȱoutȱofȱ theȱquestionȱunderȱ theȱconditionsȱ that
mostȱpeopleȱhadȱ toȱendureȱ inȱ industrialȱcitiesȱacrossȱnineteenthȬcenȬ
turyȱEurope.ȱNorȱwereȱtheȱoldȱmusicalȱwaysȱofȱtheȱcountrysideȱmuch

ofȱanȱalternative.ȱApartȱfromȱtheȱfactȱthatȱmusicȱconnectedȱwithȱtheȱcyȬ
cleȱofȱ theȱ seasonsȱwasȱnotȱ suitedȱ toȱ lifeȱ inȱanȱ industrialȱ town,ȱmost

membersȱofȱtheȱnewȱworkingȱclassȱwereȱrefugeesȱfromȱsemiȬfeudalȱreȬ
pressionȱinȱtheȱcountrysideȱwhoȱhadȱlittleȱreasonȱtoȱidealiseȱtheirȱrural
pastȱinȱmusicalȱorȱanyȱotherȱterms.ȱInstead,ȱtheȱoldȱfolkȱmusicȱwasȱreȬ
placedȱbyȱstreetȱballads,ȱlowȬchurchȱhymns,ȱmusicȱhallȱtunes,ȱpopular
airsȱfromȱoperaȱandȱoperetta,ȱdanceȱtunes,ȱmarchesȱandȱsoȱon.ȱItȱwas

thisȱmusicalȱfareȱthatȱnineteenthȬcenturyȱmusicȱauthoritiesȱbrandedȱas
light,ȱ trivial,ȱ trite,ȱ crude,ȱ shallow,ȱ lowȬbrow,ȱ commercial,ȱ ephemeral

entertainmentȱ inȱ contrastȱ toȱ theȱ deep,ȱ serious,ȱ classical,ȱ highȬbrow,
transcendentalȱArtȱofȱlastingȱvalueȱwhichȱtheyȱprized.ȱMajorȱfiguresȱin
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musicologyȱwereȱ instrumentalȱ inȱpropagatingȱ thisȱviewȱofȱhighȱand
lowȱinȱmusic.ȱForȱexample,ȱHugoȱRiemannȱ(1901:ȱ313)ȱdismissedȱpopuȬ
larȱmusicȱasȱembodyingȱ‘theȱlowestȱmusicalȱinstinctsȱofȱtheȱmassesȱadȬ
dictedȱ toȱarseholeȱart.’36ȱSuchȱovertȱcontemptȱ forȱ theȱpopularȱclasses
andȱtheirȱmusicȱmayȱstrikeȱusȱasȱbothȱvulgarȱandȱelitistȱbutȱevenȱthose
charitableȱburghersȱwhoȱsoughtȱtoȱraiseȱtheȱmusicalȱstandardsȱofȱthe
massesȱunwittinglyȱadopted,ȱ throughȱ theirȱeffortsȱ toȱ improveȱothers
lessȱfortunateȱthanȱthemselves,ȱaȱpositionȱofȱculturalȱsuperiority.ȱSo,ȱthe
firstȱprobableȱreasonȱ forȱ theȱstayingȱpowerȱofȱabsolutistȱaestheticsȱ in
EuropeȱisȱthatȱitȱworkedȱforȱaȱlongȱtimeȱasȱaȱreliableȱmarkerȱofȱclassȱmemȬ
bership.ȱEvenȱtoday,ȱadvertsȱforȱfinancialȱservicesȱareȱmuchȱmoreȱcomȬ
monȱ onȱ classicalȱ formatȱ radioȱ thanȱ onȱ popȱ orȱ countryȱ stations.
However,ȱtheȱCLASSICALȱMUSICȱ=ȱHIGHȱCLASSȱequationȱdidȱnotȱworkȱonly
asȱaȱsocioculturalȱindicator.ȱ

Membersȱofȱtheȱnewȱrulingȱclassesȱfacedȱaȱseriesȱofȱmoralȱdilemmas,

theȱmostȱstrikingȱofȱwhichȱisȱprobablyȱthatȱbetweenȱtheȱmonetaryȱprofit
imperativeȱofȱ theȱ capitalistȱ systemȱandȱ theȱ charitableȱ imperativesȱof
Christianity.ȱ ‘Sellȱallȱ thatȱ thouȱhastȱandȱgiveȱuntoȱ theȱpoor’ȱ rhymed

badlyȱwithȱpayingȱyourȱemployeesȱasȱ littleȱasȱpossibleȱ toȱproduceȱas
muchȱasȱpossibleȱorȱwithȱsendingȱchildrenȱtoȱworkȱdownȱtheȱmine.ȱAs
aȱbusinessmanȱinȱaȱ‘free’ȱmarketȱwithȱ‘free’ȱcompetition,ȱitȱmightȱease
yourȱconscienceȱ ifȱyouȱcouldȱdrawȱclearȱdividingȱ linesȱbetweenȱyour
businessȱandȱyourȱreligion,ȱbetweenȱworkȱandȱleisure,ȱpublicȱandȱpriȬ
vate,ȱpersonalȱandȱsocial,ȱmoralsȱandȱmoney,ȱetc.ȱAnyȱconceptualȱsysȬ
temȱ rubberȬstampingȱ suchȱpolaritiesȱwouldȱofferȱwelcomeȱ reliefȱand
helpȱyouȱ sleepȱatȱnight.ȱSeenȱ inȱ thisȱ light,ȱevenȱ theȱmostȱoutréȱ stateȬ
mentsȱofȱRomanticȱmusicȱmetaphysics37ȱhaveȱtoȱbeȱtakenȱseriouslyȱbeȬ

36. ‘[D]enȱniedrigstenȱmusikalischenȱInstinktenȱderȱMengeȱhuldigende[n]ȱAfterkunst’.ȱ
Afterȱliterallyȱmeansȱ‘arsehole’ȱinȱGermanȱ(cf.ȱtheȱaftȱofȱaȱboat,ȱwhatȱisȱ‘behind’ȱorȱatȱ
theȱ‘backȱend’).ȱAȱBȱMarxȱ(seeȱfootnotesȱ11ȱȱp.ȱ89,ȱ28ȱȱp.ȱ96,ȱ41ȱȱp.ȱ102)ȱusedȱtheȱwordȱ
inȱtheȱsameȱwayȱasȱRiemann.ȱThanksȱtoȱPeterȱWickeȱ(Berlin)ȱforȱtheseȱreferencesȱ
andȱforȱhelpȱwithȱGermanȱnuancesȱofȱmeaning.ȱ

37. i.e.ȱWackenroder’sȱ‘utterȱsubmersion’,ȱTieck’sȱ(andȱSchopenhauer’sȱandȱWagner’s)ȱ
‘infiniteȱyearning’,ȱLamennais’ȱ‘infiniteȱbeauty’,ȱ‘idealȱmodel’,ȱ‘eternalȱessence’ȱ
ratherȱthanȱthingsȱasȱtheyȱare,ȱRousseau’sȱ‘ilȱn’yȱaȱrienȱdeȱbeauȱqueȱceȱquiȱn’estȱpas’,ȱ
Hegel’sȱ‘retreatȱintoȱinnerȱfreedom…ȱfromȱcontent’ȱ(matter),ȱetc.
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causeȱ theȱ institutionalisedȱ conceptȱ ofȱ ABSOLUTEȱ MUSICȱ providedȱ an
ethicalȱgetȬoutȱclause:ȱifȱlisteningȱtoȱmusicȱinȱtheȱ‘rightȱway’ȱwasȱaȱmatȬ
terȱofȱtheȱemotions,ȱofȱtheȱMUSICȱITSELFȱandȱnothingȱelse,ȱthenȱgoodȱbusiȬ
nessȱoughtȱtoȱbeȱaȱmatterȱofȱmakingȱmoney,ȱBUSINESSȱITSELFȱandȱnothing
else.ȱOr,ȱtoȱputȱitȱanotherȱway,ȱfeelingȱcompassionȱorȱanyȱotherȱ‘irreleȬ
vant’ȱ emotionȱ whileȱmakingȱmoneyȱ wouldȱ beȱ asȱ inappropriateȱ as
thinkingȱ aboutȱmoneyȱwhenȱ listeningȱ toȱ instrumentalȱmusicȱ inȱ the
‘right’ȱwayȱ(seeȱp.94).ȱToȱputȱitȱinȱaȱnutshell,ȱMUSICȱISȱMUSICȱ(ABSOLUTEȱMUȬ
SIC)ȱcanȱonlyȱexistȱinȱtheȱsameȱwayȱasȱORDERSȱAREȱORDERSȱorȱBUSINESSȱ IS
BUSINESS.ȱAllȱthreeȱstatementsȱareȱofȱcourseȱtautologicalȱnonsense,ȱothȬ
erwiseȱthereȱwouldȱbeȱnoȱmusicȱindustry,ȱnoȱWarȱCrimesȱTribunalȱand
noȱInternationalȱMonetaryȱFund;ȱbutȱthatȱisn’tȱtheȱpointȱbecauseȱtheȱefȬ
fectsȱofȱtheȱpracticesȱcharacterisedȱbyȱsuchȱconceptualȱabsolutismȱand
byȱtheȱideologicalȱpurposesȱitȱservesȱareȱstillȱpainfullyȱreal.ȱTheȱconcepȬ
tualȱdissociationȱofȱmoneyȱfromȱmorality,ȱmilitaryȱordersȱfromȱethics,
andȱtheȱworldȱoutsideȱmusicȱfromȱmusic,ȱallȱillustrateȱtheȱwayȱinȱwhich

capitalistȱ ideologyȱ canȱ isolateȱ andȱ alienateȱ ourȱ subjectivityȱ fromȱ inȬ
volvementȱinȱsocial,ȱeconomicȱandȱpoliticalȱprocesses.ȱWeȱareȱinȱother
wordsȱbackȱtoȱtheȱissueȱofȱdualȱconsciousnessȱraisedȱatȱtheȱstartȱofȱthe
prefaceȱtoȱthisȱbook.

RefocusingȱonȱMUSICȱISȱMUSIC,ȱweȱneedȱtoȱmentionȱoneȱfinalȱreasonȱfor
theȱstayingȱpowerȱofȱmusicalȱabsolutism.ȱI’mȱreferringȱhereȱtoȱtheȱway

inȱwhichȱmembersȱofȱtheȱhauteȬbourgeoisie,ȱalreadyȱonȱtopȱofȱsociety’s
monetaryȱpyramid,ȱcouldȱeasily,ȱbyȱclaimingȱtheȱartisticȱhighȱgroundȱof
musicalȱ tasteȱ transcendingȱmundaneȱmaterialȱreality,ȱconvinceȱ themȬ
selvesȱthatȱtheyȱwereȱsuperiorȱtoȱtheȱmassesȱinȱmoreȱthanȱmerelyȱmonȬ
etaryȱterms:ȱtheyȱcultivatedȱwhatȱestablishedȱexpertsȱagreedȱwasȱgood
tasteȱ inȱmusic,ȱ theyȱadoptedȱtheȱ ‘rightȱway’ȱofȱ listeningȱ toȱtheȱ ‘right’
music;ȱlesserȱmortalsȱdidȱnot.ȱByȱtheoreticallyȱlocatingȱtheirȱmusicalȱexȬ
perienceȱoutsideȱ theȱmaterialȱworld,ȱ theȱprivilegedȱ classesȱwereȱnot
onlyȱableȱtoȱfeelȱsuperior:ȱtheyȱcouldȱalsoȱdivertȱattentionȱfromȱtheȱfact
thatȱitȱwasȱtheyȱwhoȱexertedȱtheȱrealȱpower,ȱtheyȱwhoȱenjoyedȱtheȱreal
materialȱprivileges,ȱactuallyȱinȱtheȱmaterialȱworld.

Inȱthisȱhistoricalȱcontext,ȱtheȱRomanticȱmetaphysicsȱofȱmusicȱandȱitsȱnoȬ
tionȱofȱABSOLUTEȱMUSIC,ȱbothȱofȱwhichȱbecameȱcornerstonesȱinȱtheȱcapiȬ
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talistȱstate’sȱmusicalȱestablishment,ȱcanȱbeȱseenȱasȱessentialȱsuppliesȱin
theȱconceptualȱsurvivalȱkitȱofȱbourgeoisȱsubjectivity.ȱIt’sȱforȱsuchȱreaȬ
sonsȱhardlyȱ surprisingȱ ifȱacademicȱ institutionsȱ inȱaȱ societyȱ stillȱgovȬ
ernedȱbyȱ theȱ sameȱbasicȱmechanismsȱofȱ capitalȱaccumulation38ȱhave
untilȱrecentlyȱpropagatedȱconceptualȱsystemsȱvalidatingȱdissociationȱof
theȱsubjective,ȱindividual,ȱintuitive,ȱemotionalȱandȱcorporealȱfromȱthe
objective,ȱcollective,ȱmaterial,ȱrationalȱandȱintellectual.ȱIt’sȱalsoȱhistoriȬ
callyȱlogicalȱthatȱthisȱsameȱdissociationȱshouldȱaffectȱourȱunderstandȬ
ingȱ ofȱmusicȱ andȱdance,ȱ theȱmostȱ clearlyȱ affectiveȱ andȱ corporealȱ of
symbolicȱsystems,ȱwithȱparticularȱseverity.ȱThatȱdissociationȱlivesȱonȱin
ourȱcultureȱevenȱoutsideȱtheȱeuroclassicalȱsphere.ȱȱȱȱ

Postmodernistȱabsolutismȱandȱtextȱdenial

RememberȱRameau’sȱ fictitiousȱnephewȱbackȱ inȱ1762ȱandȱhisȱ idealȱof
musicȱmakingȱwithȱnoȱmindȱcontrol?ȱOrȱTieckȱandȱWackenroder’sȱdream
ofȱmusicȱ freedȱ fromȱhavingȱtoȱdepictȱdistinctȱemotionsȱandȱ theirȱ idealȱ lisȬ
tenerȱ fullyȱ surrenderingȱ toȱ theȱwellingȱ torrentȱ ofȱ sensations,ȱ disregarding
everyȱdisturbingȱthought?39ȱNowȱcompareȱthatȱwithȱtheseȱthreeȱquotes.

[1]ȱ ‘Theȱpointȱ is…ȱ[to]ȱoverthrow…ȱ theȱpowerȱstructureȱ inȱyourȱown

head.ȱTheȱenemyȱisȱtheȱmind’sȱtendencyȱtoȱsystematise,ȱtoȱsewȱupȱexpeȬ
rience.ȱ[…]ȱTheȱgoalȱ[is]ȱinȱOBLIVION’.ȱ(Reynolds,ȱ1987)40

ȱ[2]ȱ ‘[T]heȱpowerȱofȱpopȱliesȱnotȱinȱitsȱmeaningȱbutȱinȱitsȱnoise,…ȱthe
nonȬsignifying,ȱextraȬlinguisticȱelementsȱ thatȱdefyȱ“contentȱanalysis”:
theȱgrainȱofȱtheȱvoice,ȱtheȱmaterialityȱofȱtheȱsound,ȱtheȱbiologicalȱeffect
ofȱtheȱrhythm,ȱtheȱfascinationȱofȱtheȱstar’sȱbody’.ȱ(Reynolds,ȱ1990)40

[3]ȱ‘Rockȱandȱrollȱisȱcorporealȱandȱ“invasive”…ȱ[W]ithoutȱtheȱmediation

ofȱmeaning,ȱtheȱsheerȱvolumeȱandȱrepetitiveȱrhythmsȱofȱrockȱandȱroll
produceȱaȱrealȱmaterialȱpleasureȱforȱitsȱfans.’ȱ(Grossberg,ȱ1990:ȱ113)

38. SeeȱKȱMarx:ȱGrundrisseȱ(1973:ȱ221Ȭ223).ȱ
39. TheȱfullȱquotesȱstartȱwithȱDiderot’sȱLeȱneveuȱdeȱRameauȱonȱpageȱ93.
40. Sources:ȱ[1]ȱReynoldsȱ(1987,ȱhisȱcapitals),ȱcitedȱinȱMichelsenȱetȱal.ȱ(2000:262);ȱ[2]ȱ

Reynoldsȱ(1990:10),ȱcitedȱbyȱMichelsenȱetȱal.ȱ(2000:259Ȭ260).ȱHere’sȱaȱfourthȱquote.ȱ
‘Musicȱexcitesȱtheȱbodyȱtoȱautomaticȱmovement,ȱanȱexhilarationȱthatȱdefeatsȱboreȬ
domȱandȱinspiresȱinsight…ȱMusicȱgivesȱtheȱbodyȱcontrolȱoverȱitself,ȱgrantingȱperȬ
sonalȱfreedomȱandȱrevealingȱsexualȱpotential.’ȱ(Lull,ȱ1992:29Ȭ30).
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It’sȱworthȱnotingȱfirstȱthatȱaversionȱtoȱtheȱideaȱofȱmusicȱmediatingȱanyȬ
thingȱ butȱ itselfȱ isn’tȱ theȱ onlyȱ commonȱ denominatorȱ betweenȱ angloȬ
phoneȱ pomorockologyȱ inȱ theȱ lateȱ twentiethȱ centuryȱ andȱ theȱmusical

metaphysicsȱofȱGermanȱromanticismȱinȱtheȱlateȱeighteenthȱbecause,ȱas
Tableȱ3Ȭ1ȱ(p.103)ȱshows,ȱbothȱtraceȱaȱsimilarȱpathȱfromȱradicalȱalternaȬ
tiveȱtoȱinstitutionalȱnormȱwithȱtheȱfollowingȱtraits.ȱ[1]ȱAȱcanonicȱreperȬ
toireȱisȱestablishedȱ(rowȱ4ȱinȱTableȱ3Ȭ1).ȱ[2]ȱSubjectivityȱandȱindividual
freedomȱareȱpromotedȱasȱkeyȱnotionsȱ(rowȱ7).ȱ[3]ȱAȱstrongȱrelationship
withȱpoliticalȱpowerȱdevelopsȱ(rowsȱ9Ȭ10).ȱ[4]ȱTheȱeducationalȱinstituȬ
tionalisationȱofȱeachȱbodyȱofȱmusicȱtakesȱplaceȱaȱgenerationȱorȱsoȱafter
theȱ apogeeȱ ofȱ theȱ originalȱmusicalȱdevelopmentȱ subjectedȱ toȱ subseȬ
quentȱcanonisationȱ(rowsȱ1Ȭ2ȱinȱTableȱ3Ȭ1).41ȱ

Ossificationȱ (rowȱ4ȱ inȱTableȱ3Ȭ1)ȱofȱ theȱEuropeanȱ classicalȱ repertoire
causesȱfewȱeyebrowsȱtoȱbeȱraised:ȱit’sȱseenȱasȱtheȱnatureȱofȱtheȱbeast,ȱso
toȱspeak.ȱLessȱcommonȱknowledgeȱisȱthatȱsimilarȱtendenciesȱdeveloped
inȱtheȱanglophoneȱworldȱofȱpopȱandȱrockȱmusic:ȱwhereasȱalbumȱcharts
fromȱtheȱ1960sȱandȱ1970sȱincludedȱveryȱfewȱreȬissues,ȱbackȱcatalogue
accountedȱforȱtheȱmajorityȱofȱpopȱsalesȱinȱ2000.42ȱSuchȱprocessesȱofȱrepȬ
ertoireȱconsolidationȱandȱconservationȱoccurȱafterȱanȱ initialȱperiodȱof
musicalȱinnovationȱassociatedȱwithȱsocialȱchangeȱ(rowȱ8).ȱTheseȱprocȬ
essesȱ alsoȱ includeȱ theȱ adoptionȱandȱpatronageȱbyȱ stateȱorȱ corporate
powerȱofȱmusicȱthatȱwasȱseenȱasȱatȱleastȱinappropriate,ȱsometimesȱeven
asȱaȱthreat,ȱinȱtheȱrecentȱpast.ȱ

41. Forȱexample,ȱtheȱcityȱofȱBerlinȱsawȱitsȱfirstȱhighȬrankingȱ(classical)ȱmusicȱacademicȱ
aȱgenerationȱafterȱBeethovenȱcomposedȱhisȱfifthȱsymphonyȱandȱitsȱfirstȱprofessorȱofȱ
popularȱmusicȱaȱgenerationȱafterȱtheȱBeatles’ȱSergeantȱPepperȱalbum.ȱAȱBȱMarxȱwasȱ
appointedȱMusicalȱDirectorȱofȱtheȱcity’sȱuniversity’sȱinȱ1830ȱandȱPeterȱWickeȱwasȱ
appointedȱprofessorȱatȱtheȱHumboldtȱUniversity’sȱForschungszentrumȱpopuläreȱMusikȱ
inȱtheȱearlyȱ1990s.ȱThisȱdoesȱnotȱmeanȱthatȱWickeȱorȱAȱBȱMarxȱareȱtheȱproblem;ȱtheȱ
systemȱrepresentedȱbyȱtheȱestablishedȱinstitutions,ȱhowever,ȱis.

42. Seeȱpp.95Ȭ96ȱforȱdiscussionȱofȱdeadȱcomposersȱandȱtheirȱdominationȱofȱtheȱFrenchȱ
concertȬhallȱrepertoireȱbyȱ1870.ȱSeeȱalsoȱlistingsȱinȱJoelȱWhitburn’sȱTopȱLPsȱ1945Ȭ
1972ȱ(1973b).ȱAccordingȱtoȱKarenȱCollins,ȱwhoȱfromȱ1997ȱtoȱ1999ȱranȱtheȱmusicȱsecȬ
tionȱofȱFutureȱShopȱ(Canada’sȱsecondȱlargestȱrecordȱretailers)ȱinȱKitchenerȱ
(Ontario),ȱitȱwasȱcompanyȱpolicyȱtoȱaimȱforȱ60%ȱsalesȱofȱbackȱcatalogue:ȱ‘That’sȱ
whereȱallȱtheȱmarginȱis’ȱwasȱtheȱmessageȱcirculatedȱtoȱstaffȱinȱaȱcorporateȱeȬmail.



Tagg: Music’s Meanings — 3. The epistemic oil tanker 103

Table 3-1:  Classical and popular music as institutionalised fields of study

OneȱobviousȱUKȱexampleȱofȱ stateȱ sanctioningȱ (rowȱ9)ȱ isȱ theȱ concert
heldȱ inȱBuckinghamȱPalaceȱgardensȱ inȱ Juneȱ2002,ȱ toȱcelebrateȱQueen
Elizabethȱ II’sȱ fiftyȱyearsȱonȱ theȱ throne.43ȱAȱsuccessionȱofȱageingȱrock
stars,ȱ includingȱEricȱClapton,ȱBrianȱWilson,ȱRayȱDaviesȱandȱSirȱPaul
McCartney,ȱtroopedȱonȱstageȱtoȱperformȱaȱstringȱofȱtunesȱfromȱtheȱlate
sixtiesȱandȱearlyȱseventies.44ȱSirȱisȱperhapsȱaȱparticularlyȱreliableȱindiȬ
catorȱofȱtheȱprocessȱbecauseȱveryȱfewȱpopularȱmusicȱknighthoodsȱ(botȬ

classicalȱmusicȱstudies popularȱmusicȱstudies

1.ȱinitialȱperiod 1830sȬ1860sȱ 1970sȬ2000s

2.ȱinstitutionsȱ
created

conservatories,ȱdepartmentsȱ
ofȱmusicȱandȱmusicology

performingȱartsȱcolleges,ȱsocialȱ
scienceȱandȱmediaȱcoursesȱ

3.ȱmusicalȱheritageȱ instrumentalȱ‘classical’ firstȱjazz,ȱthenȱpop/rockȱ

4.ȱossificationȱ
tendencies

Musicȱbyȱdeadȱcomposersȱ
graduallyȱdominates

1960s:ȱfewȱreȬissuesȱinȱcharts;ȱ
2000:ȱ60%ȱofȱsalesȱbackȱcatalogue

5.ȱmusicalȱlinguaȱ
franca

CentralȱEuropean,ȱ
mainlyȱGermanic

AngloȬAmerican

6.ȱglobalȱhegemony Europeanȱcolonialism USȱimperialism

7.ȱlibertiesȱandȱattiȬ
tudeȱtoȱpleasure

liberationȱofȱtheȱego,ȱemoȬ
tionality,ȱpostponedȱgratificaȬ
tion

liberationȱofȱtheȱid,ȱcorporeality,ȱ
consumerism,ȱimmediateȱgratifiȬ
cation

8.ȱhegemonicȱclassȱ
movement

risingȱcapitalistȱmerchantȱ
classȱagainstȱfeudalȱaristocȬ
racyȱandȱabandonedȱfourthȱ
estate

nouveauȱricheȱagainstȱoldȱ
‘cultured’ȱcapitalismȱandȱnewȱ
lumpenproletariat

9.ȱexamplesȱofȱstateȱ
appropriationȱandȱ
sanctioningȱinȱUK

Händelȱ(massȱappeal)ȱ
becomesȱHandel,ȱmusicalȱ
representativeȱofȱUKȱstateȱ
powerȱ

Queen’sȱjubilee:ȱBrianȱMay,ȱEricȱ
Clapton,ȱBrianȱWilson;ȱAbbaȱ
songsȱonȱsymphonyȱorchestraȱ
repertoire

10.ȱUKȱofficial
honoursȱbestowed

(selection)

Knighthoods:ȱA.ȱSullivan,ȱC.V.ȱ
Stanford,ȱC.H.H.ȱParry,ȱE.ȱ
Elgar,ȱR.ȱVaughanȱWilliams,ȱ
A.ȱBliss,ȱW.ȱWalton,ȱM.ȱTipȬ
pett,ȱP.ȱMaxwellȱDavies,ȱR.R.ȱ
Bennett,ȱJ.ȱTavener

Knighthoods:ȱCliffȱRichard,ȱ
AndrewȱLloydȱWebber,ȱGeorgeȱ
Martin,ȱPaulȱMcCartney,ȱBobȱGelȬ
dof,ȱTomȱJones,ȱEltonȱJohn,ȱMickȱ
Jagger.ȱDame:ȱVeraȱLynn,ȱShirleyȱ
Bassey.ȱOBE:ȱVanȱMorrison;ȱMBE:ȱ
RingoȱStarr,ȱGeorgeȱHarrison

43. ShownȱonȱBBC1,ȱ2002Ȭ06Ȭ02ȱ&PartyȱatȱtheȱPalace.ȱ
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tomȱofȱTableȱ3Ȭ1)ȱexistedȱbeforeȱThatcherȱcameȱtoȱpowerȱinȱ1979,ȱsince
whenȱBritsȱhaveȱbeenȱpresentedȱwithȱSirȱCliffȱRichard,ȱSirȱPaulȱMcCaȬ
rtney,ȱSirȱEltonȱ John,ȱRobertȱGeldofȱKBE,ȱSirȱGeorgeȱMartin,ȱSirȱAnȬ
drewȱ LloydȱWebber,ȱ SirȱMichaelȱ Jagger,ȱ Sirȱ Tomȱ Jonesȱ andȱ Dame

ShirleyȱBassey.45ȱ

Ifȱtheȱincorporationȱofȱpreviouslyȱoppositionalȱmusicȱintoȱestablished
powerȱ structuresȱ hadȱ onlyȱ beenȱ aȱmatterȱ ofȱ honoraryȱ titles,ȱ things
wouldȱnotȱbeȱsoȱbad.ȱUnfortunately,ȱtheȱoldȱepistemicȱpatternsȱunderȬ
pinningȱ theȱdualȱ consciousnessȱ thatȱpreventsȱ individualsȱ fromȱ inteȬ
gratingȱ subjectiveȱ andȱ objectiveȱ aspectsȱ ofȱ (musical)ȱ lifeȱ haveȱ been
muchȱmoreȱsubstantiallyȱboostedȱbyȱtheȱwayȱinȱwhichȱ(notȱbyȱtheȱfact
that!)ȱvariousȱformsȱofȱpopularȱmusicȱhaveȱbecomeȱacademicallyȱinstiȬ
tutionalisedȱonȱtwoȱfronts:ȱknowledgeȱinȱandȱknowledgeȱaboutȱmusic

(seeȱp.115,ff.).ȱInȱtheȱfirstȱofȱtheseȱ(theȱ‘pop/rockȱconservatoire’)ȱreperȬ
toireȱ canonsȱ andȱnationalȱ examsȱwereȱ established,ȱ firstȱ forȱ jazzȱ and
laterȱforȱrockȱperformance,ȱnotȱjustȱtoȱlegitimiseȱthoseȱmusicsȱandȱthose
whoȱroseȱsociallyȱwithȱthemȱ(rowȱ8ȱinȱTableȱ3Ȭ1),ȱbutȱalsoȱtoȱmeetȱthe
neoȬmanagerialȱmonster’sȱinsatiableȱappetiteȱforȱillusoryȱindicatorsȱof
educationalȱ value.46ȱ Theseȱ standardisationȱ mechanismsȱ haveȱ often
madeȱ itȱhardȱforȱeducatorsȱtoȱfindȱroomȱonȱtheȱcurriculumȱforȱmusic

stillȱ inȱdynamicȱ interactionȱwithȱextramuralȱ reality,ȱwhileȱbudgetȱ reȬ

44. Theȱstarsȱandȱtheirȱsongsȱ(withȱreferenceȱtoȱoriginalȱrecordings)ȱwere:ȱEricȱClapton:ȱ
Laylaȱ(Derekȱ&ȱtheȱDominoes,ȱ1970);ȱBrianȱWilsonȱGodȱOnlyȱKnowsȱandȱGoodȱVibraȬ
tionsȱ(BeachȱBoys,ȱ1966a,b);ȱRayȱDavies:ȱLolaȱ(Kinks,ȱ1970);ȱSirȱPaulȱMcCartney:ȱ
BlackbirdȱandȱHeyȱJudeȱ(Beatles,ȱ1968).ȱOtherȱageingȱUKȱrock/popȱstarsȱatȱtheȱeventȱ
includedȱOzzyȱOsbourne,ȱStevieȱWinwood,ȱSirȱTomȱJonesȱandȱSirȱCliffȱRichard.ȱ

45. OBEȱ=ȱOfficerȱofȱtheȱOrderȱofȱtheȱBritishȱEmpire,ȱhigherȱthanȱMBEȱbutȱlowerȱthanȱ
knighthoodȱ(‘Sir’/‘Dame’/‘KBE’/‘DBE’)ȱinȱtheȱleagueȱtableȱofȱUKȱroyalȱhonours.ȱ
PopularȱmusicȱhighȱhonoursȱpreȬThatcher:ȱHarryȱLauderȱ(KBE),ȱVeraȱLynnȱ(DBE),ȱ
GracieȱFieldsȱ(DBE).ȱBritishȱeuroclassicalȱcomposersȱknightedȱsinceȱThatcherȱcameȱ
toȱpower:ȱMalcolmȱArnold,ȱRichardȱRodneyȱBennett,ȱHarrisonȱBirtwistle,ȱElizabethȱ
Maconchy,ȱPeterȱMaxwellȱDavies,ȱAndrzejȱPanufnik,ȱJohnȱTavener.ȱGavinȱBryars,ȱ
BrianȱFerneyhoughȱandȱAlexanderȱGoehrȱhaveȱyetȱtoȱmakeȱit.

46. Assessment,ȱaccountability,ȱenhancement,ȱexcellence,ȱoutcome,ȱqualityȱassurance,ȱbenchȬ
marking,ȱleagueȱtablesȱandȱotherȱKafkaesqueȱconceptsȱreduceȱtheȱcomplexȱqualitativeȱ
realitiesȱofȱȱteaching,ȱlearningȱandȱresearchȱtoȱtheȱbureaucraticȱabsurdityȱofȱoneȬ
dimensionalȱschemesȱofȱquantification.ȱItȱstillȱhurtsȱmeȱjustȱtoȱwriteȱthoseȱwords,ȱletȱ
aloneȱspeak,ȱreadȱorȱhearȱthem.ȱForȱaȱcritiqueȱofȱtheseȱdestructiveȱpractices,ȱpleaseȱ
readȱAudititis,ȱaȱrampantȱcontagionȱatȱ) tagg.org/rants/audititis/audititis.html#AUT.

tagg.org/rants/audititis/audititis.html#AUT
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strictionsȱoftenȱcauseȱproblemsȱinȱkeepingȱupȱwithȱtheȱchangesȱinȱmeȬ
diaȱtechnologyȱthatȱmusicȱtechnologyȱgraduatesȱwillȱhaveȱtoȱconfront
inȱtheȱoutsideȱworld.ȱ

However,ȱmoreȱdamagingȱtoȱtheȱdevelopmentȱofȱanalyticalȱperspective
presentedȱinȱthisȱbookȱhasȱbeenȱtheȱinvertedȱmusicalȱabsolutismȱthatȱwas

soȱ fashionable,ȱ atȱ leastȱ inȱ theȱ anglophoneȱworldȱ aroundȱ 1990ȱ and
which,ȱlikeȱtheȱoldȬstyleȱartȬmusicȱabsolutismȱdiscussedȱearlier,ȱexhibȬ
itsȱavidȱaversionȱtoȱmakingȱlinksȱbetweenȱmusicȱasȱsoundȱonȱtheȱone
handȱandȱitsȱmeanings,ȱusesȱandȱfunctionsȱonȱtheȱother.ȱInvertedȱmusiȬ
calȱabsolutismȱhasȱitsȱownȱarticlesȱofȱfaithȱasȱpartȱofȱanȱirrationalȱbelief
systemȱandȱstillȱrulesȱtheȱroostȱinȱaȱsignificantȱnumberȱofȱinstitutions
supposedlyȱdevotedȱ toȱstudiesȱofȱculture,ȱ includingȱmusic.ȱ I’mȱreferȬ
ringȱ hereȱ toȱ what,ȱ inȱ theȱ contextȱ ofȱ popularȱ musicȱ studies,ȱ Iȱ call
pomorockologyȱandȱwhoseȱtendenciesȱareȱexemplifiedȱinȱtheȱthreeȱnumȬ
beredȱquotesȱonȱpageȱ101.

There’sȱnoȱroomȱhereȱtoȱprovideȱmuchȱdetailȱaboutȱtheȱriseȱandȱfallȱof
‘postmodernist’ȱapproachesȱtoȱmusicȱandȱIȱtakeȱtheȱlibertyȱofȱreferring
readersȱelsewhereȱforȱaȱfullerȱaccount.47ȱItȱis,ȱhowever,ȱimportantȱtoȱunȬ
derstandȱitsȱbasicȱproblems,ȱnotȱleastȱbecauseȱitȱcirculatedȱwidelyȱinȱthe
nonȬmusoȱhumanitiesȱandȱsocialȱsciencesȱbeforeȱgainingȱanyȱfoothold
inȱmusicology.ȱ

Itȱwasȱaroundȱ1980ȱthatȱ‘postmodernist’ȱapproachesȱtoȱmusicȱseemedȱto
takeȱrootȱamongȱradicalȱanglophoneȱintellectualsȱwho,ȱthroughȱlackȱof
anythingȱ elseȱ theyȱ couldȱunderstandȱ aboutȱmusicȱhad,ȱ soȱ toȱ speak,
nothingȱtoȱreadȱbutȱAdorno.48ȱTheȱmostȱstrikingȱtraitsȱinȱAdorno’sȱwritȬ
ingsȱ onȱpopularȱmusicȱ are:ȱ [1]ȱ ignoranceȱ ofȱ theȱmusicȱ onȱwhichȱhe
passesȱ judgement;ȱ [2]ȱabsenceȱofȱmusicalȬstructuralȱ levelsȱofȱ concreȬ
tion;ȱ[3]ȱabsenceȱofȱempiricalȱevidenceȱ(sociological,ȱanthropological,ȱor
otherwise)ȱtoȱsupportȱhisȱtheorising.49ȱMoreȱdirectlyȱinfluentialȱonȱrock
criticismȱinȱparticularȱwasȱAdorno’sȱprotégéȱHerbertȱMarcuseȱwhoȱin
theȱ 1960sȱpopularisedȱ theȱ socialȬcriticalȱphilosophyȱ ofȱ theȱFrankfurt
Schoolȱ amongȱ radicalȱUSȱ students,ȱ includingȱ foundingȱRollingȱStone

47. SeeȱTLTT:ȱ66Ȭ89ȱ–ȱ‘PomoȬrockology,ȱconsumerismȱandȱtheȱ“liberationȱofȱtheȱid”’.
48. SeeȱGrahamȱMurdock’sȱcommentsȱinȱTLTT:ȱ81Ȭ82.ȱ
49. ForȱmoreȱonȱAdornoȱandȱpopularȱmusic,ȱseeȱTLTT,ȱpp.ȱ41Ȭ43.
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columnistȱ JonȱLandauȱandȱpioneerȱrockȱhistorianȱCarlȱBelzȱ (1969).ȱ It
wasȱfromȱtheseȱoriginsȱamongȱupperȱmiddleȬclassȱstudentsȱofȱphilosoȬ
phy,ȱliteratureȱandȱsociologyȱ—notȱmusic—ȱthatȱaȱliteraryȱstyleȱofȱrock
journalismȱdevelopedȱwhichȱpromotedȱsubversionȱandȱspontaneityȱas
keyȱcriteriaȱofȱ ‘authenticity’.50ȱToȱcutȱaȱ longȱstoryȱshort,ȱwhileȱ inȱ the
1960sȱandȱ1970sȱrockȱcriticsȱofȱthisȱschoolȱconcernedȱthemselvesȱwith

radicalismȱandȱalternativeȱpolitics,ȱusingȱtermsȱlikeȱTHEȱSPIRITEDȱUNDERȬ
DOG,ȱ orȱ BODYȱ MUSICȱ THATȱ ENTERTAINSȱ ANDȱ PROVOKES,ȱ theȱ discourse
shifted,ȱasȱrockȱbecameȱpartȱofȱtheȱmassȱmediaȱestablishment,ȱinȱtheȱdiȬ
rectionȱofȱNOISEȱandȱOBLIVION,ȱawayȱfromȱOPPOSITIONȱandȱSUBVERSION.
Characteristicȱwasȱtheȱinsistenceȱon,ȱtoȱuseȱReynolds’ȱownȱwords,ȱ‘muȬ
sic’sȱnonȬsignifyingȱelementsȱthatȱdefyȱ“contentȱanalysis”’.51ȱLikeȱHeȬ
gel’sȱconnoisseurȱ‘fulfilledȱbyȱtheȱmusicȱonȱitsȱown’ȱandȱWackenroder’s

idealȱlistenerȱ‘disregardingȱeveryȱdisturbingȱthought’,ȱpomorockology

promotedȱaȱMUSICȱISȱMUSICȱaestheticȱinȱwhichȱrefusalȱtoȱconsiderȱmusic

asȱaȱmeaningfulȱsignȱsystemȱbecameȱanȱarticleȱofȱfaith.ȱTheȱoriginsȱof
thisȱproblemȱlieȱpartlyȱinȱtheȱhistoryȱofȱCulturalȱStudies.ȱ

MostȱCulturalȱStudiesȱpioneersȱexaminedȱ theȱverbalȱorȱvisualȱmedia,

i.e.ȱ theȱ symbolicȱ systemsȱ privilegedȱ inȱ publicȱ educationȱ andȱ those
whichȱwereȱtechnicallyȱreproducibleȱforȱteachingȱpurposesȱatȱtheȱtime:

‘literally,ȱtheȱsortȱofȱthingȱyouȱcouldȱphotocopy’,ȱasȱSimonȱFrithȱonce
putȱit.52ȱTheirȱconcernȱwithȱmusic,ȱatȱleastȱasȱweȱmusosȱunderstandȱthe
word,ȱseemedȱwithȱfewȱexceptionsȱtoȱbeȱsporadic,ȱunsystematicȱorȱmarȬ
ginal.53ȱIndeed,ȱthereȱwasȱlittleȱpointȱinȱphotocopyingȱmusicalȱnotation
ifȱneitherȱ studentsȱnorȱ teachersȱ couldȱdecipherȱ it.ȱMoreȱ importantly,

thereȱwas,ȱasȱseveralȱcolleaguesȱinȱculturalȱandȱcommunicationȱstudies

50. Michelsenȱ(1993:63)ȱandȱTLTT:43.ȱMichelsenȱetȱal.ȱ(2000)ȱchartȱtheȱcourseȱofȱAngloȬ
USȱrockȱcriticismȱfromȱjournalismȱintoȱtheȱacademy,ȱregisteringȱrecurrentȱthemesȱinȱ
theȱdevelopmentȱofȱtheȱrockologistȱcanon.ȱForȱmoreȱdetails,ȱseeȱTLTT: ȱ64Ȭ65).ȱThisȱ
literaryȱtraditionȱoftenȱseemsȱtoȱhaveȱaȱLeavisiteȱagenda.ȱItȱusesȱtheȱmagicȱarguȬ
mentȱofȱ‘authenticity’ȱtoȱconfirmȱtheȱmusicalȱtastesȱofȱtheȱfaithfulȱandȱtoȱbringȱconȬ
vertsȱintoȱtheȱfold.ȱIt’sȱalsoȱcharacterisedȱbyȱremarkableȱscribalȱsleightȱofȱhandȱandȱ
sometimesȱbyȱverbalȱvirtuosityȱparadingȱasȱintellectualȱorȱaestheticȱauthority.

51. Forȱdetailsȱofȱquotes,ȱseeȱTLTT:65.ȱTheȱfullȱReynoldsȱquoteȱisȱno.2ȱonȱpageȱ101.
52. Phoneȱconversation,ȱ2002Ȭ06Ȭ17.ȱ
53. AmongȱtheȱexceptionsȱtoȱthisȱtrendȱareȱofȱcourseȱFrithȱ(1983,ȱ1996)ȱandȱLaingȱ(1969,ȱ

1985).ȱI’mȱonlyȱdiscussingȱgeneralȱtendenciesȱhere,ȱnotȱtheȱexceptions.
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haveȱpointedȱout,ȱnothingȱmuchȱtoȱreadȱinȱEnglishȱatȱthatȱtimeȱabout
musicȱexceptȱAdorno.54ȱForȱexample,ȱwhenȱaskedȱoverȱ theȱphoneȱ in
2002ȱwhyȱheȱ thoughtȱCulturalȱStudiesȱscholarsȱhadȱengagedȱsoȱ little
withȱmusicȱasȱtext,ȱDaveȱLaingȱreplied:55

‘[T]hereȱwasn’tȱmuchȱoutȱthereȱbyȱmusicologists,ȱexceptȱforȱlonersȱlike
Wilfridȱ[Mellers].ȱButȱthere’sȱmoreȱtoȱit.ȱIȱthinkȱAdornoȱgotȱinȱtheȱway.

HeȱhadȱhighȬartȱandȱleftȬwingȱcredȱthatȱsuitedȱtheȱwayȱthingsȱwereȱgoȬ
ingȱinȱsociologyȱ[and]ȱCulturalȱStudies.ȱ[H]isȱ‘OnȱPopularȱMusic’ȱreinȬ
forced…ȱprejudicesȱaboutȱtheȱpopularȬclassicalȱsplit.ȱWeȱknewȱthatȱpop
musicȱhadȱdifferentȱvaluesȱ(intensionalȱversusȱextensionalȱandȱsoȱon)
andȱmusicologyȱseemedȱmostlyȱtoȱbeȱaboutȱnotesȱonȱtheȱpage.ȱBesides,
[popularȱmusic]ȱwasȱsoȱmuchȱaboutȱstyleȱandȱclothesȱandȱaȱwayȱofȱlife,
notȱjustȱaboutȱtheȱmusicȱandȱdefinitelyȱnotȱaboutȱnotes.ȱSo,ȱIȱdon’tȱthink
itȱevenȱoccurredȱtoȱusȱtoȱaskȱanyoneȱinȱtheȱMusicȱDepartmentȱ[and]ȱI
don’tȱthinkȱanyȱofȱusȱwereȱreallyȱawareȱofȱethnomusicologyȱeither.’

Laing’sȱretrospectiveȱtiesȱinȱwithȱtheȱ justifiedȱquestioningȱofȱmusicolȬ
ogy’sȱusefulness,ȱasȱexpressedȱbyȱtheȱnonȬmusoȱcolleaguesȱwhoȱinȱthe
1980sȱaskedȱmeȱforȱaȱmusicologicalȱexplanationȱofȱpopȱvideosȱ(p.3,ff.)
andȱwhichȱ firstȱpromptedȱmeȱ toȱ thinkȱaboutȱwritingȱ thisȱbook.ȱThat
said,ȱconventionalȱmusicology’sȱgeneralȱinabilityȱtoȱdealȱwithȱrelations
betweenȱmusicalȱtextȱandȱcontextȱwasn’tȱtheȱonlyȱproblemȱbecauseȱ it
takesȱtwoȱtoȱtangoȱandȱatȱleastȱtwoȱtoȱdecideȱnotȱto.ȱNorȱdoesȱitȱexplain
theȱparadoxȱwherebyȱpomoȱrockȱcriticsȱdevelopedȱtheirȱownȱvariantȱof
theȱABSOLUTEȱMUSICȱvalueȱaestheticsȱwhichȱcharacterisedȱ theȱconvenȬ
tionalȱtypeȱofȱmusicologyȱwhoseȱlegitimacyȱtheyȱcriticised.

54. See,ȱforȱexample,ȱinterviewȱwithȱGrahamȱMurdockȱinȱTaggȱ(ed.ȱ1980:ȱ66Ȭ72).
55. 2002Ȭ07Ȭ01.ȱDaveȱLaing’sȱanswerȱexistsȱinȱaȱfullerȱversion,ȱcompleteȱwithȱtheȱellipsesȱ

I’veȱremovedȱhereȱforȱreasonsȱofȱclarityȱandȱspace,ȱinȱTLTT:ȱ82.ȱIt’sȱalsoȱworthȱquotȬ
ingȱpartȱofȱPeterȱWicke’sȱexplanationȱofȱtheȱreluctanceȱofȱCulturalȱStudiesȱscholarsȱ
toȱdealȱwithȱmusicȱasȱtext.ȱ‘FirstȱIȱthinkȱit’sȱbecause…ȱtheyȱjustȱdidn’tȱknowȱhowȱtoȱ
describeȱsoundȱinȱaȱpreciseȱwayȱandȱdidn’tȱwantȱtoȱappearȱhandicapped…ȱThenȱIȱ
thinkȱthereȱwasȱaȱpseudoȬpoliticisationȱwhenȱtheyȱtriedȱtoȱexplainȱmusicȱinȱsocialȱ
terms…ȱGoingȱintoȱtheȱmusicȱmeansȱconfrontingȱotherȱexperiences,ȱnotȱjustȱyourȱ
own….Theyȱwouldȱhaveȱhadȱtoȱtheoriseȱtheirȱsocialȱpositionȱinȱrelationȱtoȱothers,ȱ
butȱtheyȱoftenȱjustȱmystifiedȱtheirȱownȱculturalȱexperienceȱinstead’ȱ(phoneȱconverȬ
sationȱwithȱtheȱauthorȱ2002Ȭ07Ȭ01).
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Theȱfactȱthatȱmusicȱbecameȱ—andȱlargelyȱremained—ȱaȱ‘troublesome

appendageȱtoȱCulturalȱStudies’ȱisȱfrustratinglyȱclearȱtoȱthoseȱofȱusȱwho

haveȱworkedȱasȱmusicians.56ȱApartȱfromȱtheȱfactȱthatȱtheȱlastȱtoȱbeȱhired
andȱfirstȱtoȱbeȱfiredȱasȱstaffȱmemberȱatȱBirminghamȱUniversity’sȱfamous

CCCSȱwasȱ itsȱonlyȱmusicologist,57ȱ itȱhasȱoftenȱbeenȱdishearteningȱ to
registerȱthatȱtheȱeffortsȱweȱmakeȱasȱmusiciansȱtoȱpresentȱsoundȱxȱrather
thanȱyȱtoȱproduceȱeffectȱzȱinȱcontextsȱa,ȱbȱorȱcȱareȱusuallyȱpassedȱoverȱin
silenceȱbyȱnonȬmusoȱcolleaguesȱsupposedlyȱstudyingȱmusic.ȱI’veȱeven
feltȱlikeȱtheȱinferiorȱpartnerȱinȱanȱunequalȱmarriageȱwhereȱI’mȱexpected
toȱenthuseȱaboutȱBaudrillardȱandȱ ‘embeddedness’ȱwhileȱveryȱ fewȱof
myȱCulturalȱStudiesȱcolleaguesȱbotherȱtoȱfindȱoutȱwhatȱpentatonicism
orȱsynthȱpresetsȱareȱallȱabout,ȱorȱtoȱunderstandȱhowȱstructuringȱsounds
inȱdifferentȱwaysȱrelatesȱtoȱtheȱsocioculturalȱcontextsȱinȱwhichȱthey’re
producedȱandȱused.ȱStill,ȱhoweverȱannoyingȱsuchȱ lackȱofȱ reciprocity
mayȱbe,ȱgripingȱaboutȱitȱwillȱnotȱimproveȱmatters.ȱIt’sȱbetterȱtoȱexplain.

OneȱproblemȱwithȱCulturalȱStudiesȱwasȱthatȱitȱhadȱbyȱtheȱ1980sȱbecome

theȱvictimȱofȱitsȱownȱsuccess.ȱHavingȱstartedȱwithȱaȱdemocraticȱagenda,
includingȱstudiesȱofȱculturalȱidentitiesȱformedȱaroundȱvariousȱtypesȱof
popularȱmusicȱ(youthȱsubcultures),58ȱtheȱBirminghamȱschoolȱattracted
acolytesȱ likeȱmothsȱ toȱaȱ flameȱ fromȱaȱwideȱ rangeȱofȱdisciplines.ȱThe
Centreȱ consequentlyȱneededȱ toȱmaintainȱ itsȱ identityȱbyȱprovidingȱ a
commonȱepistemologicalȱumbrellaȱforȱallȱ thoseȱnewȱrecruitsȱfromȱall
thoseȱdifferentȱdisciplines.ȱTheȱensuingȱtheoreticalȱsuperstructureȱthat
swelledȱtoȱunmanageableȱproportionsȱwasȱlargelyȱbasedȱonȱwhatȱMatȬ
telartȱandȱNeveuȱ(1996)ȱcallȱ(inȱFrench)ȱLaȱ‘FrenchȱTheory’.ȱItȱfeatured
figuresȱlikeȱBarthes,ȱBaudrillard,ȱBourdieu,ȱDerrida,ȱDeleuze,ȱFoucault,
Kristeva,ȱLacan,ȱLyotardȱandȱ(later)ȱŽižekȱasȱheroesȱofȱtheȱarchetypal
pomoȱ bibliography.59ȱMembersȱ ofȱ thisȱ disciplinarilyȱ heterogeneous
bunchȱofȱscholarsȱ(linguists,ȱ literaryȱcritics,ȱphilosophers,ȱsocialȱtheoȬ

56. TheȱTROUBLESOMEȱAPPENDAGEȱepithetȱisȱFrancoȱFabbri’sȱ(emailȱ1995Ȭ06Ȭ23).ȱ
57. TheȱmusicologistȱwasȱDickȱBradley;ȱseeȱBradleyȱ(1992)ȱandȱTaggȱ(ed.ȱ1980:ȱ73Ȭ79).ȱ
58. e.g.ȱStanleyȱCohen’sȱFolkȱDevilsȱandȱMoralȱPanicsȱ(1972),ȱPaulȱWillisȱ(1974)ȱonȱbikerȬ

boyȱculture,ȱand,ȱmostȱinfluentially,ȱDickȱHebdigeȱonȱsubcultureȱ(1979).
59. Byȱemphasisingȱtheȱritualȱnatureȱofȱpomoȱreferenceȱtoȱsuchȱauthor[itie]sȱI’mȱinȱnoȱ

wayȱimplyingȱthatȱtheirȱideasȱareȱuseless!ȱThere’sȱjustȱnoȱroomȱhereȱtoȱdiscussȱtheirȱ
prosȱandȱcons.ȱ‘Battleȱofȱtheȱbibliographies’ȱisȱaȱphraseȱcoinedȱbyȱBarskyȱ(1997).ȱ
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rists,ȱbutȱnotȱaȱsingleȱmuso)ȱfeaturedȱasȱmandatoryȱauthoritiesȱtoȱwhich

countlessȱwritersȱseemedȱobligedȱtoȱreferȱinȱtextsȱemanatingȱfromȱthe
postmodernistȱestablishment.60ȱThisȱpracticeȱhasȱhadȱ twoȱdeplorable
sideȬeffects:ȱ[1]ȱthoseȱwhoȱdon’tȱcomplyȱwithȱitsȱimperativesȱcanȱbeȱosȬ
tracisedȱfromȱtheȱinstitutionalȱcommunityȱitȱhelpsȱdefine;61ȱ[2]ȱtheory
sectionsȱofȱwritingsȱaboutȱanyȱculturalȱphenomenonȱoftenȱswellȱtoȱludiȬ
crousȱproportions,ȱleavingȱlittleȱorȱnoȱroomȱforȱempiricalȱorȱstructural
investigation,ȱthatȱisȱassumingȱthatȱsuchȱpracticesȱareȱallowedȱatȱallȱin
extremistȱpomoȱcircles.ȱMattelartȱandȱNeveuȱ(1996ȱ§69)ȱdoȱnotȱmince

wordsȱaboutȱsuchȱmetaȬtheoreticalȱexcesses.

‘FacedȱwithȱaȱworldȱwhoseȱcomplexityȱisȱnoȱmoreȱthanȱaȱconvenientȱsloȬ
gan,ȱCulturalȱStudiesȱtookȱupȱtheȱchallengeȱbyȱintroducingȱanȱabusive
inflationȱofȱmetaȬdiscoursesȱratherȱthanȱbyȱinvestigatingȱaȱtheoryȱofȱthat
complexity.’62

Theȱfactȱthatȱyouȱareȱreadingȱtheseȱwordsȱrightȱnowȱmeansȱthatȱeven
thisȱbookȱisȱblightedȱbyȱtheȱproblem.ȱIȱcannotȱavoidȱtheȱissueȱandȱcanȬ
notȱpretendȱ thatȱ theseȱobstaclesȱ toȱourȱunderstandingȱofȱmusicȱdon’t
existȱbecauseȱtheyȱareȱstillȱwidelyȱacceptedȱinȱcirclesȱwhere,ȱatȱleastȱin
anglophoneȱ academe,ȱ theȱveryȱpeopleȱ I’mȱwritingȱ forȱ actuallyȱwork

andȱstudy.ȱIt’sȱregrettableȱhavingȱtoȱdevoteȱsoȱmuchȱtimeȱtoȱunravelling
misconceptionsȱ inȱorderȱ toȱ focusȱonȱwhatȱ reallyȱneedsȱ toȱbeȱwritten

about,ȱbutȱIȱshallȱpersevere.63

60. AȱgoodȱideaȱofȱtheȱsortȱofȱlitanyȱI’mȱreferringȱtoȱcanȱbeȱseenȱonȱtheȱPostmodernismȱ
Generatorȱatȱ)elsewhere.org/pomo/ [100927].ȱItȱjustȱgeneratedȱtwoȱpapers:ȱ[1]ȱSubculȬ
turalȱdeconstructionȱandȱtheȱpreconceptualȱparadigmȱofȱexpressionȱ(Derridaȱisȱinȱtheȱfirstȱ
sentence);ȱ[2]ȱTheȱBrokenȱSky:ȱNeocapitalistȱdematerialismȱinȱtheȱworksȱofȱJoyce,ȱwhichȱ
beginsȱlikeȱthis.ȱ‘”TruthȱisȱusedȱinȱtheȱserviceȱofȱsexistȱperceptionsȱofȱsexualȱidenȬ
tity,”ȱsaysȱSontag.ȱTheȱsubjectȱisȱcontextualisedȱintoȱaȱLyotardistȱnarrativeȱthatȱ
includesȱcultureȱasȱaȱreality.ȱTherefore,ȱMarx’sȱanalysisȱofȱneocapitalistȱdematerialȬ
ismȱimpliesȱthatȱrealityȱisȱcreatedȱbyȱtheȱcollectiveȱunconscious.’ȱ

61. ThisȱisȱsuchȱaȱseriousȱissueȱthatȱIȱcannotȱgiveȱexamplesȱevenȱinȱaȱfootnoteȱlestȱtheȱ
pomoȱpoliceȱinȱtheȱinstitutionsȱI’mȱthinkingȱofȱtakeȱitȱoutȱonȱindividualsȱopposedȱtoȱ
theirȱauthoritarianȱrégimeȱwithȱallȱitsȱantiȬauthoritarianȱslogans.ȱ

62. Theȱpassageȱcontinues:ȱ‘Itȱshouldȱbeȱrememberedȱthatȱtheȱlabelȱ“theory”ȱisȱonlyȱ
warrantedȱbyȱconceptualȱconstructionsȱwhichȱhelpȱsolveȱproblemsȱandȱwhichȱ
renewȱourȱabilityȱtoȱunderstandȱobjects…Theȱconceptualȱsophistryȱ[ofȱCulturalȱ
Studiesȱinȱtheȱ1980s]ȱconcealsȱmodesȱofȱthinkingȱwhichȱareȱdrenchedȱinȱconformityȱ
andȱwhichȱareȱunableȱtoȱtackleȱtheȱnewȱpowerȱrelationsȱthatȱariseȱwithȱtheȱgeneraliȬ
sationȱofȱtechnicalȱandȱproductiveȱsystems.’

http://www.elsewhere.org/pomo/
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TheȱsecondȱproblemȱrelatingȱtoȱCulturalȱStudiesȱinȱtheȱ1980sȱconcerns
theȱ subject’sȱ newȱ recruits.ȱUnlikeȱ theȱ babyȬboomerȱ generation,ȱ they
hadȱnoȱfirstȬhandȱexperienceȱofȱtheȱpostwarȱchangesȱinȱpopularȱculture
thatȱwereȱmusicallyȱmanifestedȱinȱtheȱformȱofȱrockȱandȱpopȱmusicȱand
whichȱwereȱ relatedȱ toȱ radicalȱ changesȱ inȱ patternsȱ ofȱ subjectivity.64
RaisedȱwithȱaȱTVȱ inȱ theȱhomeȱandȱwithȱaccessȱ toȱ24Ȭhourȱpopȱradio
channels,ȱtheȱnewȱCulturalȱStudiesȱgenerationȱenteredȱanȱ intellectual
environmentȱ thatȱ differedȱ markedlyȱ fromȱ whatȱ confrontedȱ babyȬ
boomersȱwhenȱtheyȱhadȱattendedȱuniversityȱtwentyȱyearsȱearlier.ȱThe
newȱscholarsȱalsoȱlivedȱinȱaȱveryȱdifferentȱpoliticalȱclimateȱtoȱthatȱofȱthe
1960sȱ asȱ theȱThatcherȱ andȱReaganȱ regimesȱ unleashedȱ theirȱ virulent
strainȱofȱcapitalismȱonȱtheȱpopulation.ȱWorkingȬclassȱvaluesȱofȱcommuȬ
nityȱandȱresistanceȱsufferedȱsevereȱsetbacksȱfromȱantiȬunionȱandȱantiȬ
welfareȱpolicies,ȱwhileȱleftȬwingȱintellectualsȱwereȱinȱaȱquandaryȱabout
howȱtoȱreactȱasȱtheirȱownȱsecurityȱwasȱthreatenedȱbyȱgovernmentȱcruȬ
sadesȱagainstȱ‘sociology’ȱandȱbyȱtheȱimpositionȱofȱmonetaristȱmanageȬ
mentȱmodelsȱonȱuniversities.ȱTheȱproblemȱwasȱ compoundedȱbyȱ the
apparentȱinabilityȱofȱCulturalȱStudiesȱtoȱmanageȱitsȱownȱsuccessȱinside
anȱestablishmentȱtoȱwhichȱitȱhadȱbeenȱatȱleastȱpartiallyȱopposedȱand,
perhapsȱmoreȱsignificantly,ȱ itsȱ lossȱofȱ itsȱsocialȱ footholdȱoutsideȱacaȬ
deme.65ȱOneȱsymptomȱofȱthisȱinstitutionalȱmalaiseȱwasȱthatȱoneȱofȱthe
subject’sȱmostȱinfluentialȱtheoreticalȱmodels,ȱthatȱofȱsubculturalȱopposiȬ
tion,ȱbecameȱsomethingȱofȱaȱparadoxȱonceȱitȱwasȱitselfȱpartȱofȱaȱsuccessȬ
fulȱenterprise:ȱitȱbecameȱaȱsortȱofȱacademicȱparallelȱtoȱtheȱmoreȱblatant
anomalyȱofȱcontinuingȱtoȱcelebrateȱtheȱsubversiveȱunderdogȱwhenȱrock
wasȱalreadyȱpartȱofȱtheȱbigȬbusinessȱestablishment.

TheȱmostȱobviousȱchangeȱinȱCulturalȱStudiesȱinȱtheȱ1980sȱwasȱprobably
theȱshiftȱinȱemphasisȱonȱpopularȱagencyȱawayȱfromȱactiveȱparticipation
inȱsitesȱofȱoppositionȱtoȱtheȱcelebrationȱofȱmassȬcultureȱconsumersȱas

63. Theȱamountȱofȱfootnoteȱtextȱonȱpageȱ109ȱisȱindicativeȱofȱtwoȱthings:ȱ[1]ȱIȱwantȱtoȱ
dedicateȱasȱlittleȱasȱpossibleȱofȱtheȱmainȱtextȱtoȱproblemsȱofȱpomo;ȱ[2]ȱatȱtheȱsameȱ
timeȱIȱhaveȱtoȱconvinceȱthoseȱinhabitingȱpomoȱplanetȱthatȱtheyȱwillȱneedȱtoȱconfrontȱ
otherȱargumentsȱandȱotherȱauthorsȱbeforeȱthrowingȱmyȱideasȱoutȱwithȱtheȱrubbish.

64. TheȱchangeȱfromȱBlueȱTangoȱtoȱHoundȱDog,ȱsoȱtoȱspeak;ȱseeȱTLLT:ȱ63Ȭ64.
65. SeeȱMattelartȱ&ȱNeveuȱ(1996ȱ§62)ȱforȱthisȱpartȱofȱCulturalȱStudies’ȱhistory.
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agentsȱinȱtheȱ‘constructionȱofȱmeaning’.ȱOfȱcourse,ȱinformationȱabout
audiencesȱ isȱvitalȱ toȱunderstandingȱ theȱdynamicȱofȱ anyȱ culturalȱ exȬ
changeȱbut,ȱasȱMattelartȱandȱNeveuȱ(1996:ȱ§§70,ȱ76)ȱexplain,ȱobsession
withȱtheȱnotionȱofȱtheȱaudience’sȱfreedomȱtoȱdetermineȱtheȱmeaningȱof
massȬmediatedȱmessagesȱeasilyȱobscuresȱpowerȱrelationsȱexistingȱbeȬ
tweenȱmembersȱofȱ theȱaudienceȱandȱ theȱsocioȬeconomicȱorderȱwhich

imposesȱrestrictionsȱonȱtheȱrangeȱofȱreadingsȱeffectivelyȱopenȱtoȱnegoȬ
tiation.ȱSuchȱidealisationȱofȱ‘alternativeȱreadings’ȱconstitutesȱlittleȱmore

thanȱanȱacademicȱvariationȱonȱtheȱoldȱFREEDOMȱOFȱCHOICEȱthemeȱchanted
atȱconsumersȱbyȱzealotsȱofȱtheȱ‘free’ȱmarket.66ȱThisȱchangeȱofȱfocusȱcoȬ
incidesȱwithȱtheȱreplacementȱofȱaȱpartiallyȱKeynesianȱeconomicȱpolicy
byȱneoȬliberalistȱmonetarism.ȱ Itȱalsoȱcoincidesȱwithȱpomorockology’s

abandonmentȱofȱtheȱSUBVERSIVEȱUNDERDOGȱinȱfavourȱofȱtheȱsortȱofȱDECONȬ
TEXTUALISEDȱBODYȱcelebratedȱinȱtheȱquotesȱonȱpageȱ101.67ȱ

Theȱdecontextualisedȱbodyȱisȱperhapsȱtheȱmostȱinsidiousȱarticleȱofȱfaith
toȱcomeȱoutȱofȱpostmodernistȱCulturalȱStudiesȱandȱrockȱcriticism.ȱLike
theȱidealȱofȱuninhibitedȱ‘fullȬblownȱfeelings’ȱandȱtheȱestablishmentȱof
anȱABSOLUTEȱMUSICȱaestheticȱaroundȱtheȱtimeȱofȱtheȱbourgeoisȱrevoluȬ
tion,ȱpostmodernistȱbodyismȱalsoȱcelebratedȱmusicȱinȱabsolutistȱterms

butȱwithȱoneȱsignificantȱdifference:ȱitȱbelievedȱinȱtheȱliberationȱofȱthe
bodyȱratherȱthanȱofȱtheȱemotionsȱ(theȱidȱandȱtheȱegoȱinȱrowȱ7ȱofȱTableȱ3Ȭ
1ȱȱp.ȱ103)ȱandȱitȱcelebratedȱtheȱimmediacyȱandȱ‘oneness’ȱofȱmusicalȱexȬ
perienceȱsoȱthatȱtheȱsoundȱofȱtheȱmusicȱisȱseenȱasȱinseparableȱfromȱthe
bodyȱrespondingȱtoȱit.ȱThisȱnotionȱisȱproblematicȱbecauseȱitȱimpliesȱthat
musicalȱ‘texts’ȱdon’tȱexist,ȱasȱtheȱfollowingȱanecdoteȱillustrates.

DuringȱaȱdiscussionȱIȱhadȱinȱtheȱmidȱ1990sȱwithȱsomeȱpopularȱmusic

studiesȱcolleagues,ȱtwoȱpomorockologistsȱinȱaȱstateȱofȱtextȱdenialȱheld
thatȱtheȱPercyȱSledgeȱhitȱWhenȱAȱManȱLovesȱAȱWomanȱfromȱ1966ȱwasȱnot

66. Seeȱforȱexampleȱ‘CrossȬculturalȱreadingsȱofȱDallas’ȱ(Liebesȱ&ȱKatz,ȱ1993).
67. Thisȱproblemȱisȱcentralȱtoȱanyȱstudyȱofȱpopularȱcultureȱbutȱcannotȱbeȱdiscussedȱ

here.ȱMattelartȱ&ȱNeveuȱ(1996ȱ§35)ȱsuggestȱ‘itȱwouldȱbeȱworthȱaskingȱifȱ“populist”ȱ
divaricationsȱidentifiedȱatȱtheȱendȱofȱtheȱeightiesȱmayȱnotȱhaveȱprecedentsȱinȱtheȱ
generousȱuseȱofȱtheȱlabelȱ“resistance”ȱtoȱcoverȱaȱrangeȱofȱculturalȱtraitsȱandȱpracȬ
ticesȱwhichȱmightȱjustȱasȱwellȱbeȱunderstoodȱasȱtheȱresignedȱacceptanceȱofȱdominaȬ
tion,ȱasȱtheȱadmissionȱofȱimpotenceȱbehindȱtheȱmaskȱofȱderisionȱorȱinsolence.’ȱ
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theȱsameȱ inȱ1987ȱafterȱ itsȱuseȱ inȱaȱwidelyȱdiffusedȱ jeansȱcommercial,

evenȱthoughȱtheȱmusicȱusedȱinȱtheȱadvert,ȱnotȱtoȱmentionȱtheȱsong’sȱreȬ
issueȱfollowingȱtheȱpopularityȱofȱtheȱcommercial,ȱwereȱbothȱidentical
withȱtheȱsameȱoriginalȱrecordingȱfromȱ1966.ȱTheȱpomoȱcaseȱagainstȱthis
empiricallyȱ demonstrableȱ factȱ startedȱ quiteȱ convincingly:ȱ sinceȱ the
recordȬbuyingȱandȱTVȬviewingȱpublicȱareȱtheȱultimateȱarbitersȱofȱpop’s
meaningsȱandȱvalues,ȱandȱsinceȱtheȱcontextȱofȱtheȱjeansȱcommercialȱwas

differentȱtoȱthatȱofȱtheȱsameȱrecording’sȱoriginalȱreleaseȱinȱ1966,ȱdifferȬ
entȱconnotationsȱandȱdifferentȱvaluesȱwereȱperceivedȱinȱrelationȱtoȱthe
song.ȱIȱhadȱnoȱtroubleȱwithȱthat.ȱThenȱmyȱpomoȱcolleaguesȱarguedȱthat
ifȱtheȱsameȱmusicȱdidȱnotȱcomeȱacrossȱasȱtheȱsameȱthingȱtoȱthoseȱusingȱit
inȱtheȱnewȱcontext,ȱitȱcouldȱnot ȱbeȱtheȱsameȱasȱbeforeȱbecauseȱaudiences
areȱtheȱarbitersȱofȱmusicalȱmeaning.ȱThat,ȱIȱthought,ȱwasȱaȱnonȬsequitur
because,ȱaccordingȱtoȱtheirȱlineȱofȱreasoning,ȱmusicȱwasȱdefinedȱonlyȱas
theȱresponseȱitȱreceivesȱand/orȱasȱtheȱsymbolicȱvaluesȱattributedȱtoȱitȱin
someȱcontextȱorȱother,ȱnotȱasȱandȱnotȱevenȱinȱrelationȱtoȱtheȱsonicȱtext
whichȱelicitedȱ thatȱresponseȱorȱ toȱwhichȱ thoseȱmeaningsȱwereȱattribȬ
utedȱinȱthatȱcontext.ȱTheȱfactȱthatȱcommercialȱexploitationȱofȱtheȱorigiȬ
nalȱrecording’sȱconnotationsȱwasȱdependent,ȱtwentyȱyearsȱlater,ȱonȱthe
TVȱaudience’sȱabilityȱtoȱhearȱtheȱmusic,ȱwhetherȱorȱnotȱtheyȱrecognised
itȱfromȱbefore,ȱasȱaȱparticularȱsongȱwithȱaȱparticularȱsoundȱandȱparticȬ
ularȱ connotationsȱ ratherȱ thanȱ anotherȱ songȱwithȱ anotherȱ soundȱ and
otherȱconnotationsȱdidȱnotȱseemȱtoȱmatter;ȱnor,ȱapparently,ȱdidȱtheȱfact
thatȱAtlanticȱ (Sledge’sȱ recordȱ label)ȱcashedȱ inȱonȱ theȱ sameȱ song’sȱ reȬ
newedȱpopularity,ȱunderȱnewȱ circumstancesȱandȱwithȱnewȱ connotaȬ
tions,ȱbyȱissuingȱaȱsimpleȱreȬrelease,ȱi.e.ȱwithoutȱhavingȱtoȱreȬrecordȱa
singleȱtrack,ȱwithoutȱhavingȱtoȱproduceȱaȱnewȱmusicalȱtext.68ȱ

ByȱmarginalisingȱorȱdisregardingȱtheȱmusicalȱTEXT ,ȱpomoȬrockologists
conflatedȱspecificȱsetsȱofȱculturallyȱorganisedȱsoundȱwithȱtheȱactivities

68. YouȱmightȱwantȱtoȱargueȱthatȱGAYȱwasȱnotȱtheȱsameȱwordȱinȱ2011ȱasȱitȱwasȱinȱ1910ȱ
becauseȱitsȱmeaningȱhadȱshiftedȱsoȱradically.ȱHowever,ȱalthoughȱfigurativeȱconflaȬ
tionȱofȱsignifierȱandȱsignifiedȱmayȱbeȱcommonȱinȱeverydayȱspeech,ȱit’sȱaȱdifferentȱ
matterȱifȱyouȱwantȱtoȱexplainȱtheȱprocessesȱbyȱwhichȱEnglishȬspeakingȱsexualȱ
minoritiesȱappropriatedȱmainstreamȱvocabularyȱtoȱsignifyȱtheirȱownȱidentityȱinȱ
positiveȱterms.ȱYou’dȱbeȱhardȱpushedȱtoȱdoȱsoȱconvincinglyȱifȱyouȱcouldȱnotȱdistinȬ
guishȱbetweenȱtheȱwordȱGAYȱ(‘text’)ȱandȱitsȱvariousȱmeaningsȱinȱdifferentȱcontexts!ȱ
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andȱreactionsȱtheyȱbelievedȱtoȱoccurȱinȱconnectionȱwithȱthoseȱparticular
soundsȱunderȱaȱparticularȱsetȱofȱcircumstances,ȱevenȱifȱtheyȱpresented
neitherȱevidenceȱofȱthoseȱactivitiesȱandȱreactions,ȱnorȱdetailsȱofȱtheȱconȬ
textȱtheyȱhadȱinȱmind.ȱObviously,ȱifȱnoȱmusicalȱtextȱexistsȱthereȱcanȱbe
noȱrelativelyȱautonomousȱsetȱofȱmusicalȱsoundsȱwhichȱcanȱexistȱinȱother
contextsȱwhereȱ thoseȱsameȱsoundsȱmayȱorȱmayȱnotȱbeȱ investedȱwith

differentȱmeanings,ȱgiveȱriseȱtoȱdifferentȱreactions,ȱhaveȱdifferentȱfuncȬ
tions,ȱ etc.ȱ Indeed,ȱ itȱmakesȱ youȱwonderȱwhyȱ piecesȱ ofȱmusicȱ have
namesȱandȱwhyȱthey’reȱrecordedȱifȱthey’reȱnotȱunderstoodȱasȱbeingȱat
leastȱ inȱ someȱwayȱ theȱ sameȱ underȱwhicheverȱ circumstancesȱ they’re
heard.ȱWithoutȱtheȱdialecticȱofȱtextȱandȱcontext,ȱallȱthatȱremainsȱisȱjust
oneȱidealisedȱandȱabsoluteȱcontextȱ(pomoȱabsolutism)ȱorȱoneȱidealised
textȱ(romanticistȱabsolutism).ȱPutȱinȱsimpleȱsemioticȱterms,ȱwhereasȱthe
oldȱmusicalȱabsolutismȱhadȱpotentialȱsignifiersȱbutȱnoȱsignifieds,ȱpomo

absolutismȱhadȱonlyȱpotentialȱsignifiedsȱbutȱnoȱsignifiers.ȱWhichever

wayȱyouȱlookȱatȱit,ȱsemiosisȱisȱoutȱofȱtheȱquestion.ȱSuchȱaȱstandpointȱis
clearlyȱofȱnoȱuseȱifȱyouȱwantȱtoȱknowȱhowȱmusicȱcommunicatesȱwhat

toȱwhom,ȱbutȱ itȱmustȱbeȱaȱgodsendȱ toȱanyoneȱwithȱaȱcanonicȱaxeȱ to
grind:ȱwithȱsemanticsȱandȱpragmaticsȱoutȱofȱ theȱpicture,ȱ theȱcoastȱ is
clearȱforȱpropagatingȱanȱauthoritarianȱviewȱofȱmusic,ȱnotȱsoȱmuchȱbeȬ
causeȱ socioȬsemioticȱ evidenceȱ isȱ inadmissibleȱasȱbecauseȱ itȱhasȱbeen
abolished.ȱByȱmystifyingȱtextȱandȱdisregardingȱcontext,ȱRomanticȱmuȬ
sicȱmetaphysicsȱcouldȱrankȱwaysȱofȱrespondingȱtoȱmusicȱonȱaȱscaleȱof
arbitraryȱ aestheticȱ excellenceȱ compatibleȱwithȱ bourgeoisȱ notionsȱ of
subjectivity.ȱByȱmystifyingȱcontextȱandȱabolishingȱ text,ȱpomoȬrockolȬ
ogyȱdidȱ theȱsameȱ inȱreverseȱ forȱ theȱ latterȬdayȱ ideologyȱofȱconsumerȬ
ism.69ȱ

TheȱgistȱofȱtheȱargumentȱisȱthatȱpomoȬrockology’sȱsociallyȱdecontextuȬ
alisedȱbodyȱinȱanȱidealisedȱ‘absoluteȱcontext’ȱisȱnoȱbetterȱthanȱconvenȬ
tionalȱ musicology’sȱ idealised,ȱ sociallyȱ decontextualisedȱ emotions

expressedȱinȱanȱidealisedȱ‘absoluteȱtext’.ȱBodyismȱmayȱinȱfactȱbeȱworse

69. ThereȱisȱnoȱroomȱhereȱtoȱpursueȱtheȱlinksȱbetweenȱpomorockologyȱandȱconsumerȬ
ismȱ(bodyism’sȱ‘liberationȱofȱtheȱid’,ȱsexȱfixation,ȱimmediateȱgratification,ȱconsumȬ
eristȱregression,ȱcompulsionsȱthroughȱdysfunctionalȱobjectȱrelations,ȱetc.).ȱForȱ
more,ȱpleaseȱseeȱTLTT:ȱ70Ȭ73,ȱ76Ȭ77.ȱSeeȱalsoȱnextȱpage.
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inȱoneȱsense,ȱbecauseȱwhileȱconventionalȱmusicologyȱreliesȱatȱleastȱon
syntaxȱandȱdiataxis,ȱpomoȬrockologyȱ speculatesȱaboutȱpop/rockȱaesȬ
thetics,ȱviewingȱ semanticsȱwithȱ suspicionȱandȱ throwingȱbothȱ syntax
andȱpragmaticsȱoutȱtheȱwindow.70ȱIndeed,ȱif,ȱasȱseemsȱtoȱbeȱtheȱcaseȱin
extremeȱpomorockology,ȱthereȱisȱnoȱmusicalȱtext,ȱthenȱthereȱcanȱbeȱneiȬ
therȱpragmatics,ȱnorȱsyntax,ȱnorȱevenȱsemanticsȱbecause,ȱsoȱtoȱspeak,
theȱmusicȱ ISȱ THEȱBODYȱ (orȱviceȱversa)ȱ inȱnoȱ specificȱ socialȱcontext;ȱor
ratherȱ(whichȱamountsȱtoȱtheȱsameȱthing),ȱmusicȱISȱtheȱbodyȱinȱoneȱimȬ
plicit,ȱidealised,ȱabsoluteȱandȱ‘seamless’ȱcontext.ȱIfȱthatȱisȱtheȱcase,ȱwe

aren’tȱsoȱmuchȱdealingȱwithȱaȱlatterȬdayȱvariantȱofȱHanslick’sȱabsolutist
claimȱthatȱmusicȱisȱ‘nothingȱotherȱthanȱtonalȱformsȱinȱmovement’71ȱ(MUȬ
SICȱISȱMUSIC),ȱbutȱwithȱsomethingȱevenȱmoreȱmetaphysical:ȱtheȱISȱofȱpoȬ
morockologistȱ aestheticsȱ conflatesȱ musicȱ withȱ theȱ bodyȱ insteadȱ of
clarifyingȱparticularȱ typesȱofȱrelationshipȱbetweenȱ theȱ two,ȱwhileȱ the
body,ȱdevoidȱofȱsocialȱcontext,ȱremainsȱaȱculturallyȱundefinedȱentity.ȱ

Theȱproblemȱshouldȱbeȱclearȱenough.ȱByȱconflatingȱsignifierȱwithȱsigniȬ
fied,ȱmediumȱwithȱmessage,ȱmessageȱwithȱresponse,ȱresponseȱwithȱtext
andȱtextȱwithȱcontext,ȱpomorockology,ȱlikeȱtheȱfinanceȱcapitalismȱunȬ
derȱwhichȱ itȱ grewȱ andȱ flourished,ȱ createdȱ anȱ inscrutableȱ blackȱ box
whoseȱcontentsȱwereȱhiddenȱfromȱview.ȱAllȱthoseȱconstituentȱpartsȱof
semiosisȱwereȱconceptuallyȱimprisoned,ȱinaccessible,ȱinvisible,ȱnameȬ
less.ȱAllȱweȱgotȱtoȱseeȱwasȱtheȱbox,ȱtheȱpackaging.ȱThisȱreificationȱofȱan
abstractionȱwhichȱobscuresȱtheȱmaterialȱandȱsocialȱdynamicsȱofȱmusic

seemsȱtoȱmirrorȱlargerȱcontemporaryȱprocessesȱofȱreificationȱtooȱfaithȬ
fullyȱforȱitȱtoȱbeȱinterpretedȱasȱaȱhistoricalȱfluke,ȱespeciallyȱinȱviewȱof
otherȱcoincidencesȱbetween,ȱforȱinstance,ȱtheȱcelebrationȱofȱrockȱintenȬ
sionalityȱandȱconsumerism’sȱdependenceȱonȱ immediateȱgratification,
orȱbetweenȱtheȱabandonmentȱofȱrock’sȱSUBVERSIVEȱUNDERDOGȱandȱtheȱdisȬ
mantlingȱofȱtheȱwelfareȱstate.72ȱViewedȱfromȱthisȱperspective,ȱitȱseems

thatȱpomoȬrockologyȱhelpedȱ createȱ theȱ impressionȱ ofȱ anȱ inscrutable
monolithȱofȱpowerȱinȱwhichȱtheȱpoliticalȱeconomy,ȱitsȱideology,ȱculture

70. Syntax,ȱsemanticsȱandȱpragmaticsȱareȱexplainedȱonȱpageȱ158ȱandȱinȱtheȱGlossary.ȱSeeȱ
theȱstartȱofȱChapterȱ11ȱforȱexplanationsȱofȱsyntaxȱandȱdiataxis.

71. Seeȱpageȱ89ȱforȱcompleteȱHanslickȱquote.
72. Forȱmore,ȱpleaseȱseeȱTLTT:ȱ70Ȭ73,ȱ76Ȭ77.ȱ
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andȱpatternsȱofȱsubjectivityȱwereȱ fusedȱ intoȱaȱseamlessȱ ‘postmodern’

whole.ȱTheȱpointȱisȱthatȱifȱoneȱtypeȱofȱsubjectiveȱexperienceȱofȱaȱmusical

textȱinȱaȱparticularȱcontextȱisȱconfusedȱwithȱtheȱmusicȱasȱtext,ȱandȱifȱthat
experienceȱisȱconflatedȱwithȱtheȱspecificȱculturalȱcontextȱinȱwhichȱitȱocȬ
curs,ȱthenȱthereȱcanȱbeȱnoȱnegotiationȱofȱmeaningȱbetweenȱtextȱandȱconȬ
text.ȱWithȱ theȱ effectiveȱ denialȱ ofȱ suchȱ negotiation,ȱ individualȱ and
collectiveȱexperiencesȱofȱmusicȱareȱboundȱtoȱbeȱconceptualisedȱasȱ inȬ
scrutableȱandȱmonolithic.ȱIt’sȱinȱthisȱwayȱthatȱcanonicȱCORPOREALȱOBLIVȬ
IONȱcanȱbeȱunderstoodȱasȱaȱconsumeristȱvariationȱonȱtheȱoldȱabsolutist
themeȱ ofȱmusicȱ asȱ UTTERȱ SUBMERSION,ȱ INFINITEȱ YEARNINGȱ orȱ ETERNALȱ ESȬ
SENCE.ȱInȱshort,ȱitȱshouldȱbeȱobviousȱbyȱnowȱthatȱpostmodernistȱabsoȬ
lutismȱwillȱbeȱofȱasȱofȱlittleȱuseȱasȱitsȱeuroclassicalȱcounterpartȱinȱgetting
toȱgripsȱwithȱmattersȱofȱmusicalȱmeaning.ȱȱȱ ȱȱ

Musicalȱknowledges
TheȱstayingȱpowerȱofȱABSOLUTEȱMUSIC,ȱbeȱ itȱpackagedȱasȱ ‘classical’ȱor
‘postmodernist’,ȱ isȱreflectedȱ inȱandȱreinforcedȱbyȱ theȱ institutionalȱorȬ
ganisationȱofȱmusicalȱknowledge.ȱThisȱsymbiosisȱofȱ institutionalȱand
valueȬaestheticȱcategoriesȱisȱfuelledȱbyȱtheȱintrinsicallyȱalogogenicȱand
largelyȱnonȬdenotativeȱnatureȱ ofȱmusic.ȱTheȱproblemȱ canȱbeȱunderȬ
stoodȱinȱtermsȱofȱfiveȱanomalies,ȱoneȱofȱwhichȱhasȱalreadyȱbeenȱmenȬ
tionedȱseveralȱtimes:ȱmusic’sȱ lowlyȱstatusȱ inȱ institutionsȱofȱeducation
andȱresearchȱversusȱitsȱobviousȱimportanceȱinȱeverydayȱreality.ȱ

Theȱsecondȱanomalyȱfollowsȱfromȱtheȱfirst.ȱWhile,ȱforȱexample,ȱcritical
readingȱandȱtheȱabilityȱtoȱseeȱbelowȱtheȱsurfaceȱofȱadvertisingȱandȱother
formsȱofȱpropagandaȱareȱconsideredȱessentialȱtoȱindependentȱthought,
andȱalthoughȱsuchȱskillsȱareȱwidelyȱtaughtȱinȱliteraryȱorȱCulturalȱStudȬ
ies,ȱ equivalentȱ skillsȱ relevantȱ toȱunderstandingȱmusicalȱmessagesȱare
not.ȱThisȱbookȱisȱasȱaȱstepȱtowardsȱtoȱfillingȱthatȱgap.

Structuralȱdenotationȱ
Theȱthirdȱanomalyȱisȱreallyȱanotherȱaspectȱofȱtheȱsecond.ȱItȱhighlights
disparityȱbetweenȱtheȱanalyticalȱmetalanguageȱofȱmusicȱinȱtheȱWestern

worldȱandȱ thatȱofȱotherȱ symbolicȱ systems.ȱMoreȱ specifically,ȱ itȱdeals
withȱpeculiaritiesȱ inȱ theȱderivationȱpatternsȱofȱ termsȱdenotingȱ strucȬ
turalȱelementsȱinȱmusicȱ(structuralȱdenotors)ȱwhenȱcomparedȱtoȱequivȬ
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alentȱdenotativeȱpracticesȱappliedȱinȱlinguisticsȱorȱtheȱvisualȱarts.ȱThis
thirdȱanomalyȱrequiresȱsomeȱclarification.ȱ

Itȱisȱpossibleȱatȱthisȱstage,ȱusingȱaȱsimplifiedȱversionȱofȱtermsȱexplained
inȱChaptersȱ 5ȱ andȱ 7,ȱ toȱ equateȱ theȱ notionȱ ofȱ aȱ ‘meaningfulȱmusical

structureȱorȱelement’ȱwithȱPeirce’sȱsign,ȱi.e.ȱthatȱpartȱofȱmusicalȱsemiosis

whichȱrepresentsȱwhateverȱisȱencodedȱbyȱaȱcomposer,ȱperformer,ȱstuȬ
dioȱengineer,ȱDJ,ȱetc.ȱ(theȱsign’sȱobject)ȱandȱwhichȱleadsȱtoȱwhateverȱis
decodedȱbyȱ aȱ listenerȱ (theȱ sign’sȱ interpretant).ȱForȱ example,ȱ theȱ final
chordȱofȱtheȱJamesȱBondȱthemeȱ(Em'9),ȱplayedȱonȱaȱFenderȱStratocaster
treatedȱwithȱ slightȱ tremoloȱandȱ someȱ reverb,ȱ isȱaȱ structuralȱelement

(sign)ȱencodingȱwhateverȱitsȱcomposer,ȱarranger,ȱguitaristȱandȱrecordȬ
ingȱengineerȱintendedȱ(object)ȱandȱwhateverȱitȱconnotesȱtoȱlistenersȱ(inȬ
terpretant),ȱmostȱlikelyȱtheȱsortȱofȱȱexcitementȱorȱactionȱassociatedȱwith

crime,ȱspies,ȱdanger,ȱintrigue,ȱetc.73ȱTheȱmusicalȱstructureȱ(sign)ȱisȱdeȬ
scribedȱhereȱfromȱaȱpoïeticȱstandpointȱbecauseȱ‘Em'9’ȱ(‘Eȱminorȱmajor

nine’)ȱdesignatesȱhowȱtheȱchordȱisȱconstructed,ȱ‘FenderȱStratocaster’ȱtheȱinȬ
strumentȱonȱwhichȱthatȱchordȱisȱplayedȱandȱsoȱon.ȱTheȱdescriptionȱisn’t
aesthesicȱbecauseȱ itȱ isn’tȱpresentedȱ inȱ termsȱofȱ itsȱ interpretant:ȱ itȱ isn’t
identifiedȱ asȱ aȱ ‘dangerȱ cue’,ȱ ‘spyȱ sound’,ȱ ‘crimeȱ chord’,ȱ ‘detective
chord’ȱetc.74

POÏETICȱwillȱqualifyȱtermsȱdenotingȱaȱstructuralȱelementȱofȱmusicȱfrom
theȱviewpointȱofȱitsȱconstructionȱinȱthatȱsuchȱaȱtermȱderivesȱprimarily

fromȱtheȱtechniquesȱand/orȱmaterialsȱusedȱtoȱproduceȱthatȱelementȱ(e.g.
conȱsordino,ȱglissando,ȱmajorȱminorȬnineȱchord,ȱanalogueȱstringȱpad,ȱphasing,
anhemitonicȱpentatonicism).ȱAESTHESIC,ȱonȱ theȱotherȱhand,ȱwillȱqualify
termsȱdenotingȱ structuralȱ elementsȱprimarilyȱ fromȱ theȱ viewpointȱ of
perceptionȱ(e.g.ȱallegro,ȱlegato,ȱspyȱchord,ȱScotchȱsnap,ȱcavernousȱreverb).75

73. Thisȱchordȱ(Eȱminorȱmajorȱnine)ȱcontainsȱtheȱnotesȱe b g d� f#.ȱTheȱFenderȱStraȬ
tocasterȱisȱaȱtypeȱofȱelectricȱguitar.ȱTheȱchordȱisȱalsoȱsoundedȱonȱaȱvibraphone.

74. PoïeticȱandȱaesthesicȱareȱtermsȱborrowedȱfromȱMolinoȱviaȱNattiezȱ(1976).ȱIȱhadȱpreviȬ
ouslyȱusedȱtheȱadjectivesȱconstructionalȱandȱreceptionalȱtoȱdesignateȱtheȱsameȱthingȱ
asȱpoïeticȱandȱaesthesic.ȱThoughȱetymologicallyȱmoreȱesoteric,ȱNattiez’sȱadjectivesȱ
haveȱtwoȱadvantages:ȱ[1]ȱtheyȱareȱshorter;ȱ[2]ȱtheyȱareȱoftenȱusedȱinȱsemioticȱcircles.

75. Theȱlastȱtwoȱdescriptors,ȱ‘spyȱchord’ȱandȱ‘cavernousȱreverb’,ȱactuallyȱmixȱbothȱaesȬ
thesicȱ(‘spy’,ȱ‘cavernous’)ȱandȱpoïeticȱ(‘chord’,ȱ‘reverb’)ȱmodesȱofȱdenotation.
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Inȱtheȱanalysisȱofȱvisualȱart,ȱitȱseems,ȱatȱleastȱfromȱaȱlayperson’sȱpointȱof
view,ȱ thatȱ it’sȱ justȱasȱ commonȱ forȱ theȱ identificationȱofȱ structuralȱeleȬ
mentsȱ toȱderiveȱ fromȱnotionsȱ ofȱ iconicȱ representationȱ orȱ ofȱ cultural
symbolismȱ asȱ fromȱ conceptsȱofȱproductionȱmaterialsȱ andȱ technique.
Forȱexample,ȱstructuralȱdescriptorsȱlikeȱgouacheȱorȱbroadȱstrokesȱclearly
deriveȱfromȱaspectsȱofȱproductionȱtechniqueȱandȱareȱthereforeȱpoïetic,
whileȱtheȱiconicȱrepresentationȱof,ȱsay,ȱaȱdogȱinȱaȱfigurativeȱworkȱofȱart
wouldȱbeȱcalledȱdog,ȱanȱaesthesicȱterm,ȱratherȱthanȱbeȱlabelledȱwithȱdeȬ
tailsȱofȱhowȱtheȱvisualȱsignȱofȱthatȱdogȱwasȱproduced.ȱToȱputȱsomeȱmeat

onȱtheȱtheoreticalȱbone,ȱtheȱdogȱ inȱVanȱEyck’sȱfamousȱArnolfiniȱmarȬ
riageȱportrait76ȱcouldȱalsoȱbeȱconsideredȱaȱsignȱonȱindexicalȱasȱwellȱas
iconicȱgrounds,ȱ ifȱ itȱwereȱestablishedȱ thatȱdogȱwasȱconsistentlyȱ interȬ
pretedȱinȱaȱsimilarȱwayȱbyȱaȱgivenȱpopulationȱofȱviewersȱinȱaȱgivenȱsoȬ
cialȱandȱhistoricalȱcontext:ȱ theȱdogȱmightȱbeȱunderstoodȱasȱrecurrent
symbolȱofȱfidelity,ȱinȱwhichȱfaithfulȱdogȱwouldȱworkȱasȱanȱaesthesicȱdeȬ
scriptorȱonȱbothȱindexicalȱandȱiconicȱgrounds.

Inȱlinguisticsȱthereȱalsoȱseemsȱtoȱbeȱaȱmixtureȱofȱpoïeticȱandȱaesthesic
descriptorsȱofȱstructure.ȱForȱexample,ȱtheȱphoneticȱtermȱvoicedȱpalatoȬalȬ
veolarȱ fricativeȱ isȱpoïeticȱ inȱ thatȱ itȱdenotesȱ theȱ soundȱ /=/,ȱ asȱ inȱ genre
> �= $Q U� @� �Žižekȱ> � = L � = ( N @ȱorȱZhivagoȱ> = , � Y $� J R@,ȱbyȱreferringȱtoȱhowȱit’s
producedȱorȱ constructed,ȱnotȱhowȱ it’sȱnormallyȱperceivedȱorȱunderȬ
stood:ȱ it’sȱanȱeticȱ (asȱ inȱ ‘phonetic’)ȱratherȱ thanȱemicȱ (asȱ inȱ ‘phonemic’)
term.ȱOneȱ theȱotherȱhand,ȱ termsȱ likeȱ finishedȱandȱunfinished,ȱusedȱ to
qualifyȱpitchȱcontourȱinȱspeech,ȱareȱaesthesicȱratherȱthanȱpoïetic:ȱthey
referȱtoȱwhatȱisȱintendedȱbyȱtheȱparticularȱsoundȱorȱtoȱhowȱ it’sȱ interȬ
preted,ȱnotȱtoȱtechnicalitiesȱofȱitsȱconstruction.ȱ

Givenȱtheseȱperspectives,ȱitȱshouldȱbeȱclearȱthat,ȱcomparedȱtoȱtheȱstudy
ofȱvisualȱartsȱandȱofȱspokenȱlanguage,ȱconventionalȱmusicȱanalysisȱin
theȱWestȱexhibitsȱaȱpredilectionȱforȱpoïeticȱterminology,ȱsometimesȱexȬ
cludingȱaesthesicȱcategoriesȱfromȱitsȱvocabularyȱaltogether.ȱThisȱtermiȬ
nologicalȱtendencyȱmayȱbeȱfineȱforȱformallyȱtrainedȱmusiciansȱbutȱit’s
usuallyȱ gobbledygookȱ toȱ theȱmajorityȱ ofȱ peopleȱ andȱ preventsȱ them
fromȱverballyȱdenotingȱmusicalȱstructures.ȱ

76. TheȱMarriageȱofȱGiovanniȱArnolfiniȱandȱGiovannaȱCenami;ȱ1434;ȱoilȱonȱwood,ȱ81.8ȱxȱ59.7ȱ
cm;ȱNationalȱGallery,ȱLondon.ȱ
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Skills,ȱcompetences,ȱknowledges

Theȱ fourthȱanomalyȱ involvesȱ inconsistencyȱ inȱWesternȱ thinkingȱwith

regardȱtoȱtheȱstatusȱofȱaesthesicȱcompetenceȱinȱlanguageȱcomparedȱto
otherȱ symbolicȱ systems.ȱWhereasȱ theȱ abilityȱ toȱunderstandȱbothȱ the
writtenȱandȱspokenȱwordȱ(aesthesicȱskills)ȱisȱgenerallyȱheldȱtoȱbeȱasȱimȬ
portantȱasȱspeakingȱandȱwritingȱ(poïeticȱskills),ȱaesthesicȱcompetenceȱis
notȱheldȱinȱequalȱesteemȱwhenȱitȱcomesȱtoȱmusicȱandȱtheȱvisualȱarts.ȱFor
example,ȱteenagersȱableȱtoȱmakeȱsenseȱofȱmultipleȱ intertextualȱvisual
referencesȱinȱcomputerȱgamesȱaren’tȱusuallyȱdubbedȱartistic,ȱnorȱcredȬ
itedȱwithȱtheȱaudiovisualȱliteracyȱtheyȱclearlyȱown.ȱSimilarly,ȱtheȱwideȬ
spreadȱandȱempiricallyȱverifiableȱabilityȱ toȱdistinguishȱbetween,ȱ say,
twoȱdifferentȱtypesȱofȱdetectiveȱstoryȱafterȱhearingȱnoȱmoreȱthanȱtwo

secondsȱofȱTVȱmusicȱdoesȱnotȱapparentlyȱallowȱusȱtoȱqualifyȱtheȱmajorȬ
ityȱofȱtheȱpopulationȱasȱmusical.ȱIndeed,ȱartisticȱusuallyȱseemsȱtoȱqualȬ
ifyȱsolelyȱpoïeticȱskillsȱinȱtheȱvisualȱartsȱsphereȱandȱmusicalityȱseemsȱto
applyȱonlyȱtoȱthoseȱwhoȱperformȱasȱvocalists,ȱorȱwhoȱplayȱanȱinstruȬ
ment,ȱorȱcanȱdecipherȱmusicalȱnotation.ȱ It’sȱasȱ ifȱ theȱmusicalȱcompeȬ
tenceȱofȱ theȱnonȬmusoȱmajorityȱofȱ theȱpopulationȱdidȱnotȱcount.ȱThe
fifthȱandȱfinalȱanomaly,ȱinȱfactȱaȱsetȱofȱtwoȱtimesȱtwoȱdichotomies,ȱofȬ
fersȱsomeȱcluesȱasȱtoȱaȱpossibleȱremedy.ȱ

Tableȱ3Ȭ2ȱdividesȱmusicalȱknowledgeȱintoȱtwoȱmainȱcategories:ȱmusicȱas
knowledgeȱandȱknowledgeȱaboutȱmusic.ȱByȱtheȱformerȱisȱmeantȱknowledge

relatingȱdirectlyȱtoȱmusicalȱdiscourseȱandȱthatȱisȱbothȱintrinsicallyȱmuȬ
sicalȱandȱculturallyȱspecific.ȱThisȱtypeȱofȱmusicalȱknowledgeȱcanȱbeȱdiȬ
videdȱintoȱtwoȱsubcategories:ȱpoïeticȱcompetence,ȱi.e.ȱtheȱabilityȱtoȱcomȬ
pose,ȱarrangeȱorȱperformȱmusic,ȱandȱaesthesicȱcompetence,ȱi.e.ȱtheȱability
toȱrecall,ȱrecogniseȱandȱdistinguishȱbetweenȱmusicalȱsounds,ȱasȱwellȱas
betweenȱtheirȱculturallyȱspecificȱconnotationsȱandȱsocialȱfunctions.ȱNeiȬ
therȱpoïeticȱnorȱaesthesicȱmusicalȱcompetenceȱreliesȱonȱanyȱverbalȱdeȬ
notationȱandȱareȱbothȱmoreȱusuallyȱreferredȱtoȱasȱskillsȱorȱcompetences

ratherȱthanȱasȱknowledge.ȱ
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Table 3-2: Types of musical knowledge

Theȱinstitutionalȱunderpinningȱofȱdivisionȱbetweenȱtheseȱfourȱtypesȱof
musicalȱknowledgeȱisȱstrongȱinȱtheȱWest.ȱInȱtertiaryȱeducation,ȱpoïetic
competenceȱ(1a)ȱ isȱusuallyȱtaughtȱ inȱspecialȱcollegesȱorȱconservatories,
musicalȱmetadiscourseȱ (2a)ȱ inȱdepartmentsȱ ofȱmusicȱorȱmusicologyȱ as
wellȱasȱinȱconservatoriesȱorȱcolleges,ȱandȱcontextualȱmetadiscourseȱ(2b)ȱin
practicallyȱanyȱhumanitiesȱorȱsocialȱscienceȱdepartment,ȱlessȱsoȱinȱmuȬ
sicȱcollegesȱandȱconventionalȱmusic(ology)ȱdepartments.ȱ

Aesthesicȱcompetenceȱ(1b)ȱisȱvirtuallyȱimpossibleȱtoȱplaceȱinstitutionally
becauseȱtheȱabilityȱtoȱdistinguish,ȱwithoutȱresortingȱtoȱwords,ȱbetween

musicalȱsounds,ȱasȱwellȱasȱbetweenȱ theirȱculturallyȱspecificȱconnotaȬ
tionsȱandȱsocialȱfunctionsȱis,ȱwithȱtheȱexceptionȱofȱisolatedȱoccurrences
inȱauralȱtrainingȱandȱinȱsomeȱformsȱofȱ‘musicalȱappreciation’,ȱgenerally
absentȱfromȱ institutionsȱofȱ learning.ȱAesthesicȱcompetenceȱremainsȱa
largelyȱ vernacularȱ andȱ extracurricularȱ affair.ȱ Indeed,ȱ thereȱ areȱ no
coursesȱinȱwhenȱandȱwhenȱnotȱtoȱbringȱoutȱyourȱlighterȱatȱaȱrockȱconȬ
cert,ȱnorȱ inȱwhenȱandȱwhenȱnotȱ toȱstageȱdive,ȱnotȱevenȱ inȱwhenȱand
whenȱnotȱtoȱapplaudȱduringȱaȱjazzȱperformanceȱorȱatȱaȱclassicalȱconcert.
Andȱwhatȱaboutȱtheȱabilityȱtoȱdistinguishȱmusicallyȱbetweenȱdegreesȱof

Type Explanation Seatsȱofȱlearning

1.ȱMusicȱasȱknowledgeȱ(knowledgeȱinȱmusic)

1a.ȱPoïeticȱ
competence

creating,ȱoriginating,ȱproducing,ȱcomȬ
posing,ȱarranging,ȱperforming,ȱetc.

conservatories,ȱ
collegesȱofȱmusic

1b.

Aesthesic

competence

recalling,ȱrecognising,ȱdistinguishingȱ
musicalȱsounds,ȱasȱwellȱasȱtheirȱculturȬ
allyȱspecificȱconnotationsȱandȱsocialȱfuncȬ
tions

?

2.ȱMetamusicalȱknowledgeȱ(knowledgeȱaboutȱmusic)

2a.

Competenceȱin
musicalȱ
metadiscourse

‘musicȱtheory’,ȱmusicȱanalysis,ȱidentificaȬ
tionȱandȱnamingȱelementsȱandȱpatternsȱ
ofȱmusicalȱstructure

departmentsȱofȱ
music(ology),ȱacadeȬ
miesȱofȱmusic

2b.ȱ
Competenceȱinȱ
contextualȱ
metadiscourse

explainingȱhowȱmusicalȱpracticesȱrelateȱ
toȱcultureȱandȱsociety,ȱincludingȱ
approachesȱfromȱsemiotics,ȱacoustics,ȱ
businessȱstudies,ȱpsychology,ȱsociology,ȱ
anthropology,ȱCulturalȱStudies.

socialȱscienceȱ
departments,ȱliteraȬ
tureȱandȱmediaȱstudȬ
ies,ȱ‘popularȱmusicȱ
studies’
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threat,ȱbetweenȱ traitsȱofȱpersonality,ȱbetweenȱ socialȱorȱhistoricalȱ setȬ
tings,ȱbetweenȱstatesȱofȱmind,ȱbehaviouralȱattitudes,ȱtypesȱofȱloveȱorȱof
happiness,ȱsadness,ȱwonder,ȱanger,ȱpleasure,ȱdispleasure,ȱetc.;ȱorȱbeȬ
tweenȱtypesȱofȱmovement,ȱofȱspace,ȱofȱ location,ȱofȱscene,ȱofȱethnicity
andȱsoȱon?ȱThoseȱsortsȱofȱmusicalȱcompetenceȱareȱrarelyȱacquiredȱinȱthe
classroom:ȱtheyȱareȱusuallyȱlearntȱinȱfrontȱofȱtheȱTVȱorȱcomputerȱscreen,
orȱthroughȱinteractionȱwithȱpeersȱandȱwithȱotherȱsocialȱgroups.ȱInȱfact,
theȱepistemicȱproblemȱwithȱmusic,ȱasȱitȱhasȱinȱgeneralȱbeenȱacademiȬ
callyȱcategorisedȱinȱtheȱWest,ȱcanȱbeȱsummarisedȱinȱtwoȱmainȱpoints.ȱ

Firstly,ȱknowledgeȱrelevantȱtoȱmusic’sȱproductionȱandȱstructuralȱdenoȬ
tationȱhasȱbeenȱ largelyȱseparatedȱfromȱthatȱrelatingȱtoȱ itsȱperception,
usesȱandȱmeanings.ȱEstablishedȱinstitutionsȱofȱmusicalȱeducationȱand
researchȱ haveȱ thereforeȱ tendedȱ toȱ favourȱ eticȱ ratherȱ thanȱ emicȱ and
poïeticȱratherȱthanȱaesthesicȱperspectives.ȱSuchȱimbalance,ȱinȱsymbiosis

withȱaȱlongȱhistoryȱofȱclassȬspecificallyȱpowerfulȱandȱmetaphysicalȱnoȬ
tionsȱofȱ‘good’ȱmusic’sȱabsoluteȱandȱtranscendentȱqualitiesȱ(pp.84Ȭ101),
hasȱledȱtoȱfrequentȱmisconceptionsȱaboutȱmusicȱasȱaȱsymbolicȱsystem
(e.g.ȱpp.46Ȭ50,ȱ89Ȭ90).ȱThisȱimbalanceȱhasȱalsoȱexacerbatedȱontological
problemsȱofȱmusic’sȱalogogenicityȱandȱmadeȱtheȱincorporationȱofȱmusiȬ
calȱknowledge(s)ȱ intoȱaȱverballyȱandȱscriballyȱdominatedȱtraditionȱof
learningȱanȱevenȱmoreȱdifficultȱtask.ȱȱ

Secondly,ȱtheȱvirtualȱabsenceȱofȱaesthesicȱlearningȱ(knowledgeȱtypeȱ1b)
inȱofficialȱeducationȱhasȱmeantȱ that,ȱcomparedȱ toȱanalyticalȱmetalanȬ
guageȱusedȱwithȱvisualȱorȱverbalȱarts,ȱrelativelyȱfewȱviableȱaesthesicȱdeȬ
notorsȱofȱstructureȱexistȱ inȱmusicalȱscholarship.ȱThisȱpaucityȱofȱuserȬ
orientedȱterminologyȱhasȱrestrictedȱmusicology’sȱabilityȱtoȱaddressȱthe
semanticȱandȱpragmaticȱaspectsȱessentialȱtoȱmusicalȱsemantics.ȱIfȱthat
wereȱnotȱtheȱcase,ȱthisȱbookȱwouldȱbeȱsuperfluous.ȱInȱadditionȱtoȱthese
twoȱoverridingȱproblemsȱrelevantȱtoȱtheȱdevelopmentȱofȱaȱsimpleȱsemȬ
ioticȱapproachȱtoȱmusicȱanalysisȱ(theȱrealȱsubjectȱofȱthisȱbook),ȱoneȱfinal
majorȱissueȱofȱinstitutionalȱlegacyȱneedsȱtoȱbeȱaddressed:ȱWesternȱmuȬ
sicalȱnotation.ȱȱȱȱ
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Notation:ȱ‘Iȱleftȱmyȱmusicȱinȱtheȱcar’ȱ

Useȱandȱlimitation

Notationalȱliteracyȱisȱuseful,ȱevenȱinȱtheȱageȱofȱdigitalȱsound.ȱLet’sȱsay
youȱneedȱtoȱaddȱextraȱbackingȱvocalsȱtoȱaȱrecording,ȱthatȱneitherȱyou
norȱ theȱotherȱmusiciansȱ inȱyourȱbandȱareȱableȱ toȱproduceȱ theȱsound
you’reȱlookingȱforȱandȱthatȱyouȱcontactȱsomeȱprofessionalȱvocalistsȱto
resolveȱtheȱproblem.ȱYouȱcouldȱgiveȱthoseȱsingersȱanȱaudioȱfileȱofȱthe
mixȱsoȱfarȱandȱ indicateȱwhereȱ inȱ theȱ trackȱyouȱwantȱeachȱofȱ themȱ to
comeȱinȱtoȱsingȱroughlyȱwhatȱatȱwhichȱsortȱofȱpitchȱusingȱwhichȱkindȱof
voice.ȱThisȱwouldȱbeȱaȱtimeȬconsumingȱtaskȱinvolvingȱyourȱrecording,
forȱdemonstrationȱpurposesȱonly,ȱsomethingȱnoȬoneȱinȱyourȱbandȱcan
singȱanyhow.ȱItȱwouldȱalsoȱinvolveȱeitherȱextraȱrehearsalȱwithȱtheȱvoȬ
calistsȱorȱtheȱriskȱofȱthemȱarrivingȱinȱtheȱstudioȱandȱfailingȱtoȱsingȱwhat

youȱactuallyȱhadȱinȱmind.ȱIt’sȱclearlyȱmuchȱmoreȱefficientȱtoȱsendȱthe
vocalistsȱtheirȱpartsȱwrittenȱoutȱinȱadvance.ȱIt’sȱquickerȱforȱthemȱandȱit’s
bothȱquickerȱandȱlessȱexpensiveȱforȱyouȱbecauseȱyouȱwon’tȱwasteȱstudio
timeȱandȱmoneyȱonȱunnecessaryȱretakes.

Thisȱutilitarianȱaspectȱofȱnotationȱ isȱ importantȱ forȱ twoȱreasons:ȱ [1]ȱ it
highlightsȱtheȱabsurdityȱofȱexcludingȱnotationalȱskillsȱfromȱtheȱtraining
ofȱprofessionalȱmusiciansȱandȱitȱcontradictsȱwidelyȱheldȱnotionsȱabout
notation’sȱ irrelevanceȱ toȱ theȱ studyȱofȱpopularȱmusic;ȱ [2]ȱ itȱ illustrates
thatȱtheȱprimeȱfunctionȱofȱmusicalȱnotationȱisȱtoȱactȱasȱaȱsetȱofȱparticular
instructionsȱaboutȱmusicalȱperformanceȱratherȱthanȱasȱaȱstorageȱmedium

forȱmusicalȱsound.ȱThisȱlastȱreasonȱisȱofȱparticularȱrelevanceȱtoȱtheȱdisȬ
cussionȱofȱmusicalȱmeanings.

ManyȱwellȬtrainedȱmusiciansȱcanȱreadȱaȱscoreȱandȱconvertȱwhat’sȱon
theȱpageȱintoȱsoundsȱinsideȱtheirȱheads.ȱThisȱabilityȱisȱnoȱmoreȱmagical

thanȱbeingȱableȱ toȱ imagineȱsceneryȱwhenȱperusingȱaȱdecentȱphysical
map.ȱHowever,ȱalthoughȱnoȱsignȱsystemȱisȱtotallyȱirreversible,ȱtheȱabilȬ
ityȱ toȱmakeȱ senseȱ ofȱ anyȱ suchȱ systemȱpresupposesȱ greatȱ familiarity

withȱitsȱlimitations,ȱmoreȱspecificallyȱanȱintimateȱknowledge,ȱusually
nonȬverbalised,ȱofȱwhatȱtheȱsystemȱdoesȱnotȱencodeȱandȱofȱwhatȱneeds
toȱbeȱsuppliedȱtoȱinterpretȱitȱusefully.ȱForȱexample,ȱifȱtheȱvocalistsȱhired
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forȱyourȱrecordingȱsessionȱareȱprofessionalsȱandȱifȱtheȱnotationȱyouȱsent
themȱisȱadequate,ȱtheyȱshouldȱbeȱableȱtoȱdeduceȱfromȱexperienceȱwhatȬ
everȱelseȱyouȱwantȱthemȱtoȱcomeȱupȱwithȱinȱadditionȱtoȱtheȱmereȱnotes
onȱtheȱpage.ȱJustȱbyȱlookingȱatȱthatȱnotation,ȱanȱexperiencedȱmusician

willȱunderstandȱwhatȱmusicalȱstyleȱitȱbelongsȱtoȱand,ȱinȱtheȱcaseȱofȱproȬ
fessionalȱvocalists,ȱwillȱproduceȱ classicalȱvibrato,ȱgospelȱornamentaȬ
tion,ȱsmoothȱcrooning,ȱrockȱyellingȱorȱwhateverȱelseȱyouȱhadȱtakenȱfor
granted.ȱInȱshort,ȱtheyȱwillȱknowȱtoȱapplyȱaȱwholeȱrangeȱofȱexpressive
devicesȱrelevantȱtoȱtheirȱcraftȱandȱtoȱtheȱstyleȱinȱquestion,ȱmakingȱdeciȬ
sionsȱaboutȱtimbre,ȱdiction,ȱdialect,ȱpronunciation,ȱbreathing,ȱphrasing,
vocalȱregisterȱandȱsoȱonȱthatȱareȱnowhereȱtoȱbeȱseenȱonȱtheȱpaperȱorȱin
theȱemailȱattachmentȱyouȱsentȱthem.

WesternȱmusicalȱnotationȱisȱinȱotherȱwordsȱaȱusefulȱperformanceȱshortȬ
handȱforȱcertainȱtypesȱofȱmusic.ȱItȱgraphicallyȱencodesȱaspectsȱofȱmusiȬ
calȱstructureȱthatȱareȱhardȱtoȱmemorise,ȱespeciallyȱsequencesȱofȱpitchȱin
termsȱofȱmelodicȱline,ȱchordalȱspacingȱandȱharmonicȱprogression.ȱItȱcan
alsoȱencodeȱtheseȱtonalȱaspectsȱinȱtemporalȱtermsȱofȱrhythmicȱprofile
andȱperiodicȱplacement,ȱbutȱitȱdoesȱnotȱconvertȱtheȱdetailedȱarticulation
ofȱ theseȱ elements.ȱMoreover,ȱ elementsȱ ofȱ timbreȱ andȱ auralȱ staging
hardlyȱeverȱappearȱinȱnotationȱandȱparametersȱofȱdynamicsȱ(volume),

phrasing,ȱandȱsoundȱ treatmentȱare,ȱ ifȱ theyȱappearȱatȱallȱonȱ theȱpage,
limitedȱtoȱterseȱorȱimpreciseȱwrittenȱinstructionsȱlikeȱf,ȱcresc.,ȱleg.,ȱcon
sord.,ȱsottoȱvoce,ȱlaisserȱvibrer,ȱmediumȱrockȱfeel,ȱbrisk,ȱetc.77ȱ

AnotherȱimportantȱlimitationȱofȱWesternȱnotationȱisȱthatȱitȱwasȱdevelȬ
opedȱtoȱvisualiseȱsomeȱofȱtheȱtonalȱandȱtemporalȱparametersȱparticular
toȱaȱspecificȱmusicalȱtradition.ȱJustȱasȱtheȱRomanȱalphabetȱwasȱnotȱconȬ
ceivedȱtoȱdealȱwithȱforeignȱphonemesȱlikeȱ/7/,ȱ/'/ȱ(TH),ȱ/6/ȱorȱ/=/(SH,ȱZH),
Westernȱmusicȱ notationȱwasȱ notȱdesignedȱ toȱ accommodateȱAfrican,
Arab,ȱ Indian,ȱ Indonesianȱ orȱ evenȱ someȱ Europeanȱ tonalȱ practices.78
Moreover,ȱsinceȱtheȱestablishment,ȱ inȱtheȱearlyȱeighteenthȱcentury,ȱof
theȱubiquitousȱbarȱlineȱinȱWesternȱmusicȱnotation,ȱitȱhasȱbeenȱvirtually

77. ParametersȱofȱmusicalȱexpressionȱareȱdealtȱwithȱinȱChapterȱ8ȱ(p.263).
78. Seeȱsectionȱ‘Blueȱnotes’ȱinȱTaggȱ(1989)ȱforȱjustȱoneȱexampleȱofȱEuropeanȱpitchesȱ

incompatibleȱwithȱWesternȱ(art)ȱmusicȱnotation.
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impossibleȱtoȱgraphicallyȱencodeȱtheȱcrossȱrhythmsȱofȱmusicȱfromȱparts
ofȱSubȬSaharanȱAfricaȱorȱLatinȱAmericaȱwhereȱtheȱnotionȱofȱaȱdownȬ
beatȱoftenȱmakesȱlittleȱsense.ȱEvenȱtheȱfrequentȱdownbeatȱanticipations
inȱbasicallyȱmonometricȱjazz,ȱblues,ȱgospel,ȱfunkȱandȱrockȱstyles,ȱsoȱfaȬ
miliarȱtoȱalmostȱanyoneȱlivingȱinȱtheȱurbanisedȱWest,ȱcanȱonlyȱbeȱclumȬ
silyȱrepresentedȱonȱpaper.79ȱ Inȱ terseȱ technicalȱ terms,ȱ theȱefficiencyȱof
ourȱnotationȱsystemȱisȱrestrictedȱtoȱtheȱgraphicȱencodingȱofȱmonometric

musicȱcontainingȱfixedȱpitchesȱwhichȱconformȱtoȱaȱdivisionȱofȱtheȱocȬ
taveȱintoȱtwelveȱequalȱintervals.80

Onceȱawareȱofȱtheȱrestrictionsȱjustȱexplained,ȱitȱisȱofȱcourseȱpossibleȱto
makeȱgoodȱuseȱofȱwrittenȱmusic,ȱnotȱonlyȱasȱperformanceȱshorthand,ȱas
withȱtheȱbackingȱvocalistsȱmentionedȱonȱpageȱ121,ȱbutȱalso,ȱifȱyouȱhave
thatȱkindȱofȱ training,ȱasȱaȱviableȱwayȱofȱputtingȱdetailsȱofȱ tonalȱand
rhythmicȱparametersȱonȱtoȱpaper,ȱprovidedȱofȱcourseȱthatȱtheȱmusicȱin
questionȱlendsȱitselfȱtoȱsuchȱtranscription.ȱIndeed,ȱtheȱanalysisȱofȱmusic

andȱ itsȱmeaningsȱwouldȱbeȱ easierȱ ifȱ scholarsȱheldȱ suchȱ aȱpragmatic

view.ȱTheȱproblemȱisȱthatȱtheseȱsimpleȱtruthsȱstillȱhaveȱtoȱbeȱexplained
toȱsomeȱstudentsȱandȱcolleaguesȱwhoȱholdȱtheȱscopocentricȱbeliefȱthat
theȱscoreȱisȱinȱsomeȱwayȱtheȱMUSICALȱTEXTȱorȱtheȱMUSICȱITSELF.81ȱ

Now,ȱgivenȱtheȱhegemonyȱofȱtheȱwrittenȱwordȱinȱinstitutionsȱofȱEuroȬ
peanȱknowledge,ȱitȱwouldȱinȱoneȱsenseȱbeȱoddȱif,ȱbeforeȱtheȱadventȱof
soundȱrecording,ȱmusicȱonȱtheȱpage,ȱratherȱthanȱjustȱfleetinglyȱinȱtheȱair
orȱasȱtheȱmomentaryȱfiringȱofȱneuronsȱinȱtheȱbrainȱcellsȱofȱmembersȱof
aȱmusicalȱcommunity,ȱhadȱnotȱacquiredȱaȱprivilegedȱstatus.ȱAfterȱall,
notation,ȱdespiteȱ itsȱobviousȱshortcomings,ȱwasȱ forȱcenturiesȱmusic’s

onlyȱtangibleȱmediumȱofȱstorageȱandȱdistribution.ȱTheȱweightȱofȱthis
legacyȱshouldȱnotȱbeȱunderestimatedȱbecauseȱitȱtiesȱinȱwithȱimportant

historicalȱ developmentsȱ inȱ law,ȱ economy,ȱ technologyȱ andȱ ideology.
There’sȱnoȱroomȱhereȱtoȱdisentangleȱthatȱnexusȱbutȱit’sȱessentialȱtoȱgrasp
somethingȱofȱnotation’sȱradicalȱinfluenceȱonȱmusicȱandȱonȱideasȱabout
musicȱinȱWesternȱculture.ȱ

79. SeeȱTaggȱ(2000a:42Ȭ44).
80. SeeȱChapterȱ9,ȱpp.316,ȱff.,ȱ325,ȱff.ȱforȱexplanationȱofȱtheseȱterms.

81. ThanksȱtoȱBruceȱJohnsonȱ(Sydney)ȱforȱtheȱtermȱscopocentricȱandȱtoȱJeanȬJacquesȱNatȬ
tiezȱ(Montréal)ȱforȱgraphocentric.ȱ
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Law,ȱeconomy,ȱtechnology,ȱsubjectivityȱ

Wellȱbeforeȱtheȱadventȱofȱmusicȱprintingȱaroundȱ1500,82ȱnotationȱwas

alreadyȱ linkedȱ toȱ theȱ sortȱofȱ subjectivityȱ thatȱ laterȱbecameȱcentralȱ to
bourgeoisȱideology.ȱOfȱparticularȱinterestȱinȱthisȱcontextȱisȱaȱpassageȱin
theȱentryȱonȱnotationȱ(Notschrift)ȱfromȱtheȱ1956ȱeditionȱofȱMusikȱinȱGesȬ
chichteȱundȱGegenwart.83ȱTheȱarticleȱdrawsȱattentionȱtoȱtheȱmusicalȱdooȬ
dlingsȱ ofȱ anȱ anonymousȱ monkȱ whoȱ shouldȱ haveȱ beenȱ copying
plainchantȱbutȱwhoseȱownȱmusicalȱimaginationȱseemsȱtoȱhaveȱspilled
outȱonȱtoȱtheȱparchment.ȱHeȱwasȱsupposedȱtoȱbeȱusingȱtheȱtechnology
ofȱ notationȱ toȱ perpetuateȱ theȱ immutableȱ musicaȱ humanaȱ ofȱMother

Church,ȱnotȱforȱrecordingȱideasȱlikeȱ‘whatȱifȱIȱarrangeȱtheȱnotesȱlikeȱthis
instead?’ȱorȱ ‘whatȱifȱIȱcombineȱtheseȱtwoȱtunes?’ȱorȱ ‘whatȱ ifȱIȱchange
theirȱrhythmȱtoȱthis?’ȱOfȱcourse,ȱtheȱabbotȱoverseeingȱtheȱduplicationȱof
liturgicalȱmusicȱhasȱcrossedȱoutȱtheȱoffendingȱmonk’sȱnotes.ȱNotȱonly
hadȱthisȱinsubordinateȱbrotherȱmadeȱaȱunholyȱmessȱinȱaȱholyȱbook;ȱhe
hadȱalso,ȱbyȱcommittingȱhisȱownȱmusicalȱthoughtsȱtoȱpaper,ȱchallenged
ecclesiasticalȱauthorityȱandȱtheȱsupposedȱtranscendenceȱofȱGod’sȱmusic

inȱitsȱworldlyȱformȱ(musicaȱhumana).84ȱPreservingȱMotherȱChurch’sȱmuȬ
sicȱforȱperpetuityȱwasȱgood;ȱallowingȱtheȱmusicalȱthoughtsȱofȱaȱmere

mortalȱtoȱbeȱstoredȱforȱposterityȱwasȱnot.ȱAȱmillenniumȱorȱsoȱlater,ȱthe
democraticȱpotentialȱofȱmusicȱtechnologiesȱlikeȱdigitalȱsequencing,ȱreȬ
cordingȱandȱediting,ȱnotȱtoȱmentionȱinternetȱfileȱsharing,ȱisȱsometimes

ignoredȱorȱdemonisedȱbyȱotherȱauthorities,ȱelitistȱorȱcommercial,ȱwhose

interests,ȱlikeȱthoseȱofȱtheȱmedievalȱabbot,ȱlieȱinȱpreservingȱhierarchical
legaciesȱofȱsocial,ȱeconomicȱandȱculturalȱprivilege.85

Atȱleastȱtwoȱlessonsȱcanȱbeȱlearntȱfromȱthisȱstoryȱofȱtheȱwaywardȱmonk.

Oneȱ isȱ thatȱ thereȱ isȱ nothingȱ conservativeȱ aboutȱmusicalȱ notationȱ as
such,ȱevenȱthoughȱitsȱlongȬstandingȱsymbiosisȱwithȱconservatoryȱtrainȬ
ingȱandȱitsȱconceptualȱoppositionȱtoȱgraphicallyȱuncodifiedȱaspectsȱof
musicalȱ productionȱ (improvisation,ȱ etc.)ȱ canȱ leadȱ thoseȱwhoȱ rarely
makeȱcompositionalȱuseȱofȱ theȱmediumȱ toȱbelieveȱ thatȱ ‘notesȱonȱ the

82. Woodcutȱmusicȱprintingȱdatesȱfromȱ1473ȱ(Eslingen,ȱGermany),ȱmoveableȱtypeȱ
musicȱprintingȱfromȱaroundȱ1500ȱ(Petrucci,ȱVenice).

83. MGGȱisȱanȱauthoritativeȱGermanȬlanguageȱmusicȱencyclopaedia.
84. Musicaȱhumana:ȱseeȱpp.ȱ88Ȭ89.ȱ
85. ThanksȱtoȱJanȱLingȱ(Göteborg)ȱforȱtheȱMGGȱreference.
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page’ȱconstituteȱanȱintrinsicallyȱrestrictiveȱtypeȱofȱmusicalȱpractice.ȱThe
anonymousȱmonk’sȱdoodlingsȱandȱourȱstudioȱvocalists’ȱnotationalȱliterȬ
acyȱ(p.121)ȱbothȱsuggestȱtheȱopposite.ȱIt’sȱalsoȱworthȱrememberingȱthat,
unlikeȱEuropeanȱclassicalȱmusic,ȱotherȱtraditionsȱofȱ‘learned’ȱmusicȱrely
rarely,ȱifȱatȱall,ȱonȱanyȱformȱofȱnotationȱtoȱensureȱtheirȱdoctrinallyȱcorȬ
rectȱreproductionȱoverȱtime.86

TheȱsecondȱlessonȱisȱthatȱtheȱconnectionȱbetweenȱnotationȱandȱsubjecȬ
tivityȱ hasȱ aȱ longȱ historyȱwhoseȱ developmentȱ runsȱparallelȱwithȱ the
emergenceȱofȱnotionsȱofȱtheȱindividualȱdiscussedȱearlier.ȱOfȱparticular
importanceȱisȱtheȱprocessȱbyȱwhich,ȱinȱtheȱwakeȱofȱlegislationȱaboutȱauȬ
thorialȱownershipȱinȱliteraryȱworks,ȱcreativeȱmusicians,ȱnoȱlongerȱsubȬ
jectedȱ toȱ theȱ anonymityȱ ofȱ feudalȱpatronage,ȱwereȱ ableȱ toȱputȱ their
printedȱcompositionsȱonȱtheȱ‘openȱmarket’.ȱInȱlateȱeighteenthȬcentury
London,ȱforȱexample,ȱtheȱmarketȱwasȱaȱgrowingȱthrongȱofȱbourgeois
consumersȱwantingȱ toȱcultivateȱmusicalȱhabitsȱbefittingȱ theȱ statusȱ to
whichȱtheyȱaspired.ȱAsȱBarronȱ(2006:123)ȱremarks:

’Theȱcapacityȱtoȱearnȱaȱlivingȱbyȱsellingȱone’sȱworksȱinȱtheȱmarketȱfreed
theȱartistȱofȱ theȱburdenȱofȱpleasingȱ theȱpatron;ȱ theȱonlyȱ requirement

nowȱwasȱtoȱpleaseȱtheȱbuyingȱpublic.’ȱ

Notationȱwasȱ aȱ keyȱ factorȱ inȱ thisȱ development.ȱAsȱ theȱ judge,ȱ Lord
Mansfield,87ȱstatedȱduringȱaȱ1774ȱcourtȱactionȱbroughtȱbyȱJohannȱChrisȬ
tianȱBachȱagainstȱaȱLondonȱmusicȱpublishingȱhouse:

’Musicȱisȱaȱscience:ȱitȱcanȱbeȱwritten;ȱandȱtheȱmodeȱofȱconveyingȱtheȱidea
isȱbyȱsignsȱandȱmarksȱ[onȱtheȱpage].’88ȱ

Thanksȱtoȱtheseȱmarketableȱ‘signsȱandȱmarks’,ȱcomposersȱbecameȱthe
legalȱownersȱofȱtheȱideasȱtheȱsheetȱmusicȱwasȱseenȱtoȱconvey.ȱComposȬ
ersȱbecameȱauthorsȱofȱnotȱonlyȱaȱtangibleȱcommodityȱ(sheetȱmusic)ȱbut
alsoȱofȱ financiallyȱquantifiableȱvaluesȱderivedȱ fromȱuseȱofȱ thatȱ comȬ
modity:ȱtheyȱbecameȱcentralȱfiguresȱandȱprincipalȱpublicȱactorsȱinȱthe
productionȱandȱexchangeȱofȱmusicalȱgoodsȱandȱservices.ȱ

86. SeeȱsectionȱonȱIndia,ȱpp.86Ȭ87.ȱForȱexample,ȱRigȱVedaȱchantsȱhaveȱbeenȱpassedȱdownȱ
orally,ȱwithȱgreatȱattentionȱpaidȱtoȱdetail,ȱforȱtheȱlastȱ3000ȱyearsȱorȱso.

87. WilliamȱMurray,ȱfirstȱEarlȱofȱMansfieldȱ(1705Ȭ1793)ȱwasȱaȱrecognisedȱauthorityȱonȱ
mercantileȱlawȱandȱstronglyȱopposedȱnotionsȱofȱslavery’sȱlegality.ȱ

88. BachȱvȱLongmanȱ(1774:ȱ624),ȱcitedȱbyȱBarronȱ(2006:118).ȱ
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’Asȱtheȱbuyingȱpublicȱdiversifiedȱitsȱtastes,ȱmanyȱ[composers]ȱcultivatȬ
edȱgreaterȱselfȬexpressionȱandȱindividualityȱ(itȱwasȱaȱwayȱofȱbeingȱnoȬ
ticed).ȱUnderȱtheȱswayȱofȱpatronage,…ȱ[theȱcomposer]ȱwasȱexpectedȱto
beȱselfȬeffacing…ȱCraftȱcountedȱmoreȱthanȱuniqueness…ȱTheȱriseȱofȱa
wider,ȱmoreȱvariedȱandȱanonymousȱ[public]ȱencouragedȱ[composers]ȱto
carveȱoutȱdistinctiveȱnichesȱforȱthemselves.ȱTheyȱwereȱfreerȱtoȱexperiȬ
ment,ȱbecauseȱlessȱcommonlyȱworkingȱtoȱpeerȱexpectationȱorȱcommisȬ
sionȱ—ȱ insteadȱproducingȱ inȱanticipationȱofȱdemand,ȱevenȱ toȱ satisfy
theirȱownȱsenseȱofȱCreativeȱTruthȱandȱpersonalȱauthority.’89ȱ

Rameau’sȱ nephewȱ (p.93)ȱwouldȱ haveȱ beenȱdelightedȱ atȱ thisȱ turnȱ of
events,ȱperhapsȱevenȱmoreȱpleasedȱbyȱtheȱmagicȱattributedȱtoȱtheȱArtist
byȱ representativesȱ ofȱGermanȱ romanticism,ȱ atȱ leastȱ ifȱ theȱ following

characterisationȱofȱtheirȱnotionȱofȱ‘theȱtext’ȱisȱanythingȱtoȱgoȱby.

’Theȱtext,ȱwhichȱresultsȱfromȱanȱorganicȱprocessȱcomparableȱtoȱNature’s

creationsȱandȱisȱinvestedȱwithȱanȱaestheticȱorȱoriginality,ȱtranscendsȱthe
circumstantialȱmaterialityȱofȱtheȱ[score]…ȱ[I]tȱacquiresȱanȱidentityȱimȬ
mediatelyȱreferableȱtoȱtheȱsubjectivityȱofȱitsȱ[composer].’90

HereȱweȱareȱbackȱinȱtheȱmetaphysicalȱmusicalȱworldȱofȱTieck,ȱWackenȬ
roderȱandȱHegel,ȱexceptȱthatȱthisȱtimeȱwe’reȱarmedȱwithȱnotationȱasȱleȬ
gallyȱvalidȱproofȱofȱtheȱcomposer’sȱsubjectivityȱandȱofȱtheȱ‘authenticity’
ofȱhisȱText/Work/Oeuvre.91ȱInȱshort,ȱmusicalȱnotationȱinȱEuropeȱaround
1800ȱstandsȱinȱtheȱmiddleȱofȱaȱcomplexȱintersectionȱbetween:

• theȱestablishmentȱofȱmusicȱasȱaȱmarketableȱcommodity;

• developmentsȱinȱtheȱjurisprudenceȱofȱintellectualȱproperty;
• theȱemergenceȱofȱcomposersȱfromȱtheȱanonymityȱofȱfeudalȱpatronȬ

ageȱandȱtheirȱappearanceȱasȱpublicȱfiguresȱandȱprincipalȱactorsȱinȱ
theȱexchangeȱofȱmusicalȱgoodsȱandȱservices;

• Romanticȱnotionsȱofȱgeniusȱandȱsubjectivity.

89. RoyȱPorter:ȱEnglishȱSocietyȱinȱtheȱEighteenthȱCenturyȱ(1990,ȱLondon:ȱPenguin;ȱp.248),ȱ
citedȱbyȱBarronȱ(2006:123).ȱI’veȱreplacedȱ‘artist’ȱorȱ‘writer’ȱinȱtheȱPorterȱquoteȱwithȱ
‘[composer]’ȱonȱeachȱoccasion.

90. RogerȱChartier:ȱTheȱOrderȱofȱBooksȱ(1994,ȱCambridge:ȱPolityȱPress,ȱpp.36Ȭ37),ȱcitedȱ
byȱBarronȱ(2006:123).ȱChartierȱisȱinȱfactȱcharacterisingȱ‘theȱliteraryȱontologyȱsubseȬ
quentlyȱadvancedȱbyȱsuchȱarchitectsȱofȱGermanȱromanticismȱasȱHerder,ȱKantȱandȱ
Fichte’.ȱOnceȱagain,ȱI’veȱchangedȱ‘book’ȱtoȱ‘[score]’ȱandȱ‘author’ȱtoȱ‘[composer]’.ȱ

91. SeeȱTheȱMusicalȱWork.ȱRealityȱorȱInventionȱ(Talbot,ȱ2000).
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AddȱtoȱtheseȱfourȱpointsȱtheȱproblemȱofȱMUSICȱISȱMUSICȱ(ABSOLUTEȱMUȬ
SIC)ȱandȱ itsȱ institutionalisationȱ (pp.84Ȭ95),ȱplusȱ theȱ factȱ thatȱnotation
wasȱtheȱonlyȱviableȱformȱofȱmusicalȱstorageȱandȱdistributionȱforȱcentuȬ
riesȱinȱtheȱWest,ȱandȱitȱshouldȱcomeȱasȱnoȱsurpriseȱthatȱmanyȱpeopleȱin
musicalȱacademeȱstillȱadhereȱtoȱtheȱscopocentricȱbeliefȱthatȱnotationȱis
THEȱMUSICȱ itȱ encodesȱ soȱ incompletely.ȱ Indeed,ȱ thisȱ beliefȱ isȱ soȱ enȬ
trenchedȱinȱsomeȱmusoȱcirclesȱthatȱtheȱwordȱmusicȱstillȱoftenȱdenotesȱno
moreȱthanȱ‘signsȱandȱmarks’ȱonȱpaper,ȱasȱinȱstatementsȱlikeȱ‘Iȱleftȱmy

musicȱinȱtheȱcar’.ȱTheȱinstitutionalȱmagicȱofȱthisȱequationȱshouldȱnotȱbe
underestimated.ȱForȱexample,ȱoneȱresearchȱstudentȱ toldȱmeȱhisȱsymȬ
phonicȱ transcriptionȱofȱaȱPinkȱFloydȱ trackȱwasȱ intendedȱ toȱ ‘giveȱ the
musicȱtheȱstatusȱitȱdeserves’;ȱandȱIȱwasȱonceȱaccusedȱofȱtryingȱtoȱ‘legitȬ
imiseȱtrash’ȱbecauseȱIȱhadȱincludedȱtranscriptionsȱinȱmyȱanalysesȱofȱthe
KojakȱthemeȱandȱAbba’sȱFernando.

Anotherȱ importantȱ reasonȱ forȱ theȱ longevityȱofȱ theȱ equationȱMUSICȱ =
SHEETȱMUSICȱisȱofȱcourseȱthatȱnotationȱwas,ȱforȱaboutȱaȱcenturyȱandȱa
halfȱ(roughlyȱ1800Ȭ1950),ȱtheȱmostȱlucrativeȱmassȱmediumȱforȱtheȱmusical
homeȱentertainmentȱindustry.ȱInȱmostȱbourgeoisȱparlours,ȱtheȱpianoȱwas

asȱfocalȱaȱpieceȱofȱfurnitureȱasȱtheȱTVȱinȱlatterȬdayȱlivingȱrooms.ȱBefore
theȱmassȱproductionȱofȱelectroȬmagneticȱrecordingsȱinȱtheȱlateȱ1920s,ȱor
evenȱasȱlateȱasȱtheȱ1950sȱandȱtheȱadventȱofȱvinylȱrecords,ȱsheetȱmusic

was,ȱlikeȱanȱaudioȱfile,ȱencodedȱ‘content’ȱinȱneedȱofȱsoftwareȱandȱhardȬ
wareȱtoȱdecodeȱandȱreproduce.ȱTheȱparlourȱpianoȱwasȱonlyȱpartȱofȱthat
hardware;ȱtheȱrestȱofȱtheȱhardwareȱandȱallȱtheȱnecessaryȱsoftwareȱreȬ
sidedȱinȱtheȱvaryingȱabilityȱofȱsheetȱmusicȱconsumersȱtoȱdecodeȱnotes
onȱtheȱpageȱintoȱappropriateȱmotoricȱactivityȱonȱtheȱpianoȱkeysȱ(orȱon
otherȱinstruments,ȱorȱbyȱusingȱtheȱvoice).ȱTheȱsheetȱmusicȱmediumȱon
whichȱconsumersȱreliedȱinȱorderȱtoȱrealiseȱanȱaestheticȱuseȱvalue,ȱhopeȬ
fullyȱcommensurateȱwithȱtheȱcommodity’sȱexchangeȱvalueȱ(itsȱmoneȬ
taryȱprice),ȱdemandedȱthatȱtheyȱcontributeȱactivelyȱtoȱtheȱproductionȱofȱthe
soundsȱfromȱwhichȱanyȱaestheticȱuseȱvalueȱmightȱbeȱderived.ȱInȱ this
way,ȱconsumerȱpreoccupationȱwithȱpoïeticȱaspectsȱofȱmusicalȱcommuȬ
nicationȱwasȱmuchȱgreaterȱthanȱitȱwasȱtoȱbecomeȱinȱtheȱeraȱofȱsoundȱreȬ
cording.ȱPoïeticȱconsumerȱinvolvementȱinȱmusicalȱhomeȱentertainment

wasȱalsoȱgreaterȱthanȱthatȱrequiredȱforȱderivingȱuseȱvalue,ȱaestheticȱor
otherwise,ȱfromȱaȱnewspaperȱorȱnovel,ȱespeciallyȱafterȱtheȱintroduction
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ofȱcompulsoryȱeducationȱandȱitsȱinsistenceȱonȱverbalȱliteracyȱforȱallȱcitiȬ
zens:ȱnotationalȱliteracyȱwasȱneverȱconsideredȱsuchȱaȱnecessity,ȱevenȱin
theȱheydayȱofȱsheetȱmusicȱpublishing.

Theȱ factȱ thatȱ thoseȱwhoȱregularlyȱuseȱWesternȱnotationȱ todayȱareȱalȬ
mostȱexclusivelyȱmusicians,ȱnotȱtheȱgeneralȱlisteningȱpublic,ȱreinforces
theȱdichotomyȱbetweenȱknowledgesȱofȱmusic,ȱespeciallyȱthatȱbetween

vernacularȱaesthesicȱcompetenceȱ(e.g.ȱauralȱrecognitionȱofȱaȱparticular
chordȱinȱtermsȱofȱcrimeȱandȱitsȱdetection)ȱandȱtheȱprofessionalȱabilityȱto
denoteȱmusicalȱ structuresȱ inȱpoïeticȱ termsȱ (e.g.ȱ ‘minorȱmajorȱnine’).
Whatȱ composers,ȱ arrangersȱorȱ transcribersȱputȱonȱ toȱ theȱpageȱ is,ȱ as
we’veȱ repeatedlyȱ stated,ȱ usuallyȱ intendedȱ asȱ somethingȱ toȱ beȱ perȬ
formedȱbyȱtrainedȱmusiciansȱwho,ȱinȱorderȱtoȱmakeȱsenseȱofȱtheȱ‘signs
andȱmarks’,ȱhaveȱtoȱsupplyȱfromȱtheirȱownȱexperienceȱatȱleastȱasȱmuch

ofȱwhatȱ isȱnotȱasȱofȱwhatȱ isȱonȱtheȱpage.ȱItȱgoesȱwithoutȱsayingȱthatȱ it
wouldȱtodayȱbeȱeconomicȱsuicideȱtoȱproduceȱsheetȱmusicȱenȱmasseȱin
theȱhopeȱthatȱJoeȱPublicȱwouldȱderiveȱanyȱvalueȱfromȱit.ȱDespiteȱthis
patentȱshiftȱinȱprincipalȱcommodityȱformȱduringȱtheȱtwentiethȱcentury
fromȱsheetȱmusicȱtoȱsoundȱrecording,ȱmusicalȱscopocentrismȱisȱstillȱgoȬ
ingȱstrong,ȱnotȱonlyȱinȱtheȱmusicalȱacademyȱbutȱalsoȱinȱlegalȱpractice.ȱIn
Novemberȱ2003,ȱaȱCaliforniaȱjudgeȱdeclinedȱtoȱawardȱcompensationȱto
aȱ jazzȱmusicianȱwhoseȱ improvisationȱhadȱbeenȱsampledȱonȱaȱBeastie
Boysȱtrack.ȱJudgementȱwasȱpassedȱonȱtheȱgroundsȱthatȱtheȱimprovisaȬ
tionȱwasȱpartȱofȱaȱworkȱwhoseȱscoreȱtheȱplaintiffȱhadȱpreviouslyȱdeposȬ
itedȱforȱcopyrightȱpurposesȱinȱwrittenȱformȱbutȱthatȱtheȱimprovisation

inȱquestionȱwasȱnotȱincludedȱinȱthatȱcopyrightedȱscore.92

Oneȱfinalȱaspectȱofȱtheȱdynamicȱbetweenȱnotation,ȱsubjectivityȱandȱthe
institutionalisationȱ ofȱmusicalȱ knowledgesȱ deservesȱ attentionȱ ifȱ any
strategyȱ forȱdevelopingȱmoreȱdemocraticallyȱ accessibleȱ typesȱofȱdisȬ
courseȱaboutȱmusicȱisȱtoȱbeȱatȱallȱviable.ȱThisȱdynamicȱhasȱtoȱdoȱwith

theȱcomposer’sȱstarȱstatusȱinȱtheȱWesternȱclassicalȱtraditionȱafterȱ1800.

BackȬtrackingȱ toȱ theȱ nineteenthȬcenturyȱ bourgeoisȱmusicȱmarketȱ for
theȱlastȱtime,ȱcomposersȱbecame,ȱasȱweȱhaveȱseen,ȱtheȱlegalȱownersȱand
recognisedȱauthorsȱofȱideasȱconveyedȱthroughȱtheȱtangibleȱcommodity

92. Forȱmoreȱdetail,ȱseeȱNewtonȱvȱDiamondȱ(2003).
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ofȱsheetȱmusic.ȱInȱthisȱwayȱtheyȱalsoȱbecameȱȰaȱbitȱlikeȱ‘acts’ȱsignedȱby
theȱlateȱtwentiethȱcentury’sȱrecordȱlabelsȰȱtheȱmostȱeasilyȱidentifiable
individualsȱinvolvedȱinȱtheȱproductionȱofȱmusic.ȱȱForȱexample,ȱtheȱbigȬ
gestȱnamesȱonȱpopularȱsheetȱmusicȱcoversȱwere,ȱinȱtheȱheydayȱofȱnotaȬ
tion,ȱthoseȱofȱtheȱcomposerȱandȱlyricist,ȱwhileȱtheȱASȱPERFORMEDȱBY…
data,ȱwhichȱonlyȱstartsȱtoȱappearȱregularlyȱinȱtheȱinterȬwarȱyearsȱafter
theȱ commercialȱbreakthroughȱofȱ electroȬmagneticȱ recording,ȱwasȱ asȬ
signedȱaȱmuchȱsmallerȱfont.ȱOfȱcourse,ȱinȱtheȱclassicalȱfield,ȱpianoȱreȬ
ductionsȱandȱpocketȱscoresȱvirtuallyȱneverȱ includeȱdetailsȱofȱnotable
recordingsȱofȱtheȱworkȱ inȱquestion.ȱIndeed,ȱalthoughȱnineteenthȬcenȬ
turyȱartistsȱ likeȱJennyȱLindȱorȱNiccolòȱPaganiniȱwereȱunquestionably
treatedȱlikeȱpopȱstarsȱinȱtheirȱday,ȱtheyȱneverȱacquiredȱtheȱsameȱhighȬ
artȱstatusȱofȱcomposersȱenshrinedȱasȱGreatȱMastersȱinȱWesternȱmusical

academe’sȱhallȱofȱfame.ȱRomanticȱnotionsȱofȱtheȱindividual,ȱofȱmusicȱas
aȱrefugeȱofȱtheȱhigherȱartsȱandȱofȱvirtuallyȱwatertightȱboundariesȱbeȬ
tweenȱsubjectiveȱandȱobjectiveȱcontributedȱ toȱ thisȱcanonisationȱprocȬ
ess.93ȱAmongȱ theȱ continuingȱ symptomsȱofȱ thisȱ romanticisedȱ auteurȬ
centrismȱisȱhistoricalȱmusicology’sȱzealȱforȱdiscoveringȱmusicalȱUrtexts
orȱ forȱ reȬinterpretingȱBeethoven’sȱnotebooksȱcomparedȱ toȱ itsȱ relative
lackȱofȱinterestȱinȱhowȱsuchȱmusicȱwasȱusedȱandȱinȱwhatȱitȱmeantȱtoȱauȬ
diences,ȱeitherȱthenȱorȱmoreȱrecently.ȱInȱshort,ȱmusicologicalȱtextbooks
stillȱ tendȱ toȱdealȱmoreȱwithȱcomposers,ȱ theirȱsubjectivity,ȱ theirȱ intenȬ
tionsȱ andȱ theirȱworks,ȱ theȱ latterȱ overwhelminglyȱ equatedȱwithȱ the
poïeticallyȱfocusedȱmediumȱofȱnotation,ȱthanȱwithȱtheȱeffects,ȱusesȱand
meaningsȱofȱthatȱmusicȱfromȱtheȱviewpointȱofȱtheȱusuallyȱmuchȱgreater
numberȱofȱindividualsȱwhoȱmakeȱupȱtheȱmusic’sȱaudiences.94

93. AsyleȱderȱhöherenȱKünste:ȱftnt.ȱ11ȱp.ȱ89.ȱCelebrationȱofȱsubjectiveȬobjectiveȱsplit:ȱp.ȱ95.ȱ
94. Oneȱexceptionȱtoȱthisȱruleȱmightȱbeȱtheȱminusculeȱfanȱbaseȱforȱcertainȱtypesȱofȱ‘conȬ

temporary’ȱeuroclassicalȱmusic.ȱI’veȱbeenȱtoȱrecitalsȱofȱesotericȱmusicȱwhereȱcomȬ
posersȱactuallyȱoutnumberȱlisteners.ȱThisȱstrangeȱmilieuȱisȱlinkedȱtoȱanotherȱ
symptomȱofȱauteurcentrism.ȱIȱreferȱhereȱtoȱtheȱoftenȱbizarreȱteachingȱofȱcomposiȬ
tionȱinȱtheȱacademyȱwhereȱRomanticȱsubjectivityȱseemsȱtoȱrunȱriot,ȱoneȱofȱitsȱsadȬ
destȱsyndromesȱbeingȱtheȱinnovationȱangstȱaffectingȱyoungȱcomposersȱwhoȱfeelȱ
obligedȱtoȱconformȱtoȱtheȱoriginalityȱedictsȱofȱtinyȱtotemȱgroupsȱ—Darmstadt,ȱantiȬ
Darmstadt,ȱpostȬDarmstadt,ȱmodernism,ȱserialism,ȱpostserialism,ȱpostmodernism,ȱ
stochasticism,ȱminimalism,ȱavantȬgardeȱsensualism,ȱaleatorics,ȱacousmatics,ȱelecȬ
troȬacoustics,ȱetc.ȱadȱinf.
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Theȱconsequencesȱofȱnotation’sȱlongȬstandingȱcentralȱpositionȱinȱmusic

educationȱ are,ȱ inȱ theȱ perspectivesȱ justȱ presented,ȱ quiteȱ daunting.
Thankfully,ȱseveralȱmajorȱtwentiethȬcenturyȱdevelopmentsȱhaveȱhighȬ
lightedȱmanyȱaspectsȱofȱtheȱanomaliesȱbroughtȱtogetherȱinȱtheȱdiscusȬ
sionȱsoȱfar.ȱTheseȱdevelopments,ȱdiscussedȱinȱtheȱnextȱchapter,ȱhaveȱnot
onlyȱenabledȱaȱcritiqueȱofȱconventionalȱmusicology:ȱtheyȱalsoȱprefigure
theȱsortȱofȱideasȱpresentedȱinȱChaptersȱ6Ȭ14.ȱ

Summaryȱofȱmainȱpoints
[1]ȱMusic’sȱrelativelyȱlowȱstatusȱinȱtheȱacademicȱpeckingȱorderȱisȱdue
notȱonlyȱtoȱitsȱinherentlyȱalogogenicȱnatureȱbutȱalsoȱtoȱitsȱinstitutional
isolationȱfromȱtheȱepistemologicalȱmainstreamȱofȱEuropeanȱthought.

[2]ȱTheȱrelativeȱisolationȱofȱmusicȱfromȱotherȱaspectsȱofȱknowledgeȱin
ourȱtraditionȱofȱlearningȱisȱnotȱonlyȱdueȱtoȱtheȱlatter’sȱlogocentricȱand
scopocentricȱbiasȱbutȱalsoȱtoȱaȱpowerfulȱnexusȱofȱhistorical,ȱsocial,ȱecoȬ
nomic,ȱtechnologicalȱandȱideologicalȱfactors.

[3]ȱSocioȬmusicalȱpowerȱagendasȱareȱaȱ severeȱobstacleȱ toȱ theȱunderȬ
standingȱofȱmusicȱasȱaȱmeaningfulȱsignȱsystem.ȱMusic’sȱrelativeȱisolaȬ
tionȱ inȱourȱ traditionȱofȱknowledgeȱ isȱpartlyȱdueȱ toȱaȱ longȱhistoryȱof
institutionalȱmystification:ȱnotionsȱofȱsuprasocialȱ transcendenceȱhave
forȱthousandsȱofȱyearsȱbeenȱaȱrecurrentȱtraitȱinȱlearnedȱwritingsȱabout
learnedȱmusics.ȱTheȱdoctrinalȱghostȱofȱoneȱsuchȱnotionȱofȱsuprasocialȬ
ityȱ—ABSOLUTEȱMUSICȱ(‘MUSICȱ ISȱMUSIC’)—ȱstillȱhauntsȱ theȱcorridorsȱof
musicalȱacademeȱinȱtheȱWest.

[4]ȱ Theȱ strongȱ linkȱ betweenȱ ABSOLUTEȱMUSICȱ andȱ romanticistȱ (bourȬ
geois)ȱnotionsȱofȱsubjectivityȱreinforcesȱaȱmoreȱgeneralȱdissociationȱor
alienationȱofȱindividualsȱfromȱsocial,ȱeconomicȱandȱpoliticalȱprocesses.
Inȱsoȱdoing,ȱtheȱlinkȱbetweenȱABSOLUTEȱMUSICȱandȱbourgeoisȱnotionsȱof
individualityȱalsoȱobscuresȱtheȱobjectiveȱcharacterȱofȱsharedȱsubjectivȬ
ityȱamongȱaudiences,ȱplacingȱdisproportionateȱemphasisȱonȱ theȱ indiȬ
vidualȱcomposerȱorȱartistȱinȱtheȱmusicalȱcommunicationȱprocess.

[5]ȱPostmodernistȱabsolutismȱisȱaȱlatterȬdayȱvariantȱonȱitsȱeuroclassical
counterpart.ȱItȱexhibitsȱsimilarȱtraitsȱof:ȱ[i]ȱchangeȱfromȱradicalȱalternaȬ
tiveȱ toȱ establishedȱ intellectualȱ canon;ȱ [ii]ȱ repertoireȱ ossification;ȱ [iii]
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adoptionȱandȱpropagationȱbyȱprivilegedȱclasses;ȱ[iv]ȱmetaphysicalȱand
illogicalȱdiscourse,ȱ oftenȱ authoritarian,ȱpromotingȱ theȱ superiorityȱ of
certainȱmusicalȱpracticesȱoverȱothers.

[6]ȱPostmodernistȱabsolutismȱcameȱoutȱofȱliteraryȬstyleȱrockȱjournalism
andȱCulturalȱStudies,ȱnotȱoutȱofȱinstitutionalisedȱmusicȱstudies.ȱWhile

classicalȱabsolutismȱ focusedȱonȱmusicalȱ textsȱatȱ theȱ expenseȱofȱ their
context,ȱpostmodernistȱabsolutismȱ tendedȱ toȱdenyȱ theȱexistenceȱofȱa
musicalȱtextȱaltogether.ȱInȱeitherȱcaseȱsemioticȱapproachesȱtoȱmusicȱare
outȱofȱtheȱquestion.ȱȱȱ

[7]ȱOverridingȱemphasisȱonȱtheȱproductionȱofȱmusic,ȱratherȱthanȱonȱits
usesȱandȱmeanings,ȱisȱsoȱfirmlyȱentrenchedȱinȱ(euroclassical)ȱWestern

institutionsȱofȱmusicalȱlearningȱthatȱtermsȱdenotingȱelementsȱofȱmusiȬ
calȱstructureȱareȱmostlyȱpoïetic,ȱrarelyȱaesthesic.ȱConsequently,ȱ those
withoutȱformalȱmusicalȱtrainingȱareȱunableȱtoȱreferȱinȱaȱdoctrinallyȱcorȬ
rectȱ fashionȱ toȱsuchȱstructuralȱelementsȱ (signs).ȱThisȱ lackȱofȱofficially
recognisedȱaesthesicȱstructuralȱdenotorsȱmakesȱtheȱdiscussionȱofȱmusiȬ
calȱmeaningȱbyȱthoseȱwithoutȱformalȱtrainingȱaȱveryȱdifficultȱtask.

[8]ȱTheȱlongevityȱofȱnotationȱasȱtheȱonlyȱmediumȱofȱmusicalȱstorageȱand
distributionȱbeforeȱ theȱadventȱofȱ recordedȱ sound,ȱ combinedȱwithȱ its
subsequentȱstatusȱasȱtheȱmostȱlucrativeȱmediumȱduringȱtheȱearlyȱpartȱof
theȱtwentiethȱcentury,ȱhasȱcompoundedȱmanyȱofȱtheȱdifficultiesȱmenȬ
tionedȱabove.ȱUnlikeȱtheȱwrittenȱword,ȱnotation,ȱconceivedȱandȱused
almostȱexclusivelyȱforȱtheȱproductionȱofȱmusicalȱsoundȱratherȱthanȱfor
itsȱperception,ȱexacerbatesȱtheȱpoïeticȱimbalanceȱofȱmusicalȱlearningȱin
theȱWest.ȱAtȱtheȱsameȱtime,ȱnotation’sȱlongȬstandingȱstatusȱasȱcommodȬ
ityȱ form,ȱcombinedȱwithȱ itsȱhistoricalȱassociationȱwithȱEuropeanȱnoȬ
tionsȱofȱsubjectivity,ȱespeciallyȱduringȱtheȱRomanticȱeraȱandȱinȱtheȱwake

ofȱlegislationȱrubberȬstampingȱtheȱcomposerȱasȱanȱauthenticȱoriginator
andȱownerȱofȱmarketableȱproperty,ȱhasȱfurtherȱcontributedȱtoȱtheȱpoïetȬ
icȱlopsidednessȱofȱthoughtȱaboutȱmusicȱinȱWesternȱinstitutions.ȱItȱhasȱin
theȱprocessȱalsoȱreinforcedȱtheȱmetaphysicalȱviewsȱofȱmusicȱandȱsubjecȬ
tivityȱmentionedȱinȱpointsȱ3ȱandȱ4.
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Bridge

TheȱlongȱandȱshortȱofȱtheseȱeightȱpointsȱandȱofȱtheȱdiscussionȱtheyȱsumȬ
mariseȱisȱthatȱitȱshouldȱcomeȱasȱnoȱsurpriseȱifȱintelligentȱpeopleȱcapable
ofȱembracingȱaȱsociallyȱinformedȱsemioticsȱofȱlanguageȱorȱcinemaȱare
generallyȱunableȱtoȱdoȱtheȱsameȱwithȱmusic:ȱtheȱhistoricalȱlegacyȱofȱmuȬ
sicalȱlearningȱinȱtheȱWestȱhasȱsimplyȱmadeȱthatȱtaskȱextremelyȱdifficult.
Atȱtheȱsameȱtime,ȱalthoughȱitȱisȱvitalȱtoȱunderstandȱtheȱcausesȱofȱthis
problem,ȱit’sȱalsoȱobviousȱthatȱitȱmustȱbeȱsolved.ȱMusicalȱrealitiesȱafter
aȱcenturyȱofȱmassȬdiffusedȱsoundȱclearlyȱdemandȱthatȱtheȱmentalȱmaȬ
chineryȱofȱtheȱhistoricalȱlegacyȱbeȱoverhauled.

Therefore,ȱreturningȱtoȱtheȱanalogyȱthatȱstartedȱthisȱchapter,ȱweȱareȱperȬ
hapsȱnowȱslightlyȱbetterȱplacedȱtoȱdetermineȱwhatȱcargoȱtoȱsalvageȱand
whatȱtoȱdiscardȱalongȱwithȱtheȱballastȱofȱtheȱoilȱtankerȱrepresentingȱthe
historicalȱlegacyȱjustȱreviewed.ȱAlthoughȱweȱmayȱbeȱableȱtoȱneitherȱmaȬ
noeuvreȱ theȱmassiveȱ vesselȱ satisfactorilyȱ norȱ bringȱ itȱ toȱ aȱ complete

standstill,ȱweȱcanȱatȱleastȱdecreaseȱitsȱinertiaȱandȱmoreȱeasilyȱpredictȱits
behaviour.ȱIfȱallȱelseȱfails,ȱweȱcanȱabandonȱshipȱandȱrowȱourȱlifeboats
towardsȱanotherȱpointȱonȱ theȱshoreline.ȱHopefullyȱ theȱ tankerȱcanȱbe
safelyȱmooredȱ beforeȱ itȱ causesȱmoreȱdamageȱ soȱ thatȱweȱ canȱuseȱ as
muchȱfuelȱasȱpossibleȱsalvagedȱfromȱitsȱholdȱtoȱrunȱlessȱcumbersome

vesselsȱprovidingȱaȱmoreȱefficientȱandȱecologicallyȱ friendlyȱshipping
serviceȱinȱtheȱpublicȱinterest.ȱSeveralȱepistemologicalȱlifeboatsȱhaveȱalȬ
readyȱputȱout.ȱTheyȱareȱtheȱsubjectȱofȱtheȱnextȱchapter.ȱȱ
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4.ȱEthno,ȱsocio,ȱsemio

HISȱchapterȱdealsȱwithȱtheȱ‘epistemologicalȱlifeboats’ȱmentioned

atȱtheȱendȱofȱChapterȱ3.ȱTheyȱformȱanȱimportantȱpartȱofȱtheȱfounȬ
dationsȱonȱwhichȱ theȱrestȱofȱ thisȱbookȱrests.ȱForȱreasonsȱofȱbrevity,ȱ I
shallȱcallȱtheseȱlifeboatsȱETHNOȱ(asȱinȱethnomusicology),ȱSOCIOȱ(asȱinȱthe
sociologyȱofȱmusic)ȱandȱSEMIOȱ(asȱinȱtheȱsemioticsȱorȱsemiologyȱofȱmusic).

These threeȱqualifiersȱimplyȱthatȱstudyingȱmusicȱshould,ȱunlikeȱconȬ
ventionalȱstudiesȱinȱtheȱWestȱwhichȱhaveȱnoȱsuchȱqualifyingȱprefixes,
entailȱconsideringȱmusicȱasȱanȱ integralȱpartȱofȱhumanȱactivityȱrather
thanȱasȱjustȱ‘musicȱasȱsound’ȱ(ABSOLUTEȱMUSIC).ȱPutȱsimply,ȱETHNOȱreȬ
latesȱmusic,ȱasȱdefinedȱonȱpageȱ44, ȱtoȱpeoplesȱandȱtheirȱculture,ȱSOCIO
toȱtheȱsocietyȱproducingȱandȱusingȱtheȱmusicȱinȱquestion,ȱSEMIOȱtoȱthe
dynamicȱrelationsȱbetweenȱstructureȱandȱperceivedȱmeaningȱinȱmusic.

Ethno

Theȱearliestȱmajorȱchallengeȱtoȱinstitutionalisedȱwisdomȱaboutȱmusicȱin
theȱnineteenthȬcenturyȱWestȱcameȱfromȱwhatȱisȱgenerallyȱcalledȱeither
ethnomusicologyȱorȱtheȱanthropologyȱofȱmusic.

Thereȱ areȱ severalȱplausibleȱ explanationsȱ forȱ theȱ rise,ȱ inȱEuropeȱ and
NorthȱAmericaȱaroundȱ1900,ȱofȱ theseȱETHNOȱapproaches.ȱOneȱreason
mayȱ beȱ thatȱ alienatedȱ Europeanȱ andȱ Northȱ Americanȱ intellectuals
soughtȱalternativeȱculturalȱvaluesȱtoȱthoseȱofȱtheȱbrutalȱmonetaryȱeconȬ
omyȱtheyȱlivedȱin.ȱAnotherȱreasonȱmayȱhaveȱbeenȱconcernȱforȱtheȱfate
ofȱpreȬindustrialȱculturesȱthreatenedȱbyȱurbanisation,ȱaȱthirdȱtheȱsearch
forȱnationalȱmusicalȱidentity.ȱWhateverȱfactorsȱmayȱhaveȱsparkedȱinterȬ
estȱinȱ‘folk’ȱandȱ‘other’ȱmusicsȱatȱtheȱturnȱofȱtheȱpreviousȱcentury,ȱone
thingȱisȱclear:ȱethnomusicologyȱwouldȱnotȱhaveȱflourishedȱwithoutȱthe
inventionȱofȱrecordedȱsound.1
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Now,ȱalthoughȱnotation,ȱnotȱsoundȱrecording,ȱwas,ȱduringȱtheȱfirstȱhalf
ofȱtheȱtwentiethȱcentury,ȱtheȱmainȱmusicalȱstorageȱmediumȱinȱtheȱWest,

acousticȱrecording,ȱcommerciallyȱavailableȱsinceȱaroundȱ1900,ȱallowed

collectorsȱofȱnonȬnotatedȱmusicȱtoȱstoreȱwhatȱtheyȱsoughtȱtoȱdocument

asȱitȱsoundedȱratherȱthanȱasȱscholarsȱheardȱitȱorȱwereȱableȱtoȱtranscribeȱit.
Thanksȱtoȱtheȱnewȱrecordingȱtechnology,ȱstandardsȱofȱreliabilityȱinȱmuȬ
sicalȱdocumentationȱimproved:ȱcollectorsȱcouldȱnoȱlongerȱreturnȱfrom
fieldȱtripsȱwithȱmereȱtranscriptionsȱofȱtheȱmusicȱtheyȱwantedȱtoȱstudy.
Throughȱrepeatedȱlisteningȱtoȱaȱrecordingȱofȱanȱidenticalȱsequenceȱof
musicalȱevents,ȱtheyȱcouldȱmoreȱeasilyȱgraspȱunfamiliarȱwaysȱofȱstrucȬ
turingȱpitch,ȱtimbreȱandȱrhythm,ȱtakingȱnoteȱofȱallȱrelevantȱparameters

ofȱexpression,ȱnotȱjustȱthoseȱsuitedȱtoȱstorageȱinȱtheȱEuropeanȱsystemȱof
notation.

Thisȱearlyȱdevelopmentȱinȱethnomusicologyȱisȱofȱimportanceȱtoȱanyone
studyingȱmusicȱstoredȱand/orȱdistributedȱinȱauralȱratherȱthanȱgraphic
formȱbecauseȱfocusȱonȱmusicalȱ‘texts’ȱshiftsȱfromȱnotationȱtoȱsoundȱreȬ
cording.ȱWithȱ theȱearlyȱ ethnomusicologists,ȱaudioȱ recordingȱbecame

theȱprimaryȱmediumȱforȱmusicalȱstorageȱandȱactedȱasȱtheȱbasisȱforȱtranȬ
scription.ȱPutȱanotherȱway,ȱtheȱrolesȱofȱnotationȱandȱrecordingȱwereȱreȬ
versed.ȱEuroclassicalȱcomposersȱandȱarrangersȱproducedȱnotationȱthat
servedȱasȱtheȱprimaryȱmediumȱonȱwhichȱliveȱperformanceȱandȱanyȱsubȬ
sequentȱrecordingȱwereȱbased,ȱwhereasȱtheȱnotationȱofȱmusicȱinȱother
traditionsȱreliedȱonȱsoundȱrecordingȱofȱaȱprimaryȱliveȱperformanceȱfor
itsȱexistenceȱasȱaȱtextȱusedȱforȱpurposesȱofȱstudyȱratherȱthanȱforȱ(re)perȬ
formance.ȱLater,ȱafterȱtheȱadventȱofȱmovingȱcoilȱmicrophonesȱandȱelecȬ
tricalȱamplificationȱinȱtheȱ1920s,ȱfieldȱrecordingsȱbyȱcollectorsȱlikeȱPeer,
HammondȱandȱLomaxȱwereȱtoȱhaveȱanȱevenȱgreaterȱimpact:ȱpreviously

1. Constructionȱofȱaȱnationalȱmusicalȱidentityȱinȱtheȱlateȱ19thȱandȱearlyȱ20thȱcenturyȱ
seemsȱtoȱhaveȱbeenȱparticularlyȱimportantȱinȱEuropeanȱcountriesȱoutsideȱtheȱdomiȬ
nantȱCentralȱEuropeanȱmusicalȱsphere,ȱe.g.ȱHungary,ȱtheȱBalkans,ȱRussia,ȱSpain,ȱ
Scandinavia,ȱIreland,ȱScotlandȱandȱEngland.ȱEdisonȱinventsȱtheȱcylinderȱphonoȬ
graphȱinȱ1877;ȱBerlinerȱpatentsȱtheȱfirstȱflatȱdiscȱgramophoneȱinȱ1888;ȱrecordingsȱofȱ
NativeȱAmericanȱmusicȱstartȱinȱ1889;ȱStumpf’sȱtripȱtoȱSiamȱdatesȱfromȱ1900,ȱBartókȱ
andȱKodály’sȱfirstȱcollectionsȱfromȱ1904,ȱHornbostel’sȱfirstȱexpeditionȱfromȱ1905,ȱ
Sachsȱ&ȱHornbostel’sȱorganologyȱfromȱ1914.
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nonȬnotatedȱmusicȱtraditionsȱlikeȱhillbillyȱandȱtheȱbluesȱcouldȱnowȱbe
stored,ȱreproducedȱandȱdistributedȱinȱquantitiesȱthatȱwouldȱsoonȱoutȬ
stripȱthoseȱofȱsheetȱmusicȱpublishing.ȱByȱtheȱtimeȱofȱtheȱBeatles’ȱSerȬ
geantȱPepperȱ(1967),ȱofȱcourse,ȱmediaȱprimacyȱisȱinȱtheȱrecording,ȱlive
performanceȱbecomingȱatȱbestȱanȱattemptȱtoȱreȬenactȱtheȱrecordingȱon
stage,ȱoftenȱanȱoutrightȱimpossibility,ȱwhileȱnotationȱhasȱlittleȱorȱnoȱrelȬ
evance.2ȱGivenȱthisȱhistoricalȱbackground,ȱthereȱareȱatȱleastȱthreeȱreaȬ
sonsȱ forȱ stressingȱ theȱ importanceȱ ofȱ ethnomusicology’sȱ threeȱ great
challengesȱtoȱWesternȱinstitutionsȱofȱconventionalȱmusicalȱlearning.

FIRST:ȱbyȱusingȱaudioȱrecordingȱinȱtheirȱstudies,ȱearlyȱtwentiethȬcentury
scholars,ȱ researchers,ȱ collectorsȱ andȱmusiciansȱmadeȱ ‘other’ȱmusics

availableȱ forȱ interestedȱ Westernersȱ toȱ hear,ȱ studyȱ andȱ appreciate.
Throughȱsubsequentȱworkȱbyȱscholarsȱandȱcollectors,ȱmoreȱmusicȱfrom
moreȱculturesȱbecameȱavailableȱonȱphonogram,ȱ thisȱdevelopmentȱ inȬ
creasingȱ theȱWesternȱ listener’sȱchancesȱofȱ findingȱaestheticȱvaluesȱ inȱa
greaterȱvarietyȱofȱmusicsȱandȱsubstantiallyȱreducingȱtheȱviabilityȱofȱmainȬ
tainingȱaȱsingleȱdominantȱaestheticȱcanonȱforȱmusic.

SECOND:ȱdueȱ toȱobviousȱdifferencesȱ inȱstructureȱbetweenȱCentralȱEuȬ
rope’sȱmusicalȱlinguaȱfrancaȱandȱtheȱ‘other’ȱmusicsȱstudiedȱbyȱethnoȬ
musicologists,ȱ ‘weȱWesterners’ȱ couldȱ neverȱ takeȱ theȱmeaningsȱ and
functionsȱofȱ‘their’ȱmusicȱforȱgrantedȱinȱtheȱsameȱwayȱasȱ‘we’ȱthought
weȱcouldȱwithȱourȱown.ȱ‘We’ȱneededȱexplanationsȱasȱtoȱwhyȱ‘their’ȱmuȬ
sicȱsoundedȱsoȱdifferentȱfromȱ‘ours’.ȱ‘Their’ȱmusicȱremainedȱincomprehenȬ
sibleȱtoȱusȱunlessȱitȱwasȱrelatedȱtoȱparamusicalȱphenomena,ȱthatȱis,ȱunlessȱit
couldȱbeȱconceptuallyȱlinkedȱtoȱsocialȱorȱculturalȱactivityȱandȱorganisaȬ
tionȱotherȱthanȱwhatȱweȱwouldȱcallȱ ‘musical’ȱ—toȱreligion,ȱwork,ȱthe
economy,ȱpatternsȱofȱbehaviourȱandȱ subjectivityȱ etc.ȱ Ifȱ applyingȱnoȬ
tionsȱofȱtheȱ‘absolute’ȱtoȱfamiliarȱmusicȱinȱfamiliarȱsurroundingsȱis,ȱas
weȱalreadyȱarguedȱ (p.91,ff.),ȱaȱcontradictionȱ inȱ terms,ȱapplyingȱsuch
notionsȱtoȱunfamiliarȱmusicȱinȱunfamiliarȱcontextsȱwouldȱbeȱevenȱsilȬ

2. Theȱmediaȱprimacyȱofȱrecordingȱinȱpopȱmusicȱcanȱbeȱtracedȱbackȱatȱleastȱasȱfarȱasȱ
PhilȱSpectorȱinȱtheȱearlyȱ1960sȱ(RichardȱWilliams,ȱ1975).ȱSeeȱGreenȱ(2001)ȱforȱnotaȬ
tion’sȱabsenceȱȱinȱpopularȱmusicȱlearningȱstrategies.
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lier.ȱSo,ȱforcedȱtoȱputȱtheȱsoundsȱofȱunfamiliarȱmusicȱintoȱtheȱspecific
socialȱcontextȱofȱ‘foreign’ȱcultureȱinȱorderȱtoȱmakeȱanyȱsenseȱofȱthemȱat
all,ȱweȱhadȱtoȱcompareȱtheȱsoundsȱofȱourȱownȱmusicȱwithȱthoseȱofȱpeoȬ
pleȱlivingȱinȱotherȱcultures,ȱandȱtheȱcontextȱofȱtheirȱmusicȱwithȱourȱown

culturalȱ tradition.ȱ Perhapsȱweȱwouldȱ needȱ toȱ askȱ howȱ ‘our’ȱmusic

workedȱ inȱ ‘their’ȱcontextȱ ifȱ ‘their’ȱmusicȱwasȱ incomprehensibleȱ toȱus
withoutȱunderstandingȱitȱinȱ‘their’ȱcontext;ȱandȱifȱweȱhadȱtoȱaskȱthose
sortsȱofȱquestion,ȱmaybeȱweȱwouldȱneedȱ toȱstartȱ thinkingȱmoreȱseriȬ
ouslyȱaboutȱhowȱ‘our’ȱmusicȱworkedȱinȱ‘our’ȱownȱcontext.ȱWhatever

theȱcase,ȱunderstandingȱanythingȱofȱtheȱunfamiliarȱmusicȱthatȱethnoȬ
musicologistsȱrecordedȱmeantȱthinkingȱcomparatively.ȱItȱmeantȱreflectȬ
ingȱonȱ theȱgivensȱofȱourȱownȱmusic,ȱ cultureȱandȱ societyȱ inȱorderȱ to
understandȱ ‘theirs’;ȱ itȱentailedȱ thinkingȱ inȱ termsȱofȱ culturalȱ relativity.
Underȱsuchȱcircumstances,ȱmusicalȱabsolutismȱwasȱoutȱofȱtheȱquestion.

THIRD:ȱasȱalreadyȱsuggested,ȱattemptsȱatȱtranscribingȱotherȱmusicsȱacȬ
tualisedȱtheȱlimitationsȱofȱourȱownȱsystemȱofȱnotationȱandȱtherebyȱthe
limitationsȱofȱmusicȱencodableȱwithinȱ thatȱsystem.ȱThisȱprocessȱproȬ
videdȱinsightsȱintoȱtheȱrelativeȱimportanceȱofȱdifferentȱparametersȱofȱmusical
expressionȱinȱdifferentȱmusicȱculturesȱandȱpavedȱtheȱwayȱforȱaȱmusicology

ofȱnonȬnotatedȱmusics.ȱDiversityȱofȱaestheticȱnormsȱforȱmusicȱbecame

realityȱ andȱmusicalȱ ethnocentricity,ȱ includingȱEurocentricȱnotionsȱ of
musicalȱ‘superiority’,ȱ‘absoluteȱmusic’ȱandȱ‘eternal’ȱorȱ‘universal’ȱvalȬ
uesȱcouldȱbeȱchallenged.ȱThisȱsenseȱofȱtheȱrelativityȱofȱaestheticȱnormsȱfor
musicȱwasȱofȱcentralȱimportanceȱinȱtheȱlatterȱformulationȱofȱaesthetic
valuesȱforȱallȱformsȱofȱmusicȱoutsideȱtheȱEuropeanȱclassicalȱcanon.ȱ

Inȱshort,ȱethnomusicologyȱrefutedȱtheȱviabilityȱofȱmaintainingȱjustȱone
aestheticȱcanon.ȱItȱalsoȱdrewȱattentionȱtoȱtheȱimportanceȱofȱnonȬnotataȬ
bleȱparametersȱofȱexpressionȱand,ȱofȱparticularȱrelevanceȱtoȱthisȱbook,ȱit
obligedȱanyȱ seriousȱ scholarȱofȱmusicȱ toȱdealȱwithȱquestionsȱofȱ functionȱand
meaningȱinȱaȱsocioȬculturalȱframework.ȱ
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Socioȱ

Theȱearliestȱtextȱdevotedȱexplicitlyȱtoȱtheȱsociologyȱofȱmusicȱappeared
inȱ1921.3ȱThatȱdateȱcoincidesȱroughlyȱwithȱtheȱinventionȱofȱtheȱmoving

coilȱmicrophoneȱ andȱwithȱ theȱ firstȱbroadcastingȱboom.ȱAȱ fewȱyears
later,ȱpatentsȱwereȱtakenȱoutȱonȱelectroȬmagneticȱrecordingȱandȱonȱopȬ
ticalȱsound.4ȱTheseȱnewȱsoundȬcarryingȱtechnologiesȱwereȱessentialȱto
theȱdevelopmentȱofȱradio,ȱrecordsȱandȱtalkingȱfilm.ȱMassȱdiffusionȱof
musicȱviaȱ theseȱnewȱmediaȱhighlightedȱdifferencesȱ inȱmusicalȱhabits
betweenȱ socialȱ classesȱwithinȱ theȱ sameȱ nationȱ stateȱ becauseȱ people
wereȱnowȱmuchȱmoreȱ frequentlyȱexposedȱ toȱwhatȱ ‘everyoneȱelse’ȱ—
thoseȱ ‘others’ȱ again!—ȱ listenedȱ to.ȱ It’sȱ alsoȱ essentialȱ toȱnoteȱ thatȱ the
sameȱ interȬwarȱyearsȱsawȱmomentousȱsocialȱandȱpoliticalȱupheavals,
includingȱtheȱemergenceȱofȱtheȱSovietȱUnion,ȱtheȱincreasingȱstrengthȱof
workingȬclassȱorganisations,ȱgeneralȱstrikesȱandȱsuchȱdisastrousȱeffects
ofȱcapitalismȱasȱtheȱWallȱStreetȱCrash,ȱeconomicȱdepression,ȱrampant

inflationȱandȱtheȱriseȱofȱfascism.

Realisationȱ ofȱ thisȱ socioȬeconomicȬculturalȱ conjunctureȱ andȱ concern
aboutȱ theȱfutureȱofȱ individualsȱwithinȱ thisȱnewȱandȱunstableȱ typeȱof
massȱsocietyȱseemȱtoȱbeȱtheȱmainȱreasonsȱbehindȱtheȱdevelopment,ȱnot
leastȱduringȱ theȱ socioȬpoliticalȱ turmoilȱ ofȱ theȱWeimarȱ republic,ȱ ofȱ a
sociologyȱofȱmusicȱdealingȱwithȱtheȱeverydayȱmusicalȱpracticesȱofȱthe
popularȱmajorityȱ(thoseȱ‘others’ȱagain!).ȱHence,ȱforȱexample,ȱtheȱestabȬ
lishmentȱinȱ1930ȱofȱtheȱBerlinȱ journalȱMusikȱundȱGesellschaft,ȱsubtitled
‘WorkingȱPapersȱforȱtheȱSocialȱCareȱandȱPoliticsȱofȱMusic’.ȱBeforeȱdisȬ
appearingȱafterȱtheȱNaziȱMachtübernameȱinȱ1933,ȱMusikȱundȱGeselleschaft
hadȱcontainedȱarticlesȱabout,ȱforȱexample,ȱmusicȱandȱyouth,ȱamateur

musicians,ȱurbanȱmusicȱconsumersȱandȱaboutȱmusicȱinȱtheȱworkplace.5

Thereȱwere,ȱinȱshort,ȱgoodȱethicalȱandȱpoliticalȱreasonsȱforȱintellectuals

3. MaxȱWeber’sȱDieȱrationellenȱundȱsoziologischenȱGrundlagenȱderȱMusik.ȱForȱaȱfullerȱ
accountȱofȱthisȱ‘socio’ȱsection,ȱpleaseȱseeȱTaggȱ&ȱClaridaȱ(2003:39Ȭ48).

4. Forȱexample,ȱ(1924)ȱBBCȱradioȱlicenseȱsalesȱriseȱtoȱtwoȱmillionȱandȱWesternȱElectricȱ
patentȱelectroȬmagneticȱrecording;ȱ(1925)ȱȱfirstȱcommercialȱelectroȬmechanicalȱ
recordingsȱandȱstandardisationȱofȱr.p.m.ȱtoȱ78;ȱȱ(1926)ȱformationȱofȱNBCȱbyȱRCAȱandȱ
firstȱ‘talking’ȱfilm;ȱ(1927)ȱ100ȱmillionȱrecordȱsalesȱinȱtheȱUSA;ȱȱ(1928)ȱFoxȱacquireȱ
rightsȱonȱopticalȱsound;ȱ(1931)ȱ70%ȱofȱBBCȱairtimeȱisȱmusic.
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toȱtakeȱaȱseriousȱlookȱatȱinteractionsȱbetweenȱmusic,ȱculture,ȱclass,ȱsociȬ
etyȱ andȱ values.ȱOutȱ ofȱ theseȱ political,ȱ socialȱ andȱ aestheticȱ concerns
aboutȱpreȬwarȱpopularȱcultureȱemergeȱtwoȱgeneralȱtrendsȱwhichȱexert
considerableȱ indirectȱ influenceȱonȱ theȱunderstandingȱofȱmusicȱ inȱ the
West.ȱOneȱofȱ theseȱSOCIOȱ trendsȱwasȱmoreȱempirical,ȱ theȱotherȱmore

theoretical.ȱ

Theȱempiricalȱtrendȱinȱtheȱsociologyȱofȱmusicȱconcentratedȱlargelyȱon
documentingȱ theȱmusicalȱ tastesȱ andȱ habitsȱ ofȱ differentȱ population
groups.ȱItȱcanȱinȱveryȱgeneralȱtermsȱbeȱunderstoodȱasȱservingȱbothȱexȬ
ploitativeȱandȱdemocraticȱpurposes.ȱIt’sȱexploitative,ȱforȱexample,ȱwhen

theȱdemographicȱdataȱitȱproducesȱisȱusedȱbyȱcommercialȱmediaȱtoȱsell
socioȬmusicallyȱdefinedȱ targetȱgroupsȱ toȱadvertisers,ȱwhileȱ itsȱdemoȬ
craticȱpotentialȱ liesȱ inȱ theȱ factȱ thatȱ similarȱdemographicȱdataȱ canȱbe
usedȱasȱargumentsȱforȱtheȱdemocratisationȱofȱpublicȱpolicyȱinȱtheȱarts
andȱeducation.ȱPutȱsimply,ȱtheȱdemocraticȱpotentialȱofȱempiricalȱsocioȬ
logyȱnotȱonlyȱcontributedȱtoȱaȱgeneralȱbroadeningȱofȱtheȱnotionȱofȱculȬ
ture,ȱaȱconceptualȱcornerstoneȱinȱwhatȱbecameȱCulturalȱStudies;ȱitȱalso
fuelledȱ theȱopinionȱ thatȱpubliclyȱ fundedȱmusicȱ institutionsȱwereȱunȬ
democratic.ȱSuchȱcritiqueȱhelpedȱpaveȱtheȱwayȱforȱtheȱseriousȱstudyȱof
musicsȱ ofȱ theȱpopularȱmajority,ȱmusicsȱwhoseȱproducers,ȱmediators

andȱusersȱareȱsoȱtangiblyȱinvolvedȱinȱtheȱcomplexȱconstructionȱandȱneȬ
gotiationȱofȱsounds,ȱmeanings,ȱvaluesȱandȱattitudesȱinȱourȱownȱsociety.
Underȱsuchȱcircumstancesȱitȱwouldȱbeȱabsurdȱtoȱstudyȱmusicȱasȱ‘just
music’,ȱillogicalȱtoȱdetermineȱanyȱaspectȱofȱmusicalȱstructurationȱwithȬ
outȱconsideringȱitsȱfunctionȱorȱmeanings.ȱ

5. Theȱcompleteȱ1930Ȭ31ȱrunȱofȱMusikȱundȱGesellschaftȱisȱreprintedȱinȱoneȱvolumeȱ(KolȬ
land,ȱ1978).ȱTheȱauthorsȱofȱtwoȱarticlesȱ(‘TheȱEffectsȱofȱRhythmȱinȱtheȱFulfilmentȱofȱ
IndustrialisedȱFactoryȱWork’,ȱ‘MusicalȱRhythmsȱinȱFactoryȱWork’ȱandȱ‘Musicalȱ
RhythmȱasȱaȱMeansȱofȱIncreasingȱtheȱProductivityȱofȱTypists’)ȱaskȱifȱmusicȱcanȱ
humaniseȱanȱimpersonal,ȱmechanicalȱworkingȱenvironmentȱorȱifȱitȱjustȱaȱtoolȱforȱ
increasingȱproductionȱandȱforȱnumbingȱtheȱpoliticalȱwillȱofȱtheȱworkingȱclass?ȱForȱ
informationȱaboutȱtheȱconnectionȱbetweenȱMusikȱundȱGesellschaftȱandȱpopularȱmusicȱ
studies,ȱseeȱTaggȱ(1998a).ȱ‘Massȱobservation’ȱstudiesȱofȱpopularȱcultureȱwereȱalsoȱ
conductedȱinȱtheȱUKȱduringȱtheȱ1930sȱbyȱscholarsȱlikeȱQ.D.ȱLeavisȱ(thanksȱtoȱBruceȱ
JohnsonȱforȱthisȱinformationȱaboutȱQueenieȱLeavis,ȱwifeȱofȱProfessorȱF.ȱR.ȱLeavisȱofȱ
Leavisiteȱfame).
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Severalȱproponentsȱofȱtheȱ‘moreȱtheoretical’ȱSOCIOȱtrendȱheldȱveryȱdifȬ
ferentȱviewsȱaboutȱtheȱmusicȱofȱtheȱpopularȱmajority.ȱTheȱmostȱwellȬ
knownȱrepresentativeȱofȱthisȱtrendȱwasȱAdorno,ȱaȱfigureȱsoȱfrequently
referredȱtoȱbyȱotherȱwritersȱonȱpopularȱcultureȱthatȱanyoneȱseriously
studyingȱmusicȱ inȱ theȱmassȱmediaȱ isȱalmostȱritualisticallyȱobligedȱ to
mentionȱhim.ȱOneȱreasonȱforȱAdorno’sȱacademicȱnotorietyȱisȱthat,ȱdeȬ
spiteȱtheȱMusikȱundȱGesellschaftȱconnectionȱjustȱmentioned,ȱheȱisȱtreated
asȱ ifȱheȱwereȱ theȱfirstȱmusicȱscholarȱ toȱdealȱwithȱpopularȱmusic.ȱThe
chapterȱ‘OnȱPopularȱMusic’ȱfromȱhisȱIntroductionȱtoȱtheȱSociologyȱofȱMuȬ
sicȱ(1962)ȱisȱAdorno’sȱclaimȱtoȱacademicȱfameȱinȱthisȱrespect.

‘OnȱPopularȱMusic’ȱhasȱalwaysȱ struckȱmeȱasȱuninformedȱandȱelitist.
Adornoȱseemsȱtoȱhaveȱveryȱvagueȱnotionsȱaboutȱtheȱmusic,ȱmusicians

andȱaudienceȱonȱwhomȱheȱpassesȱjudgement.6ȱHeȱalsoȱpresentsȱaȱhierȬ
archyȱofȱlisteningȱmodes,ȱaccordingȱtoȱwhichȱconcentratedȱlisteningȱas
youȱfollowȱeventsȱinȱtheȱscoreȱisȱgoodȱandȱhavingȱmusicȱonȱinȱtheȱbackȬ
groundȱasȱyouȱdoȱtheȱdishesȱisȱbad.7ȱMoreover,ȱAdorno’sȱequationȱofȱa
strong,ȱregularȱbeatȱandȱanȱeasilyȱsingableȱtuneȱwithȱtheȱmanipulation

ofȱtheȱmassesȱexpressesȱdisdainȱforȱmusic’sȱsomaticȱproperties,ȱasȱwell

asȱforȱtheȱworkingȱclassȱwhich,ȱaccordingȱtoȱtheȱsocialismȱheȱprofessed
toȱembrace,ȱwouldȱ ridȱsocietyȱofȱ theȱcapitalismȱheȱhimselfȱcriticised.
Howȱcanȱsuchȱaȱlearnedȱmanȱbeȱsoȱcontradictory?ȱAccordingȱtoȱPaul
Beaudȱ(1980),ȱAdorno’sȱdeafȱearȱforȱpopularȱmusicȱcanȱbeȱexplainedȱas
follows:

‘Hisȱ texts’ȱ [onȱpopularȱmusic]ȱ ‘dateȱ fromȱhisȱ [USȬ]ȱAmericanȱperiod
whenȱheȱwasȱonȱtheȱlookoutȱforȱfascismȱeverywhere.ȱAnythingȱresemȬ
blingȱrhythmȱheȱequatedȱwithȱmilitaryȱmusic.ȱThisȱwasȱtheȱvisceralȱreȬ
actionȱofȱtheȱexiled,ȱaristocraticȱJewȱduringȱtheȱHitlerȱperiod.’

This plausible explanation raises two other problems. One is that pop-
ular music in the Third Reich was not dominated by military marches
but by sentimental ballads (Wicke, 1985), a fact substantiating the view
that Adorno was out of touch with the musical habits of the populace.

6. ForȱmoreȱonȱAdorno’sȱproblemsȱwithȱ‘jazz’ȱandȱpopularȱmusic,ȱseeȱGracykȱ
(1996:149Ȭ174);ȱseeȱalsoȱTaggȱ&ȱClaridaȱ(2003:41).ȱ

7. ThisȱviewȱstronglyȱresemblesȱWackenroder’sȱmetaphysicȱofȱ‘immersion’ȱ(p.ȱ94)
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The other problem is that Adorno’s aversion to music’s somatic power
is contradictory to the point of anti-intellectualist absurdity because it
precludes the development of rational models capable of explaining
music’s relation to the body and emotions. Since, as we’ll see next,
Adorno exerted considerable indirect influence on ‘alternative’ studies
of music in the second half of the twentieth century, and since no mean
amounts of music in our contemporary media have such clear emo-
tional or somatic functions, awareness of Adorno’s shortcomings is es-
sential. Ignorance of popular music, disdain for the musical habits of
the popular classes, aversion to music’s corporeal aspects and celebra-
tion of its cerebral aspects are hardly the ideal premises on which to
base a serious understanding of Abba or Adele, let alone of capoeira,
cúmbia, death metal, fado, flamenco, funk, games audio, karaoke, line
dancing, reggae, samba, valses musettes, and so on ad infinitum. 

So, why bother about Adorno at all? ‘Because he has been so influen-
tial’ is the easy answer, but it’s an answer that begs other questions. If
Adorno was himself light years away from forming a viable approach
to understanding music in the mass media, why is he so often referred
to by scholars with that particular field of interest? That question raises
serious epistemological issues which anyone trying to develop a musi-
cology of mass-mediated music would be wise to consider. One expla-
nation is that Adorno’s influence on two areas of thought about music
has been indirect and paradoxical. 

First, Adorno, a musicologist with some high-art composition creden-
tials, introduced music academics to a vocabulary of social philosophy
which, despite its obvious shortcomings,8 made it just that little bit
harder for those academics to bury their heads in wonted formalist
sand. Second, and more importantly, Adorno was Herbert Marcuse’s
mentor and it was Marcuse who popularised the social-critical philoso-
phy of the Frankfurt School among radical U.S. students in the sixties,
not least among those who, wittingly or not, contributed to the formu-

8. Forȱexample,ȱwhatȱdoesȱAdornoȱactuallyȱmeanȱbyȱtheȱfollowingȱpejoratives:ȱReizȱ
(stimulation),ȱ[WirklichkeitsȬ]Fluchtȱ(escapeȱ[fromȱreality]),ȱAblenkungȱ(distraction),ȱ
Bekräftigungȱ(affirmation)ȱandȱNivellierungȱ(standardisationȱorȱhomogenisation),ȱ
avantȬgarde,ȱjazzȱandȱkitsch?ȱNoneȱofȱtheseȱtermsȱareȱclearlyȱdefinedȱorȱexemplified.ȱ
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lation of the rock canon.9 It’s in this second way that Adorno indirectly
contributed to the establishment of influential types of postwar Eng-
lish-language discourse on music. In journalistic or academic guise, this
discourse, which was also influenced by traditions of literary criticism
and political theory, seems typically to concern itself with a certain set
of social and cultural issues —youth, subculture, fashion, the business
and the media, etc.— and with alternative aesthetic canons of ‘authen-
ticity’ in popular music. This aspect of Adorno’s indirect influence is
paradoxical because the rock canon of authenticity, for example the
‘spirited underdog’ and the ‘body music that … provokes’,10 contrasts
starkly with Adorno’s cerebral anti-somatic stance.

Two other explanations will serve to complete the bizarre picture that
is Adorno’s position in the pantheon of authorities to which scholars of
contemporary culture so often seem obliged to refer. One reason is sim-
ple: that Adorno was much more widely translated into English than
other comparable authorities. That prosaic reply begs the question
‘why Adorno and not others?’

The general gist of the second explanation is that many aspects of
Adorno’s writing neatly align with pre-existing value systems and con-
ventional categories of thought in the humanities. More precisely,
Adorno is empiriphobic and undialectic on two fronts, for not only are
the voices of music’s creators and users absent in his writings; his work
also involves very little concrete reference to music as ‘text’. Adorno is
on this second count at an advantage in institutions where conceptual
boundaries between musical and other types of knowledge are kept
tight because no discussion of musical structure means that scholars
without musical training can be spared the embarrassment of not
knowing what ‘minor-major-nine’ and other items of muso jargon actu-
ally mean (see p.89). For scholars in other arts or in social science, the-
orising around music (metacontextual discourse) is much less trouble

9. BlackȱPantherȱleaderȱAngelaȱDavis,ȱYippieȱpartyȱchairmanȱAbbieȱHoffmanȱandȱ
foundingȱRollingȱStoneȱeditorȱJonȱLandauȱwereȱallȱstudentsȱofȱMarcuseȱatȱBrandeisȱ
University.ȱCarlȱBelz,ȱoneȱofȱtheȱfirstȱhistoriansȱofȱrock,ȱtaughtȱatȱBrandeisȱatȱtheȱ
sameȱtimeȱasȱMarcuse.ȱTheȱrockȱcanonȱisȱdiscussedȱinȱTaggȱ&ȱClaridaȱ(2003:59Ȭ88).ȱ
SeeȱalsoȱMichelsenȱetȱal.ȱ(2000:ȱ63,ȱff.).

10. TheseȱexpressionsȱderiveȱfromȱRobertȱChristgauȱandȱJonȱLandauȱrespectively.ȱ
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than discourse involving reference to the sounds of music in the terms
of those who produce them (metatextual discourse with its poïetic de-
scriptors). At the same time, Adorno’s lack of ethnographic and socio-
empirical concretion, combined with his evident unfamiliarity with the
realities of popular culture, are symptomatic of the conservative sort of
art criticism or literary theory whose value judgements seem to de-
mand no empirical underpinning. As long as the language is erudite
and as long as the implicit aesthetic values are taken for granted, disci-
plinary boundaries can be maintained and there need be no disconcert-
ing paradigm shifts. Add to all this the left-wing credibility inherent in
Adorno’s status as a critical intellectual Jew having fled from the Nazis
to the English-speaking West, and his popularity as reference point for
anglophone academics who see themselves politically left of centre
should come as no surprise.11 

Inȱshort,ȱAdorno’sȱvalueȬladenȱtheorisingȱhasȱthrownȱtwoȱmajorȱobstaȬ
clesȱinȱtheȱpathȱofȱthoseȱwhoȱwantȱtoȱunderstandȱhowȱmusicȱcanȱcarry
meaningȱinȱcontemporaryȱurbanȱsociety.ȱ

[1]ȱByȱomittingȱmusicalȱ‘texts’ȱfromȱhisȱdiscussionsȱofȱmusic,ȱAdorno
reinforcesȱdisciplinaryȱboundariesȱbetweenȱstudiesȱofȱmusicalȱstructuȬ
rationȱandȱotherȱimportantȱaspectsȱofȱunderstandingȱmusic.12ȱ

[2]ȱByȱexcludingȱempiricalȱconcretion,ȱbyȱprivilegingȱunsubstantiated
valueȱ judgementsȱandȱbyȱhisȱapparentȱunawarenessȱofȱhisȱownȱignoȬ
ranceȱaboutȱtheȱmusicȱofȱtheȱpopularȱmajority,ȱAdornoȱhasȱreinforced
scholasticȱtendenciesȱinȱartsȱacademeȱtoȱconfuseȱtheȱelegantȱexpression
ofȱaestheticȱopinionȱwithȱscholarship.ȱ

11. ErnstȱEmsheimer,ȱethnomusicologist,ȱbornȱintoȱanotherȱwellȬtoȬdoȱJewishȱfamilyȱtheȱ
sameȱyearȱandȱinȱtheȱsameȱpartȱofȱFrankfurtȱasȱAdorno,ȱfledȱeast,ȱnotȱwest,ȱfromȱ
NaziȱGermany.ȱAlthoughȱhisȱinfluenceȱonȱpopularȱmusicȱstudiesȱisȱmoreȱconstrucȬ
tiveȱthanȱAdorno’s,ȱhisȱcontribution,ȱthroughȱJanȱLing’sȱworkȱinȱGöteborg,ȱremainsȱ
largelyȱunknownȱoutsideȱofȱethnomusicologyȱ(seeȱTagg, ȱ1998a).ȱAnotherȱproblemȱ
relatesȱpartlyȱtoȱtheȱfamousȱAdornoȬBenjaminȱdebateȱandȱtoȱaȱtwoȬedgedȱpathosȱforȱ
educationȱandȱselfȬbettermentȱamongȱtheȱintellectualȱpetitȬbourgeoisieȱ(myȱbackȬ
ground)ȱandȱaspiringȱmembersȱofȱtheȱworkingȱclass.ȱSuchȱselfȬbettermentȱoftenȱ
involvedȱacquiringȱtheȱculturalȱandȱintellectualȱtrappingsȱofȱtheȱrulingȱclassesȱratherȱ
thanȱinvestigatingȱtheȱdialecticsȱofȱpopularȱculture,ȱincludingȱitsȱdemocraticȱpotenȬ
tial.ȱIȱthinkȱAdorno’sȱelitismȱreinforcedȱsuchȱundialecticalȱtendencies.

12. Seeȱ“Skills,ȱcompetences,ȱknowledges”ȱ(p. 118,ff.).
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Toȱsummarise:ȱAdorno’sȱvalueȱliesȱinȱwhatȱhisȱstatusȱasȱmuchȱquoted
authorityȱtellsȱusȱaboutȱtheȱtraditionȱofȱknowledgeȱthatȱhasȱkeptȱhimȱin
thatȱposition.ȱIt’sȱinȱspiteȱofȱhimȱthatȱtheȱSOCIOȱchallengeȱtoȱtheȱoldȱabsoȬ
lutistȱaestheticsȱofȱmusicȱmetȱwithȱanyȱ success.ȱThatȱchallengeȱcame

mainlyȱfromȱempiricalȱstudiesȱofȱmusicalȱlifeȱinȱtheȱindustrialisedȱWest,

studiesȱenablingȱscholarsȱ toȱargueȱ forȱ theȱdemocratisationȱofȱ instituȬ
tionsȱofȱmusicalȱlearning,ȱasȱwellȱasȱforȱtheȱvalidityȱofȱstudyingȱmusics

ofȱtheȱpopularȱmajority.ȱSOCIOȱwasȱalso,ȱitȱshouldȱbeȱadded,ȱaȱconvenȬ
ientȱmultiȬpurposeȱlabelȱwhichȱforȱaȱveryȱlongȱtimeȱcouldȱbeȱstuckȱonȱto
studiesȱthatȱdiscussedȱmusicȱasȱanȱintegralȱpartȱofȱsocioculturalȱactivity
orȱwhichȱexaminedȱmusicsȱoutsideȱbothȱtheȱEuropeanȱclassicalȱcanon
andȱtheȱconventionalȱhuntingȱgroundsȱofȱethnomusicology.13ȱ

OneȱfinalȱsymptomȱofȱproblemsȱwithȱbothȱSOCIOȱtrendsȱinȱmusicȱstudȬ
iesȱlinksȱbackȱtoȱtheȱabsenceȱofȱmusicalȱ‘texts’ȱinȱmostȱworkȱaboutȱmusic

inȱtheȱmassȱmedia.ȱSuchȱstudiesȱareȱstillȱoverwhelminglyȱconductedȱby
scholarsȱwithȱaȱbackgroundȱinȱtheȱsocialȱsciencesȱorȱculturalȱstudies.ȱIt
wouldȱbeȱunreasonableȱtoȱdemandȱofȱthoseȱcolleaguesȱtheȱexpertiseȱasȬ
sociatedȱwithȱtheȱdescriptionȱofȱmusicalȱstructures,ȱmoreȱreasonableȱto
expectȱmusicologistsȱtoȱhaveȱdevotedȱmoreȱeffortȱtoȱstudyingȱtheȱvast
repertoireȱofȱmusicsȱcirculatingȱonȱanȱeverydayȱbasisȱviaȱtheȱmassȱmeȬ
dia.ȱWithȱtheȱexceptionȱofȱethnomusicologists,ȱwhoȱuntilȱquiteȱrecently
inȱgeneralȱavoidedȱthatȱvastȱrepertoire,ȱveryȱfewȱmusicȱscholarsȱexamȬ
inedȱrelationshipsȱbetweenȱthatȱmusicȱandȱtheȱsocial,ȱeconomicȱandȱculȬ
turalȱconfigurationsȱinȱwhichȱitȱplaysȱaȱcentralȱpart.ȱAsȱaȱresultȱofȱthis
epistemologicalȱgapȱandȱthanksȱtoȱtheȱrelativeȱaccessibilityȱofȱtheȱunȬ
substantiatedȱtheorisingȱproducedȱbyȱAdorno,ȱtheȱdenialȱofȱcontextȱasȬ
sociatedȱwithȱRomanticȱtheoriesȱofȱabsoluteȱmusicȱcouldȱbeȱreplaced,
justȱ asȱ idealistically,ȱwithȱ explicitȱ denialȱ ofȱ theȱ existenceȱ ofȱmusical

texts.ȱFromȱtheȱmusician’sȱperspective,ȱsuchȱtextȱdenialȱisȱofȱcourseȱabȬ
surd.14ȱHowȱthisȱproblemȱaffectsȱtheȱmainȱpointȱofȱthisȱbookȱmayȱbe
easierȱtoȱunderstandȱwithȱtheȱhelpȱofȱTableȱ4Ȭ1ȱ(p.144).

13. InȱNovemberȱ2007ȱIȱdiscoveredȱIȱhadȱbeenȱlabelledȱsociologueȱbyȱtwoȱFrenchȱmusicolȬ
ogists.ȱ‘Sociologist’,ȱeh?ȱThatȱshouldȱcauseȱmirthȱamongȱmyȱsocialȱscienceȱfriends!

14. Forȱaȱfullȱdiscussionȱofȱtheȱmusicalȱtextȱdenialȱproblem,ȱseeȱ‘PomoȬmusicology,ȱconȬ
sumerismȱandȱtheȱ“liberationȱofȱtheȱid”’ȱandȱ‘Music:ȱaȱtroublesomeȱappendageȱtoȱ
culturalȱstudies’ȱinȱTaggȱ&ȱClaridaȱ(2003:66Ȭ88).
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Fig. 4-1. Typical topics for ETHNO and SOCIO studies of music 

Figureȱ4Ȭ1ȱsuggestsȱthatȱSOCIOȱapproachesȱdealȱmainlyȱwithȱsocialȱasȬ
pectsȱofȱWesternȱmusicȱoutsideȱtheȱclassicalȱtradition,ȱrarelyȱwithȱmusic

inȱnonȬWesternȱcultures.ȱETHNOȱstudies,ȱonȱtheȱotherȱhand,ȱhaveȱtradiȬ
tionallyȱdealtȱwithȱtheȱmusicsȱofȱnonȬWesternȱculturesȱand,ȱasȱtheȱthick
doubleȬendedȱarrowȱ indicates,ȱwithȱ theȱ interactionȱbetweenȱmusicȱas
soundȱandȱtheȱsocioculturalȱfieldȱofȱwhichȱitȱisȱpart.ȱFigureȱ4Ȭ1ȱalsoȱsugȬ
gestsȱthatȱconventionalȱEuropeanȱmusicȱstudiesȱareȱmainlyȱconcerned
withȱtheȱproductionȱandȱdescriptionȱofȱeuroclassicalȱtexts,ȱlessȱwithȱthe
music’sȱsocialȱaspectsȱorȱwithȱinteractionȱbetweenȱ‘text’ȱandȱ‘context’.
Anȱethnomusicologyȱofȱ‘otherȱmusicsȱinȱWesternȱsociety’ȱ(theȱfirstȱtwo

columnsȱonȱtheȱETHNOȱlineȱinȱTableȱ4Ȭ1)ȱwouldȱthereforeȱbeȱextremely

usefulȱifȱweȱwantȱtoȱunderstandȱtheȱmeaningsȱandȱfunctionsȱofȱmusicȱin
theȱ contemporaryȱmassȱmedia.ȱSinceȱ suchȱ studiesȱ areȱ stillȱ relatively
rare,ȱweȱmayȱhaveȱtoȱlookȱelsewhere.15ȱ

15. OneȱnotableȱexceptionȱisȱItalianȱethnomusicologistȱSerenaȱFacciȱandȱherȱstudiesȱofȱ
mobileȱphoneȱringtonesȱ(2005)ȱandȱofȱaerobicsȱmusicȱ(2009).ȱMoreover,ȱatȱtheȱ2008ȱ
conferenceȱofȱtheȱSociétéȱfrançaiseȱdeȱl’ethnomusicologie,ȱIȱfoundȱthatȱyoungerȱscholarsȱ
wereȱpayingȱaȱlotȱofȱattentionȱtoȱurbanȱmusicsȱinȱ‘exotic’ȱplaces.ȱOrȱmaybeȱit’sȱjustȱ
thatȱtheȱ‘nobleȱsavages’ȱonceȱhuntedȱbyȱethnomusicologistsȱareȱnowȱanȱendangeredȱ
speciesȱandȱneedȱtoȱbeȱreplacedȱbyȱotherȱanthropologicalȱ‘others’.ȱ
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Semioȱ

Theȱsemioticsȱofȱmusic,ȱinȱtheȱbroadestȱsenseȱofȱtheȱterm,ȱdealsȱwithȱreȬ
lationsȱbetweenȱtheȱsoundsȱweȱcallȱmusicalȱandȱwhatȱthoseȱsoundsȱsigȬ
nifyȱtoȱthoseȱproducingȱandȱhearingȱtheȱsoundsȱinȱspecificȱsociocultural
contexts.ȱDefinedȱ inȱ thisȱway,ȱSEMIOȱapproachesȱ toȱmusicȱoughtȱ logiȬ
callyȱtoȱthrowȱsomeȱlightȱonȱtheȱinteractionȱbetweenȱanyȱmusicȱasȱtext,
anywhereȱorȱatȱanyȱ time,ȱandȱ theȱsocioȬculturalȱ field[s]ȱ inȱwhichȱ the
textȱisȱproducedȱandȱused.ȱIndeed,ȱSEMIOȱstudiesȱofȱmusicȱshouldȱideȬ
allyȱexhibitȱtheȱprofileȱshownȱfigureȱ4Ȭ2.ȱTheȱtroubleȱisȱthatȱtheȱmajority

ofȱmusicȱstudiesȱdisplayingȱtheȱSEMIOȱlabelȱdealȱonlyȱwithȱcertainȱtypes
ofȱmusicȱand/orȱonlyȱwithȱcertainȱaspectsȱofȱmeaning.ȱThisȱveryȱbroad
generalisationȱneedsȱsomeȱexplanationȱsinceȱthereȱisȱnoȱsingleȱsemiotic

theoryȱofȱmusicȱbutȱrather,ȱasȱNattiezȱ(1976:19)ȱhasȱsuggested,ȱaȱrange
ofȱ‘possibleȱsemioticȱprojects’.ȱȱȱ

SEMIOȱapproachesȱtoȱstudyingȱmusicȱfirstȱappearȱwithȱthatȱlabelȱaround
1960ȱandȱinitiallyȱdrawȱquiteȱheavilyȱonȱlinguisticȱtheoryȱofȱtheȱtime.

TheseȱearlyȱstudiesȱwereȱlaterȱcriticisedȱbyȱsemioȬmusicologists16ȱwho

drewȱattentionȱtoȱproblemsȱcausedȱbyȱtransferringȱconceptsȱassociated
withȱtheȱdenotativeȱaspectsȱofȱlanguageȱtoȱtheȱexplanationȱofȱmusical

signification.ȱSuchȱlaudableȱcautionȱaboutȱgraftingȱlinguisticȱconcepts
ofȱmeaningȱonȱtoȱmusicȱseemsȱneverthelessȱtoȱhaveȱresultedȱinȱaȱreverȬ
sionȱtoȱaȱlargelyȱcongenericȱviewȱofȱmusic.17ȱIndeed,ȱtheȱmajorityȱofȱarȬ
ticlesȱinȱvolumesȱofȱsemioȬmusicalȱscholarshipȱpublishedȱinȱtheȱ1980s
andȱ1990sȱshowȱanȱoverwhelmingȱconcernȱwithȱtheoriesȱofȱmusic’sȱinȬ
ternalȱ structuration.ȱTheȱ sameȱ literatureȱ showsȱmuchȱ lessȱ interestȱ in
music’sȱinterrelationȱwithȱotherȱmodesȱofȱexpressionȱandȱpaysȱscantȱatȬ
tentionȱtoȱmusic’sȱparatextualȱconnectionsȱ(semantics).ȱEvidenceȱlinkȬ

16. ForȱexampleȱImbertyȱ(1976b),ȱLerdahlȱandȱJackendoffȱ(1977),ȱKeilerȱ(1978).
17. Monelleȱ(1992:28Ȭ29)ȱprovidesȱaȱusefulȱsummaryȱofȱtheȱproblemȱofȱmetatheorisingȱ

inȱmusicȱsemioticsȱofȱtheȱ1970s.

Fig. 4-2. 
Ideal topics for
SEMIO studies
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ingȱmusicalȱstructureȱtoȱmusicianȱintentionsȱorȱlistenerȱresponsesȱand
discussionȱofȱtheseȱaspectsȱofȱsemiosisȱtoȱtheȱtechnology,ȱeconomy,ȱsoȬ
cietyȱandȱ ideologyȱ inȱwhichȱ thatȱsemiosisȱ takesȱplaceȱ (pragmatics)ȱ is
conspicuousȱbyȱitsȱabsence.ȱThisȱobservationȱisȱbasedȱonȱtheȱperusalȱof
88ȱarticlesȱpublishedȱ inȱthreeȱ learnedȱsemioȬmusicalȱvolumes.18ȱ59ȱof
thoseȱ 88ȱ articlesȱ (67%)ȱ discussȱ eitherȱ overridingȱ theoreticalȱ systems

ratherȱthanȱdirectȱevidenceȱforȱtheȱvalidityȱofȱthoseȱsystems,ȱorȱelseȱthey
dealȱwithȱsyntax,ȱusuallyȱinȱtermsȱofȱnarrativeȱformȱ(diataxis),ȱrather
thanȱwithȱsemanticsȱorȱpragmatics.ȱInȱtheȱremainingȱ33%ȱ(29ȱarticles)ȱa
fewȱsemanticȱissuesȱareȱaddressedȱbutȱonlyȱthreeȱarticlesȱ(3.4%)ȱdiscuss
pragmatics,ȱeachȱofȱthoseȱthreeȱfocusingȱonȱmusicians,ȱnoneȱonȱmusic’s

finalȱarbitersȱofȱsignificationȱ—itsȱusers.18ȱClearly,ȱfixationȱonȱnarrative
formȱ(diataxis)ȱandȱaȱlackȱofȱattentionȱtoȱsemanticsȱandȱpragmaticsȱwill

notȱbeȱmuchȱuseȱifȱweȱwantȱtoȱunderstandȱ‘howȱmusicȱcommunicates

whatȱtoȱwhom’ȱonȱanȱeverydayȱbasisȱinȱtheȱmodernȱworld.ȱIndeed,ȱEco
(1990:256 ff.),ȱemphasisingȱtheȱnecessityȱofȱintegratingȱsyntax,ȱsemanȬ
ticsȱandȱpragmaticsȱ inȱanyȱstudyȱofȱmeaning,ȱprovidesȱaȱveryȱcritical
opinionȱofȱtheȱsemioticȱtendenciesȱjustȱmentioned.ȱ

‘Toȱ sayȱ thatȱpragmaticsȱ isȱoneȱdimensionȱofȱ semioticȱ studyȱdoesȱnot
meanȱdeprivingȱitȱ[theȱsemioticȱstudy]ȱofȱanȱobject.ȱRather,ȱitȱmeansȱthat
theȱpragmaticȱapproachȱconcernsȱtheȱtotalityȱofȱtheȱsemiosis…ȱSyntax
andȱsemantics,ȱwhenȱfoundȱinȱsplendidȱisolationȱbecome…ȱ“perverse”
disciplines.’ȱ(Eco,ȱ1990:259)ȱ

Oneȱpossibleȱ reasonȱ forȱ theȱ lackȱ ofȱ semanticsȱ andȱpragmaticsȱ inȱ so
manyȱmusicȬsemioticȱtextsȱmayȱbeȱtheȱfactȱthatȱtheȱtypeȱofȱlinguistics
fromȱwhichȱtheoreticalȱmodelsȱwereȱinitiallyȱderivedȱaccordedȱsemiotic

primacyȱtoȱtheȱwrittenȱword,ȱtoȱdenotationȱandȱtoȱtheȱarbitraryȱorȱconȬ
ventionalȱsign.19ȱSuchȱnotionsȱofȱdenotativeȱprimacyȱwereȱunderstandȬ

18. Theȱthreeȱvolumesȱare:ȱ[1]ȱaȱmusicȱissueȱofȱSemioticaȱ(vol.66Ȭ1/3,ȱ1987);ȱ[2]ȱMusicalȱ
SemioticsȱinȱGrowthȱ(Tarasti,ȱ1996)ȱandȱ[3]ȱpapersȱfromȱtheȱ5thȱInternationalȱCongressȱ
onȱMusicalȱSignificationȱ(Stefaniȱetȱal.,ȱ1998).ȱIȱassumeȱthat:ȱ(a)ȱsyntaxȱdenotesȱaspectsȱ
ofȱsignificationȱbearingȱonȱtheȱtemporalȱrelationshipȱofȱsignifyingȱelementsȱwithinȱaȱ
givenȱmodeȱofȱcommunicationȱandȱthatȱdiataxisȱ(narrativeȱform)ȱisȱtheȱlongȬterm,ȱ
episodicȱaspectȱofȱsyntaxȱ(Chapterȱ11);ȱ(b)ȱthatȱsemanticsȱdealsȱwithȱtheȱrelationȱ
betweenȱsuchȱsignsȱandȱwhatȱtheyȱstandȱfor,ȱandȱthatȱ(c)ȱpragmaticsȱfocusesȱonȱculȬ
turalȱandȱsocialȱactivityȱrelatingȱtoȱtheȱproductionȱandȱinterpretationȱofȱmeaning.ȱ
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ablyȱ consideredȱ incompatibleȱ withȱ theȱ generalȱ natureȱ ofȱ musical

discourse.ȱHowever,ȱdenotativeȱprimacyȱhasȱbeenȱradicallyȱchallenged
byȱmanyȱ linguists.ȱSomeȱofȱ themȱ argueȱ thatȱprosodyȱ andȱ theȱ social
rulesȱofȱspeechȱ(includingȱalsoȱtimbre,ȱdiction,ȱvolume,ȱfacialȱexpresȬ
sionȱandȱgesture)ȱareȱasȱintrinsicȱtoȱlanguageȱasȱwords,ȱandȱthatȱthey
shouldȱnotȱbeȱ regardedȱ asȱmereȱparalinguisticȱ addȬons.20ȱOtherȱ linȬ
guistsȱrefuteȱdenotation’sȱprimacyȱoverȱconnotation,ȱandȱallȱunderline
theȱimportanceȱofȱstudyingȱlanguageȱasȱsocialȱpracticeȱ(pragmatics).21

Musicȱsemioticsȱhas,ȱ itȱseems,ȱbeenȱslowȱ toȱassimilateȱsuchȱdevelopȬ
mentsȱinȱlinguistics.ȱHowȱcanȱsuchȱreluctanceȱbeȱexplainedȱifȱincompatȬ
ibilityȱwithȱ linguisticȱtheoryȱ isȱsoȱmuchȱ lessȱofȱanȱ issueȱtodayȱthanȱ it
wasȱinȱtheȱ1960sȱandȱ1970s?ȱ

The syntax fixation of many musicologists rallying under the SEMIO

banner is regrettably difficult to understand in any other terms than
those discussed in Chapter 3 —the hegemony of musical absolutism in
Western seats of musical learning. While ethnomusicologists had to re-
late musical structure to social practice if they wanted to make any
sense of ‘foreign’ sounds, and while the sociology of music dealt mostly
with society and hardly ever with the (socially immanent) phenome-
non of music as sound, most music semioticians were attached to insti-
tutions of musical learning in which the absolutist view still ruled the
roost. Their tendency to draw almost exclusively on euroclassical mu-
sic for their supply of study objects provides circumstantial evidence
for this explanation,22 not because music in that repertoire relates to
nothing outside itself (on the contrary, see p.89-90), but because the no-
tion of ‘absolute’ music has been applied with particular vigour to mu-
sic in that tradition. Without exaggerating too grossly, it could be said

19. Arbitraryȱorȱconventionalȱsign:ȱforȱexplanation,ȱseeȱChapterȱ5,ȱpp.ȱ163Ȭ166,ȱincludingȱ
sectionȱDenotationȱandȱconnotation.

20. e.g.ȱAtkinsonȱ(1984)ȱonȱtheȱbodyȱlanguageȱofȱoratingȱpoliticians,ȱHirschȱ(1989)ȱonȱ
turnȬtakingȱinȱconversations,ȱBolingerȱ(1989)ȱonȱintonationȱandȱgrammar.

21. SeeȱLakoffȱ&ȱJohnsonȱ(1979)ȱonȱmetaphor,ȱLakoffȱ(1990)ȱonȱtheȱculturalȱandȱexperiȬ
entialȱbasisȱofȱlinguisticȱcategories,ȱetc.ȱSeeȱalsoȱHarrisȱ(1981),ȱHallidayȱ(1985),ȱCruiseȱ
(1988)ȱandȱKressȱ(1993).ȱ

22. Thatȱevidenceȱisȱeasilyȱobtainedȱbyȱperusingȱmajorȱworksȱofȱmusicȱsemioticsȱ(e.g.ȱ
Monelleȱ(1992),ȱNattiezȱ(1976),ȱTarastiȱ(1978)),ȱnotȱtoȱmentionȱtheȱ88ȱlearnedȱarticlesȱ
(p.145Ȭ146).
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that the tradition of music semiotics we are referring to is not only ‘per-
verse’ in the sense put forward by Eco, but also based on a flawed (ab-
solutist) notion of a limited musical repertoire developed during a
limited period of one continent’s history by a minority of the popula-
tion in a limited number of communication situations. 

The main problems with the majority of semio-musical writing in the
late twentieth century West can be summarised in five simple points. 
1. It’sȱhamperedȱbyȱitsȱinstitutionalȱaffiliationȱwithȱtheȱ‘absolute’ȱaesȬ

theticsȱofȱmusic.

2. Itsȱobjectsȱofȱstudyȱareȱusuallyȱdrawnȱfromȱtheȱlimitedȱrepertoireȱofȱ
theȱeuroclassicalȱcanon.ȱ

3. Itȱexhibitsȱaȱpredilectionȱforȱeitherȱsyntaxȱorȱgeneralȱtheorising,ȱlessȱ
interestȱforȱeitherȱsemanticsȱorȱpragmatics.

4. Itȱconcentratesȱalmostȱexclusivelyȱonȱworksȱwhoseȱcompositionalȱ
techniquesȱmustȱbeȱconsideredȱasȱmarginal,ȱi.e.ȱasȱtheȱexceptionȱtoȱ
ratherȱthanȱasȱtheȱruleȱofȱcurrentȱmusicalȱpractices,ȱcodesȱandȱuses.ȱ

5. Itȱusesȱnotationȱasȱstorageȱformȱonȱwhichȱtoȱbaseȱanalysis.

The general neglect, by musicologists and semioticians, of Western mu-
sics outside the classical canon as a field of serious study is of course a
matter of cultural politics, but it’s also a matter of importance to the de-
velopment of both musicology and semiotics. The reason is that music
circulating in contemporary media cannot be analysed using only the
traditional tools of musicology developed in relation to euroclassical
music23 because the former, unlike the latter, is: 
1. conceivedȱforȱmassȱdistributionȱtoȱlargeȱandȱsometimesȱheterogeneȬ

ousȱgroupsȱofȱlisteners;ȱ
2. storedȱandȱdistributedȱinȱmainlyȱnonȬwrittenȱform;ȱ
3. subject,ȱunderȱcapitalism,ȱtoȱtheȱlawsȱofȱ‘free’ȱenterpriseȱaccordingȱ

toȱwhichȱitȱshouldȱhelpȱsellȱasȱmuchȱasȱpossibleȱofȱtheȱaudiovisualȱ
productȱorȱcommodityȱtoȱasȱmanyȱasȱpossible;

4. conceivedȱinȱaȱvarietyȱofȱstyles,ȱmanyȱofȱwhichȱareȱincompatibleȱ
withȱtheȱprinciplesȱofȱeuroclassicalȱmusic.ȱ

23. Musicȱforȱtheȱaudiovisualȱmedia,ȱwhateverȱitsȱstyle,ȱisȱconsideredȱhereȱasȱpartȱofȱtheȱ
‘popular’ȱinȱanȱaxiomaticȱtriangleȱconsistingȱofȱ‘art’,ȱ‘folk’ȱandȱ‘popular’ȱmusic.ȱForȱ
definitionȱofȱtheseȱterms,ȱseeȱTaggȱ(2000a:29Ȭ45).ȱ
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Accordingȱtoȱtheȱthirdȱpoint,ȱtheȱmajorityȱofȱmusicȱheardȱviaȱtheȱmass

mediaȱshouldȱelicitȱsomeȱ‘attractionȱatȱfirstȱlistening’ȱifȱtheȱmusicȱisȱto
standȱaȱchanceȱofȱmakingȱaȱsellȱor,ȱinȱtheȱcaseȱofȱmusicȱandȱtheȱmoving

image,ȱofȱcatchingȱaudienceȱattentionȱandȱinvolvementȱmoreȱefficiently
thanȱcompetingȱproduct.ȱItȱalsoȱmeansȱthatȱmusicȱproducedȱunderȱsuch
conditionsȱwillȱtendȱtoȱrequireȱtheȱuseȱofȱreadilyȱrecognisableȱcodesȱas
aȱbasisȱforȱtheȱproductionȱofȱ(newȱorȱold)ȱcombinationsȱofȱmusicalȱmesȬ
sage.ȱFailureȱtoȱstudyȱthisȱvastȱcorpusȱofȱfamiliarȱandȱgloballyȱavailable
musicȱmeansȱfailingȱtoȱstudyȱwhatȱtheȱmusicȱaroundȱusȱusuallyȱmediȬ
atesȱasȱaȱrule.ȱItȱsurelyȱmakesȱmoreȱsenseȱ toȱstartȱbyȱ tryingȱ toȱunderȬ
standȱ whatȱ isȱ mediatedȱ inȱ ourȱ culture’sȱ mainstreamȱ mediaȱ before
positingȱgeneralȱtheoriesȱofȱsignificationȱbasedȱonȱdiscussionȱofȱsubculȬ
tural,ȱcounterȬculturalȱorȱotherȱ ‘alternative’ȱmusicalȱcodesȱ likeȱavantȬ
gardeȱ techno,ȱspeedȱmetal,ȱbebop,ȱBoulez,ȱBeethoven’sȱ lateȱperiodȱor
anyȱotherȱ repertoireȱcontradictingȱorȱcomplementingȱ ratherȱ thanȱbeȬ
longingȱtoȱtheȱdominantȱmainstreamȱofȱmusicalȱpracticesȱinȱourȱsociety.
UsingȱexceptionsȱtoȱestablishȱrulesȱmayȱbeȱconsideredȱstandardȱpracȬ
ticeȱforȱscholarsȱprojectingȱanȱimageȱofȱhighȬartȱorȱhighȬcredȱcoolȱbutȱit
isȱnotȱaȱviableȱintellectualȱstrategyȱforȱconstructingȱaȱsemioticsȱofȱmusic

inȱtheȱeverydayȱlifeȱofȱcitizensȱinȱtheȱWesternȱworld.24 ȱ

Theȱneglectȱofȱpopularȱmusicȱasȱanȱareaȱ forȱsemioticȱanalysisȱcauses
otherȱbasicȱproblemsȱofȱmethod.ȱWeȱhaveȱalreadyȱtouchedȱonȱtendenȬ
ciesȱofȱgraphocentrismȱwhichȱtreatȱtheȱscoreȱasȱreificationȱofȱtheȱ‘work’

orȱ‘text’ȱwhenȱinȱfactȱtheȱnotesȱrepresentȱlittleȱmoreȱthanȱanȱincomplete

shorthandȱofȱmusicalȱintentions.25ȱSuchȱconfusionȱisȱlessȱlikelyȱinȱthe
studyȱofȱpopularȱmusicȱbecauseȱnotationȱhasȱforȱsomeȱtimeȱbeenȱsuperȬ
sededȱasȱtheȱprimaryȱmodeȱofȱstorageȱandȱdisseminationȱtoȱtheȱextent
thatȱpopularȱmusicȱTEXTSȱ(seeȱp.ȱ604)ȱareȱusuallyȱeitherȱcommodifiedȱin
theȱformȱofȱsoundȱrecordingȱcarriedȱonȱfilm,ȱtapeȱorȱdisc,ȱorȱstoredȱdigȬ

24. YouȱmightȱasȱwellȱclaimȱthatȱgeneralȱsemioticȱprinciplesȱofȱtheȱEnglishȱlanguageȱcanȱ
beȱestablishedȱbyȱanalysingȱEbonicsȱ(wasȱ‘jiveȱtalk’),ȱCockneyȱrhymingȱslangȱorȱtheȱ
poetryȱofȱE.E.ȱCummingsȱorȱJohnȱDonne.ȱ

25. Notationȱasȱreificationȱofȱtheȱ‘channel’ȱbetweenȱ‘emitter’ȱandȱ‘receiver’ȱ(Eco,ȱ1976:ȱ
33)ȱseemsȱunsatisfactoryȱevenȱforȱmusicȱpredatingȱtheȱeraȱofȱsoundȱrecording.ȱForȱ
moreȱonȱtheȱproblemsȱofȱmusicalȱnotation,ȱseeȱpp.ȱ119Ȭ130.
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itallyȱforȱaccessȱoverȱtheȱinternet.ȱDueȱtoȱtheȱimportanceȱofȱnonȬnotataȬ
bleȱparametersȱ inȱpopularȱmusicȱandȱ toȱ theȱnatureȱofȱ itsȱstorageȱand
distributionȱasȱrecordedȱsound,ȱnotationȱcannotȱfunctionȱasȱaȱreliable
representationȱofȱtheȱmusicalȱtextsȱcirculatingȱinȱtheȱmassȱmedia. ȱ

Moreover, it is probable that the professional habitat of music semioti-
cians in institutions of conventional music studies which still focus on
the euroclassical canon tends to encourage a return to the old absolutist
aesthetics as the line of least intellectual resistance. Conventional musi-
cology’s pre-occupation with long-term thematic and harmonic narra-
tive (diataxis) usually precludes discussion of the meaningful elements
of ‘now sound’ (syncrisis) from which musical episodes or sections are
constructed, and without which no narrative form can logically exist.26 

This account of the SEMIO phase has been quite discouraging. We seem
to have ended up where we started (p.133), still dogged by notions of
musical absolutism. I find myself describing a subdiscipline that is
semiotic by name rather than by nature. In fact, I’d argue that if the
semiotics of music, at least as I’ve encountered it institutionally, were a
commercial venture, it might well qualify for indictment under the
Trades Description Act. 

There are, however, exceptions to the general trends of grand theory
and syntax fixation just discussed. A few of these exceptions are explic-
itly SEMIO, while most of them are semiotic by nature if not by name.
They have all informed, to varying degrees and in different ways, the
type of approach presented later in this book and have all challenged,
sometimes in the face of considerable opposition, the institutionalised
conventions of ABSOLUTEȱMUSIC. One work deserves special mention in
this context: it is Francès’ doctoral dissertation La perception de la mu-
sique (1958), a thoroughly researched and pioneering semio-musical
work that has influenced the ideas presented in this book but which is

26. [i]ȱDIATAXISȱandȱSYNCRISIS:ȱseeȱGlossaryȱandȱChaptersȱ11Ȭ12.ȱ[ii]ȱTheȱspectreȱofȱabsoȬ
luteȱmusicȱcanȱevenȱcastȱitsȱshadowȱoverȱempiricallyȱsubstantiatedȱstudiesȱinȱwhichȱ
listenerȱresponsesȱareȱrestrictedȱtoȱadjectivesȱofȱgeneralȱaffectȱandȱfromȱwhichȱconȬ
notationsȱofȱconcreteȱphenomenaȱareȱexcluded.ȱForȱmoreȱonȱthisȱproblem,ȱseeȱ[a]ȱ
‘Emotionȱwords’ȱ(pp.ȱ74Ȭ78),ȱ[b]ȱ‘GesturalȱinterconversionȱandȱconnotativeȱpreciȬ
sion’ȱ(Tagg,ȱ2005a)ȱandȱp.502ȱff.ȱinȱthisȱbook.ȱTheȱsameȱissueȱwasȱaddressedȱ43ȱyearsȱ
earlierȱbyȱRobertȱFrancèsȱ(1958:278ff)!ȱ
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seldom mentioned by those who defer to Adorno or who rally under
the semio-musical banner. For reasons of space we can do no more than
merely list, in the next footnote (no. 27), some of the other ‘SEMIO excep-
tions’ relevant to the issues raised in this book.27 

Bridge

This chapter has dealt with twentieth-century challenges to the grapho-
centrism and to the absolutist aesthetics of music in official institutions
of education and research in the West. Although some of the tendencies
described seem to have done little more than reformulate conventional
conceptual differences between musical and other forms of knowledge
(the SOCIO avoidance of music as sound, the SEMIO syntax fixation, etc.),
the three challenges —ETHNO in particular— have made it much easier
to address questions of musical meaning in the everyday life of citizens
in the Western world. At the same time, although an absolutist aesthet-
ics of music may still be on the agenda of many learned institutions, it
can also be viewed as a historical parenthesis: it has after all only been
‘official policy’ in Western institutions for little more than a century
and a half. More importantly, everyday musical reality outside the
academy has been consistently ‘unabsolute’. Musicians have continued
to incite dancers to take to the floor and to gesticulate energetically or
smooch amorously, while lonely listeners have regularly been moved
to tears by sad songs and derived joy or confidence from others. More
recently, movie-goers and TV viewers have been scared out of their
seats, or they have distinguished between the good and bad guys, or re-
acted to urgency cues preceding news broadcasts, or registered a new
scene as peaceful or threatening, or understood that they are in Spain

27. Thoseȱstudiesȱmayȱnotȱbeȱexplicitlyȱ‘semiotic’ȱbutȱtheyȱallȱdealȱconvincinglyȱwithȱ
music’sȱmeanings.ȱThoseȱstudiesȱinclude,ȱinȱalphabeticalȱorder:ȱAsafyevȱ(1976),ȱ
Bernsteinȱ(1976),ȱBjörnbergȱ(1984),ȱBlackingȱ(1976),ȱBoilèsȱ(1976),ȱBrackettȱ(1995),ȱ
Cookeȱ(1959),ȱDaviesȱ(1994),ȱDelalandeȱ(1993),ȱFeldȱ(1982),ȱFrancèsȱ(1958/1972),ȱ
Imbertyȱ(1976a,ȱb),ȱHuckvaleȱ(1990),ȱJiránekȱ(1998),ȱKarbušickyȱ(1986),ȱKramerȱ(1990,ȱ
2007),ȱVanȱLeeuwenȱ(1999),ȱLingȱ(1978),ȱKivyȱ(1989),ȱMarconiȱ(2001),ȱMartínezȱ
(1997),ȱMaróthyȱ(1974,ȱ1987),ȱMellersȱ(1962,ȱ1973),ȱMiddletonȱ(1983,ȱ1990),ȱNattiezȱ
(2000),ȱRösingȱ(1977,ȱ1978,ȱ1983),ȱStefaniȱ(1976,ȱ1982),ȱStilwellȱ(1997),ȱTarastiȱ(1978)ȱ
andȱWalserȱ(1993).ȱReadersȱwantingȱtoȱknowȱmoreȱareȱreferredȱtoȱMarconi’sȱMusica,ȱ
espressione,ȱemozioneȱ(2001)ȱforȱaȱusefulȱandȱextensiveȱhistoricalȱcoverageȱofȱsemioticȱ
approachesȱtoȱmusic.ȱ
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rather than in Japan or Jamaica, etc., etc., all thanks to a second or two
of music carrying the relevant message on each occasion.

Evenȱ insideȱ theȱ academy,ȱ theȱnotionȱofȱmusicȱ asȱ aȱ symbolicȱ system
neverȱreallyȱdied.ȱThereȱwereȱalwaysȱchampionsȱofȱmusicalȱmeaning,

peopleȱ likeȱHermanȱKretzschmar,ȱwhoȱdeclaredȱ ‘autonomousȱ instruȬ
mentalȱmusic’ȱtoȱbeȱaȱ‘generalȱdangerȱtoȱtheȱpublic,’28ȱorȱDeryckȱCooke
(1959),ȱor,ȱasȱjustȱmentioned,ȱRobertȱFrancès.ȱButȱthereȱwereȱalsoȱorganȬ
ists.ȱOrganists?ȱYes,ȱchurchȱorganistsȱhaveȱalwaysȱhadȱtoȱdoȱthingsȱlike
extemporiseȱbetweenȱtheȱendȱofȱtheirȱinitialȱvoluntaryȱandȱtheȱarrivalȱof
theȱbrideȱatȱaȱweddingȱserviceȱorȱtheȱcoffinȱatȱaȱfuneral.ȱOnȱsuchȱoccaȬ
sions,ȱorganistsȱhaveȱtoȱcreateȱmoodsȱencouragingȱtheȱcongregationȱto
adoptȱappropriateȱposturesȱandȱattitudes.ȱMyȱownȱorganȱteacher,ȱKen
Naylor,ȱevenȱencouragedȱmeȱ toȱwordȬpaintȱhymns,ȱasȱ theȱ following

zoomȬinȱonȱoneȱmicrocosmȱofȱactualȱmusicȬmakingȱdemonstrates.

Prowlingȱbeasts
Number 165 in the old Methodist Hymn Book (1933) is ‘Forty Days and
Forty Nights’, a popular hymn for Lent, referring to Jesus fasting in the
wilderness and often sung to the tune Heinlein by M Herbst (1654-1681).
The words of verse two are: 

Sunbeamsȱscorchingȱallȱtheȱday,ȱChillyȱdewdropsȱnightlyȱspread,ȱ
ProwlingȱbeastsȱaboutȱThyȱway,ȱStonesȱThyȱpillow,ȱearthȱThyȱbed.ȱ

FollowingȱKenȱNaylor’sȱexampleȱIȱlearntȱtoȱapplyȱvariationsȱofȱtimbre

toȱeachȱofȱtheȱfourȱlinesȱjustȱcited.ȱForȱSUNBEAMSȱSCORCHINGȱIȱwould,ȱon
theȱGreatȱmanual,ȱpushȱdownȱallȱmixtureȱtabs,ȱfifteenths,ȱetc.,ȱflickȱup
allȱ16Ȭfootȱandȱloudȱ8Ȭfootȱtabs,ȱandȱremoveȱmyȱfeetȱfromȱtheȱpedals.29
Theseȱ poïeticȱ actionsȱ translateȱ intoȱ aesthesicȱ termsȱ asȱ follows:ȱ Iȱ reȬ
movedȱtheȱdark,ȱboomingȱlowȱnotesȱandȱproducedȱaȱsparkling,ȱsharp,
bright,ȱhighȬpitched,ȱedgyȱtimbre:ȱ‘sunbeamsȱscorching’.30

28. Kretzschmar,ȱconcertȱmusicȱcriticȱinȱLeipzigȱinȱtheȱ1910s,ȱseesȱHanslick’sȱnotionsȱasȱ
‘untenable’ȱ(seeȱp.89).ȱHeȱalsoȱstates:ȱ‘instrumentalȱmusicȱuninterruptedlyȱdemandsȱ
theȱabilityȱtoȱseeȱideasȱbehindȱtheȱsignsȱandȱforms’ȱ[ofȱtheȱmusic]ȱ(quotedȱbyȱKneif,ȱ
1975:65).ȱHoecknerȱ(2002)ȱprovidesȱsubstantialȱandȱthoughtȬprovokingȱdocumentaȬ
tionȱofȱhermeneuticsȱappliedȱcontinuallyȱtoȱtheȱmostȱ‘absolute’ȱandȱineffableȱ
‘moments’ȱofȱnineteenthȬcenturyȱ‘classical’ȱmusic.

29. KenȱNaylorȱ(seeȱp.ȱ9).ȱItȱwasȱaȱ3ȬmanualȱpneumaticȱWillisȱorganȱwithȱtabs,ȱnotȱstops.
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ForȱCHILLYȱDEWDROPSȱIȱmovedȱfromȱGreatȱtoȱChoirȱorgan,ȱmakingȱsure
thatȱ4Ȭȱandȱ2Ȭfootȱclaribelȱflutesȱwereȱinȱevidence.ȱIȱwouldȱstillȱdesist
fromȱusingȱtheȱpedalȱboard.ȱThisȱoperationȱproducedȱaȱsmaller,ȱmuch

lessȱsharp,ȱmoreȱrounded,ȱcooler,ȱslightlyȱairyȱbutȱpreciseȱandȱdelicate
kindȱofȱtimbre,ȱstillȱwithoutȱtheȱdarknessȱofȱbassȱnotes.

ForȱtheȱPROWLINGȱBEASTSȱIȱ liftedȱmyȱhandsȱupȱtoȱtheȱfullȱSwellȱorgan
withȱallȱitsȱreedȱtabsȱselected,ȱensuringȱatȱtheȱsameȱtimeȱthatȱmyȱfeet
wereȱplayingȱallȱpossibleȱpassingȱnotesȱinȱtheȱbassȱlineȱassignedȱtoȱthe
16ȬfootȱPosaune.ȱFullȱreedsȱonȱtheȱSwellȱisȱasȱcloseȱasȱaȱchurchȱorgan
getsȱ toȱguitarȱdistortion:ȱ itȱgivesȱaȱrich,ȱgravelly,ȱ ‘dangerous’ȱkindȱof
sound.ȱTogetherȱwithȱtheȱlowȬpitched,ȱroughȱsoundingȱPosauneȱ—not

unlikeȱtheȱfatȱbassȱtimbreȱofȱanȱOberheimȱsynth—ȱandȱtheȱinsertionȱof
extraȱnotesȱtoȱproduceȱaȱwalkingȱbassȱline,ȱtheȱ‘prowlingȱbeasts’ȱwere,

Iȱthought,ȱappropriatelyȱ‘musicked’.

ForȱSTONESȱandȱEARTHȱ(lineȱfour)ȱIȱreturnedȱtoȱtheȱGreat,ȱthisȱtimeȱwith

onlyȱ8ȬfootȱDiapasonȱselected.ȱIȱdisabledȱtheȱ16ȬfootȱPosauneȱandȱsupȬ
pressedȱtheȱ tendencyȱtoȱgoȱonȱplayingȱpassingȱnotesȱwithȱmyȱfeet.ȱIt
createdȱaȱmediumȬvolumeȱsound,ȱquiteȱlargeȱbutȱdevoidȱofȱbrilliance,
delicacyȱorȱroughȱedgesȱ—aȱloudishȱsortȱofȱflat,ȱaverage,ȱnormal,ȱ‘grey’,
‘matterȬofȬfact’ȱsound:ȱ‘stonesȱthyȱpillow,ȱearthȱthyȱbed’.30ȱ

Thisȱpersonalȱanecdoteȱdocumentsȱaȱmusicalȱrealityȱthatȱfliesȱinȱtheȱface
ofȱideasȱpropoundedȱbyȱmusicalȱabsolutists,ȱpartlyȱbecauseȱtheȱsounds
Iȱproducedȱactuallyȱcommunicatedȱsomethingȱtoȱsomeoneȱotherȱthan
myself,ȱmakingȱmeȱawareȱofȱrelationshipsȱbetweenȱtimbreȱandȱvarious
aspectsȱ ofȱ touch,ȱmovementȱ andȱ space.ȱAsȱ aȱmusicianȱ Iȱ alsoȱ learnt
whichȱharmoniesȱmadeȱ theȱoldȱ ladiesȱ inȱ theȱ localȱMethodistȱ church
moreȱsentimental,ȱwhichȱbassȱlicksȱworkedȱbetterȱwithȱmembersȱofȱmy

university’sȱScottishȱCountryȱDanceȱSociety,ȱwhichȱplacementȱofȱwhich

mikeȱ connectedȱ toȱwhichȱ ampȱwithȱwhichȱ settingsȱmadeȱmeȱ sound
moreȱlikeȱJerryȱLeeȱLewis,ȱwhichȱpatternsȱonȱaȱHammondȱorganȱmade

peopleȱthinkȱourȱbandȱresembledȱDeepȱPurple,ȱwhichȱtypeȱofȱarpeggiaȬ
tionȱmadeȱtheȱaccordionȱsoundȱmoreȱFrench,ȱetc.ȱIt’sȱthisȱkindȱofȱexpeȬ
rience,ȱwhichȱ Iȱ shareȱwithȱ countlessȱ otherȱmusicians,ȱ arrangersȱ and

30. *)tagg.org/bookxtrax/NonMuso/mp3s/Heinlein.mp3.ȱ

http://www.tagg.org/bookxtrax/NonMuso/mp3s/Heinlein.mp3
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composers,ȱthatȱmotivatedȱmyȱattemptsȱtoȱcritiqueȱtheȱdryȱthemeȬspotȬ
tingȱexercisesȱofȱmusicȱanalysisȱ—theȱstoryȱsoȱfarȱinȱthisȱbook—ȱandȱto
developȱwaysȱofȱexaminingȱmusicȱasȱifȱitȱhadȱusesȱbeyondȱitsȱmereȱself
asȱjustȱsound,ȱi.e.ȱasȱifȱtheȱsoundsȱactuallyȱmeantȱsomething.ȱTheȱrestȱofȱthis
bookȱtakesȱthatȱempiricallyȱprovenȱpoïeticȱconvictionȱforȱgranted.ȱ

Summaryȱofȱmainȱpoints
[1]ȱ Ethnomusicologyȱ hasȱ beenȱ particularlyȱ importantȱ inȱ developing
waysȱofȱrelatingȱmusicȱasȱsonicȱ ‘text’ȱ toȱ itsȱmeanings,ȱusesȱandȱfuncȬ
tions.ȱItȱhasȱalsoȱdemonstratedȱtheȱabsurdityȱofȱpropagatingȱoneȱsingle
aestheticȱcanonȱforȱallȱmusicȱand,ȱthroughȱitsȱpioneeringȱuseȱofȱsound
recording,ȱdrawnȱattentionȱtoȱtheȱimportanceȱofȱnonȬnotableȱparameȬ
tersȱofȱmusicalȱexpression.

[2]ȱTwoȱtypesȱofȱsociology,ȱneitherȱofȱwhichȱconcernedȱitselfȱwithȱmusiȬ
calȱ structuration,ȱhaveȱmadeȱanȱ indirectȱ contributionȱ toȱ theȱdevelopȬ
mentȱofȱanalysisȱmethodsȱpresentedȱ inȱ thisȱbook.ȱThroughȱAdornoȱa
traditionȱofȱcriticalȱ theoryȱbecameȱpopularȱamongȱ studentsȱofȱ literaȬ
ture,ȱcommunicationȱstudiesȱandȱCulturalȱStudies,ȱwhile,ȱmoreȱimporȬ
tantly,ȱempirical,ȱdemographicȱsociologyȱhelpedȱmotivateȱtheȱinclusion
ofȱpopularȱmusicȱ inȱacademe,ȱ i.e.ȱmusicȱevidentlyȱ incompatibleȱwith

notionsȱofȱtheȱ‘absolute’ȱandȱclearlyȱdemandingȱaȱdifferentȱmindȬset.

[3]ȱDespiteȱitsȱtheoreticallyȱpromisingȱpotential,ȱtheȱsemioticsȱofȱmusic,

withȱitsȱdisciplinaryȱhabitatȱinȱseatsȱofȱconventionalȱmusicalȱlearning
whoseȱcorridorsȱwereȱstillȱhauntedȱbyȱtheȱghostȱofȱABSOLUTEȱMUSICȱat
theȱ turnȱofȱ theȱmillennium,ȱ focusedȱ largelyȱonȱ syntacticalȱaspectsȱof
musicalȱsemiosisȱatȱtheȱexpenseȱofȱsemanticsȱandȱpragmatics.ȱAlternaȬ
tiveȱ viewsȱ ofȱ musicȱ asȱ meaningfulȱ signȱ systemȱ (e.g.ȱ Kretzschmar,

churchȱorganists)ȱneverthelessȱpersistedȱthroughoutȱtheȱreignȱofȱmusiȬ
calȱ absolutismȱ andȱ haveȱ influencedȱ theȱ developmentȱ ofȱ analytical
methodȱusedȱinȱthisȱbook.ȱ
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5.ȱMeaningȱandȱcommunicationȱ

ORTINGȱoutȱnotionsȱofȱ‘music’ȱisȱwhatȱthisȱbookȱhasȱmainlyȱbeen
aboutȱsoȱfarȱandȱtheȱpreviousȱchapterȱendedȱwithȱaȱpromiseȱto
treatȱmusicȱasȱ ifȱ itȱactuallyȱmeantȱsomethingȱbeyondȱ itself.ȱ InȬ

deedȱweȱshall,ȱbutȱ theȱpromiseȱcannotȱbeȱkeptȱwithoutȱfirstȱbringing
someȱorderȱintoȱtheȱconceptsȱofȱmeaningȱandȱcommunication.ȱ

Conceptsȱofȱmeaning
Meaning,ȱsign,ȱsemiotics
Meaning,ȱinȱtheȱsenseȱofȱoneȱthingȱconveying,ȱindicatingȱorȱreferringȱto
somethingȱelse,ȱisȱaȱrecurrentȱconceptȱinȱthisȱbook.ȱSignification,ȱtreated
hereȱ asȱ aȱ virtualȱ synonymȱ toȱmeaning,ȱ containsȱ theȱmorphemeȱ sign.
Sign,ȱinȱitsȱturn,ȱsimplyȱmeansȱaȱthingȱindicatingȱorȱrepresentingȱsomeȬ
thingȱotherȱthanȱitself.ȱIt’sȱinȱthisȱsenseȱthatȱCharlesȱPeirce,ȱUSȱphilosoȬ
pherȱandȱ fatherȱofȱmodernȱ semiotics,ȱendedȱupȱbyȱusingȱ theȱword.1

Signȱalsoȱturnsȱupȱinȱexpressionsȱlikeȱsignȱsystemȱandȱsignȱtype.
Signȱsystemȱdenotesȱaȱsetȱofȱconventionsȱofȱmeaning,ȱlikeȱthisȱkindȱof
writtenȱEnglish,ȱorȱlikeȱimpressionistȱpainting,ȱorȱlikeȱmusicȱforȱsilent
filmsȱinȱNorthȱAmerica.ȱSignȱtypeȱdesignatesȱtheȱwayȱinȱwhichȱaȱsignȱreȬ
latesȱtoȱwhatȱitȱsignifies,ȱforȱexample,ȱifȱitȱphysicallyȱresemblesȱwhatȱit
meansȱ(icon,ȱp.161)ȱorȱifȱtheȱrelationȱisȱarbitraryȱorȱconventionalȱ(p.163).
SignȱisȱalsoȱaȱtranslationȱofȱtheȱAncientȱGreekȱwordsȱs¾maȱ(Ηφΐ΅)ȱand
s¾meíonȱ(ΗΐΉϬΓΑ)ȱfoundȱatȱtheȱrootȱofȱwordsȱ likeȱsemiotics,ȱsemiology,
semiosis,ȱsemaphoreȱandȱsemantics.ȱ

Semiotics, deriving from Peirce’s semeiotic, means the systematic study
of sign systems. Semiology, a term coined by Swiss linguist Ferdinand
de Saussure, is generally used to mean the same thing as semiotics.2
There are some important differences, a few of which will be discussed
shortly, between Peircean and Saussurean terminology. Saussure’s
most widely used concepts are probably the signifier, a translation of

1. Peirceȱeventuallyȱreplacedȱrepresentamen,ȱaȱtermȱheȱhadȱusedȱearlier,ȱwithȱsign.ȱ
2. Inȱfact,ȱSaussureȱdefinedȱsemiologyȱasȱtheȱ‘scienceȱwhichȱstudiesȱtheȱlifeȱofȱsignsȱ

withinȱtheȱframeworkȱofȱsocialȱlife’ȱ(LeȱpetitȱRobert:ȱParis,ȱ1970).
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the French word signifiant (| sign) and the signified (signifié = what the
sign stands for or represents).
Unlikeȱ silicosis,ȱSEMIOSISȱ isȱnotȱaȱclinicalȱconditionȱbut,ȱ likeȱosmosis,ȱa
process.ȱSemiosisȱisȱsimplyȱtheȱprocessȱbyȱwhichȱmeaningȱisȱproduced
andȱ understood.ȱ Itȱ includesȱ theȱ totalityȱ of,ȱ andȱ theȱ connectionsȱ beȬ
tween,ȱthreeȱelementsȱthatȱPeirceȱcalledȱobject,ȱsignȱandȱinterpretant,ȱand
whichȱI’llȱexplainȱnext.ȱAsȱalreadyȱsuggested,ȱit’sȱsimplestȱtoȱthinkȱof
theȱsignȱasȱaȱthing,ȱwithȱanȱidentifiableȱphysicalȱexistence,ȱthatȱrepreȬ
sentsȱorȱstandsȱforȱsomethingȱotherȱthanȱitself.

Semiosis:ȱyourȱaunt’sȱdogȱandȱaȱsteelȱguitarȱ
Let’sȱsayȱthatȱtheȱsignȱisȱaȱphotoȱyouȱonceȱtookȱofȱyourȱaunt’sȱdog.ȱThe
photoȱclearlyȱ isn’tȱyourȱaunt’sȱdogȱ—it’sȱaȱphotoȱofȱ it—,ȱevenȱthough
youȱmightȱpointȱtoȱtheȱphotoȱandȱsayȱ‘that’sȱmyȱaunt’sȱdog’:ȱtheȱphoto
representsȱyourȱ aunt’sȱdog.ȱWhatȱyouȱ sawȱ theȱmomentȱyouȱ tookȱ the
photo,ȱthatȱmomentaryȱvisualȱperception,ȱconstitutesȱwhatȱPeirceȱcalls
theȱobject,3ȱwhileȱtheȱphotoȱrepresentingȱthatȱobjectȱisȱitsȱsign.ȱHowever,

whenȱyouȱ lookȱatȱtheȱphotoȱlongȱafterȱyouȱtookȱ itȱandȱseeȱMYȱAUNT’S

DOG,ȱyourȱvisualȱperceptionȱ canȱneverȱ totallyȱ correspondȱwithȱwhat

youȱsawȱwhenȱyouȱtookȱtheȱphotoȱ(itsȱobject).ȱThisȱlaterȱperceptionȱand
interpretationȱofȱtheȱsign,ȱratherȱthanȱyourȱperceptionȱofȱtheȱdogȱwhen

youȱ tookȱ theȱphoto,ȱ isȱcalledȱ itsȱ interpretant.ȱNowȱ thisȱdistinctionȱbeȬ
tweenȱobjectȱandȱinterpretantȱmightȱseemȱlikeȱacademicȱnitȬpickingȱbeȬ
causeȱ it’sȱobviousȱ thatȱ theȱphotoȱ looksȱ likeȱyourȱaunt’sȱdog.ȱStill,ȱ that
veryȱobviousnessȱcanȱbeȱaȱproblemȱbecauseȱdifferencesȱbetweenȱobject
andȱinterpretant,ȱasȱwellȱasȱbetweenȱinterpretants,ȱinevitablyȱoccurȱin
relationȱtoȱtheȱsameȱsign.ȱThoseȱdifferencesȱcauseȱmeaningsȱtoȱbeȱreneȬ
gotiated,ȱtoȱchangeȱandȱtoȱadaptȱtoȱnewȱneeds,ȱfunctionsȱandȱsituations.
Toȱunderstandȱ thatȱdynamicȱmoreȱeasily,ȱ let’sȱgoȱbackȱ toȱyourȱaunt’s
dogȱandȱputȱsomeȱmoreȱmeatȱonȱtheȱpoorȱanimal’sȱconceptualȱbone.

3. ’TheȱobjectȱcorrespondsȱtoȱanȱentityȱofȱanȱexternalȱworldȱorȱaȱprototypicalȱrepresentȬ
ativeȱofȱsuchȱanȱentityȱasȱperceived,ȱrememberedȱorȱreflectedȱonȱbyȱanȱindividualȱ
agent.ȱItȱisȱcalledȱexternalȱentity.ȱThisȱentityȱcanȱbeȱanyȱkindȱofȱunit:ȱaȱphysicalȱorȱ
imaginedȱobject,ȱanȱemotionȱorȱsensoryȱperception,ȱanȱexperience,ȱanȱobservedȱorȱ
imaginedȱrelation,ȱaȱrememberedȱeventȱorȱsituation,ȱandȱsoȱon.’ȱ(Priss,ȱ2001: 161Ȭ2).
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Manyȱyearsȱafterȱtakingȱtheȱsnapshot,ȱyouȱopenȱyourȱfamilyȱalbumȱand
lookȱatȱthatȱsameȱoldȱphotoȱofȱyourȱaunt’sȱdog.ȱNoteȱfirstȱthatȱitȱhasȱnow
becomeȱ‘thatȱsameȱoldȱphoto’.ȱTimeȱhasȱpassed,ȱyouȱareȱdifferentȱand
circumstancesȱhaveȱchangedȱbutȱtheȱphotoȱ(theȱsign)ȱremainsȱtheȱsame.

Maybeȱyourȱbelovedȱauntȱhasȱdiedȱinȱtheȱmeantime,ȱorȱmaybeȱyouȱsubȬ
sequentlyȱlearntȱthingsȱaboutȱherȱthatȱputȱherȱinȱaȱbadȱlight.ȱOrȱperhaps
youȱyourselfȱnowȱhaveȱaȱdevotedȱdog,ȱorȱperhapsȱyouȱwereȱbadlyȱbitȬ
tenȱrecentlyȱbyȱoneȱthatȱlookedȱlikeȱtheȱdogȱinȱyourȱphoto.ȱAnyȱofȱthese
factorsȱcouldȱeasilyȱaffectȱtheȱinterpretant[s]ȱyouȱformȱwhenȱlookingȱat
theȱsameȱphotoȱatȱthatȱlaterȱdate.ȱTrue,ȱtheȱprosaicȱMYȱAUNT’SȱDOGȱasȬ
pectȱofȱtheȱinterpretantȱwillȱstillȱworkȱafterȱallȱthoseȱyears,ȱbutȱitȱwill

likelyȱgiveȱriseȱtoȱanȱarrayȱofȱdifferentȱfinalȱinterpretants,ȱrangingȱfrom
wistfulȱ longingȱ forȱ bygoneȱ days,ȱwhenȱ youȱwereȱ aȱ childȱ andȱ you
playedȱwithȱyourȱkindȱaunt’sȱdog,ȱtoȱWHATȱAȱMANGYȱMONGREL!ȱorȱWHAT

AȱMEANȱOLDȱWOMAN!ȱAndȱ justȱwaitȱuntilȱyouȱstartȱshowingȱyourȱMY

AUNT’SȱDOGȱphotoȱ toȱ friendsȱandȱ family.ȱWhenȱyouȱdo,ȱ theyȱwill,ȱ in
theirȱ turn,ȱformȱotherȱfinalȱ interpretantsȱofȱ theȱphoto.ȱTheȱcontentȱof
thoseȱinterpretantsȱwillȱdependȱonȱthingsȱlikeȱhowȱwellȱyourȱfamilyȱor
friendsȱknewȱyourȱauntȱandȱherȱdog,ȱonȱwhetherȱorȱnotȱtheyȱlikeȱdogs,
whetherȱorȱnotȱ theyȱ likeȱyou,ȱ andȱonȱ aȱwholeȱhostȱofȱotherȱ factors.
Whateverȱtheȱcaseȱmayȱbe,ȱthisȱMYȱAUNT’SȱDOGȱstoryȱillustratesȱtheȱneȬ
cessityȱofȱdistinguishingȱbetweenȱobjectȱandȱinterpretant,ȱasȱwellȱasȱbeȬ
tweenȱ interpretants,ȱ inȱ relationȱ toȱ theȱ sign.ȱ Theseȱ distinctionsȱ are
essentialȱwhenȱ itȱ comesȱ toȱ understandingȱ howȱmusicalȱ signsȱwork,

howȱtheȱsameȱsoundsȱcanȱmeanȱdifferentȱthingsȱtoȱdifferentȱpeopleȱin
differentȱcontextsȱatȱdifferentȱtimes.ȱ

Aȱcomplementaryȱwayȱofȱunderstandingȱsemiosisȱis,ȱasȱIȱjustȱimplied,

toȱ lookȱatȱ itȱ inȱ termsȱofȱaȱmessageȱandȱ itsȱcommunication.ȱThereȱare
threeȱmainȱaspectsȱtoȱthisȱprocess,ȱtoo:ȱ[1]ȱtheȱthingȱorȱideaȱtoȱbeȱenȬ
codedȱ(similarȱtoȱPeirce’sȱobject),ȱ[2]ȱtheȱconcreteȱformȱofȱthatȱcodeȱ—the

sign—ȱandȱ[3]ȱtheȱdecodedȱversionȱorȱinterpretationȱofȱthatȱcodeȱ(simiȬ
larȱtoȱPeirce’sȱinterpretant).ȱSeenȱinȱthisȱlightȱofȱintentionȱandȱinterpretaȬ
tion,ȱ theȱ ‘ideal’ȱ semiosisȱ wouldȱ theoreticallyȱ produceȱ totalȱ unity
betweenȱtheȱsignȱasȱsemioticallyȱintendedȱandȱasȱinterpreted.ȱTheȱword

chairȱwould,ȱforȱexample,ȱrepresentȱaȱfullyȱidenticalȱnotionȱofȱCHAIRȱin
theȱmindsȱofȱbothȱspeaker/writerȱ(asȱanȱobject)ȱandȱlistener/readerȱ(as
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anȱinterpretant),ȱwhileȱtheȱphotoȱofȱyourȱaunt’sȱdogȱwouldȱbeȱperceived,
byȱanyoneȱatȱanyȱ time,ȱ inȱexactlyȱ theȱsameȱwayȱasȱyouȱsawȱ theȱdog
whenȱ youȱ tookȱ theȱ photo.ȱ Sinceȱ exactȱ correspondenceȱ betweenȱ inȬ
tendedȱandȱ interpretedȱmessageȱ isȱ impossibleȱ (andȱwe’llȱ shortlyȱ see
how,ȱevenȱinȱtheȱcaseȱofȱchair),ȱ semiosisȱisȱalsoȱsometimesȱusedȱtoȱrefer
toȱprocessesȱbyȱwhichȱmeaningsȱofȱexistingȱsignsȱareȱmodifiedȱandȱreȬ
negotiated,ȱasȱwithȱyourȱinterpretantsȱthatȱchangedȱoverȱtimeȱinȱrelaȬ
tionȱtoȱtheȱsameȱMYȱAUNT’SȱDOGȱphoto.ȱ

Toȱputȱaȱmusicalȱslantȱonȱ theseȱobservationsȱaboutȱshiftsȱ inȱmeaning

overȱtime,ȱjustȱthinkȱofȱtheȱdistinctiveȱwhiningȱsoundȱofȱtheȱpedalȱsteel
guitarȱ inȱCountryȱ&ȱWesternȱmusic.ȱ Thisȱ soundȱmayȱ haveȱ derived
somethingȱfromȱdobroȱandȱslideȱguitarȱtechniquesȱinȱtheȱUSȱsouth,ȱbut
itsȱmostȱobviousȱsonicȱforerunnerȱisȱtheȱHawaiianȱguitar,ȱpopularȱinȱthe
USAȱinȱtheȱlateȱ1920sȱandȱearlyȱ1930s,ȱbeforeȱelectricallyȱamplifiedȱmuȬ
sicalȱ instrumentsȱwereȱcommonplace.ȱToȱcutȱaȱ longȱstoryȱshort,ȱfrom
originallyȱconnotingȱthingsȱlikeȱHAWAIIȱandȱSUNSHINE,ȱthoseȱsteelȱguiȬ
tarȱglissandiȱ (swooping,ȱ slidingȱ sounds)ȱwereȱgraduallyȱ incorporated
intoȱtheȱC&WȱmainstreamȱandȱendedȱupȱasȱstyleȱindicatorsȱofȱCountry
musicȱwithoutȱtheȱHawaiianȱconnotations.4ȱTheȱadvantageȱofȱlooking
atȱsemiosisȱinȱsuchȱwaysȱisȱthat,ȱbyȱincludingȱintentionȱasȱwellȱasȱinterȬ
pretation,ȱtheȱsemioticȱprocessȱisȱmoreȱopenȱtoȱunderstandingȱinȱterms

ofȱsocialȱandȱculturalȱinteraction.ȱ

Semantics

Semantics,ȱaȱtermȱcoinedȱbyȱFrenchȱlinguistȱMichelȱBréal,ȱisȱdefinedȱas
‘theȱstudyȱofȱ theȱrelationshipsȱbetweenȱsigns…ȱandȱwhatȱtheyȱrepreȬ
sent’.5ȱSemanticsȱisȱjustȱoneȱaspectȱofȱsemioticsȱ(orȱsemiology)ȱandȱthe
wordȱisȱoftenȱusedȱinȱcontradistinctionȱtoȱbothȱ[a]ȱsyntaxȱ(theȱformalȱreȬ
lationshipsȱofȱoneȱsignȱtoȱanotherȱwithoutȱnecessarilyȱconsideringȱtheir
meaning)ȱandȱ[b]ȱpragmaticsȱ(theȱuseȱofȱaȱsignȱsystemȱinȱconcreteȱsituaȬ
tions,ȱespeciallyȱinȱtermsȱofȱcultural,ȱideological,ȱeconomicȱandȱsocial
activity).ȱNow,ȱasȱweȱnotedȱearlier,ȱtoȱpreventȱsemantics,ȱtheȱmainȱfocus

4. Seeȱalsoȱunderȱ‘Styleȱindicator’ȱandȱ‘Genreȱsynecdoche’,ȱpp.ȱ524,ff.,ȱ523,ff.
5. DefinitionȱfromȱTheȱNewȱCollinsȱEnglishȱDictionaryȱ(London,ȱ1982).ȱ

Bréal’sȱsémantiqueȱoriginallyȱ(1897)ȱmeantȱstudyingȱchangeȱofȱmeaningȱinȱlanguage,ȱ
i.e.ȱaȱsortȱofȱexpandedȱetymologyȱorȱdiachronicȱstudyȱofȱsemiosis.
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ofȱthisȱbook,ȱfromȱbecomingȱaȱ ‘perverseȱdiscipline’ȱ(Eco,ȱ1990:259),ȱ it
mustȱbeȱrelatedȱtoȱpragmatics.ȱThisȱimperativeȱhasȱatȱleastȱtwoȱimporȬ
tantȱimplications.

Eco’sȱimperativeȱfirstlyȱimpliesȱthatȱaȱsynchronicȱsemanticsȱ(examining

signsȱatȱoneȱgivenȱpointȱinȱtimeȱinȱoneȱgivenȱculture)ȱisn’tȱenoughȱonȱits
own:ȱitȱneedsȱaȱdiachronicȱperspectiveȱthatȱinvolvesȱstudyingȱmeaning

asȱpartȱofȱaȱdynamicȱsignȱsystemȱsubjectȱtoȱchangeȱoverȱtime.ȱTheȱFROM
HAWAIIȱTOȱCOUNTRYȱprocess,ȱdescribedȱabove,ȱillustratesȱaȱdiachronic
lineȱofȱsemanticȱreasoningȱthatȱcanȱbeȱcalledȱETYMOPHONY.ȱIfȱetymology
studiesȱ theȱ ‘historicallyȱverifiableȱsourcesȱofȱ theȱ formationȱofȱaȱword

andȱtheȱdevelopmentȱofȱitsȱmeanings’,ȱetymophonyȱsimplyȱmeansȱstudȬ
yingȱtheȱoriginsȱofȱaȱnonȬverbalȱsonicȱstructureȱandȱtheȱdevelopmentȱof
itsȱmeaningsȱandȱfunctionsȱoverȱtime.

TheȱsecondȱimplicationȱofȱEco’sȱimperativeȱisȱbothȱsynchronicȱandȱdiaȬ
chronic.ȱItȱentailsȱrelatingȱsemanticsȱ(‘relationshipsȱbetweenȱsignsȱand
whatȱtheyȱrepresent’)ȱtoȱfactorsȱinȱtheȱsocioȬculturalȱfieldȱinȱwhichȱthe
musicalȱmeaningsȱunderȱexaminationȱareȱgeneratedȱandȱused.ȱThese
meaningsȱobviouslyȱbothȱinformȱandȱareȱinformedȱbyȱvalueȱsystems,

identities,ȱeconomicȱinterests,ȱideologiesȱandȱaȱwholeȱhostȱofȱotherȱfacȬ
torsȱ thatȱconstituteȱ theȱsocioȬculturalȱbiosphereȱwithoutȱwhichȱmusic

andȱitsȱmeanings,ȱasȱjustȱoneȱsemioticȱsubȬsystemȱamongȱothers,ȱcannot
logicallyȱexist.ȱWe’llȱsoonȱreturnȱtoȱoneȱaspectȱofȱthisȱessentialȱpartȱof
musicalȱsemanticsȱ(seeȱ‘Codalȱinterference’,ȱp.182,ff.).ȱ

Semioticsȱandȱsemiology
Whenȱ denotingȱ theȱ studyȱ ofȱ signȱ systems,ȱ speakersȱ ofȱ Frenchȱ and
Spanishȱ seemȱ toȱpreferȱ sémiologie/semiologia,ȱwhileȱanglophones,ȱ ItalȬ
iansȱ andȱ othersȱ tendȱ toȱ useȱ semiotics/semiotica.ȱ Thisȱ confusionȱmay

eventuallyȱbeȱresolvedȱlikeȱtheȱVHSȱversusȱBetamaxȱbattleȱoverȱvideoȬ
cassetteȱformatsȱinȱtheȱ1980sȱbutȱit’sȱimpossibleȱtoȱpredictȱwhichȱconȬ
cept,ȱ ifȱ indeedȱ either,ȱwillȱoustȱ theȱother.ȱ Inȱ theȱmeantime,ȱ semiotics
ratherȱthanȱsemiologyȱwillȱbeȱusedȱhereȱforȱtwoȱreasons.ȱ[1]ȱAȱbookȱwritȬ
tenȱinȱEnglishȱoughtȱlogicallyȱtoȱuseȱEnglishȬlanguageȱterms.ȱ[2]ȱTwoȱof
Peirce’sȱnumerousȱtrichotomiesȱ(signȱȬȱobjectȱȬȱinterpretantȱandȱiconȱȬȱinȬ
dexȱȬȱ‘symbol’)ȱsubstantiallyȱinformȱtheȱconceptualȱbasisȱofȱwhatȱfollows.

Evenȱso,ȱinȱorderȱtoȱsaveȱspace,ȱSaussure’sȱbinaryȱnotionȱofȱsignifierȱand
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signified,ȱwhereȱsignifierȱisȱroughlyȱequivalentȱtoȱPeirce’sȱsignȱandȱsigniȬ
fiedȱmeansȱwhatȱtheȱsignȱstandsȱforȱ(inȱtermsȱofȱbothȱobjectȱandȱinterpreȬ
tant),ȱmayȱoccasionallyȱbeȱusedȱasȱshorthand,ȱnotȱasȱaȱreplacement,ȱfor
Peirce’sȱ trichotomyȱ objectȱ Ȭȱ signȱ Ȭȱ interpretant.ȱAnotherȱ terminological

problemȱ isȱ thatȱPeirceȱusesȱsymbolȱtoȱdenoteȱwhatȱSaussureȱcallsȱsign
andȱviceȱversa.ȱToȱ avoidȱ thisȱ confusionȱwhenȱdiscussingȱ semiosis,ȱ I
shallȱ tryȱ toȱavoidȱ symbolȱaltogetherȱandȱ stickȱ toȱ signȱ inȱ theȱPeircean
sense.ȱThatȱmeansȱPEIRCE’SȱSYMBOLȱ/ȱSAUSSURE’SȱSIGNȱneedsȱanotherȱlaȬ
bel.ȱArbitraryȱsignȱisȱwhatȱIȱuseȱtoȱcoverȱtheȱconceptȱ(p.163).

TwoȱPeirceanȱtrichotomies

First,ȱsecond,ȱthird6

Peirceȱcloselyȱexaminedȱandȱclassifiedȱallȱtypesȱofȱsignification.ȱRadiȬ
callyȱsimplifyingȱhisȱoverallȱsystem,ȱyouȱcouldȱsayȱthatȱtheȱrelationship
betweenȱanȱaudibleȱsoundȱandȱtheȱhumanȱperceptionȱofȱthatȱsoundȱ—
asȱthatȱsoundȱaloneȱwithoutȱmediation—ȱconstitutesȱhisȱnotionȱofȱfirstȬ
ness:ȱit’sȱphenomenologicallyȱ justȱoneȱthing,ȱsoȱtoȱspeak,ȱevenȱthough
theȱsoundȱandȱ itsȱperceptionȱareȱphysicallyȱseparateȱentities.ȱ It’sȱ just
likeȱtheȱonenessȱofȱyourȱaunt’sȱdogȱasȱsuchȱandȱyourȱperceptionȱofȱ it
(theȱobject)ȱwhenȱyouȱtookȱtheȱphoto.
Secondnessȱisȱeasierȱtoȱgraspȱsemioticallyȱbecauseȱ(surprise!)ȱitȱhasȱtwo
poles.ȱTheȱmusicalȱsoundȱasȱsignȱ(oneȱpole)ȱincludes,ȱrelatesȱtoȱandȱrepȬ
resentsȱitsȱfirstnessȱ(theȱotherȱpole),ȱjustȱasȱtheȱcelebratedȱdogȱshotȱreȬ
latesȱ toȱ yourȱ perceptionȱ ofȱ theȱ dogȱwhenȱ youȱ tookȱ theȱ photo.ȱ For
example,ȱsoft,ȱslow,ȱsmoothlyȱswayingȱmusic,ȱasȱinȱaȱlullaby,ȱisn’tȱthe
sameȱ thingȱasȱsoft,ȱslow,ȱsmooth,ȱswayingȱasȱsuch:ȱ itȱ representsȱ that
movementȱinȱsound.ȱThereȱisȱaȱsignȱ(theȱsound)ȱandȱanȱobjectȱ(theȱidea
ofȱmovementȱandȱtouchȱperceivedȱasȱrepresentableȱinȱsound).7

Theȱthreeȱelementsȱofȱthirdnessȱare:ȱ[1]ȱsignȱ(theȱsoundȱofȱtheȱlullaby);ȱ[2]
objectȱ(explainedȱunderȱsecondness)ȱandȱ[3]ȱ interpretant[s]ȱ(interpretaȬ

6. ‘MerelyȱtoȱsayȱthatȱPeirceȱwasȱextremelyȱfondȱof…ȱofȱtriadicȱrelations,ȱwouldȱfailȱ
miserablyȱtoȱdoȱjusticeȱtoȱtheȱoverwhelmingȱobtrusivenessȱinȱhisȱphilosophyȱofȱtheȱ
numberȱthree.’ȱ(PeirceȱentryȱinȱtheȱStanfordȱEncyclopediaȱofȱPhilosophy,ȱJulyȱ2006;ȱ
)plato.stanford.edu/entries/peirce/ [2007-12-05]).ȱ

7. SeeȱalsoȱtheȱdifferenceȱbetweenȱemotionȱandȱrepresentationȱofȱemotionȱinȱChapterȱ2,ȱpp.ȱ
71Ȭ72,ȱincludingȱfootnoteȱ62.

http://www.plato.stanford.edu/entries/peirce/
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tionsȱofȱtheȱlullaby,ȱincludingȱrecognisingȱitȱasȱaȱlullabyȱratherȱthanȱa
callȱtoȱprayer).ȱFinalȱinterpretantsȱmightȱbe:ȱnostalgicȱfeelingsȱofȱcomfort,

imagesȱofȱanȱadoringȱparentȱsingingȱaȱmuchȱlovedȱinfantȱtoȱsleep,ȱthe
smellȱofȱbabyȱpowder,ȱeveningȱlightȱshiningȱthroughȱaȱchinkȱinȱtheȱbedȬ
roomȱcurtains,ȱetc.

Icon,ȱindex,ȱarbitraryȱsignȱ

Peirce’sȱnextȱ threeȱ trichotomiesȱareȱ likeȱaȱninefoldȱKyrieȱ inȱ thatȱfirstȬ
ness,ȱsecondnessȱandȱthirdnessȱeachȱgivesȱriseȱtoȱitsȱownȱthreeȱcategoȬ
riesȱofȱsign.ȱSinceȱIȱshallȱconcentrateȱonȱmusicalȱsemantics,ȱonenessȱwill

beȱtakenȱasȱread.ȱSecondnessȱandȱthirdness,ȱhowever,ȱareȱofȱdirectȱreleȬ
vanceȱ toȱ theȱ topic.ȱ Still,ȱ toȱ avoidȱ deathȱ byȱ conceptualȱ drowningȱ in
Peirce’sȱtrinitiesȱofȱ9,ȱ27ȱandȱ81ȱcategories,ȱeachȱwithȱitsȱownȱarcaneȱlaȬ
bel,ȱandȱsoȱasȱtoȱopenȱupȱourȱmusicalȱsemanticsȱtoȱsocioculturalȱconsidȬ
erationsȱ throughȱ pragmatics,ȱ thirdnessȱ willȱ beȱ discussedȱ inȱ more

accessibleȱtermsȱandȱuseȱofȱPeirce’sȱsignȱtypesȱwillȱbeȱrestrictedȱtoȱthose
ofȱsecondness.ȱPeirce’sȱtrichotomyȱofȱsecondnessȱdistinguishesȱbetween

icon,ȱindexȱ(plural:ȱindices)ȱandȱarbitraryȱsignȱ(whatȱPeirceȱcalledȱsymbol
andȱSaussureȱcalledȱsign).

Icon 

Iconsȱ areȱ signsȱ bearingȱ physicalȱ resemblanceȱ toȱwhatȱ theyȱ signify.
Iconicȱresemblanceȱcanȱbeȱstriking,ȱasȱinȱphotosȱorȱfigurativeȱpainting,
butȱmapsȱandȱcertainȱtypesȱofȱdiagramȱareȱalsoȱiconicȱbecauseȱthereȱis
atȱleastȱsomeȱstructuralȱresemblance,ȱthoughȱlessȱpatent,ȱbetweenȱthe
signsȱandȱwhatȱthoseȱsignsȱstandȱfor.ȱEvenȱtheȱrepresentationȱofȱrising
andȱfallingȱpitch,ȱofȱlegatoȱslursȱ(smooth)ȱandȱstaccatoȱdotsȱ(choppy)ȱin
musicalȱnotationȱcanȱ toȱsomeȱextentȱbeȱqualifiedȱasȱ iconic.ȱHowever,

theȱvisualȱrepresentationȱofȱsonicȱeventsȱcanȱonlyȱbeȱconsideredȱaȱresemȬ
blanceȱifȱconventionsȱofȱsynaestheticȱhomologyȱareȱinȱoperationȱallowȬ
ingȱusȱtoȱequateȱcertainȱsignsȱencodedȱinȱoneȱmodeȱofȱperceptionȱ(e.g.
visually,ȱasȱstaccatoȱdotsȱonȱtheȱpage)ȱwithȱcertainȱobjects/interpretants
existingȱinȱanotherȱ(e.g.ȱsonically,ȱasȱintermittent,ȱȱȱchoppy,ȱpointillistic,
aurallyȱpixelated,ȱetc.).ȱSince,ȱasȱexplainedȱearlierȱ (pp.62Ȭ68),ȱsynaesȬ
thesisȱisȱintrinsicȱtoȱmusic,ȱweȱwillȱhaveȱtoȱrefineȱtheȱnotionȱofȱiconsȱin
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musicȱ toȱ caterȱ forȱ conventionsȱ ofȱ synaestheticȱ homologyȱ (seeȱ ‘AnaȬ
phones’,ȱp.487,ȱff.).ȱHere,ȱthough,ȱweȱneedȱtoȱgetȱtoȱtheȱmostȱobvious
aspectȱofȱmusicalȱiconicity,ȱi.e.ȱtoȱsoundsȱasȱsignsȱphysicallyȱresembling

theȱsoundsȱtheyȱstandȱfor.

IfȱaȱphotoȱlikeȱMYȱAUNT’SȱDOGȱisȱanȱiconȱofȱtheȱwhateverȱit’sȱsupposedȱto
represent,ȱthenȱaȱmusicalȱrecordingȱoughtȱlogicallyȱtoȱbeȱconsideredȱan
iconȱofȱ theȱmusicȱasȱ itȱsoundedȱwhenȱrecorded.ȱHoweverȱreasonable
thatȱassumptionȱmayȱbeȱforȱliveȱrecordings,ȱthereȱareȱgoodȱreasonsȱfor
consideringȱiconsȱdifferentlyȱasȱaȱmusicalȱsignȱtype.ȱOneȱreasonȱisȱthat
theȱsoundȱofȱaȱrecordingȱdoesȱnotȱevenȱreachȱsemioticȱonenessȱuntilȱthe
soundsȱareȱactuallyȱperceivedȱbyȱsomeoneȱhearingȱit,ȱevenȱ lessȱreach
theȱsemanticȱstagesȱofȱsecondnessȱandȱthirdnessȱwhereȱsonicȱsignsȱcan
relateȱtoȱinterpretants.ȱIt’sȱatȱtheseȱstagesȱthatȱmusicalȱiconsȱ(sonicȱanaȬ
phones,ȱseeȱp.487,ff.)ȱcomeȱ intoȱplay,ȱsuchȱasȱaȱ lowȬpitchedȱdrumȱroll
soundingȱlikeȱtheȱrumbleȱofȱdistantȱthunder,ȱorȱanȱoverdrivenȱelectric
guitarȱ soundingȱ likeȱaȱHarleyȱDavidson,ȱorȱ twoȱ consecutiveȱnotesȱa
thirdȱapartȱonȱtheȱpianoȱimitatingȱtheȱcallȱofȱaȱcuckoo,ȱetc.ȱNoneȱofȱthese
SOUNDSȱLIKEȱexamplesȱfunctionȱsolelyȱasȱiconsȱbecauseȱdistantȱthunder
canȱmeanȱdanger,ȱwhileȱaȱHarleyȱmightȱconnoteȱaȱpackȱofȱHell’sȱAngels
andȱcuckooȱnotesȱonȱtheȱpianoȱmightȱmakeȱyouȱthinkȱofȱaȱspringȱmornȬ
ingȱorȱofȱyourȱjuniorȱschoolȱmusicȱteacher.ȱ

Index 
Distantȱ thunderȱmeaningȱ danger,ȱ smokeȱmeaningȱ fire,ȱ darkȱ clouds
meaningȱrainȱ—theseȱareȱallȱexamplesȱofȱsemiosisȱusingȱaȱcausalȱindex
asȱsign.ȱ Indicesȱareȱsignsȱconnectedȱeitherȱbyȱcausality,ȱorȱbyȱspatial,
temporalȱorȱculturalȱproximity,ȱtoȱwhatȱtheyȱstandȱfor.ȱThisȱsignȱtypeȱis
soȱimportantȱinȱmusicȱthatȱvirtuallyȱallȱmusicalȱsignȱtypesȱcanȱbeȱconȬ
sideredȱasȱatȱleastȱpartiallyȱindexical.8ȱSomeȱtypesȱofȱindexicalȱsignȱare
moreȱcommonȱthanȱothersȱinȱmusicalȱsemiosis,ȱforȱexampleȱaȱtypeȱof
metonymy9ȱ calledȱ synecdocheȱ =U+�P'MF�M+?.ȱ Inȱ language,ȱ synecdoches

8. Forȱargumentsȱaboutȱtheȱintrinsicȱindexicalityȱofȱallȱmusicalȱsigns,ȱseeȱKarbušickyȱ
(1986).ȱSeeȱalsoȱunderȱ‘Anaphone’ȱ(p.487,ff.)ȱandȱ‘Genreȱsynecdoche’ȱ(p.524,ff.).

9. Anotherȱtypeȱofȱmetonymyȱusesȱphenomenaȱconnectedȱinȱtimeȱorȱspaceȱtoȱreferȱtoȱ
eachȱother,ȱasȱinȱtheȱcaseȱofȱChampagneȱsignifyingȱaȱcertainȱtypeȱofȱwineȱbecauseȱit’sȱ
producedȱinȱaȱregionȱofȱthatȱname.
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areȱpartȬforȬwholeȱexpressionsȱlikeȱtheȱcrownȱmeaningȱtheȱmonarchȱand
royalȱpowerȱinȱtoto,ȱnotȱjustȱaȱpieceȱofȱbejewelledȱheadgear;ȱorȱlikeȱfifty
headȱofȱcattleȱmeaningȱnotȱjustȱtheȱanimals’ȱheadsȱbutȱfiftyȱcompleteȱboȬ
vineȱ beings.ȱ Synecdochesȱworkȱ similarlyȱ inȱmusic,ȱ forȱ example,ȱ the
overdrivenȱguitarȱconnoting,ȱviaȱtheȱSOUNDSȱLIKEȱAȱHARLEYȱicon,ȱanȱenȬ
tireȱpackȱofȱHell’sȱAngelsȱandȱnotȱjustȱtheȱbike,ȱorȱtheȱcuckooȱnotesȱon
theȱpianoȱconnotingȱtheȱentiretyȱofȱaȱspringȱmorningȱratherȱthanȱ just
theȱcuckooȱthatȱhappenedȱtoȱbeȱpartȱofȱtheȱsoundscapeȱatȱtheȱtime.ȱAnȬ
otherȱ exampleȱwouldȱbeȱ (atȱ leastȱ asȱnonȬFrench)ȱ seeingȱoldȱParisȱ in
yourȱmind’sȱeyeȱonȱhearingȱspecificȱfigurationsȱinȱwaltzȱtimeȱplayedȱon
aȱFrenchȱaccordionȱ(accordéonȱmusette).ȱThatȱsemiosisȱisȱtypicallyȱsynecȬ
dochalȱbecauseȱonlyȱoneȱtinyȱsetȱofȱallȱtheȱmusicalȱsoundsȱcirculatingȱin
ParisȱbeforeȱWorldȱWarȱIIȱhasȱcomeȱtoȱconnoteȱtheȱtotalityȱofȱthatȱtime,

thatȱplace,ȱitsȱculture,ȱitsȱpopularȱclasses,ȱtheirȱhabitsȱandȱactivities,ȱall
moreȱlikelyȱinȱblackȱandȱwhite,ȱtoo,ȱratherȱthanȱinȱcolour.ȱȱȱ

Arbitrary sign 
Anȱarbitraryȱsignȱ (Peirce’sȱ symbol)ȱ isȱconnectedȱonlyȱbyȱconventionȱ to
whatȱitȱrepresents.ȱExamplesȱofȱarbitraryȱsignsȱinȱtheȱEnglishȱlanguage
areȱ table,ȱbecause,ȱgrass,ȱsemiotics,ȱbut,ȱ think,ȱgrateful,ȱpulloverȱandȱmost

otherȱwordsȱandȱphrases.ȱThisȱsignȱtypeȱisȱcalledȱconventionalȱorȱarbiȬ
traryȱbecauseȱ itȱ isȱ supposedȱ thatȱnothingȱbutȱ conventionȱpreventsȱa
wordȱlikeȱtheologyȱfromȱdenotingȱaȱcanȬopener,ȱwhereasȱit’sȱhighlyȱunȬ
likelyȱthatȱanȱindexicalȱsignȱlikeȱChampagneȱ(theȱwine)ȱwillȱeverȱmean

POLISHȱVODKAȱorȱLAWNȬMOWER,ȱandȱimpossibleȱthatȱsmokeȱfromȱaȱfire
willȱmeanȱtheȱfireȱhasȱgoneȱoutȱorȱthatȱyouȱhaveȱrunȱoutȱofȱsugar.ȱIn
otherȱwords,ȱaȱsignȱcanȱbeȱcalledȱarbitraryȱwhenȱitsȱsemiosisȱexhibitsȱno
readilyȱdiscernibleȱelementsȱofȱstructuralȱsimilarityȱ(icons),ȱorȱofȱproxȬ
imityȱorȱcausalityȱ(indices),ȱbetweenȱsignȱandȱobject/interpretant.10ȱ
Arbitraryȱsignsȱareȱrareȱ inȱmusic,ȱexceptȱ forȱ thingsȱ likeȱ instrumental

versionsȱofȱnationalȱanthemsȱorȱinstrumentalȱpassagesȱfromȱEurovision
SongȱContestȱtunes.ȱInȱtheseȱcasesȱthereȱisȱrarelyȱanyȱmusicalȱsignifier,

10. Arbitrary:ȱnotȱabsolute;ȱfoundedȱonȱ(personal/collective)ȱwhim,ȱconvention,ȱhabitȱ
etc.ȱArbitraryȱsignsȱcannotȱoriginateȱasȱsuchȱbecauseȱwithoutȱotherȱinitialȱtypesȱofȱ
semiosisȱ(e.g.ȱiconic,ȱindexical)ȱitȱwouldȱbeȱimpossibleȱtoȱdevelopȱtheȱconventionsȱonȱ
whichȱarbitraryȱsignsȱrelyȱforȱtheirȱsubsequentȱdenotativeȱqualities.
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iconicȱorȱindexical,ȱofȱaȱparticularȱnationalȱidentity,ȱtheȱmainȱpointȱof
theȱmusicȱoftenȱbeingȱgeneric,ȱapparently:ȱtoȱsoundȱlikeȱaȱnationalȱanȬ
themȱorȱlikeȱaȱEurovisionȱSongȱContestȱentry.ȱItȱisȱonlyȱparamusicalȱevȬ
idenceȱ—theȱlanguageȱinȱwhichȱtheȱmelodiesȱareȱsung,ȱor,ȱinȱtheȱcaseȱof
aȱnationalȱanthem,ȱwhichȱflagsȱareȱflownȱbehindȱtheȱOlympicȱmedalȬ
lists’ȱpodium—ȱthatȱgiveȱuninitiatedȱlistenersȱaȱclueȱasȱtoȱwhichȱnation
theȱanthemȱorȱtheȱEurovisionȱsongȱrepresents.ȱInȱotherȱinstancesȱwhere

musicalȱsignsȱareȱapparentlyȱstylisedȱtoȱtheȱpointȱofȱconvention,ȱsome

vestigeȱofȱnonȬarbitraryȱsemiosis,ȱiconicȱorȱindexical,ȱalwaysȱremains.

Forȱinstance,ȱfourȱFrenchȱhorns,ȱinȱunison,ȱplayingȱbroad,ȱstrong,ȱconȬ
sonantȱmelodiesȱ inȱ theȱupperȱmiddleȱ registerȱofȱ theȱ instrument,ȱstill
soundȱheroic,ȱevenȱinȱspaceȱ(asȱinȱStarȱWars),ȱdespiteȱtheȱfactȱthatȱthe
etymophonyȱofȱthatȱhornȱsoundȱisȱshroudedȱinȱtheȱhistoricalȱmistsȱof
ruralȱEurope,ȱwhenȱhornsȱwereȱusedȱinȱhuntingȱorȱtoȱclearȱtheȱroadȱfor
stagecoaches.11ȱ Thatȱ specificȱ indexicalȱ linkȱ inȱ historyȱ withȱ quick,
strong,ȱenergeticȱmaleȱactivityȱmayȱbeȱlostȱonȱmodernȱlistenersȱbutȱit
hasȱpassedȱintoȱstylisedȱconvention.ȱOtherȱaspectsȱofȱtheȱoriginalȱsemȬ
iosisȱ remain,ȱ becauseȱ thoseȱ ‘heroic’ȱ hornȱmelodiesȱmoveȱ swiftlyȱ in
broad,ȱ strong,ȱ sweepingȱ andȱ energeticȱ gesturesȱ andȱ becauseȱ FAST,
BROAD,ȱandȱSTRONGȱareȱstillȱsupposedȱtoȱbeȱheroicȱcharacteristics.ȱȱ

Denotationȱandȱconnotationȱ

Denotationȱandȱconnotationȱdesignateȱtwoȱdifferentȱtypesȱofȱsemiosis.ȱBy
denotationȱisȱmeantȱtheȱlexicalȱtypeȱofȱmeaningȱassociatedȱwithȱdictionȬ
aryȱdefinitionsȱandȱwithȱarbitraryȱsigns.ȱTheȱwordȱtable,ȱforȱinstance,ȱdeȬ
notesȱ‘aȱflatȱhorizontalȱslabȱorȱboardȱsupportedȱbyȱoneȱorȱmoreȱlegs’;ȱit
doesn’tȱconnoteȱit.ȱSimilarly,ȱtheologyȱdoesn’tȱconnoteȱtheȱideaȱofȱstudyȬ
ingȱ religiousȱ beliefs:ȱ itȱ denotesȱ thatȱ idea.ȱHowever,ȱ inȱ theȱ statement

smokeȱmeansȱfire,ȱneitherȱtheȱphenomenonȱSMOKEȱnorȱtheȱwordȱsmokeȱdeȬ
notesȱfire:ȱit’sȱtheȱperceptionȱofȱsmokeȱthatȱconnotesȱtheȱpresenceȱofȱfire
throughȱcausalȱindexicality.ȱDespiteȱtheȱfactȱthatȱSMOKEȱMEANSȱFIREȱexȬ
emplifiesȱaȱmoreȱtangibleȱtypeȱofȱsemiosisȱthanȱdoesȱtheology’sȱlinkȱwith

theȱideaȱofȱstudyingȱreligion,ȱdenotationȱisȱstillȱoftenȱconsideredȱtoȱbeȱa

11. Mailȱcoachesȱwereȱtheȱfastestȱvehiclesȱonȱtheȱplanet,ȱdeliveringȱtheȱmailȱpostȬhaste.ȱ
Forȱmoreȱaboutȱaction,ȱheroismȱandȱhorns,ȱseeȱTaggȱ(2000a:185Ȭ210).
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lessȱvagueȱtypeȱofȱsemiosisȱthanȱconnotation.ȱEcoȱ(1990:6)ȱchallenges
thisȱassumption,ȱbrandingȱtheȱimaginedȱsolidityȱofȱdenotativeȱsignifiȬ
cationȱthroughȱarbitraryȱsignsȱ‘rigidȱdesignation’,ȱaddingȱthatȱlanguage
‘alwaysȱsaysȱsomethingȱmoreȱthanȱ itsȱ inaccessibleȱ literalȱmeaning’.ȱIf
Eco’sȱobservationȱisȱtrueȱforȱlanguage,ȱit’sȱevenȱmoreȱrelevantȱtoȱmusic

which,ȱ asȱ justȱ suggested,ȱ rarelyȱ usesȱ arbitraryȱ signs.ȱ Sinceȱmusicȱ is
highlyȱconnotative,ȱit’sȱworthȱexaminingȱtheȱconceptȱofȱindexicalȱconȬ
notationȱinȱmoreȱdetail.ȱI’llȱapplyȱEco’sȱideasȱtoȱtheȱsemiosisȱinvolvedȱin
theȱstatementȱ‘smokeȱmeansȱfire’.

I’veȱshortenedȱWHEREȱTHERE’SȱSMOKEȱTHERE’SȱFIREȱtoȱSMOKEȱMEANSȱFIRE.ȱIn
soȱdoing,ȱIȱsubstitutedȱanȱindexicalȱobservationȱofȱsimultaneityȱ(smoke

atȱtheȱsameȱtimeȱasȱfire)ȱwithȱoneȱofȱcausality.ȱIȱcanȱdoȱthatȱbecause,ȱunȬ
lessȱwe’reȱ talkingȱaboutȱstageȱsmokeȱ (liquidȱCO2),ȱ fireȱ causesȱsmoke.

Nowȱfitȱyourȱsmokeȱalarmȱasȱinstructedȱ(good)ȱandȱgoȱtoȱsleepȱwithȱa
burningȱcigaretteȱ(bad).ȱYourȱsmokeȱalarmȱwakesȱyouȱup.ȱItsȱpiercing
soundȱisȱtriggeredȱbyȱsmokeȱcausedȱbyȱfire.ȱYouȱhearȱthatȱloud,ȱsharp
soundȱ (theȱ sign)ȱandȱyouȱknowȱ itȱmeansȱFIREȱ (interpretant)ȱandȱother
alarmingȱthings,ȱlikeȱWAKEȱUP,ȱGETȱOUTȱOFȱTHEȱHOUSEȱandȱDON’TȱDIEȱ(fiȬ
nalȱinterpretants).ȱTheȱalarmȱsoundȱdoesn’tȱdenoteȱFIREȱlikeȱtheȱwordȱfire,
norȱdoesȱ itȱdirectlyȱmeanȱFIREȱ indexicallyȱ likeȱ theȱsmokeȱyouȱmayȱor
mayȱnotȱseeȱthatȱisȱcausedȱbyȱfireȱyouȱareȱevenȱlessȱlikelyȱtoȱsee.ȱThe
connectionȱbetweenȱtheȱsmokeȱalarmȱsoundȱandȱfireȱisȱoneȱofȱconnotaȬ
tion:ȱ theȱ alarmȱ connotesȱ aȱ particularȱ sortȱ ofȱ fireȱ andȱ everythingȱ you
knowȱgoesȱwithȱit,ȱbecauseȱtheȱrelationshipȱbetweenȱtheȱalarmȱsoundȱas
signifierȱandȱtheȱfireȱasȱsignified,ȱwithȱallȱitsȱconnotations,ȱpresupposes
previouslyȱestablishedȱlevelsȱofȱsignification.ȱTheseȱdistinctionsȱareȱessenȬ
tialȱinȱunderstandingȱhowȱconnotation,ȱaȱcentralȱaspectȱofȱmusicalȱseȬ
mantics,ȱactuallyȱworks.

Theȱ ‘previousȱ levels’ȱ justȱ mentionedȱ areȱ allȱ indexicalȱ andȱ causal,
namelyȱ theȱ relationshipsȱ [1]ȱ betweenȱ theȱ alarmȱ soundȱ andȱ smoke

(smokeȱ triggersȱ theȱ alarm),ȱ [2]ȱ betweenȱ smokeȱ andȱ fireȱ (fireȱ causes
smoke),ȱ [3]ȱ betweenȱ fireȱ andȱ dangerȱ (babiesȱ haveȱ toȱ learnȱ thatȱ fire
hurts).ȱWithȱtheseȱthreeȱpreviousȱlevelsȱofȱsignificationȱyouȱareȱableȱto
connoteȱtheȱspecificȱthreatsȱofȱmultipleȱburns,ȱasphyxiationȱandȱpossiȬ
bleȱdeathȱwithȱ theȱsoundȱofȱaȱsmokeȱalarm.ȱ InȱEco’sȱ termsȱ (1976:55),
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‘connotationȱarisesȱwhenȱaȱsignificationȱisȱconveyedȱbyȱaȱpreviousȱsigȬ
nification,ȱwhichȱgivesȱriseȱtoȱaȱsuperelevationȱofȱcodes’.ȱTheȱformȱof
thisȱ‘connotativeȱsemiotics’ȱisȱshownȱinȱTableȱ5Ȭ1.12

AccordingȱtoȱEcoȱ(1976:55),ȱ‘thereȱisȱaȱconnotativeȱsemioticsȱwhenȱthere
isȱaȱsemioticsȱwhoseȱexpressionȱplaneȱisȱanotherȱsemiotics’.ȱSo,ȱinȱthe
smokeȱalarmȱexample,ȱtheȱinterpretantȱ(signified)ȱofȱtheȱthreeȱformer

significationsȱcombinedȱ—[1]ȱTHEȱALARMȱSOUNDȱISȱCAUSEDȱBYȱSMOKE,ȱ[2]
SMOKEȱISȱCAUSEDȱBYȱFIREȱandȱ[3]ȱTHEȱGREATȱPAINȱOFȱSKINȱBURNSȱISȱCAUSED
BYȱFIREȱ—ȱbecomesȱtheȱsignifierȱofȱaȱfourthȱsignified:ȱDON’TȱDIE!ȱGETȱOUT!
ThusȱtheȱsmokeȱsignifiesȱFIREȱindexically,ȱbutȱtheȱsoundȱofȱtheȱsmoke

alarmȱalsoȱconnotesȱbothȱDANGERȱandȱEVACUATIONȱassociatedȱwithȱfire
thanksȱtoȱtheȱpreviousȱsemioticȱrelationships.ȱEcoȱcontinuesȱhisȱcritique
ofȱdenotativeȱhegemonyȱinȱconventionalȱlinguisticsȱasȱfollows.ȱ

‘Theȱdifferenceȱbetweenȱdenotationȱandȱconnotationȱisȱnot...ȱtheȱdifferȬ
enceȱbetweenȱ“univocal”ȱandȱ“vague”ȱsignification,ȱorȱbetweenȱ“referȬ
ential”ȱandȱ“emotional”ȱcommunication,ȱandȱsoȱon.ȱWhatȱconstitutesȱa
connotationȱasȱ suchȱ isȱ theȱ connotativeȱ codeȱwhichȱ establishesȱ it;ȱ the
characteristicȱofȱaȱconnotativeȱcodeȱisȱtheȱfactȱthatȱtheȱfurtherȱsignificaȬ
tionȱconventionallyȱreliesȱonȱaȱprimaryȱone.’

Thisȱ critiqueȱ ofȱ receivedȱwisdomȱ aboutȱdenotationȱ andȱ connotation
seguesȱintoȱtheȱnextȱandȱequallyȱproblematicȱpointȱ—theȱwidelyȱheld
assumptionȱthatȱmusicȱisȱintrinsicallyȱpolysemic.ȱȱ

Table 5-1. Smoke alarm: connotation as
superelevation of previous signification

Signifier Signified

Signifier Signified

Danger!ȱGetȱout!Signifier Signified

firealarmȱnoise smoke

12. TheȱoriginalȱEcoȱmodelȱusesȱHjelmslev’sȱtermsȱexpressionȱ–ȱcontent,ȱnotȱtheȱSaussuȬ
reanȱpairȱsignifierȱ–ȱsignifiedȱwhichȱisȱusedȱhereȱforȱreasonsȱofȱbrevityȱinȱcomparisonȱ
withȱPeirce’sȱsignȱȬȱobject/interpretant.
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Polysemyȱandȱconnotativeȱprecisionȱ

Polysemicȱ—fromȱGreekȱ polyȱ (ΔΓΏϾ=many)ȱ andȱ s¾maȱ (Ηφΐ΅=sign)—
meansȱsignifyingȱmanyȱthingsȱatȱtheȱsameȱtime,ȱi.e.ȱthatȱtheȱsameȱsign
isȱlinkedȱtoȱmanyȱdifferentȱobjectsȱand/orȱinterpretants.ȱNow,ȱthereȱis
noȱdoubtȱthatȱmusicȱisȱpolysemicȱfromȱaȱlogocentricȱviewpointȱandȱIȱofȬ
tenȱproduceȱtheȱlexicallyȱincongruentȱconceptsȱAUSTRIAȱandȱSHAMPOO

toȱillustrateȱtheȱpoint.ȱAustriaȱisȱaȱmiddleȬsizedȱCentralȱEuropeanȱnaȬ
tionȱfamousȱforȱitsȱcapitalȱcity,ȱVienna,ȱforȱmountains,ȱStraussȱwaltzes,

downhillȱskiing,ȱMozartȱandȱaȱhostȱofȱotherȱthingsȱthatȱhaveȱnothingȱto
doȱwithȱviscoseȱliquidȱthatȱcomesȱinȱsmallȱplasticȱbottlesȱandȱthatȱyou
applyȱtoȱyourȱscalpȱwhenȱwashingȱyourȱhairȱinȱtheȱprivacyȱofȱyourȱown

bathroom.ȱDespiteȱ theseȱpatentȱdifferences,ȱ Iȱclaimȱ thatȱAUSTRIAȱand
SHAMPOOȱbelongȱtoȱtheȱsame,ȱwellȬdefinedȱsemanticȱfield.ȱThatȱsounds
ridiculous,ȱsoȱI’dȱbetterȱexplain.

AȱoneȬminuteȱextractȱfromȱaȱromanticȱfilmȱthemeȱ(TheȱDreamȱofȱOlwen
byȱCharlesȱWilliams)ȱwasȱplayedȱwithoutȱvisualȱaccompanimentȱtoȱ607
listeners.ȱRespondentsȱwereȱaskedȱtoȱjotȱdownȱnotesȱforȱaȱsuitableȱfilm
sceneȱ orȱ anythingȱ elseȱ thatȱ cameȱ intoȱ theirȱmindȱwhenȱ hearingȱ the
piece.ȱTheȱmostȱcommonȱresponsesȱwereȱLOVE,ȱROMANCEȱandȱeitherȱA
COUPLEȱorȱAȱ SINGLEȱWOMANȱ seenȱ STROLLINGȱTHROUGHȱTHEȱGRASSȱOFȱA
SUMMERȱMEADOW.ȱOtherȱcommonȱresponsesȱwereȱWAVINGȱCORN,ȱROLLȬ
INGȱHILLS,ȱtheȱlongȱFLOWINGȱHAIRȱandȱDRESSȱofȱtheȱwomanȱtheyȱsaw,ȱthe
SWELLȱofȱtheȱSEAȱinȱaȱSUMMERȱBREEZE,ȱBILLOWINGȱSAILS,ȱaȱFLOWINGȱRIVER,
OLDENȱTIMES,ȱetc.ȱSeveralȱrespondentsȱ imaginedȱscenesȱ inȱeitherȱENGȬ
LAND,ȱFRANCEȱorȱAUSTRIA.ȱNow,ȱtheȱAUSTRIAȱenvisagedȱbyȱrespondents
wasȱnotȱtheȱDolomitesȱinȱbadȱweather,ȱnorȱskiingȱatȱKitzbühel,ȱnorȱeatȬ
ingȱSachertorteȱinȱaȱKonditorei,ȱnorȱtheȱairportȱorȱoilȱrefineryȱatȱSchweȬ
chat.ȱNo,ȱitȱwasȱtheȱAustriaȱofȱTheȱSoundȱofȱMusic,ȱinȱparticularȱaȱWOMAN

inȱaȱLONGȱDRESSȱSTROLLINGȱTHROUGHȱGREENȱMEADOWS.ȱThisȱclusterȱofȱreȬ
sponsesȱdescribesȱtheȱscene,ȱshownȱasȱFigureȱ5Ȭ1ȱ(p.168),ȱinȱwhichȱJulie
Andrewsȱburstsȱintoȱtheȱfilm’sȱtitleȱsongȱ(‘Theȱhillsȱareȱaliveȱwithȱthe
soundȱofȱmusic’).ȱNow,ȱthatȱsceneȱfeaturesȱaȱfineȱopenȬlandscapeȱpanoȬ
ramaȱquiteȱdifferentȱtoȱtheȱconfinesȱofȱaȱshowerȱcabinȱwhereȱshampoo

isȱappliedȱtoȱtheȱscalp.ȱTheȱquestionȱisȱobvious:ȱhowȱcanȱshampooȱbe
likeȱstrollingȱthroughȱtheȱgreenȱgrassȱofȱanȱopenȱmeadow?

http://www.tagg.org/bookxtrax/NonMuso/mp3s/Olwen.mp3
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Well,ȱtheȱSHAMPOOȱthatȱrespondentsȱmentionedȱwasȱnoȱmoreȱshampoo
asȱsuchȱthanȱtheȱAUSTRIAȱtheyȱsawȱwasȱlexicallyȱAustria.ȱRespondents
wereȱinȱfactȱalludingȱtoȱaȱTimoteiȱshampooȱadvertȱfeaturingȱaȱyoung
woman,ȱwithȱ long,ȱ flowingȱhairȱandȱaȱ long,ȱ flowing,ȱoldȬstyleȱwhite

cottonȱdress,ȱmovingȱinȱslowȬmotionȱthroughȱtheȱlongȱgrassȱofȱaȱsumȬ
merȱmeadowȱ andȱwatchedȱ longinglyȱ byȱ aȱ youngȱmanȱ inȱ theȱ backȬ
groundȱ(Fig.ȱ5Ȭ2a).ȱThisȱsceneȱmayȱwellȱderiveȱfromȱtheȱfamousȱLOVEȱIN
THEȱLONGȱGRASSȱsceneȱfromȱElviraȱMadiganȱ(Fig.ȱ5Ȭ2b).ȱ

Fig. 5-1. AUSTRIA: Julie Andrews bursts into song in HThe Sound of Music 
Still captured from DVD © 20th Century Fox, 1958, 1965, 1993  

Obviousȱsimilaritiesȱbetweenȱtheseȱpicturesȱsuggestȱthatȱrespondents,
someȱofȱwhomȱsaidȱAUSTRIAȱandȱothersȱSHAMPOO,ȱwereȱnotȱtheȱleastȱbit
confusedȱ aboutȱwhatȱ sortȱ ofȱ scene,ȱmovements,ȱ gestures,ȱ activities,
emotionsȱorȱmoodsȱtheyȱgotȱfromȱhearingȱtheȱmusic,ȱevenȱthoughȱthere
isȱnoȱconnectionȱbetweenȱdictionaryȱdefinitionsȱofȱAustriaȱandȱshampoo.

Fig. 5-2. [a] Timotei ad (c. 1980); [b] Elvira Madigan (H Widerberg, 1967): VHS cover
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Itȱisȱthereforeȱonlyȱfromȱaȱlogocentricȱviewpoint,ȱthatȱAUSTRIAȱandȱSHAMȬ
POO,ȱnotȱtoȱmentionȱHILLS,ȱHAIR,ȱCORNFIELDS,ȱSAILINGȱSHIPS,ȱDRESSESȱand
MANORȱHOUSES,ȱallȱcommonȱresponsesȱtoȱtheȱsameȱmusic,ȱcanȱbeȱconȬ
sideredȱcontradictory,ȱincongruousȱorȱpolysemic.ȱ

Observationsȱsimilarȱtoȱthoseȱ justȱmadeȱaboutȱAUSTRIAȱANDȱSHAMPOO

applyȱjustȱasȱwellȱtoȱveryȱdifferentȱsetsȱofȱmusicalȱsound,ȱforȱinstanceȱto
thoseȱassociatedȱwithȱcityȱstreetsȱatȱnight,ȱwithȱconcrete,ȱrain,ȱcrime,ȱdeȬ
linquency,ȱ flickeringȱ lights,ȱ urbanȱ loneliness,ȱ etc.ȱ Thisȱ latterȱ setȱ of
soundsȱandȱthoseȱofȱtheȱAUSTRIAȱANDȱSHAMPOOȱpieceȱcoverȱmutually

distinguishableȱfieldsȱofȱconnotation,ȱbutȱtheȱfactȱthatȱeachȱofȱtheȱtwo

setsȱofȱassociationsȱcontainsȱlexicallyȱdisparateȱconceptsȱdoesȱnotȱmean

thatȱeitherȱofȱtheȱtwoȱfieldsȱofȱconnotationȱisȱinȱitselfȱmusicallyȱcontraȬ
dictory.ȱ Onȱ theȱ contrary,ȱ playȱ theȱmusicȱ connotingȱ eitherȱ ofȱ those
moodsȱtoȱanyoneȱbelongingȱtoȱtheȱcultureȱinȱandȱforȱwhichȱtheȱmusic

wasȱproduced,ȱandȱlistenersȱwillȱbeȱinȱnoȱdoubtȱaboutȱwhichȱisȱwhich.

Misconceptionsȱofȱmusicȱasȱpolysemicȱariseȱpartlyȱbecauseȱacademe

demandsȱthatȱweȱpresentȱideasȱaboutȱmusic,ȱnotȱinȱmusic,ȱnotȱevenȱin
termsȱofȱmovingȱpictureȱorȱofȱdance,ȱbutȱinȱwordsȱlikeȱthese.ȱTheseȱnoȬ
tionsȱofȱmusic’sȱsupposedȱpolysemyȱcanȱbeȱquestionedȱinȱatȱleastȱtwo

otherȱways:ȱ[1]ȱbyȱconsideringȱdifferentȱsymbolicȱrepresentationsȱofȱthe
sameȱphysicalȱreality;ȱ[2]ȱbyȱturningȱtheȱtablesȱonȱdenotativeȱlanguage
andȱbyȱabsurdlyȱbrandingȱitȱasȱpolysemicȱinstead.

Fig. 5-3. Castletown (Isle of Man): same geography, different representations

Figureȱ5Ȭ3ȱshowsȱthreeȱrepresentationsȱofȱtheȱsameȱlocation.ȱImagesȱA
andȱBȱcan’tȱbeȱpolysemicȱjustȱbecauseȱtheȱarea’sȱgeologicalȱdetailsȱ(imȬ
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ageȱC)ȱ aren’tȱ included.ȱNorȱ canȱ imageȱCȱbeȱ calledȱvagueȱbecauseȱ it
doesn’tȱ showȱbuildings,ȱ roadsȱorȱ surfaceȱ terrain.ȱTheȱpointȱ isȱ thatȱa
physicalȱlocationȱcanȱbeȱvisuallyȱrepresentedȱinȱaȱvarietyȱofȱways,ȱeach
symbolisingȱdifferentȱ aspectsȱofȱ theȱ sameȱ realityȱ fromȱdifferentȱperȬ
spectives,ȱusingȱdifferentȱrulesȱofȱstylisationȱandȱabstraction,ȱasȱwellȱas
differentȱtechniquesȱforȱencodingȱdifferentȱtypesȱofȱinformationȱforȱdifȬ
ferentȱpurposes.ȱIfȱit’sȱacceptedȱthatȱtheȱsameȱlocationȱcanȱbeȱvisually
symbolisedȱinȱdifferentȱwaysȱforȱdifferentȱpurposes,ȱhowȱcomeȱmusic,

whoseȱbasicȱnatureȱandȱfunctionsȱdifferȱsoȱobviouslyȱfromȱthoseȱofȱlanȬ
guageȱorȱfromȱgraphicȱformsȱofȱrepresentation,ȱisȱexpectedȱtoȱliveȱupȱto
linguisticȱorȱvisualȱratherȱ thanȱmusicalȱcriteriaȱofȱsemioticȱprecision?
Theȱquestionȱisȱrhetorical.

Sinceȱdifferentȱindividualsȱwithinȱtheȱsameȱcultureȱtendȱrepeatedlyȱto
respondȱtoȱtheȱsameȱmusicȱinȱquiteȱsimilarȱways,ȱmusicȱcannotȱreasonȬ
ablyȱbeȱconsideredȱpolysemic.ȱToȱunderlineȱtheȱproblemȱwithȱlogocenȬ
tricȱ thinkingȱ aboutȱ musicalȱ meaning,ȱ youȱ onlyȱ needȱ toȱ apply
musocentricȱ argumentsȱ toȱ languageȱ andȱ ask,ȱ forȱ example,ȱwhatȱ the
soundȱofȱ theȱ spokenȱwordȱ tableȱ [�V'KD
N]ȱ reallyȱmeans.ȱTrue,ȱ likeȱbord,
mas©,ȱmesa,ȱpöytä,ȱ˖˘˓ˏ,ȱstóÙ,ȱstþl,ȱtafel,ȱTisch,ȱtavola,ȱΘΕ΅ΔνΊȱandȱother
wordsȱdenotingȱ ‘aȱ flatȱhorizontalȱslabȱorȱboardȱsupportedȱbyȱoneȱor
moreȱlegs’,ȱtableȱisȱprettyȱmonosemic,ȱbutȱitȱis,ȱasȱ[�V'KD
N],ȱmusicallyȱinȬ
distinguishableȱfromȱrhymingȱwordsȱlikeȱable,ȱBabel,ȱbagel,ȱcable,ȱcradle,
Dave’ll,ȱ fable,ȱgable,ȱHegel,ȱ label,ȱ ladle,ȱMabel,ȱnaval,ȱnavelȱorȱstable,ȱeach
spokenȱwithȱtheȱsameȱvoice,ȱintonation,ȱtimbre,ȱinflexion,ȱaccentuation
andȱspeedȱofȱdelivery.13ȱHowever,ȱwhereasȱnoȱsaneȱmusicologistȱwould

dreamȱofȱcallingȱlanguageȱpolysemicȱjustȱbecauseȱallȱbutȱtheȱmostȱonoȬ
matopoeicȱofȱwordsȱareȱmusicallyȱambiguous,ȱmanyȱotherwiseȱintelliȬ
gentȱ peopleȱ stillȱ thinkȱ ofȱmusicȱ asȱ polysemic,ȱ justȱ becauseȱmusical

categoriesȱofȱsignificationȱdon’tȱcoincideȱwithȱverbalȱones.ȱThisȱ logoȬ
centricȱfallacy,ȱpartȱofȱtheȱepistemicȱinertiaȱdiscussedȱinȱChapterȱ3,ȱcan
alsoȱbeȱrefutedȱwithȱtheȱhelpȱofȱtwoȱfinalȱexamplesȱrelatingȱtoȱaȱvery
simple,ȱtangible,ȱconcreteȱandȱostensiblyȱdenotativeȱnoun:ȱchair.ȱ

13. Rhymingȱcriteriaȱhereȱare:ȱ[1]ȱmustȱbeȱtwoȱsyllables;ȱ[2]ȱfirstȱsyllableȱmustȱcontainȱ
accentuatedȱdiphthongȱ�'+�;ȱ[2]ȱfinalȱsyllableȱmustȱbeȱunstressedȱ/
N��ȱ[3]ȱconsonantȱ
betweenȱ/'+/ȱandȱ�
N�ȱmustȱbeȱplosiveȱandȱvoiced,ȱi.e.ȱ�D����F����I�ȱorȱ�X�.
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[1]ȱYouȱcanȱsitȱonȱoneȱtypeȱofȱchairȱinȱtheȱkitchen,ȱinȱanotherȱinȱfrontȱof
theȱTV;ȱyouȱcanȱtakeȱtheȱchairȱatȱaȱmeeting,ȱoccupyȱanotherȱsortȱatȱaȱuniȬ
versityȱandȱbeȱsentȱtoȱfryȱonȱaȱfinalȱoneȱinȱaȱTexasȱprison.ȱChairȱhasȱtoȱdo
forȱtheȱlotȱofȱthemȱandȱonlyȱtheȱnoun’sȱcontextȱorȱtheȱadditionȱofȱqualiȬ
fiersȱlikeȱkitchen,ȱeasy,ȱresearchȱorȱelectricȱwillȱclarifyȱwhichȱchairȱisȱreleȬ
vant.ȱWords,ȱinȱotherȱwords,ȱevenȱnounsȱdenotingȱconcreteȱobjects,ȱcan
beȱcontextȱsensitiveȱandȱpolysemic.

[2]ȱTheȱspokenȱwordȱchairȱ[�V5'��]ȱisȱasȱmusicallyȱpolysemicȱasȱsinging
theȱTwilightȱZoneȱjingleȱisȱverballyȱpolysemic.14ȱNeitherȱutteranceȱcarȬ
riesȱclearȱmeaningȱifȱjudgedȱaccordingȱtoȱtheȱnormsȱofȱsemiosisȱappliȬ
cableȱ toȱ theȱ otherȱ signȱ system.ȱ Aȱ verbalȱ statementȱ isȱ madeȱ less
polysemicȱ(notȱmoreȱso)ȱbyȱprosody,ȱ i.e.ȱbyȱtheȱ ‘musical’ȱelementsȱof
speech,ȱjustȱasȱtheȱprecisionȱofȱmusicalȱmeaningȱcanȱbecomeȱmoreȱfoȬ
cusedȱwhenȱheardȱalongȱwithȱwords,ȱactionsȱorȱpictures.ȱ

Inȱshort,ȱprecisionȱofȱmusicalȱmeaningȱcanȱneverȱbeȱtheȱsameȱasȱpreciȬ
sionȱofȱverbalȱmeaning.ȱMusicȱandȱ languageȱareȱnotȱ interchangeable
signȱsystems:ȱifȱtheyȱwere,ȱtheyȱwouldȱnotȱexistȱseparately.ȱIt’sȱforȱthis
tautologousȱreasonȱthatȱconnotationsȱgivenȱinȱresponseȱtoȱtheȱAUSTRIA

ANDȱSHAMPOOȱandȱURBANȱALIENATIONȱpiecesȱofȱmusicȱmentionedȱearlier
mustȱbeȱunderstoodȱasȱbelongingȱtoȱmusogenic,ȱnotȱlogogenic,ȱcategories
ofȱmeaning.ȱConnotationsȱelicitedȱbyȱmusicȱareȱverballyȱaccurateȱinȱrelaȬ
tionȱnotȱtoȱverbalȱbutȱtoȱmusicalȱdiscourse.ȱMusicȱisȱanȱalogogenicȱsign
systemȱwhoseȱsemanticȱprecisionȱreliesȱlargelyȱonȱconnotationȱandȱon
iconicȱorȱindexicalȱsigns.ȱMendelssohnȱputȱitȱthisȱway:

‘TheȱthoughtsȱwhichȱareȱexpressedȱtoȱmeȱbyȱaȱpieceȱofȱmusicȱwhichȱI
loveȱareȱnotȱtooȱindefiniteȱtoȱbeȱputȱintoȱwords,ȱbutȱonȱtheȱcontraryȱtoo
definite.’15ȱȱ

14. ForȱexplanationȱofȱtheȱTwilightȱZoneȱtheme’sȱfourȬnoteȱjingleȱasȱpopularȱindicatorȱofȱ
SOMETHINGȱWEIRD’SȱGOINGȱON,ȱseeȱTaggȱ&ȱClaridaȱ(2003:576).

15. Mendelssohn,ȱquotedȱbyȱCookeȱ(1959:ȱ6).ȱDaveȱThomasȱ(ofȱPèreȱUbu),ȱwentȱfurther:ȱ
‘Ifȱaȱpictureȱisȱworthȱaȱthousandȱwords…ȱaȱsoundȱisȱworthȱaȱthousandȱpictures’ȱ
(EARȱMagazine,ȱ13/10:ȱ27ȱ(Feb.ȱ1989));ȱseeȱalsoȱ‘Levelsȱofȱsignification’,ȱp.189,ff.
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Conceptsȱofȱcommunication
Soȱfarȱthisȱchapterȱhasȱpresentedȱsomeȱbackgroundȱconceptsȱessential
toȱanȱunderstandingȱofȱmusicalȱmeaning.ȱNow,ȱnoȱ semiosisȱ canȱ take
placeȱwithoutȱcommunication,ȱbeȱ itȱ intimateȱandȱsmallȬscaleȱorȱbroadȬ
castȱ byȱ satelliteȱ fromȱ aȱ stadiumȱ venue.ȱ Evenȱ singingȱ aloneȱ inȱ the
showerȱ isȱ impossibleȱwithoutȱhavingȱ firstȱ learntȱpatternsȱofȱmelodic

constructionȱthatȱpassȱforȱsongȱinȱtheȱculture[s]ȱyouȱareȱfamiliarȱwith

becauseȱallȱcommunicationȱreliesȱonȱsomeȱaspectȱofȱsocialȱorganisation.
Indeed,ȱasȱweȱsawȱinȱtheȱsectionȱaboutȱMUSICȱASȱAȱUNIVERSALȱLANGUAGE

(p.47,ff.),ȱmusicalȱcompetence,ȱpoïeticȱorȱaesthesic,ȱisȱtoȱanȱoverriding
extentȱ culturallyȱ specific.ȱ Evenȱ theȱ simpleȱwordȬpaintingȱ tricksȱ deȬ
scribedȱ atȱ theȱ endȱ ofȱChapterȱ 4ȱ (SUNBEAMSȱ SCORCHING,ȱ CHILLYȱ DEWȬ
DROPS,ȱ etc.)ȱ hadȱ toȱ beȱ learnt,ȱ asȱ didȱ theȱ AUSTRIAȱ andȱ SHAMPOO

connotationsȱprovidedȱ byȱ respondentsȱ hearingȱ separateȱmusicalȱ exȬ
tractsȱwithoutȱverbalȱorȱvisualȱaccompaniment.

Returningȱbrieflyȱ toȱ theȱwordȬpaintingȱ tricksȱdescribedȱatȱ theȱendȱof
Chapterȱ4ȱ(p.152,ff.),ȱIȱassumed,ȱasȱanȱorganistȱtrainedȱinȱaȱparticular
tradition,ȱthatȱmyȱtimbralȱvariationsȱwouldȱcommunicateȱtoȱtheȱcongreȬ
gationȱtheȱbasicsȱofȱtheȱkinetic,ȱtactile,ȱemotionalȱandȱculturallyȱconnoȬ
tativeȱeffectsȱIȱhadȱlearnt:ȱSUNBEAMSȱSCORCHINGȱasȱsonicallyȱsparkling,
sharp,ȱ bright,ȱ highȬpitchedȱ andȱ edgy;ȱ CHILLYȱ DEWDROPSȱ asȱ rounder,
cooler,ȱslightlyȱairyȱbutȱpreciseȱandȱdelicate,ȱandȱsoȱon.ȱAsȱ‘coȬauthor’
ofȱtheȱmusicȱIȱwasȱplaying,ȱIȱwasȱsimplyȱactingȱinȱaccordanceȱwithȱthe
assumptionȱpositedȱbyȱEcoȱ(1979b:7):ȱ

‘[T]oȱmakeȱhisȱtextȱcommunicative,ȱtheȱauthorȱhasȱtoȱassumeȱthatȱtheȱenȬ
sembleȱofȱcodesȱheȱreliesȱuponȱisȱtheȱsameȱasȱthatȱsharedȱbyȱhisȱpossible
reader.ȱTheȱauthorȱhasȱthusȱtoȱforeseeȱaȱmodelȱofȱtheȱpossibleȱreader…
supposedlyȱ ableȱ toȱ dealȱ interpretativelyȱwithȱ theȱ expressionsȱ inȱ the
sameȱwayȱasȱtheȱauthorȱdealsȱgenerativelyȱwithȱthem.’

AlthoughȱIȱsuspectȱthatȱmostȱmembersȱofȱtheȱcongregationȱwouldȱhave
heardȱmyȱwordpaintingȱmoreȱorȱlessȱasȱIȱintended,ȱitȱwouldȱhaveȱbeen
rashȱtoȱassumeȱthatȱeveryȱoneȱofȱthemȱregisteredȱexactlyȱtheȱsameȱefȬ
fectsȱinȱexactlyȱtheȱsameȱway,ȱbecauseȱsocial,ȱphysiological,ȱneurologiȬ
calȱandȱpsychologicalȱfactors,ȱincludingȱtheȱmomentaryȱstateȱofȱmindȱof
eachȱ individual,ȱ inevitablyȱ produceȱ variationsȱ ofȱ responseȱ between
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membersȱofȱtheȱsameȱbasicȱmusicalȱcommunity.ȱAndȱ itȱwouldȱbeȱabȬ
surdȱtoȱexpectȱmembersȱofȱaȱveryȱdifferentȱmusicalȱculture,ȱwithȱvery
differentȱconventionsȱofȱstructuringȱandȱunderstandingȱtimbre,ȱtoȱregȬ
isterȱmyȱ timbralȱ effectsȱ inȱ theȱ sameȱwayȱ asȱ theȱ congregationȱ inȱ the
schoolȱchapelȱwhereȱIȱplayedȱorganȱinȱtheȱearlyȱ1960s.ȱ

Hereȱweȱenterȱtheȱtrickyȱterritoryȱofȱcommunicationȱtheoryȱandȱ(semiȬ
otic)ȱpragmaticsȱinȱwhichȱmusicalȱsemanticsȱ(theȱrelationȱbetweenȱmuȬ
sicalȱsignsȱandȱwhatȱtheyȱmean)ȱneedsȱviewingȱwithinȱtheȱframework

ofȱ theȱrelevantȱsocioȬculturalȱfield.ȱAȱshort,ȱexplanatoryȱdisclaimerȱ is
calledȱforȱhereȱbecauseȱthisȱsectionȱofȱtheȱchapterȱwillȱnotȱnecessarily
conformȱtoȱtheȱcourseȱcontentȱofȱB.A.ȱprogrammesȱinȱcommunication

studies.ȱThatȱsaid,ȱwhatȱcomesȱnextȱisȱinfluencedȱpartlyȱbyȱtheȱPeircean
tripartiteȱsemioticȱmodelsȱalreadyȱpresented,ȱpartlyȱbyȱEco’sȱ(1976:32Ȭ
47)ȱreasoningȱaboutȱ‘significationȱandȱcommunication’ȱandȱbyȱaȱmore

musicȬspecificȱ modelȱ presentedȱ byȱ Bengtssonȱ (1972).16ȱ Evenȱ so,ȱ I
should,ȱinȱtheȱinterestsȱofȱtransparency,ȱmakeȱthreeȱadmissions:ȱ[1]ȱthat
theȱmainȱsourceȱofȱideasȱpresentedȱinȱthisȱsectionȱconsistsȱofȱobservaȬ
tionsȱ andȱ reflectionsȱmadeȱ overȱ sixtyȱ yearsȱ ofȱ experienceȱ using,ȱ as
transmitterȱorȱreceiver,ȱdifferentȱkindsȱofȱmusicȱforȱdifferentȱpurposes,
underȱdifferentȱeconomic,ȱsocial,ȱphysicalȱandȱculturalȱcircumstances;

[2]ȱ thatȱ suchȱ experienceȱ hasȱmoreȱ oftenȱ determinedȱ theȱ theoretical
modelsȱIȱadoptȱ(perceptualȱlearning)ȱthanȱviceȱversaȱ(conceptualȱlearnȬ
ing);ȱ[3]ȱthatȱ38ȱyearsȱofȱrunningȱcoursesȱinȱtheȱanalysisȱofȱmusicȱ‘asȱifȱit
meantȱsomething’ȱ forcedȱmeȱ toȱabandonȱsomeȱ intriguingȱbutȱeducaȬ
tionallyȱlessȱpracticableȱconceptualȱuniversesȱ(e.g.ȱ18ȱofȱPeirce’sȱ27ȱsign
types,ȱnotȱtoȱmentionȱallȱtheȱspecialisedȱpoïeticȱdescriptorsȱofȱmusical

structure).ȱ Insteadȱ I’veȱprioritisedȱconceptsȱ thatȱgelȱmoreȱeasilyȱwith

students’ȱperceptionsȱofȱmusicȱandȱ itsȱmeanings,ȱevenȱ thoughȱ those
perceptionsȱareȱsometimes,ȱasȱIȱsuggestȱelsewhere,17ȱinȱneedȱofȱprobȬ
lematisation.ȱWithȱthatȱacademicȱprovisoȱoutȱinȱtheȱopenȱIȱfeelȱlessȱinhibȬ
itedȱaboutȱpresentingȱaȱbasicȱcommunicationȱmodel.

16. Forȱmoreȱonȱtheseȱsources,ȱseeȱTaggȱ(2000a:ȱ67Ȭ74);ȱseeȱalsoȱEcoȱquoteȱonȱp.ȱ172.
17. See,ȱforȱexample,ȱp.ȱ69,ȱff;ȱp.264,ȱff;ȱp.319,ȱff.



174 Tagg: Music’s Meanings — 5. Meaning and communication

Basicȱcommunicationȱmodel

Fig. 5-4. Musical communication model in a socio-cultural framework

Figureȱ5Ȭ4ȱvisualisesȱbasicȱelementsȱofȱmusicalȱcommunicationȱwithinȱa
socioȬculturalȱframework.ȱTheȱtwistedȱarrowsȱatȱtheȱtopȱandȱbottomȱof
theȱdiagramȱindicateȱthatȱtheȱmodelȱshouldȱbeȱreadȱasȱverticallyȱcircuȬ
larȱ(cylindrical),ȱsoȱthatȱtheȱstoreȱofȱsignsȱandȱtheȱsocioculturalȱnormsȱare
seenȱasȱpartȱofȱtheȱsameȱconstellationȱofȱculturallyȱspecificȱvaluesȱand
activities,ȱi.e.ȱasȱpartȱofȱtheȱsameȱsocioȬculturalȱfield.ȱMoreȱprecisely,ȱthe
storeȱofȱsignsȱisȱreallyȱjustȱoneȱofȱtheȱsocioȬculturalȱnormsȱshownȱatȱtheȱbotȬ
tomȱofȱtheȱmodelȱbecauseȱitȱcontainsȱallȱtheȱsocialȱconventionsȱofȱwhat

constitutesȱmusicȱinȱtheȱrelevantȱculture,ȱasȱwellȱasȱallȱtheȱsociallyȱnegoȬ
tiatedȱnormsȱaboutȱwhichȱelementsȱofȱmusicȱhaveȱwhichȱconnotations
andȱareȱsuitedȱtoȱwhichȱpurposes,ȱetc.ȱIȱapologiseȱforȱthisȱproblemȱof
graphicȱrepresentationȱbutȱweȱneedȱtoȱdistinguishȱbetweenȱtwoȱtypes
ofȱ‘nonȬcommunication’ȱ(incompetenceȱandȱinterference)ȱandȱIȱwasȱunaȬ
bleȱtoȱgraphicallyȱencode,ȱallȱinȱoneȱsingleȱdiagram,ȱthatȱimportantȱdisȬ
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tinctionȱwhileȱatȱtheȱsameȱtimeȱvisualisingȱtheȱstoreȱofȱsignsȱasȱaȱsubset
ofȱ socioculturalȱnorms.ȱ Inȱ fact,ȱ theȱdiagramȱ shouldȱ reallyȱbeȱ spherical
andȱ(atȱleast)ȱthreeȬdimensional,ȱbecauseȱit’sȱalsoȱhorizontallyȱcircular,ȱas
suggestedȱbyȱtheȱvariousȱarrowsȱatȱtheȱleftȱandȱrightȱedges.ȱTheseȱarȬ
rowsȱshowȱthatȱtheȱusesȱtoȱwhichȱweȱputȱtheȱmusicȱweȱhearȱandȱthe
meaningsȱweȱattributeȱtoȱ it,ȱwhetherȱorȱnotȱthoseȱusesȱandȱmeanings

areȱintendedȱbyȱthoseȱwhoȱmadeȱtheȱmusic,ȱinfluenceȱtheȱsymbolicȱand
behaviouralȱconventionsȱ(theȱstoreȱofȱsignsȱandȱtheȱsocioȬculturalȱnorms)
which,ȱinȱtheirȱturn,ȱformȱtheȱculturalȱstartingȱpointȱwithoutȱwhichȱmuȬ
sic’sȱ ‘transmitters’ȱ cannotȱmeaningfullyȱproduceȱworkȱasȱ composers,

arrangers,ȱmusicians,ȱsingers,ȱstudioȱengineers,ȱproducers,ȱDJs,ȱetc.ȱ

Sinceȱ Figureȱ 5Ȭ4ȱ shouldȱ reallyȱ beȱ spherical,ȱ youȱ couldȱ theoretically
traceȱanyȱmusicalȱcommunicationȱprocessȱstartingȱatȱanyȱpointȱinȱthe
diagram.ȱIndeed,ȱmanyȱscholarsȱhave,ȱwithoutȱconsideringȱmusicalȱseȬ
mantics,ȱ instructivelyȱ examinedȱ interactionsȱ relatingȱ toȱmusicȱ inȱ the
socioȬculturalȱ field,ȱ suchȱasȱ thoseȱbetweenȱ commercialȱandȱaesthetic
useȱvalue,ȱbetweenȱpatternsȱofȱethnic,ȱreligious,ȱsexualȱorȱsocialȱidentity
andȱtheirȱrepresentationȱinȱtheȱmedia,ȱetc.ȱInȱsuchȱcases,ȱtheȱcommuniȬ
cationȱmodelȱwouldȱalmostȱcertainly,ȱlikeȱtheȱgeographicalȱrepresentaȬ
tionsȱinȱFigureȱ5Ȭ3ȱ(p.169),ȱlookȱveryȱdifferent.ȱBeȱthatȱasȱitȱmay,ȱsince
theȱmainȱfocusȱofȱthisȱbookȱisȱsemantic,ȱit’sȱlogicalȱtoȱputȱtheȱmusical

‘message’ȱprocessȱatȱtheȱcentreȱofȱtheȱmodel.ȱThatȱprocessȱrunsȱasȱfolȬ
lows:ȱtheȱintendedȱmessage,ȱinformedȱbyȱspecificsȱofȱtransmitterȱsubȬ
jectivityȱinȱobjectiveȱrelationȱtoȱtheȱsocioȬculturalȱfield,ȱpassesȱfromȱidea
orȱ intention,ȱviaȱ itsȱconcretionȱ inȱsonicȱ formȱ (‘channel’)ȱ toȱ ‘receivers’
whoȱrespondȱtoȱwhatȱtheyȱhear.ȱLet’sȱfirstȱzoomȱinȱonȱthatȱcentralȱseȬ
manticȱlineȱinȱtheȱcommunicationȱprocess.

ByȱtransmitterȱisȱmeantȱanyȱindividualȱorȱgroupȱofȱindividualsȱproducȬ
ingȱ musicȱ—composer,ȱ arranger,ȱ musician,ȱ vocalistȱ (includingȱ you
singingȱinȱtheȱshower),ȱstudioȱengineer,ȱDJ,ȱetc.ȱByȱchannelȱorȱcodedȱmesȬ
sageȱisȱmeantȱtheȱmusicȱasȱitȱsoundsȱ(anȱarrayȱofȱsigns),ȱwhileȱreceivers
areȱthoseȱhearingȱorȱusingȱtheȱmusic,ȱbeȱtheyȱsimultaneouslyȱtheȱmuȬ
sic’sȱtransmittersȱorȱnot.ȱTheȱintendedȱmessage,ȱsimilarȱbutȱnotȱidentical
toȱ Peirce’sȱ object,ȱ isȱ whatȱ transmittersȱ hopeȱ toȱ expressȱ—theȱ right
soundsȱatȱtheȱrightȱtimeȱinȱtheȱrightȱorderȱcreatingȱtheȱrightȱ‘feel’,ȱsoȱto
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speak.ȱSinceȱ transmittersȱrarelyȱuseȱwordsȱ toȱconceptualiseȱ intended
messagesȱ—theyȱdoȱthatȱinȱmusic—,ȱI’veȱprovidedȱaȱfewȱverbalȱapproxȬ
imationsȱhintingȱatȱaȱ rangeȱofȱ ‘feels’ȱ thatȱaȱmusicianȱworkingȱ inȱ the
Westernȱmediaȱmightȱhaveȱtoȱconsiderȱproducingȱ(Tableȱ5Ȭ2).

EvenȱthoughȱmusiciansȱwithinȱtheȱEuropeanȱandȱNorthȱAmericanȱculȬ
turalȱsphereȱmightȱneverȱuseȱanyȱofȱtheȱwordsȱinȱTableȱ5Ȭ2ȱtoȱdescribe
anyȱmusicalȱidea,ȱprofessionalsȱamongȱthemȱwouldȱstillȱbeȱableȱtoȱcome

upȱwithȱsoundsȱcorrespondingȱtoȱmostȱofȱtheȱ‘feels’ȱinȱtheȱlist.ȱSimilarly,

codallyȱcompetentȱlistenersȱfromȱtheȱsameȱculturalȱbackgroundȱwould

beȱ ableȱ toȱ distinguishȱ thatȱmusicȱ accordingȱ toȱ categoriesȱ similarȱ to
thoseȱinȱTableȱ5Ȭ2,ȱaȱlistȱthatȱcouldȱgoȱonȱforȱeverȱorȱincludeȱaȱtotallyȱdifȬ
ferentȱselectionȱofȱmoodȱcategories.ȱTheȱpointȱhereȱisȱjustȱtoȱgiveȱsome

examples,ȱinȱtheȱformȱofȱpallidȱverbalȱapproximationsȱinȱtheȱveryȱverȬ
balȱmediumȱthatȱisȱthisȱbook,ȱofȱwhatȱanȱintendedȱmusicalȱmessageȱmight

Table 5-2: Ethnocentric selection of connotative spheres (‘feels’/‘moods’)

rock’n’ȱrollȱkickȬassȱ etherealȱsublimity eroticȱtangoȱ
ruralȱlonelinessȱ ȱurbanȱlonelinessȱ musoȱjazzȱclevernessȱ
streetȬphilosophisingȱPI gospelȱecstaticȱ braveȱnewȱmachineȱworld

yuppieȱyoghurtȱlifestyle cheerfulȱchildren sex,ȱaerobicsȱstyleȱ
headbangingȱthrashȱ romanticȱsensualityȱ bitterȬsweetȱinnocenceȱ
nobleȱsufferingȱ slavery,ȱdrudgery wideȬscreenȱWesternȱ
ItalianȱWesternȱ medievalȱmeditation hippyȱmeditation

psychedelia evilȱEastȱAsians niceȱEastȱAsians
savageȱIndians nobleȱNativeȱAmericans slapstickȱcomedy

pompȱandȱcircumstanceȱ sixtiesȱsound acidȱhouseȱbodyȱimmersion

cyberneticȱdystopia deathȱbyȱfrostbite twinklingȱhappyȱChristmas

footballȱsingalong musicȱhallȱpubȱsong Methodistȱhymn

pastoralȱidyll theȱthrobbingȱtropics inexorableȱviolence
horror mystery graceȱandȱsophistication
Dracula’sȱdroolingȱ

organȱ
depravityȱandȱ
ȱ decadence

scorchingȱsun,ȱ
blisteringȱheat

wideȱandȱopen smokyȱdive Arabicȱsound
WestȱAfricanȱdrums distantȱbagpipe BarryȱManilowȱballad
AbbaȱAphexȱsound laidȬbackȱrockȱballad seventiesȱdisco
1930sȱGermanȱcabaret Aboriginals inconsolablyȱunjustȱtragedy
paganȱritual religiousȱwonder Celticȱmists

lullaby theȱmarchȱofȱdeath existentialȱAngst
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be,ȱwhetherȱsuchȱintentionsȱareȱverbalisedȱor,ȱasȱisȱmoreȱusual,ȱjustȱmuȬ
sicallyȱconceived.ȱOfȱcourse,ȱanȱ intendedȱmusicalȱmessageȱ(orȱobject),
howeverȱ inspired,ȱdoesn’tȱdropȱmagicallyȱoutȱofȱ theȱblue.ȱAsȱ theȱarȬ
rowsȱonȱtheȱleftȱedgeȱofȱFigureȱ5Ȭ4ȱindicate,ȱtheyȱareȱinformedȱbyȱconȬ
ventionsȱ existingȱ inȱ theȱ socioculturalȱ field,ȱ includingȱ itsȱ storeȱ of
symbols,ȱwhichȱinȱtheirȱturnȱareȱinformedȱbyȱpreviousȱactsȱofȱsemiosis

involvingȱtransmitters,ȱreceiversȱandȱtheȱsocioculturalȱfield.

ThanksȱtoȱTableȱ5Ȭ2,ȱthereȱisȱnowȱaȱlittleȱmeatȱonȱtheȱboneȱofȱintention,
whichȱwe’llȱfollowȱfromȱtransmitterȱtoȱreceiver.ȱDoesȱtheȱmusicȱactually
soundȱasȱintended?ȱIfȱso,ȱdoesȱitȱphysicallyȱreachȱreceivers?ȱIfȱitȱdoes,
whatȱhappensȱwhenȱtheyȱhearȱit?ȱIsȱtheȱmessageȱinterpretedȱorȱusedȱas
intendedȱorȱinȱaȱdifferentȱway?ȱWe’llȱstartȱwithȱtheȱlatter,ȱtakingȱasȱexȬ
amplesȱtheȱfirstȱ‘feel’ȱinȱTableȱ5Ȭ2.18

Aȱtypicallyȱ ‘adequateȱresponse’ȱwouldȱprobablyȱcomeȱ intoȱplayȱ if,ȱ in
theȱcaseȱofȱintendedȱKICKȬASS,ȱrockȱconcertȬgoersȱreactedȱbyȱgesticulatȬ
ingȱenthusiastically,ȱperhapsȱalsoȱjoiningȱinȱbyȱyellingȱoutȱtheȱhookȱline
ofȱ theȱchorus.ȱStageȱdivingȱwouldȱbeȱgoodȱatȱaȱspeedȱmetalȱgigȱand
brandishingȱaȱcigaretteȱlighterȱappropriateȱforȱaȱrockȱballad.ȱSuchȱactivȬ
ityȱwould,ȱhowever,ȱnotȱconstituteȱ‘adequateȱresponse’ȱatȱaȱstringȱquarȬ
tetȱ recital:ȱ listeningȱ inȱ silenceȱ andȱ withoutȱ visibleȱ expression,ȱ not
clappingȱbetweenȱmovementsȱbutȱgivingȱtheȱmusiciansȱaȱroundȱofȱapȬ
plauseȱafterȱtheȱperformanceȱwouldȱbeȱmoreȱappropriate.ȱIfȱpeopleȱsit
inȱexpressionlessȱsilenceȱduringȱtheȱintendedȱKICKȬASSȱROCKȱorȱifȱthey
bopȱaroundȱloudlyȱtoȱtheȱEXISTENTIALȱANGSTȱorȱETHEREALȱSUBLIMITYȱofȱa
lateȱBeethovenȱquartet,ȱorȱifȱtheyȱhearȱsomethingȱintendedȱasȱdelicate
andȱtenderȱinȱtermsȱofȱsentimentalȱtack,ȱorȱsomethingȱintendedȱasȱinterȬ
estingȱinȱtermsȱofȱhorror,ȱthenȱthereȱhasȱbeenȱaȱbreakdownȱinȱmusical

communication.19ȱ Inȱ theseȱ cases,ȱmusiciansȱ haveȱ toȱ askȱ themselves

18. TheȱselectionȱinȱTableȱ5Ȭ2ȱisȱlabelledȱ‘ethnocentric’ȱbecauseȱ‘WestȱAfricanȱdrums’,ȱ
‘EastȱAsians’,ȱetc.ȱareȱspecifiedȱbyȱethnicȱqualifiers,ȱwhileȱ‘feels’ȱapplicableȱtoȱmanyȱ
musicȱculturesȱ(e.g.ȱ‘violence’,ȱ‘innocence’)ȱareȱassumedȱtoȱbeȱformulatedȱinȱaȱWestȬ
ernȱmusicalȱidiom.ȱThisȱethnocentricityȱisȱregrettablyȱnecessaryȱbecauseȱmusicalȱ
connotativeȱsemioticsȱisȱtoȱsuchȱaȱlargeȱextentȱculturallyȱspecific.ȱBesides,ȱmanyȱofȱ
theȱ‘feels’ȱlistedȱhereȱcorrespondȱtoȱmoodȱcategoriesȱfoundȱinȱlibraryȱmusicȱcollecȬ
tionsȱproducedȱinȱtheȱWestȱforȱuseȱinȱtheȱWesternȱmediaȱ(seeȱp.223,ff.).ȱForȱrelationȬ
shipsȱbetweenȱverbalȱconnotationȱandȱ‘levelsȱofȱsignification’ȱseeȱp.189,ȱff.
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whatȱwentȱwrong.ȱIt’sȱnotȱmuchȱuseȱforȱcomposersȱtoȱmoanȱ‘theyȱjust
don’tȱunderstandȱmyȱwork’,ȱbecauseȱ thatȱerroneouslyȱ impliesȱ thatȱa
breakdownȱinȱmusicalȱcommunicationȱisȱsolelyȱdueȱtoȱmalfunctionȱat
theȱreceptionȱendȱofȱtheȱprocess.ȱ

Ofȱcourse,ȱwithȱliveȱperformanceȱthereȱcanȱbeȱdifficultiesȱatȱtheȱactual
venue.ȱ Isȱ thereȱ disturbingȱ backgroundȱ noise?ȱ Can’tȱ carefulȱmiking,

mixing,ȱequalisingȱorȱspeakerȱplacementȱhelp?ȱDidȱtheȱviolinsȱhaveȱto
workȱtooȱhardȱtoȱmakeȱtheirȱnotesȱlastȱinȱaȱdeadȱacousticȱspace?ȱIfȱsuch
problemsȱaren’tȱsolved,ȱsomeȱofȱtheȱintendedȱmessageȱwon’tȱevenȱmake

itȱ intoȱ theȱ ‘channel’:ȱ itȱwon’tȱmaterialiseȱasȱ theȱsigns,ȱ theȱsoundsȱ that
you,ȱtheȱtransmitter,ȱwantȱtoȱputȱacrossȱsoȱthatȱyourȱaudienceȱ(theȱreȬ
ceivers)ȱ canȱ formȱ theirȱ interpretants.ȱHowever,ȱ—andȱmoreȱ likely—
maybeȱyourȱperformanceȱorȱrecordingȱsoundsȱfineȱtoȱyouȱbutȱtheȱmesȬ
sageȱstillȱdoesn’tȱseemȱtoȱgetȱacross.ȱIsȱitȱtheȱwrongȱaudienceȱforȱyour
musicȱorȱdidȱyouȱmakeȱtheȱwrongȱmusicȱforȱthem?ȱPerhapsȱtheyȱlaugh
whenȱ theyȱshouldȱcry,ȱorȱgapeȱapatheticallyȱ insteadȱofȱshoutingȱand
jumping?ȱTheseȱproblemsȱofȱmusicalȱcommunicationȱareȱattributableȱto
whatȱIȱcallȱcodalȱincompetenceȱandȱcodalȱinterference.ȱ

Now,ȱ incompetenceȱandȱ interferenceȱbothȱsoundȱquiteȱnegativeȱbutȱneiȬ
therȱtermȱisȱintendedȱinȱanyȱpejorativeȱsense.ȱTheȱtwoȱwordsȱareȱ just
shorthandȱforȱtwoȱtypesȱofȱbreakdownȱinȱmusicalȱcommunication.ȱNeiȬ
therȱ theȱ ‘incompetence’ȱnorȱ theȱ ‘interference’ȱ implyȱanyȱstupidityȱor
maliceȱonȱtheȱpartȱofȱtransmitterȱorȱreceiver.ȱEachȱconceptȱsimplyȱhighȬ
lightsȱaȱparticularȱsetȱofȱmechanismsȱcausingȱtheȱvaryingȱdegreesȱofȱdifȬ
ferenceȱ thatȱ inevitablyȱ arise,ȱ inȱ semioticȱ terms,ȱ betweenȱ objectȱ and
interpretantȱ or,ȱ inȱ termsȱ ofȱ intentionalȱ communication,ȱ betweenȱ inȬ
tendedȱandȱinterpretedȱmessage.ȱCodalȱincompetenceȱandȱcodalȱinterȬ
ferenceȱ areȱ inȱ factȱ essentialȱ toȱ theȱ renegotiationȱ ofȱmusic’sȱ possible
meaningsȱandȱtoȱitsȱsurvivalȱasȱaȱsignȱsystemȱcapableȱofȱadaptingȱtoȱdifȬ
ferentȱfunctionsȱforȱdifferentȱindividualsȱinȱdifferentȱpopulationsȱatȱdifȬ
ferentȱtimesȱandȱinȱdifferentȱplaces.

19. MyȱfavouriteȱexampleȱofȱINTERESTINGȱheardȱasȱHORRORȱwasȱprovidedȱbyȱSerenaȱFacciȱ
(Rome)ȱwhoseȱtwelveȬyearȬoldȱpupils,ȱonȱhearingȱSchönberg’sȱPierrotȱLunaire,ȱpreȬ
tendedȱtoȱbrandishȱlargeȱknivesȱandȱtoȱstabȱimaginaryȱvictims.
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Codalȱincompetence

Forȱmusicalȱcommunicationȱtoȱwork,ȱtransmitterȱandȱreceiverȱneedȱacȬ
cessȱtoȱtheȱsameȱbasicȱstoreȱofȱsigns,ȱbyȱwhichȱIȱmeanȱaȱcommonȱvocabȬ
ularyȱofȱmusicalȱsoundsȱandȱnormsȱ(seeȱp.172).ȱIfȱtheȱtwoȱpartiesȱdon’t
shareȱaȱcommonȱstoreȱofȱsigns,ȱcodalȱincompetenceȱwillȱarise,ȱatȱeither
theȱtransmittingȱorȱreceivingȱendȱofȱtheȱmessage,ȱorȱatȱbothȱends.

Imagine,ȱasȱaȱWesterner,ȱhearingȱaȱfieldȱrecordingȱofȱtraditionalȱmusic

fromȱaȱruralȱcommunityȱinȱEastȱAfricaȱandȱthinkingȱ ‘thisȱsoundsȱfesȬ
tive’.ȱThenȱyouȱdiscoverȱonȱlineȱthatȱtheȱsongȱisn’tȱatȱallȱfestive,ȱatȱleast
notȱifȱtheȱnotesȱwrittenȱbyȱaȱreputedȱethnomusicologistȱareȱanythingȱto
goȱby.ȱSheȱdescribesȱtheȱsingingȱasȱ‘strident’,ȱexplainingȱthatȱtheȱtrack
you’reȱhearingȱ featuresȱstylisedȱhyenaȱcallsȱandȱ thatȱpacksȱofȱhyenas
regularlyȱravageȱtheȱvillagers’ȱcattle.ȱWhoops!ȱCodalȱincompetenceȱis
atȱworkȱhereȱatȱseveralȱlevels.ȱFirstly,ȱyouȱheardȱnoȱhyenasȱinȱtheȱmusic

whereas,ȱreportedly,ȱthoseȱmakingȱorȱdancingȱtoȱtheȱmusicȱdidȱsoȱatȱthe
timeȱofȱtheȱrecording.ȱSecondly,ȱyouȱmayȱnotȱevenȱknowȱwhatȱaȱrealȱhyȬ
enaȱsoundsȱlike,�letȱaloneȱwhatȱculturalȱconventionsȱdetermineȱwhich

aspectsȱofȱhyenaȱcallsȱareȱ stylisedȱ inȱwhichȱwayȱ intoȱwhichȱ typesȱof
song.ȱFurthermore,ȱyouȱareȱunlikelyȱtoȱknowȱhowȱhyenasȱareȱregarded
inȱtheȱmusic’sȱoriginalȱculturalȱcontext.ȱDidȱyouȱhearȱaȱthreatȱtoȱtheȱliveȬ
lihoodȱofȱyourȱcommunityȱorȱdidȱthoseȱhyenaȱlaughsȱmakeȱyouȱwantȱto
laugh,ȱtoo?ȱClearly,ȱSTRIDENT,ȱratherȱthanȱFESTIVE,ȱwouldȱbeȱanȱapproȬ
priateȱattitudeȱforȱtheȱvillagersȱtoȱadoptȱif,ȱasȱyouȱlearnȱfromȱreading
moreȱaboutȱtheȱcommunityȱandȱtheirȱmusic,ȱqualitiesȱlikeȱcourage,ȱorȬ
ganisationȱandȱdeterminationȱareȱneededȱtoȱeffectivelyȱcombatȱpacksȱof
ravagingȱhyenas.ȱMistakingȱSTRIDENTȱforȱFESTIVEȱmayȱbeȱlessȱinaccurate
thanȱhearingȱtheȱmusicȱasȱmournfulȱorȱgentleȱbutȱcodalȱincompetence

onȱyourȱpartȱasȱlistenerȱisȱinȱevidenceȱbecauseȱyouȱdidn’tȱhearȱtheȱmusic

inȱtheȱsameȱwayȱasȱwouldȱaȱmemberȱofȱtheȱcommunityȱproducingȱand
usingȱthoseȱsounds.ȱNoneȱofȱthisȱmeansȱthatȱyourȱFESTIVEȱANDȱNOȱHYEȬ
NASȱresponseȱisȱ‘wrong’.ȱCodalȱincompetenceȱatȱtheȱreceivingȱendȱjust
meansȱ‘inadequateȱresponse’ȱinȱtermsȱofȱtheȱmusic’sȱoriginalȱculturalȱsetȬ
ting,ȱfunctionsȱandȱintentions.ȱBesides,ȱcodalȱincompetenceȱisȱinȱnoȱwayȱa
traitȱexclusiveȱtoȱmusicalȱreception,ȱasȱtheȱnextȱexampleȱsuggests.ȱ

http://www.tagg.org/bookxtrax/NonMuso/mp3s/HyenasShort22.mp3
http://www.tagg.org/bookxtrax/NonMuso/mp3s/HyenasShort22.mp3
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In the early 1990s someone in Liverpool informally asked me to come
up with theme tune ideas for a series of local TV programmes. I under-
stood the series was to include a fair amount of populist nostalgia for
the ‘good old days’ when ‘ordinary people’ were supposed to have en-
joyed themselves in ‘simple honest ways’. Having just returned to the
UK after living in Sweden for many years, I had learnt to associate that
kind of nostalgia with Swedish gammaldans,20 a cheery type of old-time,
proletarian FUNȬANDȬGAMESȱDANCEȱMUSIC featuring the accordion. Now,
if, on that basis, I’d mixed some gammaldans into a signature tune to
promote some populist nostalgia for the ‘good old days’, I would have
exhibited gross codal incompetence because Liverpool listeners would
not have known what to make of those sounds and of their specifically
Swedish connotations. So, perhaps my local theme tune would be less
codally incompetent if I tried to emulate the sound of the older popular
artists from Merseyside, maybe a Searchers pastiche to take viewers
back to the city’s beat era in the early 1960s. The problem with that idea
was that it too was likely to fall on deaf ears because younger Liver-
pudlians might not even recognise a Searchers sound, let alone be fa-
miliar with its connotations. In this latter case, however, there would
also have been some codal incompetence from the receiving end, since
the young audience would be unable to interpret musical signs that
would be quite meaningful to older Liverpudlians. Thankfully, none
these ideas saw the light of day because the TV project never passed the
stage of loose chat in a pub.

Codalȱ incompetenceȱ canȱ alsoȱ occurȱ atȱmoreȱ basicȱ levelsȱ ofȱmusical

structuration.ȱ Forȱ example,ȱ ifȱ youȱ listenȱ toȱ recordingsȱ ofȱ Bulgarian
womenȱsingingȱ traditionalȱharvestȱsongs,*ȱyou’llȱhearȱaȱ lotȱofȱsemiȬ
toneȱclashesȱsimilarȱtoȱthoseȱoftenȱusedȱtoȱhelpȱcreateȱtension,ȱhorrorȱor
discomfortȱ inȱWesternȱ filmȱmusic.ȱTheȱBulgarianȱwomen’sȱ semitone

dyadsȱandȱclustersȱmayȱsoundȱharshȱandȱdiscordantȱtoȱusȱWesterners

theȱfirstȱtimeȱweȱhearȱthem:ȱthatȱsoundȱwillȱatȱbestȱcomeȱacrossȱexciting
orȱ exotic.ȱ Butȱ toȱ theȱ Bulgarianȱ harvestȱ singersȱ themselves,ȱ pictured
smilingȱandȱ laughingȱ inȱFigureȱ5Ȭ5,ȱ there’sȱnothingȱbizarreȱorȱexotic
aboutȱ theirȱ ownȱmusic,ȱ nothingȱ horrificȱ aboutȱ theirȱ semitones.21ȱ It

20. Gammaldans:ȱshortȱforȱgammaldansmusik,ȱmeaningȱoldȬtimeȱdanceȱmusic.

http://www.youtube.com/watch?v=34ZHJj0lW0I
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wouldȱinȱfactȱbeȱcodallyȱincompetent,ȱfromȱtheȱreceivingȱend,ȱtoȱapply
theȱsemioticȱconventionsȱofȱsemitonesȱinȱHollywoodȱfilmȱmusicȱtoȱthe
soundȱofȱBulgarianȱwomenȱsingingȱtraditionalȱharvestȱsongs.

Fig. 5-5. Women singing harvest songs in Madzhare (Shopsko, Bulgaria)
   (Musik från Bulgarien, 1965).  

Itȱwouldȱalsoȱbeȱcodallyȱincompetent,ȱfromȱtheȱtransmittingȱend,ȱtoȱuse
theȱ semitonesȱofȱ traditionalȱBulgarianȱharvestȱ songsȱ toȱ celebrateȱ the
ChristmasȱbreakȱatȱanȱofficeȱpartyȱinȱMilanȱorȱMilwaukee,ȱthatȱisȱunless

21. AccordingȱtoȱClaireȱLevyȱ(musicologyȱprofessor,ȱBulgarianȱAcademyȱofȱSciences),ȱ
‘[T]heȱwomen…ȱareȱreallyȱhavingȱfunȱevenȱthoughȱthisȱwayȱofȱsingingȱhasȱnoȱobligȬ
atoryȱexpressiveȱreferenceȱtoȱaȱparticularȱmood…ȱ[T]hisȱwayȱofȱsinging,ȱcharacterȬ
isedȱbyȱsemitoneȱdyadsȱandȱclusters,ȱisȱratherȱaȱstyleȱindicatorȱassociatedȱwithȱ
particularȱmusicalȱvocabulary.ȱItȱisȱtypicalȱforȱShopskoȱ(theȱregion…ȱwhereȱtheȱ
mountainȱvillageȱofȱMadzhareȱisȱlocated).ȱInȱanyȱcase,ȱthisȱstyleȱisȱnotȱconsideredȱ
“dissonant”ȱbyȱthoseȱwhoȱbelongȱtoȱtheȱ[local]ȱculture…ȱForȱthemȱitȱsounds…ȱ“natȬ
ural”,ȱbeautiful’…ȱAsȱforȱtheȱwordsȱsungȱinȱlocalȱdialect,ȱLevyȱheardȱ‘ɼ˕ʲˇȱʶ˓˕ˆˢʲȱ
ːˏʲʹȱʺ˕ʶʺˑȱˠ˓ʹˆ’ȱ(aȱyoungȱbachelorȱwalkingȱalongȱtheȱforestȱedge),ȱ‘˖ʵʺ˘ˆȱˊʲ˘˓ȱ
ˮ˖ˑ˓ȱ˖ˏ˨ˑˢʺ’ȱ(shiningȱlikeȱaȱclearȱsun),ȱ‘˖ʵʺ˘ˆȱˊʲ˘˓ȱˮ˖ʺˑȱːʺ˖ʺˢ’ȱ(shiningȱlikeȱtheȱfullȱ
moon)ȱandȱadds:ȱ‘thisȱrecordingȱcanȱbeȱregardedȱasȱaȱdocumentȱofȱhowȱwomenȱcomȬ
municateȱbetweenȱthemselvesȱandȱhaveȱfunȱ(e.g.ȱbyȱteasingȱsingleȱyoungȱmen)ȱatȱ
harvestȱtime’.ȱSheȱalsoȱnotesȱthatȱpeopleȱfromȱShopskoȱareȱfamousȱforȱtheirȱsenseȱofȱ
humourȱ(emailȱtoȱauthorȱ2011Ȭ12Ȭ21).ȱForȱentireȱsongȱandȱmore,ȱseeȱ'ȱTaggȱ(2011e).ȱ

http://www.youtube.com/watch?v=34ZHJj0lW0I
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aȱdisproportionateȱnumberȱofȱ‘worldȱmusic’ȱfansȱareȱamongȱtheȱpartyȬ
goers.ȱInȱthatȱcaseȱBulgarianȱsemitonesȱmightȱworkȱasȱgroupȱidentity
markerȱofȱ socioculturalȱdifference.ȱWithȱ theseȱ ‘ethno’ȱ fansȱ andȱ their
radicalȱrecontextualisationȱofȱtheȱBulgarianȱwomen’sȱvocalȱtechniques,
weȱwouldȱbeȱdealingȱnotȱsoȱmuchȱwithȱcodalȱincompetenceȱasȱwithȱcoȬ
dalȱinterference.ȱȱȱ

Codalȱinterferenceȱ

Codalȱincompetenceȱarises,ȱasȱweȱjustȱsaw,ȱwhenȱtransmitterȱandȱreceiver
doȱnotȱshareȱtheȱsameȱstoreȱofȱmusicalȱsigns,ȱwhenȱtheȱsameȱmusical

sound,ȱasȱsign,ȱstandsȱ forȱdifferentȱ thingsȱatȱ theȱ transmittingȱandȱreȬ
ceivingȱendsȱofȱ theȱcommunicationȱprocess.ȱCodalȱ interference,ȱonȱ the
otherȱhand,ȱarisesȱwhenȱtransmitterȱandȱreceiverȱdoȱshareȱtheȱsameȱbaȬ
sicȱvocabularyȱofȱmusicalȱsignsȱbutȱdifferȱinȱtermsȱofȱsocioculturalȱnorms.
CodalȱinterferenceȱmeansȱthatȱtheȱintendedȱsoundsȱgetȱacrossȱandȱareȱbaȬ
sicallyȱunderstoodȱbutȱthatȱ‘adequateȱresponse’ȱisȱobstructedȱbyȱfactors
relatingȱtoȱtheȱreceiver’sȱworldȱview,ȱsetȱofȱsocialȱorȱmoralȱvalues,ȱsoȬ
cialisationȱstrategies,ȱetc.ȱItȱcanȱalsoȱresultȱfromȱvisual,ȱverbal,ȱsocialȱor
ideologicalȱrecontextualisationȱofȱtheȱmusic.ȱ

Forȱ purposesȱ ofȱ illustrationȱ let’sȱ goȱ backȱ toȱ KICKȬASSȱ ROCKȱ fromȱ the
1980s.ȱThoseȱthatȱhatedȱtheȱsoundsȱofȱheavyȱmetalȱandȱdecriedȱtheȱmuȬ
sic’sȱlyricsȱandȱlifestyleȱdidȱnotȱnecessarilyȱfailȱtoȱunderstandȱtheȱmuȬ
sic’sȱmessageȱasȱyouȱorȱIȱdidȱwithȱtheȱEastȱAfricanȱhyenasȱ(p.179).ȱNo,

metalȱhatersȱwereȱcodallyȱcompetentȱenoughȱtoȱregisterȱthatȱtheȱmusic

wasȱloudȱandȱpowerful,ȱthatȱitsȱleadȱsingersȱtendedȱtoȱyell,ȱthatȱitȱmade

itsȱlistenersȱheadȱbang,ȱextendȱtheirȱarmsȱinȱhugeȱVȬsignsȱandȱsoȱon.ȱInȬ
deed,ȱheavyȱmetalȱprotagonistsȱ(soloists)ȱhadȱtoȱbeȱloudmouthedȱand
loudȬgesturedȱ becauseȱ theȱ backingȱ theyȱ setȱ themselvesȱ toȱ beȱ heard
above,ȱ justȱ likeȱ theȱsocietyȱ theyȱandȱ theirȱaudienceȱ inhabited,ȱwould

otherwiseȱhaveȱdrownedȱthem.ȱTheyȱwould,ȱsoȱtoȱspeak,ȱhaveȱotherȬ
wiseȱdisappearedȱinaudiblyȱandȱinvisiblyȱintoȱanȱamorphousȱmassȱof
soundȱandȱsociety.22

22. Forȱfurtherȱdiscussionȱofȱrockȱsubjectivityȱseeȱpp.ȱ436Ȭ444.
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Metalȱhaters,ȱjustȱlikeȱitsȱfans,ȱknewȱthatȱniceȱguysȱandȱgoodȱgirls,ȱwith

aȱwellȬmannered,ȱreservedȱandȱdemureȱbehaviouralȱstrategyȱforȱsocial
success,ȱwereȱincompatibleȱwithȱanȱaestheticȱdemandingȱaȱstudiedȱtype
ofȱvulgarity,ȱlavishȱamountsȱofȱegoȱprojectionȱandȱhighȱvolumeȱtoȱmake

theȱmusicȱwork.ȱCodalȱinterferenceȱwouldȱobviouslyȱariseȱifȱyouȱhad
investedȱtimeȱandȱenergyȱintoȱcultivatingȱaȱniceȬguyȱorȱgoodȬgirlȱidenȬ
tityȱandȱlittleȱorȱnoneȱintoȱnourishingȱtheȱselfȬcelebratoryȱandȱexhibiȬ
tionistȱpartsȱofȱyourȱbeing.ȱMetalȱaestheticsȱwouldȱbeȱintolerableȱtoȱyou,
notȱsoȱmuchȱbecauseȱ theȱmusicȱseemedȱ toȱspitȱonȱ theȱniceȱguysȱand
goodȱgirlsȱasȱbecauseȱyou’dȱworkedȱhardȱatȱrepressingȱthatȱanarchistic
loudmouthȱandȱgarishȱslobȱ insideȱyouȱwhich,ȱ ifȱ letȱ loose,ȱmightȱruin
yourȱeffortsȱtoȱpleaseȱthoseȱinȱauthorityȱandȱtoȱacquireȱsocialȱpowerȱand
approval.ȱYouȱwillȱhaveȱunderstoodȱtheȱmusicȱonlyȱtooȱwellȱbutȱyour
socioculturalȱnormsȱandȱmotivationsȱwouldȱhaveȱbeenȱantagonistically
opposedȱtoȱtheȱexpressionȱofȱcatharticȱdisgust,ȱdesperationȱorȱselfȬceleȬ
brationȱthatȱtheȱmusicȱcouldȱhaveȱgivenȱyouȱifȱyou’dȱwanted.

Codalȱ interferenceȱcanȱworkȱ inȱ theȱoppositeȱdirectionȱ ifȱyouȱ thinkȱof
metal,ȱhardcore,ȱtechno,ȱgangstaȱorȱindustrialȱfansȱincapableȱofȱderivȬ
ingȱanyȱenjoymentȱfromȱaȱclassicalȱstringȱquartet.ȱTheȱsubtleȱmeansȱof
expressionȱassociatedȱwithȱclassicalȱchamberȱmusicȱcanȱeasilyȱbecome

aȱtabooȱareaȱofȱaffectiveȱandȱgesturalȱactivityȱforȱthoseȱwhoȱexperience
alienationȱ atȱ school,ȱ thoseȱwhoseȱpeerȱgroupȱ enthusiasmȱ andȱ social
restlessnessȱgetsȱ themȱ thrownȱoutȱofȱclass,ȱ thoseȱwhoȱhateȱhavingȱ to
buckleȱunder,ȱlearnȱtheȱrecorderȱorȱsingȱinȱtheȱschoolȱchoir,ȱorȱwhoȱjust
resentȱallȱtheȱgoodyȬgoodyȱpupilsȱandȱteachersȱwhoȱseemȱtoȱloveȱclasȬ
sicalȱmusicȱsoȱmuch.ȱIt’sȱnoȱwonderȱifȱindividualsȱfeelingȱsuchȱalienaȬ
tionȱdoȱnotȱembraceȱmusicȱinvolving,ȱamongȱotherȱexpressiveȱfeatures,
qualitiesȱlikeȱdelicacy,ȱcontrolȱandȱcontainment.ȱStill,ȱjustȱlikeȱtheȱgood
guysȱandȱgirlsȱwhoȱrepressȱtheȱheavyȬmetalȱexhibitionistȱpartsȱofȱthemȬ
selves,ȱalienatedȱmetalȱandȱrapȱfansȱwhoȱhateȱclassicalȱstringȱquartets
alsoȱmissȱoutȱonȱessentialȱaspectsȱofȱmusic’sȱsemioticȱrichness.23

23. SeeȱalsoȱLawrenceȱKramer’sȱWhyȱClassicalȱMusicȱStillȱMattersȱ(2007).
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IfȱpsychoȬsocialȱfearȱorȱresentmentȱofȱcertainȱmusic,ȱandȱofȱwhatȱitȱis
heardȱtoȱrepresent,ȱinterfereȱwithȱtheȱcommunicationȱofȱintendedȱmuȬ
sicalȱmessages,ȱdeepȱidentificationȱwithȱaȱcertainȱmusicȱcanȱdoȱtheȱsame

inȱreverse.ȱInȱ1973,ȱforȱexample,ȱtheȱStrawbs,ȱaȱpoliticallyȱconservative
Englishȱband,ȱreleasedȱaȱtuneȱcalledȱPartȱOfȱTheȱUnionȱ inȱwhichȱthey
parodiedȱaȱtradeȱunionȱmemberȱinȱtheȱlyricsȱandȱaȱproletarianȱpubȱor
musicȬhallȱsingalongȱ‘feel’ȱinȱtheȱmusic:ȱtheyȱintendedȱtoȱridiculeȱpolitȬ
icalȱviews,ȱpeopleȱandȱmusicȱtheyȱdidȱnotȱlike.*Unfortunatelyȱforȱthe
StrawbsȱtheȱBritishȱleftȱlovedȱPartȱOfȱTheȱUnionȱandȱadoptedȱitȱasȱtheir
ownȱanthemȱonȱpicketȱlinesȱinȱ1984Ȭ5.�Codalȱinterferenceȱaroseȱinȱthis
instanceȱbecauseȱofȱdiametricallyȱopposedȱpoliticalȱviewsȱandȱdiverȬ
genceȱ ofȱ culturalȱ identityȱ betweenȱ transmitterȱ andȱ receiver.ȱ It’sȱ also
clearȱthatȱcodalȱinterferenceȱisȱinȱthisȱinstanceȱrelatedȱtoȱcodalȱincompeȬ
tenceȱ becauseȱ Theȱ Strawbsȱ hadȱ radicallyȱmisunderstoodȱ theȱ British
recordȬbuyingȱpublic’sȱstoreȱofȱsigns.

Sometimes the words of a song can interfere with your perception of it
as music. For example, if you had sung the well-known Welsh hymn
tune Cwm Rhondda with its original words ‘Guide me, O thou great Je-
hovah!’ for twenty years in the local Methodist chapel and then, for the
first time, heard lager louts sing it with lewd lyrics as you walked past
the pub one night, it’s doubtful whether you would ever sing or feel the
tune in the same way ever again.24 Similarly, visual narrative can also
interfere with musical message, as so often happens with the use in TV
ads of music you know from before. You only need think of the start of
Richard Strauss’s Also sprach Zarathustra in ads for fabric softeners, of-
fice machinery and mobile phones, or of DvoĜák’s New World Symphony
for sliced bread, or of Muddy Waters’ Mannish Boy for jeans worn by
young white US males.25 

24. ForȱmoreȱaboutȱCwmȱRhonddaȱseeȱftnt.ȱ56,ȱp.ȱ453.ȱTheȱhymnȱisȱalsoȱsungȱatȱinternaȬ
tionalȱrugbyȱmatchesȱbyȱsupportersȱofȱtheȱWelshȱteam.

25. Theȱadsȱare:ȱ(1) ȱCopiatriciȱGevafaxȱ onȱRAIȱ(Italy,ȱ1983)ȱandȱSilanȱfabricȱsoftenerȱ
(DutchȱTV,ȱ1980s);ȱ(2) ȱHovis breadȱonȱITVȱ(UK),ȱlateȱ1980s;ȱ(3) ȱLeviȱ501ȱjeans,ȱ(MTVȱ
Europe,ȱ1988).ȱKubrikȱstartedȱtheȱaudiovisualȱpopularisationȱofȱAlsoȱsprachȱZarathusȬ
tra,ȱusingȱitȱthreeȱtimesȱinȱ2001ȱ(1968)ȱtoȱunderscoreȱaspectsȱofȱoverwhelmingȱimporȬ
tanceȱrelatingȱtoȱtheȱuniverseȱandȱhumanȱexistence.ȱForȱmoreȱaboutȱthisȱubiquitousȱ
audiovisualȱtropeȱofȱgrandeur,ȱseeȱp.269.

http://www.tagg.org/bookxtrax/NonMuso/mp3s/StrawsPArtOfUnionPart.mp3
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Codalȱ interferenceȱcanȱworkȱ inȱ twoȱwaysȱwithȱ theȱTVȱadsȱ justȱmenȬ
tioned.ȱFirst,ȱifȱyouȱknewȱtheȱmusicȱbeforeȱseeingȱtheȱad,ȱtheȱconnotaȬ
tionsȱofȱthoseȱpreviousȱhearing[s]ȱwillȱbeȱchallenged,ȱinterferedȱwith,

justȱasȱtheȱlagerȬloutȱwordsȱinterferedȱwithȱyourȱpreviouslyȱestablished
understandingȱofȱtheȱMethodistȱhymnȱtune.ȱOfȱcourse,ȱtheȱadvertising
ideaȱisȱthatȱpositiveȱvaluesȱattachedȱbyȱtargetȬgroupȱlistenersȱlikeȱyourȬ
selfȱtoȱtheȱborrowedȱmusicȱwillȱmagicallyȱmigrateȱtoȱtheȱproductȱbeing
advertised.ȱHowever,ȱifȱyouȱknowȱtheȱmusicȱwell,ȱorȱifȱitȱmeansȱaȱlotȱto
you,ȱit’sȱmoreȱlikelyȱthatȱ itsȱcommercialȱuseȱwillȱseemȱ likeȱabuseȱand
putȱyouȱoffȱtheȱproductȱadvertised.ȱInȱcasesȱlikeȱthis,ȱadvertisingȱzealȱto
sellȱbyȱassociatingȱproductȱwithȱassumedȱmusicalȱvaluesȱcanȱhaveȱthe
oppositeȱeffect,ȱwhile,ȱconversely,ȱyourȱpriorȱknowledgeȱofȱtheȱmusic

interferesȱwithȱanȱ‘adequateȱresponse’ȱtoȱtheȱintendedȱsalesȱpitch.ȱSecȬ
ondly,ȱif,ȱonȱtheȱotherȱhand,ȱyouȱdidn’tȱknowȱtheȱmusicȱbeforeȱseeing
theȱadvertȱandȱthenȱheardȱtheȱmusicȱatȱaȱconcertȱorȱonȱtheȱradio,ȱyou
wouldȱprobablyȱ thinkȱofȱ theȱadvertȱyouȱsawȱearlier.ȱ Inȱ thisȱcase,ȱ the
music‘sȱparamusicalȱaccompanimentȱ (visual,ȱverbal)ȱ inȱ theȱadȱwon’t

necessarilyȱ interfereȱwithȱyourȱperceptionȱofȱ theȱmusicȱbecauseȱyou
neverȱheardȱitȱbeforeȱwithoutȱvisualsȱorȱvoiceover.ȱItȱwill,ȱhowever,ȱcerȬ
tainlyȱconflictȱwithȱtypesȱofȱsemiosisȱrelevantȱtoȱhearingȱtheȱsameȱmuȬ
sicȱwithoutȱsuchȱaccompaniment,ȱorȱinȱaȱdifferentȱparamusicalȱcontext,
becauseȱyouȱjustȱcan’tȱgetȱtheȱpreviouslyȱestablishedȱparamusicalȱconȬ
notationsȱofȱtheȱadȱoutȱofȱyourȱhead.ȱCodalȱinterferenceȱisȱcertainlyȱinȬ
tentionalȱinȱtheȱadvertisingȱexamplesȱjustȱgiven,ȱtheȱwholeȱideaȱbeing
thatȱconsumersȱassociateȱtheȱmusic,ȱpreviouslyȱintendedȱfor,ȱandȱused
under,ȱ otherȱ circumstances,ȱwithȱ theȱ productȱ beingȱmarketed.ȱ It’sȱ a
formȱofȱconnotativeȱhijacking.26

Sometimesȱtheseȱintentionalȱcodalȱinterferences,ȱincludingȱconnotative
hijacking,ȱserveȱtheirȱpurpose,ȱasȱdoȱtheȱadvertsȱjustȱmentioned,ȱorȱJoe
Hill’sȱparodiesȱofȱSalvationȱArmyȱhymnsȱtoȱunionȱlyrics,ȱorȱtheȱSousa
marchȱwhichȱbecameȱtheȱMontyȱPythonȱthemeȱtune.27ȱStill,ȱsometimes

intendedȱ interferenceȱdoesn’tȱwork,ȱasȱweȱ justȱsawȱwithȱtheȱStrawbs’

PartȱOfȱTheȱUnionȱ(p.184),ȱandȱsometimesȱitȱonlyȱhalfȱworks,ȱasȱinȱthe
nextȱandȱfinalȱexample,ȱdrawnȱonceȱagainȱfromȱpersonalȱexperience.

26. See,ȱforȱexample,ȱtheȱCDȱ25ȱCommercialȱClassicsȱ(1994).
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Representingȱimmigrants

Inȱ1981,ȱSwedishȱRadioȱaskedȱmeȱ toȱprovideȱ themeȱmusicȱ forȱaȱproȬ
grammeȱseriesȱforȱandȱaboutȱimmigrants.ȱTheȱprogramme’sȱtitle,ȱJagȱvill
leva,ȱ jagȱvillȱdöȱ iȱNorden,28ȱ isȱ theȱ lastȱ lineȱofȱ theȱSwedishȱnationalȱanȬ
them’sȱfirstȱverseȱandȱprovidedȱaȱusefulȱstartingȱpoint.ȱSinceȱSweden

wasȱtheȱhostȱnationȱintoȱwhoseȱestablishedȱmajorityȱcultureȱimmigrants

hadȱtoȱassimilate,ȱIȱdecidedȱtoȱstartȱwithȱaȱfullȬblown,ȱgrandiose,ȱoffiȬ
cialȬsoundingȱ versionȱ ofȱ theȱ nationalȱ anthem’sȱ lastȱ line.ȱMyȱ budget
couldn’tȱpayȱforȱaȱsymphonyȱorchestraȱorȱaȱdecentȱbrassȱband,ȱsoȱIȱsetȬ
tledȱforȱrecordingȱtheȱlineȱmyselfȱonȱfullȱorganȱinȱaȱlocalȱchurch.ȱInȱfact,
thatȱmayȱhaveȱbeenȱaȱbetterȱsolutionȱbecauseȱendȬofȬyearȱschoolȱcereȬ
moniesȱinȱSwedenȱareȱoftenȱheldȱinȱchurchesȱandȱareȱquiteȱaȱnationalisȬ
ticȱaffair.ȱOK,ȱtheȱOFFICIALȱNATIONALȱCEREMONYȱorganȱsoundȱtookȱcare
ofȱtheȱpowerfulȱhostȬnationȱsideȱofȱtheȱstoryȱbutȱtheȱseriesȱwasȱnotȱsupȬ
posedȱtoȱbeȱaȱnationalistȱPRȱstunt,ȱsoȱIȱalsoȱneededȱtoȱreflectȱsomething

ofȱtheȱconflictsȱandȱproblemsȱofȱimmigrantȱlife.ȱ

(Incidentally,ȱwhenȱdescribingȱmyȱintentionsȱhere,ȱIȱamȱretrospectively
verbalisingȱmainlyȱmusicalȱconceptsȱandȱ‘feels’ȱthatȱconstitutedȱtheȱobȬ
jectȱofȱtheȱrecordingȱwhichȱbecameȱitsȱsigns.ȱItȱwasȱreallyȱonlyȱwhenȱcoȬ
dalȱ interferenceȱ affectedȱ theȱ relationshipȱ betweenȱmyȱ objectȱ andȱ the
producer’sȱfinalȱinterpretantsȱthatȱIȱhadȱtoȱstartȱrationalising,ȱinȱverbal
terms,ȱwhatȱIȱhadȱdoneȱmusically.)

IȱputȱtheȱfirstȱaspectȱofȱIMMIGRANTȱPROBLEMSȱintoȱmusicȱbyȱreplacingȱthe
grandȱfinalȱchordȱofȱtheȱnationalȱanthemȱwithȱanȱunresolvedȱsonority.ȱI
quicklyȱfadedȱthatȱWORRYȱchordȱtoȱaȱmuchȱlowerȱvolumeȱthatȱcouldȱbe
heldȱthroughoutȱtheȱrestȱofȱtheȱsignatureȱtoȱallowȱsoloȱ‘immigrantȱinȬ
struments’ȱtoȱplayȱtheȱsameȱmelodicȱphraseȱ(theȱlastȱlineȱofȱtheȱSwedish

27. TheȱthemeȱtuneȱforȱMontyȱPython’sȱFlyingȱCircus:ȱseeȱTLTT:397Ȭ430.ȱJoeȱHill,ȱ(b.ȱ
JosephȱEȱHäggström,ȱ1879),ȱSwedishȱimmigrantȱtoȱUSAȱandȱlabourȱunionȱactivistȱinȱ
SanȱPedroȱ(California),ȱwasȱframedȱforȱmurderȱbyȱcapitalistȱbossesȱandȱwrongfullyȱ
executedȱ(SaltȱLakeȱCity,ȱ1915).ȱHisȱbestȱknownȱSalvationȱArmyȱparodiesȱareȱprobaȬ
bly:ȱ[1]ȱTheȱPreacherȱandȱtheȱSlave,ȱwithȱitsȱhookȱlineȱ‘you’llȱgetȱpieȱinȱtheȱskyȱwhenȱ
youȱdie’,ȱbasedȱonȱTheȱSweetȱByeȱandȱByeȱ(music:ȱJosephȱPȱWebster);ȱandȱ[2]ȱTramp,ȱ
basedȱonȱJesusȱLovesȱtheȱLittleȱChildrenȱandȱonȱaȱpopularȱUSȱCivilȱWarȱtuneȱ(music:ȱ
GeorgeȱFȱRoot).ȱForȱfurtherȱdetails,ȱseeȱSongsȱofȱtheȱWorkersȱ(1973)ȱandȱStrömȱ(1981).

28. ȱ=ȱ‘IȱwantȱtoȱliveȱandȱdieȱinȱtheȱNorth’,ȱi.e.ȱinȱaȱNordicȱland.
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nationalȱanthem)ȱatȱdifferentȱpointsȱinȱdifferentȱkeysȱandȱatȱdifferent
pitches.ȱTheȱfirstȱ‘outȬofȬkeyȱindividualȱimmigrant’ȱtoȱplayȱtheȱnational
anthemȱwasȱaȱdirtyȬsoundingȱelectricȱguitarȱwhichȱIȱincludedȱforȱtwo

reasons:ȱ[1]ȱIȱwasȱnotȱtheȱonlyȱrockȬplayingȱanglophoneȱimmigrantȱin
theȱcountry;ȱ[2]ȱrockȱmusicȱwasȱinȱ1981ȱitselfȱfastȱbecomingȱanȱintegral
partȱofȱ theȱhostȱnation’sȱmainstreamȱ culture.ȱAfterȱ theȱ rockȱguitarȱ I
addedȱaccordionȱ (Swedishȱandȱ immigrantȱagain)ȱ inȱanotherȱdifferent
keyȱandȱthenȱmandolinȱasȱaȱgenericȱ‘ethnicȱfolkȱlute’ȱtoȱsuggestȱSweȬ
den’sȱnumerousȱGreekȱ(bouzouki),ȱTurkishȱ(saz),ȱEasternȱEuropeanȱ(balaȬ
laika/cimbalonȱ etc.)ȱ andȱAndeanȱ (charango)ȱ immigrantsȱ (instruments).

Theȱlastȱ‘outȬofȬkeyȱethnicȱinstrument’ȱrepresentationȱwasȱsopranoȱreȬ
corderȱ asȱ ‘genericȱ folkȱ flute’ȱ—perhapsȱ anȱAndeanȱ quenaȱ orȱ aȱWest

Asianȱney/näi/gagri.ȱTheȱ finalȱ fluteȱnoteȱwasȱ leftȱ loud,ȱhigh,ȱpiercing,
aloneȱandȱlongȱenough,ȱwithȱextraȱreverb,ȱsoȱitȱcouldȱbeȱeasilyȱcrossȬ
fadedȱintoȱtheȱprogrammeȱspeaker’sȱintroductoryȱwords.29

ThoseȱtwentyȬoddȱsecondsȱofȱthemeȱmusicȱwereȱnotȱwithoutȱhumour

butȱIȱalsoȱwantedȱthemȱtoȱsoundȱaȱlittleȱbitȱdisconcerting.ȱWhy?ȱWell,ȱas
anȱimmigrantȱinȱaȱmajorityȱhostȱculture,ȱyouȱtryȱtoȱfitȱinȱandȱtoȱ ‘sing
fromȱtheȱsameȱhymnȱsheet’ȱasȱtheȱmajority,ȱbutȱyouȱoftenȱgetȱtheȱfeeling
thatȱyou’llȱalwaysȱbeȱsomehowȱoutȱofȱstep,ȱoutȱofȱtuneȱandȱoutȱofȱplace
because,ȱlikeȱitȱorȱnot,ȱyouȱthink,ȱfeel,ȱact,ȱlookȱorȱsoundȱdifferentȱtoȱthe
hostȬnationȱmajority.ȱSinceȱitȱwasȱpartȱofȱthatȱexperienceȱthatȱneededȱto
beȱinȱthoseȱtwentyȱsecondsȱofȱmusic,ȱIȱthoughtȱitȱwouldȱbeȱgoodȱtoȱjuxȬ
taposeȱmusicalȱsoundbytesȱthatȱdidn’tȱnormallyȱbelongȱtogetherȱinȱthe
sameȱpiece:ȱIȱwasȱinȱotherȱwordsȱintentionallyȱusingȱcodalȱinterference.
HenceȱtheȱofficialȬsoundingȱfestiveȱpompȱofȱtheȱorganȱplusȱtheȱWORRY

chord,ȱplusȱeachȱtimbrallyȱdistinctȱinstrumentȱrepresentingȱaȱdifferent
culture.ȱAllȱthoseȱelementsȱwereȱsupposedȱtoȱinterfere,ȱlikeȱimmigrants,

withȱtheȱfirstȱandȱmostȱpowerfulȱstatementȱonȱtheȱorgan.29

TheȱrecordingȱengineerȱandȱIȱmadeȱnumerousȱversionsȱofȱtheȱrecordȬ
ing.ȱApartȱfromȱtheȱfullȱmix,ȱthereȱwasȱoneȱwithoutȱtheȱorgan,ȱanother
withoutȱtheȱdistortedȱguitar,ȱaȱthirdȱwithȱneitherȱorganȱnorȱguitar,ȱand
soȱon.ȱTheȱonlyȱmixȱtheȱproducerȱlikedȱwasȱtheȱdubbedȱmandolinȱsolo.

29. Compareȱtheȱoriginalȱversionȱ*)tagg.org/bookxtrax/NonMuso/mp3s/
JagVillLevaD2.mp3 withȱtheȱbroadcastȱversionȱ(*)� JagVillLevaD7.mp3.

http://www.tagg.org/bookxtrax/NonMuso/mp3s/JagVillLevaD2.mp3
http://www.tagg.org/bookxtrax/NonMuso/mp3s/JagVillLevaD2.mp3
http://www.tagg.org/bookxtrax/NonMuso/mp3s/JagVillLevaD7.mp3
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Sheȱevenȱmadeȱmeȱdumpȱtheȱfluteȱbecauseȱitȱwasȱ‘tooȱshrill’.ȱIȱtriedȱto
explainȱwhyȱI’dȱgoneȱtoȱtheȱtroubleȱofȱrecordingȱtheȱorganȱtrackȱbutȱneiȬ
therȱ organȱ norȱ guitarȱwereȱ acceptable,ȱ Iȱ understood,ȱ becauseȱ ‘they
don’tȱsoundȱlikeȱimmigrants’.ȱ‘But’ȱIȱobjected,ȱ‘youȱcan’tȱputȱoverȱwhat

itȱfeelsȱlikeȱtoȱbeȱanȱimmigrantȱifȱthere’sȱnoȱhostȱculture.’ȱToȱcutȱaȱlong
storyȱshort,ȱtheȱonlyȱconcessionȱgrantedȱbyȱtheȱproducerȱwasȱthat,ȱafter
muchȱinsistenceȱfromȱmyȱside,ȱtheȱunresolvedȱWORRYȱchordȱcouldȱbe
heldȱunderȱtheȱdubbedȱmandolinȱparts.ȱIt’sȱthatȱversionȱwhichȱwasȱfiȬ
nallyȱusedȱasȱprogrammeȱsignature�ȱIȱhadȱtoȱcontentȱmyselfȱwithȱthe
factȱthatȱthereȱwasȱatȱleastȱaȱslightȱmusicalȱhintȱthatȱbeingȱanȱimmigrant

andȱorȱhostingȱimmigrantsȱmightȱnotȱbeȱentirelyȱunproblematic.30ȱ

Myȱ interpretationȱofȱtheȱproducer’sȱselectionȱofȱ justȱoneȱelementȱand
herȱ rejectionȱofȱallȱ theȱothersȱ isȱnotȱ thatȱ itȱwasȱaȱmatterȱofȱ ‘personal
taste’.ȱSheȱseemedȱtoȱmeȱtoȱbeȱsayingȱthatȱflutesȱcanȱbeȱcuteȱorȱexotic,
notȱstrident,ȱinȱtheȱsameȱwayȱthatȱhostȱnationsȱappreciateȱgratefulȱand
deferentialȱ immigrantsȱwhoȱareȱneverȱangry,ȱalienatedȱorȱ frustrated.
Sheȱalsoȱ seemedȱ toȱbeȱ sayingȱ thatȱ immigrantsȱcouldȱnotȱbeȱEnglishȬ
speakingȱandȱnotȱelectricȱ(soȱmuchȱforȱyoursȱtrulyȱandȱhundredsȱofȱViȬ
etnamȱdraftȱdodgersȱinȱSwedenȱatȱtheȱtime).ȱItȱwasȱasȱif,ȱinȱherȱmind,ȱwe

shouldȱ allȱ conformȱ toȱ theȱhostȬnationȱ immigrantȱ stereotypeȱ thatȱ asȬ
sumesȱweȱallȱcomeȱfromȱfarȬoffȱandȱbackwardȱruralȱareasȱwhereȱweȱall
playȱpleasantlyȱunfamiliarȱmusicȱonȱpleasantlyȱunfamiliarȱacousticȱinȬ
struments.ȱTheȱstrangestȱthingȱwas,ȱhowever,ȱthatȱtheȱsignatureȱtheme

shouldȱnotȱalludeȱtoȱtheȱoverridingȱpowerȱofȱtheȱhostȱnationȱasȱaȱcentral
issueȱaffectingȱtheȱlivesȱofȱimmigrants.ȱ

Thisȱ littleȱ signatureȱ themeȱ storyȱ illustratesȱ codalȱ interferenceȱ onȱ a
grandȱscale.ȱTheȱproducerȱknewȱasȱwellȱasȱIȱdidȱtheȱvalues,ȱattitudes
andȱfeelingsȱencodedȱinȱtheȱ‘channel’.ȱHowever,ȱalthoughȱweȱprobably
bothȱhadȱaccessȱtoȱaȱveryȱsimilarȱstoreȱofȱsigns,ȱourȱsocioculturalȱnorms

andȱexpectationsȱwereȱinȱdefiniteȱconflict.ȱSheȱdidȱnotȱthinkȱmyȱmusical

viewȱ ofȱ beingȱ anȱ immigrantȱwasȱ suitableȱ and,ȱ asȱ anȱ immigrant,ȱ I
thoughtȱhersȱwasȱbothȱunrealisticȱandȱunsympathetic.ȱ

30. Seeȱfootnoteȱ29,ȱp.ȱ187.
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Ofȱcourse,ȱtheȱproducerȱhadȱtheȱfinalȱwordȱand,ȱwhoȱknows,ȱsheȱmay

haveȱbeenȱright.ȱMaybeȱsheȱsawȱmeȱasȱaȱcodallyȱincompetentȱtransmitȬ
ter,ȱ asȱ anȱunreliableȱ orȱunprofessionalȱ youngȱ composerȱwhoȱ ‘didn’t
comeȱupȱwithȱ theȱgoods’.ȱPerhapsȱ Iȱwasȱsupposedȱ toȱproduceȱsomeȬ
thingȱhappierȱandȱmoreȱcatchy,ȱsomethingȱthatȱwouldȱjustȱacoustically
identifyȱ theȱprogrammeȱandȱputȱpotentialȱ listenersȱ inȱaȱNOȱPROBLEMS

frameȱofȱmind.ȱHowever,ȱsinceȱtheȱonlyȱinformationȱIȱwasȱgivenȱabout
theȱprogrammeȱdealtȱwithȱitsȱcontent,ȱIȱassumedȱthatȱIȱwasȱtoȱfocusȱon
that.ȱIf,ȱonȱtheȱotherȱhand,ȱmyȱjobȱwasȱtoȱprovideȱanȱinnocuousȱmusical

identifierȱandȱ toȱpreventȱ listenersȱ fromȱ switchingȱ channels,ȱ Iȱ should
haveȱbeenȱtoldȱso,ȱorȱwasȱIȱexpectedȱtoȱreadȱthatȱbetweenȱtheȱlines?ȱ
Whateverȱtheȱcaseȱmayȱbe,ȱit’sȱveryȱpossibleȱthatȱanotherȱcommunicaȬ
tionȱproblemȱcausedȱtheȱcodalȱ interferenceȱ justȱdescribed.ȱThatȱprobȬ
lemȱ relatesȱ toȱ theȱ taskȱ ofȱ formulatingȱ anȱ adequateȱ brief,ȱ i.e.ȱ the
instructionsȱgivenȱtoȱaȱmusicianȱorȱcomposerȱbyȱsomeoneȱwhoȱisȱusuȬ
allyȱnot.ȱThoseȱdifficultiesȱare,ȱinȱtheirȱturn,ȱoneȱreasonȱforȱwritingȱthis
book.ȱTheȱfactȱthatȱmusoȱandȱnonȬmusoȱdiscourseȱaboutȱmusicȱdifferȱso
radically,ȱforȱallȱtheȱreasonsȱgivenȱinȱChaptersȱ2Ȭ4,ȱcallsȱforȱtheȱdevelopȬ
mentȱofȱmodelsȱandȱofȱaȱterminologyȱallowingȱmusosȱandȱnonȬmusos

toȱbetterȱunderstandȱeachȱother.ȱȱȱ

’Somatic’ȱandȱ‘connotative’
Throughoutȱthisȱbook,ȱconnotativeȱverbalȱexpressionsȱareȱusedȱtoȱdesȬ
ignateȱinterpretantsȱlinkedȱtoȱmusicalȱsounds.ȱThoseȱexpressionsȱturn
upȱrepeatedlyȱinȱChapterȱ6ȱasȱrespondentȱVVAsȱ(=verbalȬvisualȱassociȬ
ations),ȱbutȱthereȱhaveȱbeenȱplentyȱinȱthisȱchapter,ȱtoo.ȱApartȱfromȱall
theȱ‘moods’ȱlistedȱinȱTableȱ5Ȭ2ȱ(p.176),ȱweȱhadȱtoȱexplainȱtheȱAUSTRIA/

SHAMPOOȱideaȱasȱpartȱofȱaȱsemanticȱfieldȱthatȱalsoȱincludesȱpleasantȱasȬ
pectsȱofȱfemininity,ȱromance,ȱopenȱcountryside,ȱroundedȱshapes,ȱand
softȱmaterials,ȱasȱwellȱasȱmovementsȱqualifiableȱasȱsmooth,ȱflowingȱand
wavyȱbutȱcontainingȱelementsȱofȱrustlingȱorȱtingling.31ȱOnȱseveralȱoccaȬ

31. Seeȱsectionsȱ‘Wavesȱandȱromance’ȱandȱ‘Gesturalȱcommonȱdenominators’ȱinȱTLTT,ȱ
pp.ȱ231Ȭ267,ȱespeciallyȱ‘Lullabies,ȱchildrenȱandȱlove’ȱ(pp.ȱ249Ȭ251);ȱseeȱalsoȱunderȱ
‘Gesturalȱinterconversion’ȱinȱthisȱbookȱ(p.502ȱff.).
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sionsȱIȱwarnedȱthatȱtheseȱconnotativeȱverbalȱexpressionsȱareȱbutȱpallid
verbalȱapproximationsȱofȱmusicalȱmeaning.32ȱI’veȱalsoȱsuggestedȱthat
theyȱcanȱsometimesȱactȱasȱculturallyȱspecific,ȱmetonymicȱlabelsȱorȱverȬ
balȱmetaphorsȱofȱmusic.ȱForȱexample,ȱanȱadequateȱaesthesicȱlabelȱlike
‘spyȱchord’ȱ(p.116)ȱdoesȱnotȱmeanȱthatȱtheȱchordȱsignifiesȱspy:ȱitȱsimply

functionsȱasȱaȱcognitiveȱreferenceȱpointȱallowingȱusȱtoȱnameȱaȱparticular
setȱofȱmusicalȱ interpretantsȱ inȱ relationȱ toȱ aȱparticularȱ setȱofȱmusical

signs.33ȱSoȱwhat’sȱtheȱproblem?ȱ

Theȱproblemȱisȱthat,ȱdespiteȱtheȱrepeatedȱcaveatsȱjustȱmentioned,ȱmany

peopleȱstillȱobjectȱtoȱanyȱuseȱofȱverbalȱconnotationȱinȱtheȱdiscussionȱof
musicalȱmeaningȱbecause,ȱtheyȱargue,ȱsuchȱconnotationsȱfalsifyȱtheȱinȬ
trinsicallyȱalogogenicȱcharacterȱofȱmusic.ȱSometimesȱ theyȱargueȱ their
pointȱbyȱusingȱtheȱadjectivesȱPRIMARYȱandȱSECONDARYȱtoȱqualifyȱlevels
ofȱSIGNIFICATION,ȱsuchȱordinalȱcategorisationȱleadingȱtoȱtheȱassumption

thatȱbeingȱ‘onȱtopȱofȱtheȱpile’ȱ(hierarchicallyȱprimary)ȱorȱ‘firstȱinȱline’
(sequentiallyȱprimary)ȱ impliesȱgreaterȱ importanceȱorȱ superiorȱvalue.
Now,ȱMiddleton,ȱwhoȱintroducedȱtheȱtermsȱ‘primary’ȱandȱ‘secondary
signification’ȱ(1990:ȱ220Ȭ227),ȱinȱnoȱwayȱviewsȱtheȱdifferenceȱbetween

theȱ twoȱcategoriesȱ inȱ thatȱway.ȱWhileȱhisȱvalidȱdistinctionȱ isȱ thatȱbeȬ
tweenȱhowȱ ‘meaningȱmightȱbeȱproducedȱatȱ theȱ introversiveȱorȱ“priȬ
mary”ȱlevelȱofȱsignification’ȱandȱhowȱ‘theȱassociativeȱsphereȱofȱmusical

meaning,ȱtheȱlevelȱofȱconnotationȱandȱextramusicalȱreference’ȱ(‘secondȬ
ary’),ȱheȱstronglyȱwarnsȱagainstȱtheȱtemptationȱtoȱreduceȱtheȱformerȱto
theȱsortȱofȱbodyistȱessentialismȱcriticisedȱinȱChapterȱ3.34ȱ

ȱ[T]‘theȱfieldsȱofȱgestureȱandȱconnotationȱ(primaryȱandȱsecondaryȱmeanȬ
ingȱasȱI’veȱcalledȱthemȱelsewhere)ȱareȱactuallyȱcorrelated,ȱthroughȱthe
actionȱofȱwhatȱsomeȱsemiologistsȱhaveȱtermedȱaȱ ‘semanticȱgesture’:ȱa
unifying,ȱgeneratingȱprincipleȱtraversingȱsemioticȱlevelsȱ(somatic;ȱreferȬ
ential)ȱandȱtiedȱtoȱdeepȱculturalȱfunctions’.ȱ(Middleton,ȱ2000:ȱ116)

32. ‘Pallid’:ȱseeȱpp.68,ȱ176,ȱ346,ȱ346;ȱseeȱalsoȱpp.ȱ7Ȭ8.ȱ
33. AsȱFabbriȱ(1999:4)ȱexplains,ȱaȱ‘prototype,ȱalsoȱcalledȱcognitiveȱreferenceȱpoint,ȱisȱaȱ

subcategoryȱorȱcategoryȱmemberȱthatȱhasȱaȱspecialȱcognitiveȱstatusȱ—thatȱofȱbeingȱaȱ
“bestȱexample”ȱ(Lakoff,ȱ1987:ȱ41).’ȱ
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The common denominators of gesturality contained in the AUSTRIA/

SHAMPOO trope (rounded, soft, smooth, flowing, wavy, etc.) and dis-
cussed under ‘Gestural interconversion’ (pp. 502-509) demonstrate
such ‘unifying, generating principles’ which very clearly ‘traverse so-
matic and referential levels’ of mediation (summer meadows as well as
undulation, so to speak) and are ‘tied to deep cultural functions’ (e.g.
romantic and parental love).35 The point is that if we abstain, for what-
ever reason, from using connotative verbal expression to designate mu-
sical interpretants, we’ll never understand the social, cultural and
corporeal nature of the ‘unifying semantic gesture’ because we will
have failed to verbally identify its constituent parts. It will moreover be
impossible to democratise the denotation of musical signs because aes-
thesic designation of musical structure relies by definition on their per-
ception and interpretation. If, as Middleton (loc. cit.) suggests and as
argued here, the somatic and connotative aspects of musical meaning
are, despite differences, neither contradictory nor mutually exclusive
then there is no problem with using connotative verbal expressions to
designate musical signs and their interpretants. This does not mean
that connotative aspects of musical mediation are more important than
somatic perception any more than the reverse is true: it simply means
that if humans are more than mere animal automata, then their use of
music will make little sense if somatic response is considered ‘primary’,
just as it would be absurd to privilege the patently obvious power of
music to move souls as well as bodies. 

34. Here’sȱaȱfullerȱversionȱofȱMiddleton’sȱwarningȱ(1990:ȱ227).ȱ‘[H]oweverȱattractiveȱtheȱ
possibilityȱofȱaȱuniversalȱrhythmicȱbehaviouralȱcore,ȱworkingȱatȱanȱunconsciousȱ
level,ȱsuchȱgesturesȱareȱculturallyȱmediated:ȱsociallyȱacquired,ȱconventionalisedȱinȱ
form,ȱgivenȱmeaningȱinȱtheȱcontextȱofȱspecificȱculturalȱpractices.ȱThisȱculturalȱspecifȬ
icityȱmakesȱcomparativeȱinterpretationȱofȱrhythmicȱstylesȱdangerous.ȱForȱinstance,ȱ
toȱtalkȱ[about]ȱtwentiethȬcenturyȱpopularȱmusicȱofȱAfricanȬAmericanȱextractionȱ—
byȱcomparisonȱwith,ȱsay,ȱEuropeanȱ‘art’ȱmusic,ȱorȱitsȱpreȬtwentiethȬcenturyȱbourȬ
geoisȱpopularȱderivatives—ȱasȱmoreȱ‘instinctive’,ȱmoreȱ‘rhythmic’,ȱmoreȱ‘bodyȬoriȬ
entated’,ȱmissesȱtheȱpoint…ȱPopȱisn’tȱ‘sexier’ȱthanȱBeethoven,ȱandȱdrawingȬroomȱ
balladsȱaren’tȱmoreȱ‘spiritual’ȱthanȱArethaȱFranklin…ȱToȱinsistȱotherwiseȱisȱalmostȱ
inevitablyȱtoȱendȱinȱracistȱpropositionsȱaboutȱtheȱsuperiorȱ‘natural’ȱqualitiesȱofȱblackȱ
music.’ȱInȱthisȱbook,ȱtheȱideologicalȱagendaȱofȱbodyistȱvalueȱaestheticsȱisȱdiscussedȱ
underȱ‘Popularȱ“postmodernist”ȱabsolutism’ȱ(p.ȱ101ȱff.).ȱ

35. Forȱmoreȱdetail,ȱseeȱTLTT:ȱ249Ȭ268ȱandȱ217ȱff.ȱTheȱculturallyȱregulatedȱmusicalȱdifȬ
ferenceȱbetweenȱromanticȱandȱparentalȱloveȱisȱexplainedȱinȱTLTT,ȱpp.ȱ249Ȭ252.
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Summaryȱ
Chaptersȱ1Ȭ4ȱwereȱsupposedȱtoȱdemystifyȱnotionsȱofȱmusicȱandȱtoȱexȬ
plainȱwhyȱ theȱepistemicȱdivisionsȱbetweenȱmusicȱandȱotherȱformsȱof
knowledgeȱareȱsoȱentrenchedȱinȱtheȱWest.ȱInȱthisȱchapterȱtheȱfocusȱwas

onȱ basicȱ conceptsȱ ofȱmeaningȱ andȱ communication.ȱ Theȱmainȱ arguȬ
mentsȱcanȱbeȱsummarisedȱinȱtheȱfollowingȱsevenȱpoints.

[1]ȱPeirce’sȱdistinctionȱbetweenȱobjectȱandȱinterpretantȱinȱrelationȱtoȱthe
signȱallowsȱ forȱaȱdynamicȱviewȱofȱmusicalȱ semiosis.ȱEvenȱ thoughȱ it
savesȱ timeȱ inȱ semanticsȱ ifȱ youȱ useȱ Saussure’sȱ SIGNIFIERȱ Ȭȱ SIGNIFIED,
Peirce’sȱ triadȱ OBJECTȱ Ȭȱ SIGNȱ Ȭȱ INTERPRETANTȱ isȱmoreȱ compatibleȱwith

thinkingȱaboutȱmusicȱinȱtermsȱofȱsymbolicȱinteractionȱbetweenȱhumans.

It’sȱfromȱthisȱperspectiveȱthatȱtheȱobjectȱcanȱbeȱunderstoodȱasȱconception
orȱ intendedȱmessageȱatȱ theȱ transmittingȱendȱofȱaȱsimpleȱ transmitterȱ Ȭ
channelȱ Ȭȱ receiverȱ communicationȱmodel,ȱ andȱ theȱ interpretantȱ asȱ (surȬ
prise!)ȱitsȱinterpretationȱatȱtheȱreceivingȱend.ȱ

[2]ȱSinceȱmusicȱworksȱtoȱsuchȱanȱoverwhelmingȱextentȱasȱaȱculturally
specificȱsignȱsystem,ȱitsȱabilityȱtoȱcarryȱmeaningȱreliesȱonȱtheȱexistence
ofȱaȱsharedȱstoreȱofȱsignsȱcommonȱtoȱtransmittersȱandȱreceiversȱinȱthe
relevantȱculturalȱcontext.ȱAlthoughȱobjectȱ(|intendedȱmessage)ȱandȱinȬ
terpretantȱ(|listenerȱresponse)ȱcanȱneverȱbeȱidentical,ȱmusicalȱcommuȬ
nicationȱusuallyȱworks,ȱotherwiseȱthereȱwouldȱbeȱnoȱcallȱforȱmusicȱon
ceremonialȱoccasions,ȱnorȱinȱTVȱads,ȱcomputerȱgamesȱorȱanywhereȱelse
forȱ thatȱmatter.ȱHowever,ȱ thereȱwillȱbeȱ communicationȱ failureȱ ifȱ the
musicȱincludesȱsignsȱunfamiliarȱtoȱitsȱaudience,ȱorȱifȱinterpretationȱof
signsȱ fromȱ theȱ commonȱ storeȱ variesȱ radicallyȱ betweenȱ transmitter

(composer,ȱmusician,ȱetc.)ȱandȱreceiverȱ(audience).ȱ

[3]ȱMusicalȱ communicationȱ failureȱ canȱ occurȱ forȱ logisticȱ reasonsȱ of
acoustics,ȱtechnology,ȱetc.,ȱbutȱtheirȱmostȱcommonȱcausesȱareȱcodalȱinȬ
competenceȱorȱcodalȱinterference.ȱCodalȱincompetenceȱarisesȱifȱtransmitȬ
terȱandȱreceiverȱdoȱnotȱshareȱ theȱsameȱstoreȱofȱsignsȱ(includingȱtheir
meanings);ȱitȱcanȱoccurȱatȱbothȱtheȱtransmittingȱandȱreceivingȱendsȱof
theȱcommunicationȱprocess.ȱCodalȱ interferenceȱarisesȱwhenȱtransmitter

andȱreceiverȱdoȱshareȱtheȱsameȱstoreȱofȱsignsȱandȱtheirȱmeaningsȱbutȱdo
notȱtranslateȱthoseȱsameȱmeaningsȱintoȱtheȱsameȱfinalȱinterpretants.ȱDifȬ
ferencesȱinȱsocioculturalȱvaluesȱoftenȱcauseȱcodalȱinterference.ȱ
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[4]ȱCodalȱincompetenceȱandȱcodalȱinterferenceȱ(intentionalȱorȱnot)ȱare
prerequisitesȱforȱshiftsȱinȱmusicalȱmeaning.ȱSignsȱfromȱoneȱculturally
specificȱstoreȱ(orȱvocabulary)ȱcanȱbeȱappropriatedȱintoȱanotherȱwhere

theyȱacquireȱaȱdifferentȱmeaningȱorȱfunction.

[5]ȱAmongȱPeirce’sȱnumerousȱtrinitiesȱofȱsignȱtypes,ȱoneȱisȱofȱparticular
useȱtoȱmusicalȱsemantics:ȱiconȱȬȱindexȱȬȱarbitraryȱsign.ȱArbitraryȱsignsȱare
rareȱinȱmusic,ȱwhereasȱiconsȱareȱnotȱuncommonȱandȱindicesȱareȱvirtuȬ
allyȱomnipresent.

[6]ȱConnotationȱisn’tȱlessȱconcreteȱorȱlessȱefficientȱthanȱdenotationȱand
musicȱisȱdefinitelyȱnotȱmoreȱpolysemicȱthanȱlanguage.ȱMusicȱisȱaȱconȬ
notative,ȱalogogenicȱsignȱsystem.ȱVerbalȱdescriptionsȱofȱmusicalȱmeanȬ
ingȱmustȱthereforeȱbeȱtreatedȱasȱveryȱapproximateȱverbalȱconnotations
ofȱmusicallyȱpreciseȱmessages.

[7]ȱSinceȱconnotationȱreliesȱonȱtheȱexistenceȱofȱpreviouslyȱestablished
meaning[s],ȱandȱsinceȱindicesȱareȱsignsȱconnectedȱbyȱeitherȱcausalityȱor
proximityȱtoȱwhatȱtheyȱsignify,ȱmusicalȱsemiosisȱtendsȱtoȱbeȱbothȱconȬ
notativeȱandȱindexical.ȱInȱtheȱnextȱtwoȱchaptersȱIȇllȱtryȱtoȱexplainȱhow
thatȱsortȱofȱsemiosisȱcanȱbeȱsubstantiatedȱandȱunderstood.36ȱȱȱ

36. AndȱaȱsimpleȱtypologyȱofȱmusicalȱsignsȱisȱpresentedȱinȱChapterȱ13.ȱ
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6.ȱIntersubjectivityȱ

LOGOGENICȱhasȱbeenȱusedȱseveralȱtimesȱinȱthisȱbookȱtoȱqualȬ
ifyȱtheȱnounȱmusic.ȱItȱbasicallyȱmeansȱthatȱmusicȱisȱunverbalisȬ
ableȱ andȱ that’sȱ becauseȱ itsȱ semioticȱ precision,ȱ linkedȱ to

gestural,ȱtactile,ȱcorporeal,ȱemotionalȱandȱprosodicȱformsȱofȱcommuniȬ
cation,ȱreliesȱmainlyȱonȱiconic,ȱindexicalȱandȱconnotativeȱtypesȱofȱsemȬ
iosis.ȱItȱcertainlyȱdoesn’tȱneedȱtheȱdenotativeȱsortȱofȱsignsȱusedȱinȱthis
sentence!ȱTalkingȱandȱwritingȱaboutȱmusicȱ ‘asȱ ifȱ itȱmeantȱ something

otherȱthanȱitself’ȱisȱinȱotherȱwordsȱveryȱdifficult,ȱatȱleastȱinȱtheȱtradition
ofȱ learningȱwithȱwhichȱ I’mȱ familiar.1ȱChaptersȱ6ȱandȱ7ȱ confrontȱ that
problemȱheadȱon.ȱTheirȱbasicȱrationaleȱisȱasȱfollows.

Givenȱmusic’sȱobviousȱtraitsȱofȱsocialȱorganisationȱandȱculturalȱspecifiȬ
city,ȱitȱoughtȱtoȱbeȱpossible,ȱusingȱwordsȱandȱotherȱsignȱtypes,ȱtoȱform
someȱ ideaȱofȱ theȱ linksȱbetweenȱ theȱ soundsȱofȱmusicȱandȱ something

otherȱthanȱthemselves,ȱevenȱifȱtryingȱtoȱputȱthoseȱsoundsȱdirectlyȱinto
wordsȱisȱaȱpointlessȱundertaking.ȱIfȱthatȱrationaleȱmakesȱanyȱsenseȱat
all,ȱweȱoughtȱ logicallyȱ toȱbeȱ ableȱ toȱ suggestȱhowȱanyoneȱ capableȱof
readingȱtheseȱwordsȱcanȱinvestigateȱmusicalȱmeaningȱandȱdiscussȱsuch
meaningȱinȱviableȱterms.ȱThatȱisȱatȱleastȱtheȱaimȱofȱChaptersȱ6ȱandȱ7.ȱ
Asȱ suggestedȱ earlierȱ (p.174ȱ ff.),ȱmusicalȱ communicationȱworksȱ best
whenȱthoseȱatȱtheȱemittingȱandȱreceivingȱendsȱofȱtheȱprocessȱshareȱsimȬ
ilarȱsocioculturalȱnormsȱandȱtheȱsameȱbasicȱstoreȱofȱsigns.ȱSinceȱthose
normsȱandȱthatȱstoreȱofȱsignsȱareȱbothȱpartȱofȱtheȱsocioculturalȱfieldȱin
whichȱmusicalȱsemiosisȱtakesȱplace,ȱitȱmakesȱobviousȱsenseȱtoȱlookȱat
thatȱsemiosisȱ inȱsociallyȱverifiableȱ terms.ȱThat’sȱwhereȱ intersubjectivity
(seeȱnextȱparagraph)ȱcomesȱin.ȱThisȱchapterȱdealsȱwithȱsharedȱsubjecȬ
tivityȱatȱtheȱreceivingȱendȱofȱtheȱcommunicationȱprocess,ȱwhileȱChapter
7ȱconsidersȱtheȱquestionȱofȱinterobjectiveȱreferencesȱorȱhypertexts.ȱBoth
theseȱ fieldsȱofȱ investigationȱ canȱprovideȱvaluableȱ informationȱ about
musicalȱmeaning.

1. See,ȱforȱexample,ȱpp.ȱ115,ȱ120ȱandȱ171.ȱForȱmusic’sȱalogogeneity,ȱseeȱp.ȱ62,ff.
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Intersubjectivityȱ arisesȱwhenȱ atȱ leastȱ twoȱ individualsȱ experienceȱ the
sameȱ thingȱ inȱaȱsimilarȱway.ȱTheȱsameȱ (orȱaȱsimilar)ȱexperienceȱ isȱ in
otherȱwordsȱsharedȱbetweenȱ(inter)ȱtwoȱorȱmoreȱhumanȱsubjects.ȱNow,

musicalȱexperiencesȱareȱoftenȱregardedȱasȱhighlyȱpersonalȱandȱsubjecȬ
tive,ȱbutȱit’sȱjustȱasȱeasyȱtoȱunderstandȱtheȱfactȱthatȱwithoutȱintersubjecȬ
tivityȱthereȱwouldȱbeȱnoȱcommunitiesȱofȱmusicalȱtaste,ȱnoȱformatȱradio,
noȱmusicȱ industryȱandȱnoȱotherȱobjectiveȱ socialȱphenomenaȱdemonȬ
strablyȱ relatedȱ toȱdifferentȱmusicalȱconfigurations.ȱ Indeed,ȱmusicȱ for
film,ȱ TV,ȱ games,ȱ advertising,ȱ dancing,ȱ weddings,ȱ funerals,ȱ sports
eventsȱandȱsoȱonȱwouldȱallȱbeȱpointlessȱifȱallȱindividualsȱinȱaȱgivenȱauȬ
dienceȱunderstoodȱandȱreactedȱtoȱtheȱsameȱmusicalȱsoundsȱinȱradically
differentȱways.ȱThisȱsimpleȱtruthȱimpliesȱthatȱanyoneȱlookingȱforȱeviȬ
denceȱofȱmusicalȱmeaningȱmightȱdoȱwellȱtoȱlookȱforȱpatternsȱofȱinterȬ
subjectivityȱrelevantȱtoȱtheȱmusicȱunderȱanalysis.ȱThatȱmeansȱturningȱin
theȱfirstȱinstanceȱtoȱtheȱfinalȱarbitersȱofȱmusicalȱmeaning,ȱtoȱthoseȱwho

hearȱtheȱmusicȱinȱquestion,ȱwhoȱuseȱitȱandȱreactȱtoȱit,ȱinȱorderȱtoȱverify
theȱexistenceȱorȱnonȬexistenceȱofȱsharedȱinterpretants.2

Aesthesicȱfocusȱ
It’sȱoftenȱtempting,ȱespeciallyȱforȱmusos,ȱtoȱinvestigateȱmattersȱofȱmusiȬ
calȱmeaningȱatȱtheȱtransmittingȱendȱofȱtheȱcommunicationȱprocess,ȱi.e.
byȱstudyingȱpoïesisȱratherȱthanȱaesthesis.ȱNow,ȱissuesȱofȱauthorialȱinȬ
tentȱcanȱ indeedȱbeȱ importantȱ inȱ termsȱofȱ insightsȱaboutȱprocessesȱof
musicalȱproductionȱ—whyȱmusiciansȱchooseȱ toȱmakeȱsoundȱxȱrather
thanȱsoundȱyȱinȱrelationȱtoȱphenomenonȱz,ȱsoȱtoȱspeak—ȱbutȱthatȱisȱnot
theȱfocusȱofȱattentionȱinȱthisȱbookȱforȱtheȱfollowingȱsixȱreasons.

[1]ȱIt’sȱoftenȱdifficultȱtoȱcontactȱtheȱartist,ȱcomposerȱorȱmusicianȱbehind
theȱmusicȱyou’reȱanalysing.ȱSomeȱareȱinaccessibleȱȰtheyȱmayȱbeȱproȬ
tectedȱbyȱmediaȱindustryȱguardȱdogsȰȱwhileȱothersȱmayȱquiteȱsimply

beȱdead.3

[2]ȱIfȱyouȱdoȱmanageȱtoȱcontactȱyourȱ‘transmitters’ȱtheyȱwon’tȱnecessarȬ
ilyȱwantȱtoȱtalkȱaboutȱwhatȱtheyȱmeantȱtoȱmediateȱthroughȱtheirȱmusic.

2. Forȱexplanationȱofȱinterpretant,ȱseeȱpageȱ156,ȱff.
3. Seeȱ‘Aȱnoteȱonȱtheȱacquisitionȱofȱsourceȱmaterial’ȱ(Tagg,ȱ2000a:ȱ22Ȭ24)ȱforȱdetailsȱofȱ

anȱinstructiveȱaccountȱofȱsuchȱproblems.ȱ
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Manyȱwillȱsayȱtheyȱintendedȱnothingȱinȱparticularȱorȱtellȱyouȱtheȱmusic

speaksȱforȱitself.ȱOthersȱwillȱtalkȱaboutȱtheirȱmusicȱinȱpoïeticȱtermsȱand
leaveȱyouȱnoneȱtheȱwiserȱaboutȱwhatȱtheyȱmeantȱbyȱitȱall.4

[3]ȱWhenȱ‘transmitters’ȱverbaliseȱcomprehensiblyȱaboutȱtheirȱmusicȱin
interviewsȱorȱinȱwriting,ȱtheyȱhaveȱtoȱconsiderȱtheirȱimageȱandȱcredibilȬ
ityȱinȱparticularȱsocioculturalȱcircumstancesȱbecauseȱwhatȱtheyȱsayȱor
writeȱcanȱdetermineȱwhat,ȱifȱany,ȱtheirȱnextȱgigȱmightȱbe.ȱYouȱneedȱto
knowȱmoreȱaboutȱwhatȱtheyȱreallyȱmeanȱbyȱtheirȱmusicȱthanȱhowȱthey
currentlyȱseeȱitȱinȱrelationȱtoȱtheirȱpublicȱpersona.5

[4]ȱ Informationȱ fromȱ justȱ oneȱ individualȱ (composer,ȱ arranger,ȱ proȬ
ducer,ȱartist,ȱetc.)ȱcanȱbyȱdefinitionȱneverȱbeȱintersubjective.ȱGreaterȱreȬ
liabilityȱofȱintersubjectiveȱinformationȱisȱgainedȱbyȱconsultingȱaȱgreater
numberȱofȱindividuals.ȱTherefore,ȱunlessȱyou’reȱstudyingȱesotericȱmuȬ
sicalȱ situationsȱwhereȱ ‘transmitters’ȱoutnumberȱ ‘receivers’,6ȱ itȱmakes

moreȱ senseȱ toȱ investigateȱpatternsȱ ofȱ intersubjectivityȱ aboutȱmusic’s

meaningsȱamongȱitsȱlistenersȱ(aesthesis),ȱlessȱsoȱtoȱfocusȱonȱtheȱproducȬ
tionȱpoleȱ(poïesis)ȱofȱtheȱcommunicationȱprocess.

[5]ȱFocusingȱonȱ theȱpoïeticȱpoleȱcanȱcertainlyȱbeȱusefulȱ inȱproviding
technicalȱtipsȱtoȱbuddingȱcomposersȱandȱmusicians;ȱbutȱtheȱriskȱwith

thatȱfocusȱis,ȱasȱweȱsawȱinȱChapterȱ3,ȱthatȱitȱprivilegesȱpoïeticȱatȱtheȱexȬ
penseȱofȱaesthesicȱcompetence.7ȱThisȱneglectȱofȱaesthesisȱdoesȱlittleȱto
promoteȱtheȱdemocraticȱsortȱofȱmusicologyȱalludedȱtoȱinȱtheȱNONȬMUSO

partȱofȱthisȱbook’sȱtitle,ȱaȱmusicologyȱwhich,ȱasȱwe’llȱsee,ȱseeksȱtoȱuse
aesthesicȱcompetenceȱtoȱhelpȱconstructȱaȱvocabularyȱofȱdescriptorsȱfor
aspectsȱofȱmusicalȱstructurationȱ (e.g.ȱvocalȱ timbre)ȱ thatȱconventional
poïeticȱterminologyȱdoesȱnotȱcoverȱsatisfactorily.

[6]ȱAlthoughȱ‘transmitters’ȱandȱ‘receivers’ȱbothȱobviouslyȱconsistȱofȱinȬ
dividuals,ȱtheȱformerȱareȱmuchȱmoreȱlikelyȱtoȱbeȱidentifiedȱasȱsuchȱ(the

4. Theȱmusician’sȱ‘guildȱmentality’:ȱseeȱTaggȱ(1982:41;ȱ2000a:123);ȱseeȱfootnoteȱ6.
5. SeeȱcommentsȱonȱMahler,ȱStravinsky,ȱBowie,ȱKorngoldȱandȱMorricone,ȱpp.ȱ89Ȭ90.
6. Seeȱfootnoteȱ94,ȱp.ȱ129.ȱ‘Musoȱmusic’ȱhasȱtoȱmyȱknowledgeȱyetȱtoȱbeȱresearchedȱasȱaȱ

musoȬstructuralȱandȱsocialȱphenomenon.ȱ
7. Seeȱp.115,ff.,ȱesp.ȱunderȱ‘Skills,ȱcompetences,ȱknowledges’ȱ(p.118,ff.).ȱ‘Aesthesicȱ

competenceȱremainsȱaȱlargelyȱvernacularȱandȱextracurricularȱaffair.’ȱ(p.119).
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namedȱcomposerȱorȱartist,ȱtheȱ‘star’)ȱthanȱtheȱlatterȱwhoȱusuallyȱremain

nameless,ȱviewedȱenȱmasseȱinȱtermsȱofȱanȱ‘audience’,ȱ‘theȱpublic’,ȱ‘the
fans’,ȱetc.ȱItȱmayȱbeȱunderstandableȱif,ȱfromȱthisȱperspective,ȱconvenȬ
tionalȱstudiesȱofȱmusicȱfavourȱfocusȱonȱreadilyȱidentifiableȱmusicalȱinȬ
dividualsȱatȱtheȱexpenseȱofȱtheȱfacelessȱmasses;ȱbutȱoneȱconsequenceȱof
suchȱ institutionalisedȱauteurcentrismȱ isȱ that,ȱbyȱprivilegingȱauthorial
intentȱandȱskill,ȱitȱmarginalisesȱandȱdisqualifiesȱtheȱdemonstrableȱmuȬ
sicalȱcompetenceȱofȱindividualsȱcomprisingȱtheȱmusic’sȱaudience.8ȱAuȬ
thorshipȱ isȱconflatedȱwithȱauthority,ȱsoȱ toȱspeak:ȱmoreȱ importanceȱ is
attributedȱtoȱintendedȱmeaningȱthanȱtoȱitsȱperception,ȱtheȱsign’sȱobject
(inȱPeirce’sȱsense)ȱtakingȱprideȱofȱplaceȱoverȱitsȱinterpretants.ȱHowever,

asȱweȱsawȱwithȱtheȱStrawbs’ȱsongȱPartȱOfȱTheȱUnionȱ(p.184,ff.ȱ*)ȱand
withȱtheȱtitleȱthemeȱIȱrecordedȱforȱSwedishȱradioȱ(p.186,ff.),ȱassigning
semioticȱprivilegeȱtoȱtheȱpoïeticȱpoleȱcanȱbeȱfatalȱbecause,ȱwhateverȱauȬ
thorialȱintentionȱmayȱhaveȱbeen,ȱlistenersȱareȱtheȱfinalȱarbitersȱofȱmusiȬ
calȱ meaning.ȱ Itȱ isȱ they,ȱ notȱ me,ȱ notȱ Theȱ Strawbs,ȱ norȱ anyȱ other
‘transmitter’,ȱwhoȱformȱitsȱfinalȱinterpretants,ȱtheyȱwhoȱuseȱtheȱmusic

inȱparticularȱsocioculturalȱcontexts,ȱtheyȱwhoȱnegotiateȱandȱadaptȱthe
music’sȱmeaningsȱafterȱ itȱhasȱ leftȱauthorialȱhands.ȱBesides,ȱ thereȱare
manyȱmoreȱofȱthemȱthanȱofȱmeȱorȱofȱTheȱStrawbs.ȱPutȱtersely,ȱtheȱfinal
proofȱofȱtheȱsemiomusicalȱpuddingȱisȱinȱitsȱeating.ȱ

NoneȱofȱthisȱmeansȱtoȱsayȱthatȱdiscussionȱofȱauthorialȱintentionȱisȱirrelȬ
evantȱtoȱtheȱdiscussionȱofȱmusicalȱsemiosis.ȱHowever,ȱtheȱsixȱreasons
justȱpresentedȱsuggestȱthatȱitȱwouldȱbeȱinadvisableȱtoȱprioritiseȱpoïesis
inȱtheȱinvestigationȱofȱmusicalȱmeaningȱinȱeverydayȱlife,ȱmoreȱprudent
andȱproductiveȱtoȱturnȱprimarilyȱtoȱitsȱfinalȱarbitersȱsoȱthatȱtheȱexistȬ
enceȱorȱnonȬexistenceȱofȱsharedȱinterpretantsȱcanȱbeȱstudiedȱonȱtheȱbaȬ
sisȱ ofȱ someȱ sortȱ ofȱ empiricalȱ evidence.ȱ Sharedȱ interpretants,ȱ ifȱ they
exist,ȱcanȱbeȱobservedȱatȱtwoȱgeneralȱlevels,ȱoneȱmoreȱethnographic,ȱthe
otherȱmoreȱconnotative,ȱmoreȱexplicitlyȱsemiotic.

8. Seeȱalsoȱunderȱ‘Law,ȱeconomy,ȱtechnology,ȱsubjectivity’ȱ(p.124,ff.),ȱespeciallyȱaboutȱ
‘romanticisedȱauteurcentrism’ȱ(p.129).ȱAesthesicȱcompetenceȱisȱprofuselyȱdocuȬ
mentedȱinȱtheȱresponsesȱtoȱTenȱLittleȱTitleȱTunesȱ(Taggȱ&ȱClarida,ȱ2003:769Ȭ794).

http://www.tagg.org/bookxtrax/NonMuso/mp3s/StrawsPArtOfUnionPart.mp3
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Ethnographicȱintersubjectivity
BehaviouralȱandȱdemographicȱintersubjectivityȱcanȱbeȱobservedȱethnoȬ
graphicallyȱandȱinvolvesȱsuchȱfactorsȱas:9ȱ
• listeningȱmode,ȱe.g.ȱwhetherȱtheȱmusicȱunderȱanalysisȱisȱplayedȱinȱ

theȱbackgroundȱorȱifȱit’sȱmoreȱtheȱfocusȱofȱaudienceȱattention;ȱ
• listeningȱvenue,ȱe.g.ȱifȱtheȱmusicȱisȱheardȱinȱaȱcar,ȱatȱhome,ȱinȱpublicȱ

spaces,ȱinȱclubsȱorȱbars,ȱorȱatȱaȱplaceȱofȱworship,ȱthroughȱspeakersȱ
orȱheadphones,ȱliveȱorȱprerecorded;ȱ

• listenerȱactivity,ȱe.g.ȱwhetherȱtheȱmusicȱincitesȱtheȱaudienceȱtoȱsingȱ
orȱdance,ȱstrollȱorȱmarch,ȱtoȱriseȱupȱorȱsitȱdown,ȱtoȱbreakȱintoȱtearsȱ
orȱoutȱlaughing,ȱtoȱwakeȱupȱorȱgoȱtoȱsleep,ȱetc.ȱ

• culturalȱlocationȱ(‘scene’),ȱincludingȱdemographic,ȱhistorical,ȱgeoȬ
graphical,ȱethnic,ȱlinguisticȱandȱsartorialȱinformation;ȱe.g.ȱifȱtheȱ
musicȱis/wasȱmadeȱand/orȱheard/usedȱbyȱmiddleȬclassȱSwedesȱinȱ
theirȱthirtiesȱaroundȱ1975,ȱbyȱyoungȱmaleȱgangȱmembersȱinȱSouthȱ
L.A.ȱinȱtheȱ1980s,ȱbyȱelderlyȱKosovoȱAlbaniansȱinȱtheȱ1990s,ȱbyȱexileȱ
TamilsȱinȱToronto,ȱbyȱgoths,ȱpunks,ȱlagerȱloutsȱorȱbankȱexecutivesȱ
wearingȱbaggyȱjeans,ȱnationalȱcostume,ȱpinȬstripedȱsuits,ȱflipȬflops,ȱ
denimȱorȱclubwear,ȱetc.10

Observationsȱ ofȱ theȱ sortȱ justȱ listedȱ canȱ provideȱ usefulȱ information

aboutȱcertainȱaspectsȱofȱmusicalȱmeaning.ȱIfȱweȱthinkȱofȱmusicalȱstrucȬ
tureȱinȱtermsȱofȱsignsȱandȱofȱresponsesȱobservedȱonȱhearingȱthatȱmusic

inȱtermsȱofȱinterpretants,ȱitȱfollowsȱthatȱaȱparticularȱpieceȱorȱextractȱof
musicȱgivingȱriseȱtoȱobservableȱsimilaritiesȱofȱreasonablyȱconsistentȱauȬ
dienceȱresponseȱinȱtheȱformȱofȱparticularȱtypesȱofȱactivity,ȱemotionȱor
connotationȱimpliesȱthatȱtheȱmusicȱinȱquestionȱinȱsomeȱsenseȱsignifies
theȱcomplexȱofȱphysical,ȱsocial,ȱculturalȱandȱemotionalȱresponseȱwith

whichȱit’sȱassociatedȱorȱwhichȱitȱappearsȱtoȱelicit.ȱTheȱonlyȱproblemȱis
thatȱsomeȱofȱtheȱpointsȱlistedȱabove,ȱespeciallyȱthoseȱincludedȱunderȱlisȬ

9. Seeȱalsoȱ’Parametersȱofȱparamusicalȱexpression’ȱ(p.ȱ 268),ff.
10. TheȱSwedishȱ‘scene’ȱisȱthatȱenvisagedȱinȱmyȱanalysisȱofȱAbba’sȱFernandoȱ(Tagg,ȱ

2000b),ȱtheȱParisianȱoneȱthatȱofȱtheȱFrenchȱaccordionȱandȱvalsesȱmusettesȱ(pp.ȱ163,ȱ
526,ȱ547).ȱTheȱbaggyȱjeansȱandȱSouthȱL.A.ȱareȱmoreȱlikelyȱtoȱbeȱindicativeȱofȱgangstaȱ
rap,ȱdenimȱandȱstuddedȱbeltsȱofȱvariousȱtypesȱofȱrock,ȱclubwearȱwithȱraveȱculture,ȱ
etc.ȱI’veȱnoȱideaȱwhatȱmusicȱwouldȱbeȱassociatedȱwithȱelderlyȱKosovoȱAlbaniansȱ
(maybeȱtheȱçiftelia)ȱnorȱwithȱtheȱlisteningȱhabitsȱofȱTamilȱTorontonians.ȱSeeȱalsoȱ
underȱ’Parametersȱofȱparamusicalȱexpression’ȱ(p.ȱ268ȱff.)
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teningȱmodeȱandȱdemographicȱlocation,ȱwillȱvaryȱconsiderablyȱinȱtermsȱof
semiosisȱdependingȱonȱculturalȱcontext,ȱespeciallyȱinȱrelationȱtoȱwhich
audienceȱisȱidentifiedȱatȱtheȱreceivingȱendȱofȱtheȱmusicalȱcommunication

process.ȱDifferentȱ audiencesȱ inȱdifferentȱ culturalȱ circumstancesȱ give
riseȱtoȱdifferentȱpatternsȱofȱsharedȱsubjectivityȱinȱrelationȱtoȱtheȱsame

music.ȱSinceȱoneȱ singleȱ setȱofȱ intersubjectivelyȱ sharedȱ responsesȱ can
neverȱbeȱappliedȱtoȱallȱaudiencesȱatȱallȱtimesȱinȱallȱsituations,11ȱitȱisȱvital,
whenȱusingȱpatternsȱofȱintersubjectivityȱobservedȱatȱtheȱreceivingȱend
ofȱtheȱcommunicationȱprocessȱasȱaȱbasisȱforȱdiscussingȱquestionsȱofȱmuȬ
sicalȱmeaning,ȱtoȱbeȱclearȱaboutȱwhichȱaudienceȱyouȱareȱreferringȱtoȱin
whichȱhistoricalȱandȱculturalȱcircumstances.ȱSuchȱdemographicȱpreciȬ
sionȱisȱalsoȱessentialȱwhenȱitȱcomesȱtoȱtheȱmainȱsourceȱofȱuserȱinformaȬ
tionȱdiscussedȱinȱthisȱchapter:ȱconnotativeȱintersubjectivity.ȱ

Receptionȱtestsȱ
Connotativeȱ intersubjectivityȱ involvesȱ indirectȱ observationsȱ about
sharedȱresponsesȱtoȱmusic.ȱSuchȱobservationsȱareȱoftenȱmadeȱthrough
theȱmediationȱofȱwordsȱdescribingȱwhatȱlistenersȱsee,ȱfeel,ȱimagineȱor
otherwiseȱassociateȱtoȱwhenȱhearingȱaȱparticularȱpieceȱorȱextractȱofȱmuȬ
sic.ȱInȱtheȱinterestsȱofȱbrevityȱI’llȱcallȱ‘aȱparticularȱpieceȱorȱextractȱofȱmuȬ
sic’ȱtheȱmusicalȱanalysisȱobjectȱ—AOȱforȱshortȱ(Glossary,ȱp.ȱ582)—ȱandȱI’ll
referȱtoȱ‘theȱverbalȱexpressionȱofȱwhatȱlistenersȱsee,ȱfeel,ȱimagineȱorȱothȬ
erwiseȱassociateȱto’ȱasȱverbalȬvisualȱassociationsȱ—VVAsȱforȱshort.12ȱ

VVAsȱ inȱ responseȱ toȱ aȱ particularȱAOȱ canȱ ofȱ courseȱ beȱ gatheredȱ by
studyingȱwritingsȱaboutȱtheȱAOȱinȱreviews,ȱinlayȱorȱsleeveȱnotes,ȱblogs,
etc;13ȱbutȱitȱcanȱoftenȱbeȱproductiveȱtoȱaskȱlistenersȱdirectlyȱforȱtheirȱreȬ
sponseȱtoȱmusic,ȱeitherȱ inȱconversationȱorȱbyȱmeansȱofȱaȱreceptionȱtest.
Theȱ immediacyȱ andȱ informalityȱ ofȱ oneȬtoȬoneȱ conversationsȱ more

closelyȱ resembleȱeverydayȱ listeningȱ situationsȱbutȱ theirȱ transcription
andȱsemioticȱcollocation,ȱinȱadditionȱtoȱtheȱtaskȱofȱactuallyȱconducting

11. Seeȱtheȱrefutationȱofȱ‘universal’ȱmusicȱinȱChapterȱ2ȱ(p.47,ff.)ȱandȱtheȱdiscussionȱofȱ
codalȱincompetenceȱandȱinterferenceȱinȱChapterȱ5ȱ(pp.179Ȭ189).

12. VisualȬverbalȱmediationȱofȱmusicalȱmessageȱposesȱanȱobviousȱmethodologicalȱ
problem.ȱThatȱproblemȱisȱdiscussedȱunderȱ§7,ȱp.219,ff.ȱ

13. Theȱconnotativeȱverbalȱdescriptionsȱofȱmusicȱfoundȱinȱlibraryȱmusicȱproductionsȱ
areȱparticularlyȱusefulȱinȱtheȱsemioticȱanalysisȱofȱmusicȱ(seeȱpp.ȱ223Ȭ227).ȱ
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thoseȱconversations,ȱcanȱbeȱveryȱtimeȱconsuming.ȱReceptionȱtestsȱalso
demand,ȱasȱweȱshallȱsee,ȱtheirȱfairȱshareȱofȱsemioticȱcollocationȱwork

butȱtheyȱhaveȱtheȱdistinctȱadvantageȱofȱneedingȱnoȱtranscriptionȱand
canȱbeȱrunȱonȱmanyȱrespondentsȱatȱtheȱsameȱtime.ȱSuchȱtests,ȱitȱshould
beȱadded,ȱaren’tȱtestsȱinȱtheȱusualȱsenseȱofȱtheȱword:ȱtheyȱinȱnoȱwayȱtest
theȱskillȱofȱlistenersȱtoȱprovideȱ‘rightȱanswers’ȱinȱtheȱformȱofȱpreviously
determinedȱVVAsȱinȱresponseȱtoȱtheȱAO.ȱTheȱonlyȱthingȱtheyȱdoȱtestȱare
hypothesesȱaboutȱwhatȱanȱAOȱmightȱ ‘mean’ȱandȱ listenerȱresponsesȱ to
thatȱtestȱareȱsupposedȱtoȱhelpȱverifyȱorȱfalsifyȱthoseȱhypotheses.

Receptionȱtestsȱcanȱbeȱconductedȱliveȱinȱaȱclassroomȱsituationȱorȱposted
onȱtheȱinternet.ȱOneȱadvantageȱwithȱliveȱreceptionȱtestsȱisȱthatȱyouȱhave
aȱcaptiveȱaudienceȱwhoseȱresponsesȱyouȱcanȱcollectȱonȱtheȱspot.ȱAȱdisȬ
tinctȱdisadvantageȱ isȱ thatȱ classroomsȱareȱ supposedȱ toȱbeȱ sitesȱofȱ raȬ
tionalȱ discourseȱ ratherȱ thanȱ ofȱ theȱ holistic,ȱ lateralȱ andȱ synaesthetic
typesȱofȱ cognitionȱassociatedȱwithȱmusic,ȱasȱdiscussedȱ inȱChapterȱ2.
Thereȱareȱatȱleastȱtwoȱwaysȱofȱminimisingȱthatȱcognitiveȱcontradiction.
Youȱcan:ȱ [1]ȱpresentȱveryȱ shortȱmusicȱexamplesȱ thatȱgiveȱ littleȱorȱno
timeȱforȱrationalȱreflexionȱorȱintellectualȱreasoningȱand,ȱifȱyou’reȱtesting
moreȱthanȱoneȱexample,ȱleaveȱlittleȱorȱnoȱtimeȱforȱdeductiveȱthinking
betweenȱeachȱexample;ȱ[2]ȱmoreȱimportantly,ȱyouȱcanȱgiveȱrespondents
clearȱ instructionsȱ underliningȱ thatȱ you’reȱ lookingȱ forȱ immediateȱ reȬ
sponsesȱtoȱmusic,ȱnotȱforȱverballyȱwellȬreasonedȱargumentationȱorȱhigh
standardsȱofȱwriting.14

Internetȱreceptionȱtestsȱalsoȱhaveȱprosȱandȱcons.ȱOneȱobviousȱdrawback

isȱ thatȱ someȱ individualsȱmayȱ listenȱmoreȱ timesȱ orȱmoreȱ attentively
throughȱbetterȱsoundȱequipmentȱandȱspendȱ longerȱ formulatingȱ their
responseȱthanȱothers.ȱSuchȱvariationȱofȱlisteningȱattitudeȱandȱsituation
canȱgenerateȱdataȱthatȱmayȱbeȱirrelevantȱtoȱwhatȱyouȱwantȱtoȱtest.ȱThey
canȱproduceȱextraneousȱvariationsȱ inȱ responseȱ thatȱareȱ lessȱ likelyȱ to
ariseȱinȱtheȱuniformȱclassroomȱsituationȱandȱthatȱmayȱintroduceȱvariaȬ
blesȱ thatȱaren’tȱpartȱofȱ theȱexercise.14ȱThisȱ riskȱ canȱbeȱ reducedȱ ifȱ reȬ
spondentsȱareȱgivenȱclearȱinstructionsȱaboutȱhowȱtheyȱareȱsupposedȱto
listenȱtoȱtheȱmusicȱexample[s]ȱinȱquestion.

14. Seeȱpageȱ207ȱforȱanȱexampleȱofȱreceptionȱtestȱinstructions.
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Theȱadvantagesȱofȱinternetȱtestingȱare:ȱ[1]ȱyouȱavoidȱproblemsȱofȱillegiȬ
bleȱhandwritingȱbecauseȱsubjectsȱenterȱtheirȱresponsesȱviaȱaȱcomputer

keyboard;ȱ[2]ȱyouȱcanȱcutȱandȱpasteȱresponsesȱintoȱwhateverȱdocument

youȱneedȱtoȱproduceȱwhenȱwritingȱupȱtheȱresults;ȱ[3]ȱtheȱtestȱenvironȬ
mentȱwillȱprobablyȱ resembleȱ thatȱofȱeverydayȱ listeningȱmoreȱclosely
thanȱdoesȱtheȱclassroomȱsituation.15ȱ
Atȱleastȱfourȱmainȱissuesȱneedȱtoȱbeȱaddressedȱbeforeȱyouȱactuallyȱtest
anyȱmusicȱonȱanyȱrespondentsȱunderȱanyȱcircumstances.ȱ
• Whichȱmusic’sȱmeaningsȱdoȱyouȱwantȱtoȱtest?ȱ
• Whoȱdoȱyouȱwantȱtoȱtestȱthoseȱmeaningsȱon?
• Whatȱsortȱofȱlisteningȱattitudeȱshouldȱrespondentsȱideallyȱadopt?
• Inȱwhatȱformȱdoȱyouȱwantȱtheȱresponses?

Thoseȱ fourȱquestionsȱgiveȱ riseȱ toȱ severalȱotherȱ importantȱ consideraȬ
tionsȱofȱwhichȱ there’sȱroomȱhereȱ toȱmentionȱ justȱaȱ few.ȱFirstly,ȱyou’ll
needȱtoȱdecideȱifȱyouȱwantȱtoȱtestȱresponsesȱforȱseveralȱpiecesȱorȱ just
one,ȱorȱ ifȱyouȱwantȱtoȱconcentrateȱonȱoneȱorȱ twoȱshortȱextractsȱhighȬ
lightingȱparticularȱpointsȱofȱmusicalȱstructureȱandȱmeaningȱinsideȱone
andȱtheȱsameȱpiece.ȱHereȱit’sȱworthȱrememberingȱthatȱtheȱmoreȱpieces
orȱextractsȱyouȱincludeȱinȱaȱbatteryȱofȱtestȱexamples,ȱtheȱmoreȱlistener
responsesȱareȱlikelyȱtoȱbeȱinfluencedȱbyȱwhatȱtheyȱjustȱheard.ȱForȱexamȬ
ple,ȱ aȱ suspenseȬchordȱ stabȱprecededȱ byȱ aȱ thrashȱmetalȱ riffȱmayȱnot
soundȱasȱthreateningȱasȱafterȱaȱwistfulȱballad.ȱSimilarly,ȱtheȱlongerȱthe
exampleȱorȱextractȱyouȱplayȱtoȱyourȱlisteners,ȱtheȱmoreȱlikelyȱitȱisȱtoȱinȬ
volveȱsomeȱsortȱofȱnarrative,ȱi.e.ȱtoȱ‘goȱelsewhere’ȱorȱtoȱmoveȱthrough
moreȱthanȱjustȱoneȱrelativelyȱcoherentȱmusogenicȱsemanticȱfield.ȱThat
canȱcauseȱproblemsȱifȱyou’reȱtestingȱhypothesesȱofȱsignificationȱrelating
toȱoneȱsuchȱsingleȱsetȱofȱmusicalȱstructuresȱorȱtoȱjustȱoneȱmusogenicȱseȬ
manticȱfield;ȱbutȱifȱyou’reȱinterestedȱinȱVVAsȱelicitedȱbyȱmusicalȱnarraȬ
tiveȱaȱlongerȱtestȱexampleȱwillȱbeȱnecessaryȱtoȱdiscoverȱhowȱmuchȱyour
respondentsȱhearȱprocessesȱroughlyȱverbalisableȱinȱconceptsȱlikeȱABOUT
TO,ȱ THEN,ȱ SUDDENLY,ȱ GRADUALLY,ȱ CHANGESȱ TO…,ȱ ALLȱ THEȱ TIME,ȱ ONCE

AGAIN,ȱJUSTȱBEFORE…,ȱAFTERȱWHICH…,ȱetc.16ȱ

15. Seeȱpageȱ207ȱforȱanȱexampleȱofȱreceptionȱtestȱinstructions.ȱSeeȱChapterȱ11ȱ(p.ȱ383,ȱ
ff.)ȱforȱdiscussionȱofȱdiataxisȱ(narrativeȱform).ȱ
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Secondly,ȱifȱyouȱwantȱtoȱtestȱhypothesesȱofȱmusicalȱsignificationȱwithȬ
outȱ respondentsȱ beingȱ influencedȱ byȱ verbalȱ orȱ visualȱmessage,ȱ you
needȱtoȱconsider,ȱinȱtheȱcaseȱofȱaȱsong,ȱconcentratingȱonȱinstrumental

passagesȱorȱchoosingȱaȱsongȱwithȱlyricsȱinȱaȱlanguageȱthatȱrespondents
don’tȱunderstand.ȱInȱtheȱcaseȱofȱmusicȱandȱtheȱmovingȱimageȱit’sȱoften
worthȱselectingȱrelevantȱinstrumentalȱextractsȱfromȱtheȱsoundtrackȱalȬ
bumȱor,ȱfailingȱthat,ȱplayingȱextractsȱfromȱtheȱfullȱsoundtrackȱthatȱconȬ
tainȱasȱlittleȱdialogueȱandȱasȱfewȱsoundȱeffectsȱasȱpossible.ȱOnȱtheȱother
hand,ȱyouȱmightȱactuallyȱwantȱtoȱfocusȱonȱvocalȱproductionȱorȱonȱthe
effectsȱofȱmusicȱinȱconjunctionȱwithȱimages.ȱInȱthoseȱcasesȱyou’llȱprobȬ
ablyȱ haveȱ toȱ constructȱ yourȱ ownȱ testȱ examples,ȱ juxtaposingȱ twoȱ or
moreȱdifferentȱvocalisationsȱofȱ theȱsameȱ lyrics,ȱor,ȱ inȱ theȱcaseȱofȱpicȬ
tures,ȱeitherȱtwoȱorȱmoreȱdifferentȱmusicsȱtoȱtheȱsameȱimagesȱorȱdifferȬ
entȱvisualȱsequencesȱtoȱtheȱsameȱmusic.ȱOfȱcourse,ȱifȱyouȱwantedȱtoȱtest
theȱeffectsȱofȱlyricsȱonȱmusicalȱmessageȱyouȱwouldȱhaveȱtoȱconstructȱexȬ
amplesȱwithȱdifferentȱlyricsȱtoȱtheȱsameȱmusicȱorȱdifferentȱmusicȱtoȱthe
sameȱlyrics.ȱSuchȱcrossȬtestingȱcanȱbeȱveryȱusefulȱbutȱitȱposesȱoneȱprobȬ
lemȱofȱmethod.17ȱTheȱdifficultyȱisȱthatȱifȱrespondentsȱhearȱinȱsuccession
identicalȱmusicȱwithȱdifferentȱverbalȱorȱvisualȱaccompaniment,ȱorȱdifȬ
ferentȱmusicsȱaccompanyingȱtheȱsameȱwordsȱorȱvisuals,ȱorȱtheȱsameȱvoȬ
calȱ statementȱ treatedȱ inȱ differentȱwaysȱ atȱ theȱmixingȱ desk,ȱ listener
attentionȱwillȱautomaticallyȱbeȱfocusedȱonȱthoseȱdifferences.ȱSinceȱthat
kindȱofȱfocusȱrarelyȱoccursȱunderȱtheȱsortȱofȱeverydayȱlisteningȱcondiȬ
tionsȱwhichȱyouȱmightȱideallyȱwantȱtoȱreplicateȱinȱaȱtestȱsituation,ȱyou

16. Thisȱcategoryȱofȱresponse,ȱEpisodicȱTimeȱPositionȱ(VVAsȱrelatingȱtoȱtimeȱwithinȱtheȱ
imaginedȱnarrative),ȱisȱnumberedȱ03ȱinȱtheȱVVAȱtaxonomyȱoverviewȱpresentedȱ
belowȱ(p.209,ff.),ȱbasedȱinȱitsȱturnȱonȱtheȱtaxonomyȱinȱTLTTȱ(745Ȭ768).ȱTheȱsemiosisȱ
ofȱepisodicȱtimeȱisȱdiscussedȱatȱtheȱstartȱofȱourȱanalysisȱofȱtheȱthemeȱfromȱAȱStreetcarȱ
NamedȱDesireȱ(TLTT:ȱ551Ȭ562).

17. Lacasseȱ(2000:ȱ153Ȭ166)ȱtreatedȱtheȱsameȱrecordedȱvocalȱstatementȱinȱeightȱdifferentȱ
ways:ȱ[1]ȱreverb,ȱ[2]ȱdistortion,ȱ[3]ȱflanging,ȱ[5]ȱecho,ȱ[6]ȱ‘telephone’ȱfilter,ȱ[7]ȱslapȱ
echoȱandȱ[8]ȱharmoniser,ȱallȱinȱadditionȱtoȱ[0]ȱnormalȱ(untreated).ȱLacasseȱnotesȱ
(p.161)ȱ‘thatȱDISTORTIONȱwasȱconsidered…ȱmalevolent,ȱwithȱlittleȱpotency,…ȱquiteȱ
unnatural,ȱwithȱnoȱspecificȱconnotationȱregardingȱtime,ȱveryȱunstable,ȱquiteȱfarȱ
[away],ȱaȱlittleȱprofaneȱandȱneitherȱsadȱnorȱhappy.’…ȱ‘[N]ORMALȱVOICEȱwasȱperceivedȱ
as…ȱquiteȱbenevolent,ȱindifferentlyȱpotent,ȱveryȱnatural,’…ȱquiteȱstable,ȱquiteȱclose,ȱ
withȱnoȱreligiousȱconnotation,ȱneitherȱhappyȱnorȱsad.’
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couldȱtryȱplayingȱsomeȱofȱtheȱexamplesȱtoȱoneȱgroupȱofȱlistenersȱand
theȱ othersȱ toȱ differentȱ butȱ demographicallyȱ similarȱ respondents.ȱOf
course,ȱthatȱprocedureȱinvolvesȱmoreȱworkȱandȱraisesȱotherȱproblems,

forȱexampleȱtheȱtaskȱofȱverifyingȱtoȱwhatȱextentȱtheȱdifferentȱrespondȬ
entȱgroupsȱareȱinȱfactȱculturallyȱandȱdemographicallyȱsimilar.ȱ

Thirdly,ȱtheȱsecondȱofȱtheȱfourȱmainȱquestionsȱposedȱatȱtheȱstartȱofȱthis
subsectionȱ(p.202)ȱaskedȱwhatȱsortȱofȱaudienceȱyouȱhaveȱ inȱmindȱfor
yourȱ receptionȱ test.ȱYouȱmight,ȱ forȱ example,ȱwantȱ toȱ concentrateȱon
fans,ȱdevoteesȱorȱexpertsȱofȱaȱparticularȱtypeȱofȱmusic;ȱorȱmaybeȱyou’d
preferȱtoȱuseȱasȱwideȱandȱheterogeneousȱaȱpopulationȱasȱpossible.ȱIn
theȱ firstȱ instanceȱ it’sȱaȱgoodȱ ideaȱ toȱalsoȱ testȱyourȱAO[s]ȱonȱaȱcontrol
groupȱofȱ‘nonȬexperts’ȱtoȱfindȱoutȱwhatȱVVAsȱareȱspecificȱtoȱfansȱand
whichȱareȱsharedȱbyȱaȱwiderȱcommunity.18ȱInȱeitherȱcase,ȱit’sȱessentialȱto
gatherȱstandardȱdemographicȱandȱotherȱculturallyȱrelevantȱdataȱfrom
eachȱrespondent.19ȱȱȱ

Theȱfourthȱquestionȱ—inȱwhatȱformȱdoȱyouȱwantȱtheȱresponses?—ȱisȱbasiȬ
callyȱ anȱ issueȱ ofȱmultipleȱ choiceȱ versusȱ unguidedȱ association.ȱMultiple

choiceȱanswersȱareȱmuchȱeasierȱtoȱdealȱwithȱbecauseȱtheyȱpresentȱno
problemsȱofȱlegibilityȱandȱbecauseȱtheyȱconvertȱconvenientlyȱintoȱstaȬ
tistics.ȱHowever,ȱmultipleȱchoiceȱtestsȱwillȱbeȱmethodologicallyȱflawed

ifȱyouȱcan’tȱconvincinglyȱexplainȱwhichȱprocessesȱ ledȱyouȱ toȱexclude
everyȱthinkableȱresponseȱpossibilityȱandȱtoȱincludeȱonlyȱtheȱveryȱfew
alternativesȱyouȱallowȱrespondentsȱtoȱselectȱfrom.ȱ

Unguidedȱassociationȱ

Thereȱareȱseveralȱimportantȱadvantagesȱinȱusingȱunguidedȱassociation.
TheȱfirstȱpointȱisȱthatȱalthoughȱtheȱrelativeȱimmediacyȱofȱresponseȱinȬ
volvedȱinȱnotingȱaȱfewȱwordsȱonȱaȱblankȱscreenȱorȱsheetȱofȱpaperȱdoes

18. Seeȱ‘supplementaryȱassociations’ȱinȱCollinsȱ(2002:245;ȱ355Ȭ358)ȱforȱexplanationȱofȱ
howȱbothȱfansȱofȱindustrialȱandȱthoseȱlessȱfamiliarȱwithȱtheȱgenreȱenvisageȱtheȱsameȱ
sortȱofȱdystopianȱscenarioȱtoȱtheȱsameȱmusicȱbutȱhowȱsomeȱnonȬfansȱreportȱimagesȱ
ofȱfascismȱwhileȱsuchȱconnotationsȱareȱtotallyȱabsentȱinȱtheȱfans’ȱresponses.

19. Age,ȱgender,ȱplaceȱofȱresidenceȱareȱusuallyȱmandatory.ȱEthnicity,ȱeducation,ȱdegreeȱ
ofȱfamiliarityȱwithȱtheȱmusicȱinȱquestion,ȱetc.ȱcanȱalsoȱbeȱuseful,ȱifȱnotȱessential.ȱItȱallȱ
dependsȱonȱwhatȱyouȱreallyȱwantȱtoȱfindȱoutȱwithȱyourȱreceptionȱtest.
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notȱsatisfactorilyȱsimulateȱeverydayȱmusicȱlisteningȱsituations,ȱitȱdoes
soȱmuchȱlessȱinadequatelyȱthanȱhavingȱtoȱreadȱaȱpreparedȱtext,ȱputȱfigȬ
uresȱ intoȱ boxesȱ orȱ tickȱ alternativesȱ onȱ aȱ neatlyȱ preparedȱ testȱ form.

Moreover,ȱtheȱMULTIPLEȱinȱ‘multipleȱchoice’ȱisȱreallyȱaȱmisnomerȱinȱthat
suchȱ testsȱrestrictȱ listenerȱresponseȱoptionsȱmuchȱmoreȱseverelyȱ than
doesȱaȱblankȱsheetȱorȱcomputerȱscreenȱanswerȱboxȱprecededȱbyȱaȱfew
basicȱ instructions.20ȱ Inȱ factȱ it’sȱ reasonableȱ toȱ interpretȱeachȱ freelyȱ inȬ
ducedȱresponseȱasȱculturallyȱmoreȱsignificantȱthanȱmultipleȱchoiceȱanȬ
swersȱbecauseȱ eachȱ responseȱ isȱ activelyȱ createdȱbyȱ theȱ listenerȱwith

musicȱasȱmainȱstimulusȱwithoutȱtheȱrestrictionsȱofȱaȱlimitedȱnumberȱof
readyȬmadeȱalternatives.ȱInȱadditionȱtoȱtheseȱadvantages,ȱitȱshouldȱbe
rememberedȱthatȱoneȱmainȱaimȱofȱtheȱsortȱofȱmusicalȱreceptionȱtestȱdisȬ
cussedȱhereȱisȱtoȱfindȱoutȱhowȱpeopleȱrelateȱmusicȱtoȱotherȱphenomena

thanȱjustȱmusic.ȱLikeȱitȱorȱnot,ȱusingȱmultipleȱchoiceȱtestingȱimpliesȱa
largeȱdegreeȱofȱcertaintyȱasȱtoȱwhatȱalternativesȱoughtȱandȱoughtȱnotȱto
beȱincludedȱinȱconnectionȱwithȱeachȱAO.ȱSinceȱveryȱfewȱscholars,ȱifȱany,
canȱ layȱ claimȱ toȱ suchȱ certaintyȱwhenȱ itȱ comesȱ toȱmusicalȱmeanings,

multipleȱchoiceȱtestingȱcannotȱbeȱconsideredȱtheȱwisestȱoption.

AnotherȱproblemȱwithȱmultipleȬchoiceȱmethodsȱofȱgatheringȱmusical

receptionȱdataȱisȱthatȱtheyȱhaveȱtendedȱtoȱfavourȱadjectivesȱdescribing
generalȱmoodsȱorȱemotionsȱandȱtoȱavoidȱreportingȱotherȱtypesȱofȱ lisȬ
tenerȱresponse.21ȱThisȱkindȱofȱaffectiveȱadjectivalȱbiasȱhasȱmeantȱ that
extremelyȱ commonȱ typesȱ ofȱVVAȱ likeȱpeopleȱ (e.g.ȱVILLAIN,ȱ PRINCESS,

TEENAGERS,ȱ LOVERS,ȱ JAMESȱ BOND),ȱ objectsȱ (e.g.ȱ CAR,ȱ CRINOLINE,ȱ CIGAȬ
RETTES,ȱSHAMPOO,ȱNEONȱLIGHTS),ȱsettingsȱ(e.g.ȱSEA,ȱFIELDS,ȱCHURCH,ȱSTREET,
SUBURB,ȱPARIS,ȱDISTANTȱGALAXY;ȱMEDIEVAL,ȱ1950S,ȱDISTANTȱFUTURE;ȱARISTOȬ
CRATIC,ȱ WORKINGȱ CLASS)ȱ areȱ usuallyȱ absentȱ fromȱ suchȱ studies.ȱ Of
course,ȱaffectiveȱadjectivesȱlikeȱSAD,ȱHAPPY,ȱPLEASANT,ȱUNPLEASANT,ȱROȬ
MANTIC,ȱCALM,ȱ THREATENINGȱareȱallȱperfectlyȱviableȱ coȬdescriptorsȱof
musicalȱ experienceȱ andȱ mustȱ alsoȱ beȱ takenȱ intoȱ accountȱ butȱ they

20. Toȱbecomeȱtrulyȱmultipleȱinȱstudiesȱofȱmusicalȱconnotation,ȱmultipleȱchoiceȱformsȱ
wouldȱhaveȱtoȱbeȱvoluminous,ȱrequiringȱrespondentsȱtoȱreadȱthroughȱaȱplethoraȱofȱ
alternativesȱbeforeȱeachȱpiece.ȱAnȱexampleȱofȱ‘basicȱinstructions’ȱisȱonȱpageȱ207.

21. Seeȱ‘GeneralȱAffectiveȱAttributes’,ȱ§1ȱinȱtheȱTaxonomyȱofȱVVAsȱ(p.209,ff.).ȱSeeȱpp.ȱ
71Ȭ78ȱandȱTaggȱ(1987b:ȱ284Ȭ5)ȱforȱproblemsȱwithȱ‘emotionȱwords’,ȱandȱ§7ȱ(p.219)ȱforȱ
theoreticalȱissuesȱaboutȱverbalisingȱtheȱvisual.ȱ
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shouldȱneverȱbeȱtheȱexclusive,ȱnorȱnecessarilyȱtheȱprimary,ȱfocusȱofȱreȬ
ceptionȱtests.ȱIfȱtheyȱare,ȱresponseȱdataȱcanȱbecomeȱskewedȱandȱmisȬ
leadinglyȱ vague,ȱ forȱ notȱ onlyȱ willȱ physical,ȱ historicalȱ andȱ social
connotationȱbeȱabsent:ȱsoȱwillȱmusic’sȱobviousȱcapacityȱtoȱcommunicate

notionsȱofȱspace,ȱgestureȱandȱmovement.22ȱ

Toȱconcretiseȱ theȱ issueȱ justȱ raised,ȱ imagineȱ twoȱsetsȱofȱ responseȱ toȱa
soundȱrecordingȱofȱaȱHammerȱhorrorȱfilmȱpasticheȱofȱJ.ȱS.ȱBach’sȱpopuȬ
larȱToccataȱandȱFugueȱinȱDȱminorȱ(1705).ȱOneȱlistenerȱrespondsȱmajestic,
ecclesiasticalȱandȱominousȱwhileȱtheȱotherȱwritesȱCountȱDraculaȱdrooling
overȱtheȱorganȱinȱhisȱdampȱandȱdegenerateȱcastleȱbeforeȱhittingȱtheȱnightȱairȱin
searchȱofȱyoungȱblood.23ȱTheȱfirstȱresponseȱcertainlyȱcontainsȱappropriate
adjectivesȱbutȱtheȱsecondȱisȱmoreȱmusogenic,ȱforȱnotȱonlyȱdoesȱitȱimply

allȱthreeȱadjectivesȱinȱtheȱfirstȱresponseȱ(COUNTȱandȱCASTLEȱareȱmajestic,

theȱORGANȱ isȱ ecclesiasticalȱ andȱ theȱ remainingȱ conceptsȱ areȱ ominous

enough);ȱitȱalsoȱconnotesȱgestural,ȱtactileȱandȱkineticȱdetailȱmissingȱin
theȱ firstȱ response:ȱ DROOLING,ȱ DAMP,ȱ DEGENERATE,ȱ HITTING,ȱ NIGHTȱ AIR,
SEARCHing,ȱYOUNGȱBLOOD.ȱInȱshort,ȱtheȱgeneralȱaffectivityȱexpressedȱby
adjectivesȱ selectedȱ fromȱmultipleȱ choiceȱ alternatives,ȱ themselvesȱ by
definitionȱaȱrestrictedȱselectionȱofȱallȱavailableȱaffectiveȱadjectives,ȱmay

seemȱ fineȱ fromȱaȱverbalȱsemanticȱviewpoint,ȱbutȱ theyȱareȱmusogeniȬ
callyȱinadequateȱ(seeȱpp.ȱ74Ȭ78).ȱTherefore,ȱifȱyouȱwantȱtoȱavoidȱtheȱpitȬ
fallȱofȱ affectiveȱ adjectivalȱ restriction,ȱwhyȱnotȱ tellȱyourȱ respondents,
beforeȱtheyȱhearȱanything,ȱsomethingȱalongȱtheȱfollowingȱlines?

22. TheȱempiricalȱintersubjectiveȱdataȱcollectedȱinȱreceptionȱtestsȱforȱtheȱsemioticȱdisȬ
cussionȱofȱTenȱTitleȱTunesȱ(Taggȱ&ȱClarida,ȱ2003)ȱconsistedȱofȱaȱtotalȱofȱ8,552ȱVVAsȱ
collectedȱofȱwhichȱ1,700ȱ(20%)ȱwereȱclassedȱasȱGENERALȱAFFECTIVE.ȱPEOPLE,ȱBEINGSȱ
ANDȱPROPSȱaccountedȱforȱ2082ȱ(24%),ȱSCENESȱ1,928ȱ(23%),ȱMOVEMENTȱSPACEȱANDȱ
TIMEȱ1,230ȱ(14%)ȱandȱMEDIAȱIMMANENTȱASSOCIATIONSȱ1,053ȱ(12%)ȱ(othersȱ7%).

23. TheȱBachȱpieceȱhasȱbecomeȱanȱunmistakableȱhorrorȱtrope.ȱItȱwasȱusedȱinȱfilmsȱlikeȱ
DrȱJekyllȱandȱMrȱHydeȱ(1931),ȱBlackȱCatȱ(1934),ȱTheȱRavenȱ(1935),ȱTheȱGhostsȱofȱBerkeleyȱ
Squareȱ(1947),ȱ20,000ȱLeaguesȱunderȱtheȱSeaȱ(1954),ȱTheȱUnearthlyȱ(1957),ȱTheȱPhantomȱ
ofȱtheȱOperaȱ(1962),ȱRollerballȱ(1975),ȱEatenȱAliveȱ(1980),ȱGremlinsȱ2ȱ(1990)ȱandȱTheȱPestȱ
(1997).ȱItȱalsoȱfeaturedȱinȱTVȱepisodesȱlikeȱ‘AttackȱofȱtheȱCybermen’ȱ(DrȱWho,ȱ1985),ȱ
‘DayȱofȱtheȱDevil’ȱ(Morse,ȱ1993),ȱ‘HauntedȱHouse’ȱ(TheȱRenȱandȱStimpyȱShow,ȱ1994),ȱ
‘MonsterȱMovie’ȱ(Supernatural,ȱ2008),ȱ‘VampireȱWeekend’ȱ(Castle,ȱ2009),ȱandȱ
‘Spooked’ȱ(TheȱOffice,ȱ2011),ȱnotȱtoȱmentionȱaȱsemiȬtechnoȱversionȱforȱIȱCastlevaniaȱ
(1986).ȱAlthoughȱmanyȱYouTubeȱpostingsȱofȱtheȱpieceȱmentionȱDracula,ȱIȱdidȱnotȱ
discoverȱaȱsingleȱreferenceȱtoȱitsȱuseȱinȱanyȱDraculaȱfilmȱ[120701].
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ȱ‘Duringȱtheȱnextȱmȱminutesȱyou’llȱhearȱnȱshortȱmusicalȱextracts.ȱI’llȱsay
theȱnumberȱofȱeachȱoneȱjustȱbeforeȱyouȱhearȱit.ȱPleaseȱnoteȱthatȱnumber

inȱtheȱleftȱmarginȱofȱtheȱpageȱandȱthenȱwriteȱdownȱwhateverȱyouȱthink
couldȱbeȱhappeningȱonȱanȱimaginaryȱfilmȱorȱTVȱscreenȱalongȱwithȱeach
extractȱyouȱhear.ȱThereȱwon’tȱbeȱmuchȱtimeȱtoȱthink,ȱnorȱtoȱwrite,ȱsoȱyou
don’tȱneedȱtoȱformulateȱcompleteȱsentencesȱorȱbotherȱaboutȱspellingȱor
grammar;ȱ justȱ jotȱdownȱtheȱimpressionsȱthatȱcomeȱintoȱyourȱheadȱfor
eachȱpieceȱofȱmusic.ȱ Itȱmightȱbeȱaȱmood,ȱorȱpeopleȱyouȱ seeȱ inȱyour
mind’sȱeye,ȱwhatȱthey’reȱdoing,ȱwhat’sȱhappeningȱ(ifȱanything),ȱwhere

andȱwhenȱit’sȱhappening,ȱwhatȱitȱfeelsȱlikeȱandȱsoȱon.’24

Theseȱwereȱ theȱbasicȱ receptionȱ testȱ instructionsȱgivenȱ toȱ theȱ 607ȱ reȬ
spondentsȱwhoseȱVVAsȱ providedȱ theȱ empiricalȱ intersubjectiveȱ data
usedȱ inȱtheȱprojectȱTenȱLittleȱTitleȱTunesȱ(TLTT).25ȱTheȱaimȱofȱthatȱtest
wasȱtoȱdiscoverȱwhatȱkindȱofȱconnotationsȱwellȬknownȱmusicalȱstrucȬ
turesȱinȱrelativelyȱunknownȱpiecesȱofȱfilmȱandȱTVȱmusicȱwouldȱelicit
fromȱaȱwideȱrangeȱofȱlisteners.ȱ

Obviously,ȱreceptionȱtestȱinstructionsȱwillȱdivergeȱfromȱthoseȱjustȱcited
dependingȱonȱwhichȱmusicȱ isȱbeingȱ testedȱonȱwhichȱrespondentsȱfor
whichȱpurposes,ȱbutȱoneȱthingȱisȱclear:ȱunguidedȱassociationȱresponses
willȱprobablyȱneedȱtoȱbeȱwrittenȱupȱandȱthatȱmeansȱputtingȱthemȱinto
someȱsortȱofȱclassificatoryȱsystem.ȱIndeed,ȱalthoughȱtheȱkindsȱofȱrecepȬ
tionȱtestȱdiscussedȱinȱthisȱchapterȱallȱinvolveȱsomeȱsortȱofȱmethodologȬ
icalȱproblem,26ȱtheyȱwillȱbeȱneitherȱunreliableȱnorȱpointlessȱasȱlongȱas
theirȱaims,ȱparametersȱandȱlimitationsȱareȱmadeȱclear.ȱInȱfact,ȱtreated
carefullyȱandȱtransparently,ȱreceptionȱtests,ȱevenȱonȱjustȱaȱsingleȱextract
ofȱmusicȱheardȱbyȱaȱmereȱhandfulȱofȱpeople,ȱcanȱprovideȱusefulȱempirȬ
icalȱ informationȱaboutȱdegreesȱofȱ intersubjectivityȱ inȱ responseȱ toȱ the
testȱpieceȱorȱextract.ȱOfȱcourse,ȱtheȱviabilityȱofȱaȱreceptionȱtestȱusingȱunȬ
guidedȱassociationȱdependsȱonȱhowȱtheȱresponsesȱitȱproducesȱareȱinterȬ
preted,ȱcollatedȱandȱpresented.ȱ

24. Ifȱrespondentsȱalsoȱtellȱyouȱifȱtheyȱthinkȱtheȱmusicȱbelongsȱtoȱaȱparticularȱstyle,ȱorȱifȱ
itȱremindsȱthemȱofȱotherȱmusic,ȱorȱofȱmusicȱbyȱaȱparticularȱbandȱorȱcomposer,ȱorȱifȱ
theȱvocalsȱremindȱthemȱofȱaȱparticularȱsinger,ȱetc.ȱyouȱwillȱincreaseȱtheȱamountȱofȱ
IOCMȱyouȱcanȱuseȱtoȱmakeȱyourȱsemioticȱanalysisȱmoreȱconvincingȱ(seeȱp.238,ff.)ȱ

25. SeeȱTLTTȱ(TenȱLittleȱTitleȱTunes)ȱp.ȱ118ȱforȱaȱfullȱversionȱofȱtheseȱinstructions.ȱSeeȱ
pp.17Ȭ19ȱforȱaȱshortȱdescriptionȱofȱtheȱprojectȱandȱtheȱbook.

26. Forȱdiscussionȱofȱproblemsȱwithȱunguidedȱreceptionȱtests,ȱseeȱp.ȱ215,ȱff.ȱ
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Classifyingȱtestȱresponsesȱ

I’veȱalreadyȱdescribedȱhow,ȱwhenȱtryingȱtoȱmakeȱsemioticȱsenseȱofȱour
respondents’ȱassociationsȱtoȱtheȱmusicȱweȱmadeȱthemȱhear,ȱBobȱClarida
andȱIȱcameȱtoȱtheȱconclusionȱthatȱtheȱtwoȱlinguisticallyȱdisparateȱVVAs
AUSTRIAȱandȱ SHAMPOOȱhadȱ toȱbeȱunderstoodȱasȱmusogenicallyȱ similar
whenȱtakenȱasȱresponsesȱtoȱoneȱandȱtheȱsameȱshortȱextractȱofȱmusic.27

Ofȱcourse,ȱ inȱorderȱ toȱargueȱ thatȱpointȱweȱhadȱ toȱknowȱ ‘howȱmuch’

AUSTRIAȱ ratherȱ than,ȱ say,ȱBRAZILȱorȱ JAPANȱandȱ ‘howȱmuch’ȱ SHAMPOO

ratherȱthan,ȱsay,ȱGUNSȱorȱCIGARETTESȱourȱrespondentsȱimaginedȱonȱhearȬ
ingȱ theȱ receptionȱ testȱpieceȱ inȱquestion.ȱThatȱ inȱ turnȱmeantȱdevising
waysȱofȱthinkingȱaboutȱresponsesȱinȱcategoriesȱlikeȱgeneralȱmoodsȱand
emotions,ȱpossibleȱprotagonistsȱandȱbackgroundȱfigures,ȱanimals,ȱobȬ
jects,ȱscenesȱ(geographical,ȱethnic,ȱsocial,ȱarchitectural,ȱhistorical,ȱetc.),
action,ȱmovement,ȱspeed,ȱstasis,ȱspatiality,ȱsingularity,ȱmultiplicity,ȱnarȬ
rative,ȱ causality,ȱ andȱ soȱ on,ȱwhileȱ atȱ theȱ sameȱ timeȱ consideringȱ reȬ
sponsesȱmentioningȱotherȱpiecesȱofȱmusicȱorȱotherȱ typesȱofȱsymbolic

representationȱ likeȱdrama,ȱ filmȱorȱTV,ȱ includingȱnamesȱofȱmusicians,

composers,ȱactors,ȱartistsȱandȱdirectors.ȱWeȱeventuallyȱcameȱupȱwithȱa
responseȱgrid,ȱwhichȱweȱconstructedȱonȱanȱongoingȱbasisȱtoȱhouseȱthe
responsesȱweȱreceived,ȱsoȱthatȱweȱcouldȱreport,ȱforȱexample,ȱhowȱmuch

ofȱwhichȱsortȱofȱhumans,ȱanimalsȱorȱinsectsȱ(ifȱany)ȱwereȱimaginedȱdoȬ
ingȱwhatȱ(ifȱanything)ȱinȱwhichȱwayȱwithȱwhatȱeffectȱinȱwhichȱsortȱof
settingȱandȱatmosphereȱatȱwhichȱtimeȱofȱdayȱorȱnightȱandȱatȱwhatȱtime

inȱhistory,ȱinȱwhichȱtypeȱofȱweather,ȱatȱwhatȱspeedȱandȱwithȱwhichȱtype
ofȱmovement,ȱ calmlyȱ orȱwithȱ agitation,ȱ orȱwithȱ humour,ȱ gentlyȱ or
threateningly,ȱhappilyȱorȱ sadly,ȱ roboticallyȱorȱgracefully,ȱquietlyȱand
peacefullyȱorȱnoisilyȱandȱfrenetically,ȱetc.,ȱetc.ȱAȱshortȱversionȱofȱthatȱreȬ
sponseȱgrid,ȱwithȱ theȱoverridingȱsingleȬdigitȱcategoriesȱ (1,ȱ2,ȱetc.)ȱdiȬ
videdȱintoȱdoubleȬdigitȱsubcategoriesȱ(11,ȱ12,ȱetc.)ȱandȱagainȱintoȱthreeȬ
digitȱsubtypesȱ(111,ȱ112,ȱetc.),ȱbutȱwithoutȱtheȱoriginalȱfourȬdigitȱsubȬ
subtypesȱ(1111,ȱ1112,ȱetc.),ȱoccupiesȱtheȱnextȱfewȱpages.28ȱIt’sȱincluded
hereȱasȱanȱ illustrationȱofȱhowȱunguidedȱassociationsȱ toȱmusicȱcanȱbe
groupedȱ intoȱsemanticȱcategories.ȱ It’sȱ followedȱbyȱexplanationsȱofȱ its
mostȱimportantȱissuesȱofȱtheoryȱandȱmethod.ȱ

27. SeeȱTheȱDreamȱofȱOlwenȱinȱTaggȱ&ȱClaridaȱ(2003:ȱ155Ȭ276)ȱand,ȱinȱthisȱbook,ȱ
‘Polysemyȱandȱconnotativeȱprecision’ȱ(p.167,ȱff.).ȱSeeȱalsoȱTaggȱ(2005a).

http://www.tagg.org/bookxtrax/NonMuso/mp3s/Olwen.mp3
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TABLE 6-1: VVAȱTAXONOMYȱ—ȱOVERVIEWȱ29

0.ȱStatisticsȱandȱrelativeȱtimeȱposition
00.ȱTestȱstatistics
001Ȭ003:ȱblanks,ȱrecognitions,ȱillegibleȱresponses

02.ȱSynopticȱtimeȱposition
021. START:ȱcurtainȱcomesȱup,ȱintroduction,ȱmainȱtheme,ȱopening,ȱoverture
022. MIDDLE:ȱscene,ȱepisodeȱ(partȱofȱprod.),ȱentrȇacte,ȱbreakȱ(inȱaction)
023. END:ȱfinalȱscene,ȱshowdown,ȱepilogue

03.ȱEpisodicȱtimeȱposition
031. FUTURE:ȱaboutȱto…,ȱwillȱsoon…;ȱimminent,ȱ…isȱexpected,ȱ[s.g.]ȱwillȱhapȬ

penȱ[now];ȱleadingȱto…,ȱ[willȱhave]ȱconsequences;ȱ[will]ȱeventually
032. PRESENT:ȱatȱthisȱmoment,ȱhasȱjustȱstarted,ȱafterȱaȱwhile,ȱturnsȱinto,ȱchangesȱ

mood,ȱweȱswitchȱto,ȱweȱfollow,ȱnowȱ[xȱhappens],ȱduring,ȱmeanwhile

033. PAST:ȱgoalȱreached,ȱjourneyȱover,ȱfinally,ȱhasȱ[doneȱx],ȱafterȱaȱlongȱtimeȱ(inȱ
past),ȱonceȱagain,ȱusedȱtoȱ[doȱx],ȱwhatȱweȱdid

1.ȱGeneralȱattributiveȱaffects
10.ȱCulturallyȱambivalent
101. RELATIVEȱDYNAMISM:ȱexcited;ȱemotions,ȱstimulating;ȱcomplicated

102. RELATIVEȱSTASIS:ȱusual,ȱfamiliar,ȱneutral;ȱnoȱdanger,ȱnoȱproblems;ȱsimple

103. REFLEXION,ȱSENTIMENTALITY,ȱLYRICISM:ȱbitterȬsweet;ȱnostalgic;ȱintrovert
104. DETERMINATION:ȱdeliberate,ȱconfident,ȱresolute
105. ABANDON:ȱuncontrolled,ȱecstatic,ȱpassionate,ȱnoȱholdsȱbarred,ȱextravert
106. BALANCE,ȱCONTROL:ȱreserved,ȱcoolȱandȱcollected,ȱserious
107. HUMOUR:ȱcomical,ȱfunny,ȱjokes,ȱirony
108. CULTURALȱDOMINANCE:ȱimportant,ȱprestigious,ȱgrandiose,ȱsophisticated
109. CULTURALȱEMERGENCE:ȱdareȬdevil,ȱrebellious,ȱcheeky,ȱcoolȱ(hip)

28. Thisȱisȱaȱshortȱversion:ȱjustȱ6ȱofȱtheȱoriginalȱ24ȱpageȱofȱappendixȱ4ȱinȱtheȱfinalȱtables,ȱ
onlineȱatȱ)tagg.org/bookxtrax/titles/10TitTables.pdfȱ(pp.745Ȭ768).ȱTheȱfullȱrationaleȱofȱ
theȱtaxonomyȱisȱinȱTaggȱ&ȱClaridaȱ(2003:121Ȭ152),ȱdownloadableȱfromȱtagg.org/
mmmsp/publications.html [100614].ȱThereȱisȱalsoȱaȱuserȬfriendlyȱintroductionȱonlineȱtoȱ
discretisingȱunguidedȱassociationȱresponsesȱintoȱVVAsȱandȱforȱclassifyingȱthemȱ
intoȱaȱhierarchicalȱgridȱatȱ)tagg.org/teaching/analys/VVATaxonomyResource.html 
[100614].

29. Taxonomyȱisȱusedȱhereȱinȱtheȱsenseȱofȱ‘aȱschemeȱofȱclassification’ȱ(OxfordȱConciseȱ
EnglishȱDictionary,ȱ1995)ȱarrangedȱhierarchically.ȱTaxonomiesȱareȱconstructedȱonȱ
‘supertypeȬsubtypeȱrelationships…ȱ[T]heȱsubtype…ȱhasȱtheȱsameȱproperties…ȱasȱ
theȱsupertypeȱplusȱoneȱorȱmoreȱadditionalȱproperties.ȱForȱexample,ȱCAR’ȱ(categoryȱ
2652ȱinȱourȱVVAȱtaxonomy)ȱ‘isȱaȱsubtypeȱofȱVEHICLE’ȱ(categoryȱ265:ȱanyȱcarȱisȱaȱ
vehicle,ȱbutȱnotȱeveryȱvehicleȱisȱaȱcar).ȱTheȱwordsȱlistedȱforȱeachȱthreeȬdigitȱsubtypeȱ
merelyȱexemplifyȱorȱsummariseȱtheȱtypesȱofȱVVAȱincludedȱinȱthatȱcategory.ȱForȱ
example,ȱROMANCEȱ(cat.ȱ1112)ȱisȱconsideredȱasȱaȱsubtypeȱofȱLOVEȱ(111)ȱbecauseȱnotȱ
allȱloveȱisȱromantic.ȱAtȱaȱhigherȱlevelȱofȱabstractionȱLOVEȱ(111)ȱisȱconsideredȱasȱ
somethingȱPOSITIVEȱ(11)ȱbutȱloveȱisȱnotȱtheȱonlyȱpositiveȱhumanȱexperience.ȱSeeȱ§3,ȱ
belowȱ(p.217),ȱforȱexplanationȱofȱfourȬdigitȱcategoriesȱnotȱshownȱinȱtheȱTableȱ6Ȭ1.

http://www.tagg.org/bookxtrax/titles/10TitTables.pdf
http://www.tagg.org/
http://www.tagg.org/mmmsp/publications.html
http://www.tagg.org/mmmsp/publications.html
http://www.tagg.org/bookxtrax/titles/10TitTables.pdf
http://www.tagg.org/bookxtrax/titles/10TitTables.pdf
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11.ȱCulturallyȱpositive
110. GENERAL:ȱpleasant,ȱallȱisȱwell,ȱgoodȱfeeling,ȱniceȱatmosphere

111. LOVE,ȱKINDNESS:ȱfriendly;ȱromantic;ȱseductive;ȱgentle;ȱkind;ȱwellȬmeaning

112. TRANQUILLITY,ȱSERENITY:ȱpeaceful,ȱquiet,ȱstill,ȱharmonious,ȱrelaxed
113. JOY,ȱFESTIVITY:ȱhappy,ȱcarefree,ȱamusing,ȱcelebratory
114. BEAUTY,ȱATTRACTION:ȱgoodȬlooking,ȱelegant,ȱniceȱproportions
115. LIGHTNESS,ȱOPENNESS,ȱFRESHNESS:ȱclear,ȱfair,ȱfrank,ȱfresh,ȱyoung,ȱpure,ȱ

clean,ȱfree,ȱluminous,ȱtransparent
116. STRENGTH,ȱPRIDE,ȱSUCCESS:ȱbrave,ȱheroic,ȱvictorious,ȱhonourable
117. WISDOM,ȱTRUST:ȱreliable,ȱexperienced
118. ORDER:ȱcorrect,ȱtidy,ȱwellȱorganised,ȱefficient

12.ȱCulturallyȱnegative
121. GENERIC:ȱbad,ȱnasty,ȱunpleasant,ȱsuffering,ȱpainȱdisaster
122.ȱENMITY,ȱAGGRESSION,ȱIMPLACABILITY:ȱhate,ȱrage,ȱhostile,ȱcruel,ȱviolent,ȱdeȬ

structive,ȱvengeful,ȱmerciless

122. DISTURBANCE,ȱDANGER:ȱunrest,ȱadversity,ȱsetbacks,ȱworried,ȱtroubled,ȱ
threat,ȱominous,ȱfateful,ȱtense,ȱscary,ȱnerveȬwracking

123. SADNESS,ȱBOREDOM:ȱdisappointed,ȱdepressed,ȱtragic,ȱsorrow,ȱmelancholy,ȱ
abandonedȱ(alone),ȱdeserted,ȱbored,ȱalienated,ȱmonotonous,ȱlistless

124. UGLINESS,ȱREPULSION:ȱdisgusting,ȱrevolting,ȱcrude,ȱcreepy,ȱgross
125. DARKNESS,ȱENCUMBRANCE,ȱCLANDESTINITY,ȱMIASMA:ȱgloomy,ȱhidden,ȱ

stealth,ȱheavy,ȱconfined,ȱill,ȱdecadent,ȱdirty,ȱrotting,ȱdead,ȱdrugged,ȱdrunk
126. WEAKNESS,ȱFEAR,ȱFAILURE:ȱhesitant,ȱdefeated,ȱcowardly,ȱmiserly

127. MADNESS,ȱFUTILITY,ȱSUSPICION:ȱabsurd,ȱstupid,ȱuseless,ȱjealous,ȱguilty
128. DISORDER:ȱmessy,ȱchaotic,ȱconfused,ȱtangled,ȱincomprehensible

129. ASOCIALITY:ȱcrime,ȱdelinquency,ȱgreed,ȱrobbery,ȱprostitution,ȱcorruption
14.ȱCulturallyȱneutral
141.ȱASPERITY:ȱrough,ȱtough,ȱsharp,ȱjagged,ȱhard,ȱsteep,ȱbitter,ȱsour,ȱdry
142.ȱMOLLITY:ȱsmooth,ȱmild,ȱsoothing,ȱrounded,ȱcurved,ȱsoft,ȱwet,ȱsweet

143. HEAT:ȱglowing,ȱboiling,ȱhot,ȱwarm,ȱlukewarm

144. COLD:ȱcool,ȱfreezing,ȱicy
145. LARGENESS:ȱbig,ȱhuge,ȱgreat,ȱbroad,ȱwide,ȱtall,ȱhigh,ȱlong
146. SMALLNESS:ȱlittle,ȱtiny,ȱminuscule,ȱnarrow,ȱshort
147. DENSITY:ȱcompact,ȱcrowded,ȱfull,ȱdeep
148 SPARSITY:ȱdiluted,ȱspreadȱout,ȱdissipated,ȱempty,ȱshallow
149. COLOUR:ȱcolourful,ȱpastelȱshades,ȱwhite,ȱblack,ȱblue,ȱgreen,ȱyellow,ȱetc.

2.ȱBeings,ȱprops,ȱgatherings
20.ȱGeneral
201. GENERICȱGENDER:ȱmale,ȱfemaleȱ(noȱpersonȱspecified)

21.ȱOneȱhuman
210. EITHERȱGENDER:ȱaȱfigure,ȱaȱperson,ȱaȱchild,ȱbestȱfriendȱ(unspec.)
211. SINGLEȱMALE:ȱboy,ȱman,ȱ[old]ȱman,ȱcowboy,ȱcop,ȱspy,ȱsoldier,ȱhero,ȱgangȬ

ster,ȱvillain;ȱ+ȱnamedȱmalesȱ(e.g.ȱHitler,ȱBingȱCrosby,ȱBond,ȱDrȱWho)

212.ȱSINGLEȱFEMALE:ȱgirl,ȱwoman,ȱheroine,ȱprincess,ȱwitch;ȱJulieȱAndrews,ȱMarȬ
ilynȱMonroe,ȱMotherȱTheresa,ȱLisbethȱSalander,ȱQueenȱElizabethȱIȱ

22.ȱTwoȱhumans
220. EITHERȱGENDER:ȱtwoȱpeople,ȱmeȱandȱyou
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221. TWOȱMALES:ȱtwoȱmen,ȱtwoȱbuddies,ȱLaurelȱ&ȱHardy,ȱStarskyȱ&ȱHutch

222. MALEȱANDȱFEMALE:ȱcouple,ȱlovers,ȱRomeoȱ&ȱJuliet
223. TWOȱFEMALES:ȱbestȱfriendsȱ(fem.),ȱThelmaȱ&ȱLouise

23.ȱSeveralȱhumans
230. EITHERȱGENDER:ȱsomeȱpeople,ȱ[in]ȱcompany,ȱchildren,ȱgroupȱofȱpeople
231. MALES:ȱsons,ȱcowboys,ȱ‘suits’,ȱtoughȱguys,ȱgoodies,ȱbaddies,ȱfootballȱteam
232. FEMALES:ȱgirls,ȱladies,ȱwomen,ȱladettes,ȱballerinas,ȱprostitutes,ȱnurses

24.ȱManyȱhumans
240. EITHERȱGENDER:ȱcrowd,ȱmanyȱchildren
241. MANYȱMALESȱ 242.ȱMANYȱFEMALESȱ

26.ȱProps,ȱobjects,ȱcouture
261. HUMANȱBODY:ȱhair,ȱeyes,ȱnose,ȱmouth,ȱarms,ȱlegs,ȱhands,ȱfeet
262. CLOTHES:ȱdressedȱup,ȱskirt,ȱuniform,ȱjacket,ȱcoat,ȱdress
263. FURNISHINGSȱetc.ȱwindow,ȱcurtain,ȱchair,ȱfire,ȱbath,ȱswimmingȱpool
264. COMESTIBLES,ȱPROPS:ȱfood,ȱdrink,ȱeggs,ȱchewingȱgum,ȱsugar,ȱbeer,ȱcigaȬ

rettes,ȱdrugs,ȱballoonsȱ(ludic),ȱsmokeȱ(cigs.),ȱbriefcase,ȱplasticȱbag
265. VEHICLES:ȱboat,ȱcar,ȱbike,ȱtrain,ȱaeroplane,ȱhelicopter,ȱspaceȱship
266.ȱAPPLIANCES:ȱmachine,ȱfan,ȱrope,ȱgun,ȱchainȱsaw,ȱcigaretteȱlighter
267. STONES,ȱMETAL:ȱgold,ȱiron,ȱjewels,ȱtreasure,ȱbricks,ȱconcrete
268. PAPER:ȱbook,ȱnewspaper,ȱbanknote
269. MORTALȱREMAINS:ȱcarcass,ȱcorpse,ȱskull,ȱbones

27.ȱSocialȱactivity
270. GENERAL:ȱsociety,ȱculture,ȱnightȱlife
271. RITUAL:ȱwedding,ȱfuneral,ȱinitiationȱrite,ȱconfirmationȱ(rite)
272. FESTIVE:ȱparty,ȱpicnic,ȱgala,ȱfestival,ȱbirthday,ȱpublicȱholiday
273. PRESENTATIONAL:ȱperformance,ȱparade,ȱdisplay,ȱspectacle,ȱcircus
274. SPORT:ȱOlympicȱGames,ȱWorldȱCup,ȱfootball,ȱhorseȱracing,ȱswimming

275. MILITARY:ȱarmy,ȱbattle,ȱwar,ȱnavy,ȱairȱforce
276. RECREATIONAL:ȱentertainment,ȱholidays,ȱexcursion,ȱonȱleave
277. ECONOMIC:ȱbusiness,ȱbank,ȱsale,ȱmarketing

278. EDUCATIONAL:ȱschool,ȱcollege,ȱacademy

279. RELIGIOUS:ȱprayer,ȱliturgy,ȱSalvationȱArmy

28.ȱDomesticatedȱanimals
281Ȭ284.ȱPETSȱ(dog,ȱcat).ȱLIVESTOCKȱ(cattle,ȱsheep).ȱHORSES.ȱBIRDSȱ(parrot)

29.ȱWildȱanimals
291Ȭ294.ȱPREDATORYȱ(tiger).ȱFLOCKȱ(buffalo).ȱBIRDSȱ(swallows,ȱwildȱgeese)

3.ȱLocation,ȱscene,ȱsetting
30.ȱGeneralȱorȱindoors/outdoors
300. GENERICȱSETTING:ȱatȱhomeȱ(geog.),ȱabroad,ȱheaven,ȱhell,ȱlocalȱarea
301. GENERICȱOUTDOORS:ȱinȱtheȱopenȱair,ȱoutside
302. INDOORS:ȱatȱhomeȱ(dom.),ȱatȱwork;ȱdisco,ȱclub,ȱbar
304. SUBTERRANEAN:ȱunderȱground,ȱtunnel,ȱcave
305. GENERICȱBUILDINGS:ȱhouse,ȱpalace,ȱ(railway)ȱstation

31.ȱRural
310. GENERAL:ȱcountryside,ȱpastoral,ȱrural,ȱbucolic
311. CAMPESTRAL:ȱfields,ȱmeadows,ȱcornfields
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312. EDIFICIAL:ȱfarm,ȱmanor,ȱ(country)ȱcottage,ȱcastleȱ(ruralȱsetting)
313. UNDULANT:ȱhills,ȱvalleys,ȱslopes,
314. SYLVAN:ȱwoods,ȱforests,ȱtrees
315. HORTICULTURAL:ȱgarden,ȱlawn,ȱflowers,ȱfruitȱtrees,ȱspa,ȱcemetery

316. FLUVIAL,ȱLACUSTRINE:ȱrivers,ȱlakes,ȱbrooks,ȱcreeks,ȱ(rural)ȱcanals
32.ȱPanoramicȱ
320. GENERAL:ȱbigȱcountry,ȱbroadȱexpanses,ȱvistas,ȱopenȱspace,ȱhorizon
322. FLAT:ȱplain,ȱfen,ȱsteppe,ȱprairie,ȱmoor,ȱsavanna
323. BARREN:ȱwildȱcountry,ȱdesert,ȱpolarȱregions
324. TROPICAL:ȱjungle,ȱpalmȱtrees

33.ȱAqueous,ȱaerial
330. GENERIC:ȱwaterȱ(unspecified)
331. PELAGIC:ȱsea,ȱocean,ȱopenȱwater

332. LITTORAL:ȱbay,ȱinlet,ȱbeach,ȱshore,ȱisland,ȱarchipelago,ȱjetty
334 AERIAL:ȱair,ȱclouds,ȱsky
335. COSMIC:ȱ(outer)ȱspace,ȱstars,ȱplanets,ȱgalaxy,ȱuniverse

34.ȱMiscellaneousȱoutdoors
341. NATURAL:ȱleaves,ȱcliffs,ȱdenȱ(animals),ȱcloudsȱofȱdust/sand
342. ARTEFACTUAL:ȱroad,ȱtrack,ȱpath,ȱbridge,ȱrailway,ȱhighway

35.ȱUrban
350. GENERIC:ȱtown,ȱcityȱ
351. THOROUGHFARES:ȱstreet,ȱsquare,ȱmarketȱplace,ȱ5thȱAvenue,ȱPicadilly
352. NEIGHBOURHOODS:ȱslum,ȱdowntown,ȱredȱlightȱdistrict,ȱsuburb
353. EDIFICIALȱetc.:ȱfactory,ȱskyscraper,ȱsupermarket,ȱairport,ȱfunȱfair
354. TRAFFIC:ȱ(lotsȱof)ȱcars,ȱtrafficȱjam,ȱrushȱhour
355. MISCELLANEOUS:ȱstreetȱlights,ȱneonȱsigns,ȱ(outdoor)ȱadverts,ȱasphalt,ȱkerb

36.ȱSocialȱlocation
361. Upperȱclass:ȱaristocracy,ȱrich,ȱ[haut]ȱbourgeois,ȱroyalty
361. Middleȱclass
362. Lowerȱclass:ȱworkingȱclass,ȱunemployed,ȱpoor,ȱ‘theȱlittleȱguy’

37.ȱGeographicalȱlocation
371Ȭ379.ȱNORTHERNȱEUROPE,ȱSOUTHERNȱEUROPE,ȱNORTHȱAFRICAȱANDȱMIDDLEȱ

EAST,ȱSUBSAHARANȱAFRICA,ȱSOUTHȱASIA,ȱEASTȱASIA,ȱAUSTRALASIA,ȱOCEANȬ
IA,ȱNORTHȱAMERICA,ȱCENTRALȱAMERICA,ȱSOUTHȱAMERICAȱetc.

38.ȱHistoricalȱlocation
380. GENERICȱPAST:ȱbygoneȱdays,ȱoldenȱtimes,ȱinȱtheȱpast,ȱonceȱuponȱaȱtime

381. DISTANTȱPAST:ȱprehistoric,ȱancientȱtimes

382Ȭ386.ȱMIDDLEȬDISTANTȱPAST:ȱmedieval,ȱBaroque,ȱ19thȱcentury,ȱetc.
387. RECENTȱPASTȱ(relativeȱtoȱtimeȱandȱaimȱofȱreceptionȱtest)
388.ȱTODAY:ȱmodern,ȱcontemporary,ȱupȬtoȬdateȱ(relativeȱtoȱtimeȱofȱtest)
389. FUTURE:ȱtomorrow’sȱworld,ȱtimesȱtoȱcome,ȱnear/distantȱfuture

39.ȱWeather,ȱseason,ȱtimeȱofȱday
391. WEATHER:ȱsun,ȱrain,ȱfog,ȱhaze,ȱmist,ȱwind

392. SEASON:ȱspring,ȱsummer,ȱautumn,ȱwinter

393. TIMEȱOFȱDAY:ȱnight,ȱday,ȱmorning,ȱevening,ȱsunrise,ȱsunset,ȱdawn
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5.ȱExplicitȱspaceȬtimeȱrelations,ȱmovements,ȱactionsȱandȱinteractions
50.ȱGenericȱmovement
51.ȱEssiveȱrelations
511. INESSIVE:ȱin,ȱamong,ȱinȱtheȱmiddleȱof
512. SUPERESSIVE:ȱabove,ȱoverhead,ȱonȱhigh,ȱhighȱup,ȱonȱtopȱof
513. SUBESSIVE:ȱunder[neath] 514.ȱRETROESSIVE:ȱbehind
515. PREȬESSIVE:ȱinȱfrontȱof,ȱfacing,ȱonȱtheȱotherȱsideȱ[of],ȱopposite
516. CIRCUMESSIVE:ȱaroundȱ(static),ȱsurroundingȱ(static)
517. CONESSIVE:ȱpresentȱ(loc.),ȱ[is/are]ȱthere,ȱalongsideȱ
518. NONȬESSIVE:ȱabsent,ȱnotȱthere,ȱmissing

52.ȱVelocityȱandȱsimultaneity
521. LOWȱSPEED:ȱslow,ȱgradually,ȱallȱtheȱtime,ȱforȱaȱlongȱtime

522. HIGHȱSPEED:ȱfast,ȱquick,ȱsuddenly,ȱmomentary,ȱshortȱtime

523. SIMULTANEITY:ȱatȱtheȱsameȱtime,ȱtogether,ȱsynchronised,ȱinȱphase
524. ASYCHRONICITY:ȱoutȱofȱtime,ȱoutȱofȱstep,ȱoutȱofȱsync,ȱseparate,ȱdivided

53.ȱNonȬspecifiedȱmovement,ȱspecificȱrelativeȱdirection
531.ȱADVENTIVE:ȱapproach,ȱarrive,ȱenter,ȱreturnȱ[toȱhere]
532.ȱEXITIVE:ȱleave,ȱgoȱaway,ȱpart,ȱ[say]ȱgoodbye,ȱwalkȱout,ȱescape
533. TRANSITIONAL:ȱpass,ȱpastȱ[theȱwindow],ȱ[move]ȱacrossȱ[theȱfield],ȱ[move]ȱ

overȱ[theȱmeadow],ȱforwards,ȱalong,ȱbetweenȱ(mvt.),ȱthroughȱ
534. ASCENDING:ȱ[a]rise,ȱgoȱup,ȱopenȱup/out,ȱreveal,ȱupwards,ȱfromȱbelow
535. DESCENDING:ȱgoȱdown,ȱcloseȱup/in/down,ȱdownwards,ȱfromȱabove
546. CIRCULAR:ȱ[goingȱa]round,ȱcircling,ȱenveloping

54.ȱOscillatoryȱandȱrepetitiousȱmovement
541. CURVILINEAR:ȱroll,ȱundulate,ȱwave,ȱsway,ȱwhirl,ȱspin,ȱroundȱandȱround
542. TREMULOUS:ȱtremble,ȱwobble,ȱquiver,ȱglitter,ȱflicker,ȱflutter,ȱrustle,ȱbabble
543. PULSATING:ȱthrob,ȱflash,ȱjerk,ȱpump,ȱagainȱandȱagain

55.ȱProlapsualȱandȱvolitativeȱmovementȱ(directional)
551. FLOWINGȱ(ofȱliquids):ȱflow,ȱstream,ȱrun,ȱpour
552. FLOATING,ȱSLIDINGȱ(direction):ȱfloat,ȱsail,ȱslip,ȱslide
553. VOLITATIVEȱ(direction):ȱfly,ȱglide,ȱswoop

56.ȱSpecificȱmovement,ȱunspecifiedȱdirectionȱ
561. CONSTANT:ȱshine,ȱgleam,ȱglare
562. ERUPTIVE,ȱTUMESCENT,ȱTORRENTIAL:ȱexplode,ȱgush,ȱsurge,ȱburst
563. PEDESTRIAN:ȱwalk,ȱrun,ȱwander,ȱtrot,ȱmarch,ȱfootsteps
564. VEHICULAR:ȱtravel,ȱjourney,ȱride,ȱcruise,ȱcycling,ȱriding,ȱdriving
565. LUDIC:ȱplay,ȱperform,ȱdance,ȱswim,ȱskate,ȱhop,ȱskip,ȱjump

57.ȱStationaryȱacts
570. WAIT,ȱHANGȱAROUND 571.ȱQUIESCENT:ȱrest,ȱsleep,ȱrelax
573. SEDENTARY:ȱsit 574.ȱUPRIGHT:ȱstanding,ȱonȱ[his]ȱfeet

58.ȱSuspension
580. INACTIVITY:ȱmotionless,ȱdoȱnothingȱ 581.ȱAQUATIC:ȱfloatȱ(noȱdirection)
582. AERIAL:ȱhoverȱ(noȱdirection)ȱ 583.ȱOTHER:ȱhanging,ȱdangling

59.ȱInteraction
591. APPRECIATIVE,ȱAFFECTIONATE,ȱRESPECTFUL:ȱ‘Iȱloveȱyou’,ȱmarry,ȱembrace,ȱ

kiss,ȱcaress,ȱsmile,ȱlaugh,ȱcelebrate,ȱsalute,ȱconsole
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592. CONFLICTIVE,ȱCOERCIVE,ȱCONTUSIVE:ȱbeat,ȱhit,ȱbreak,ȱpierce,ȱcrash,ȱshatter,ȱ
smash,ȱfight,ȱstruggle,ȱbully,ȱforce,ȱwound,ȱshoot,ȱkill,ȱconquer

593. COGITATIVE,ȱINTENTIONAL:ȱthink,ȱponder,ȱplan,ȱtryȱto,ȱdream,ȱdecide,ȱdisȬ
cuss,ȱexperience,ȱfeel,ȱrecognise,ȱremember,ȱunderstand,ȱmisunderstand

594. TRANSFERENTIAL:ȱpush,ȱpull,ȱbring,ȱtake,ȱdrag,ȱdrive,ȱcarry,ȱfetch,ȱchase,ȱ
accompany,ȱfollow,ȱfill,ȱempty,ȱdisseminate,ȱspread,ȱcollect,ȱretrieve

596. SYMBOLICȱCOMMUNICATION:ȱshow,ȱgesticulate,ȱlook,ȱsee,ȱhear,ȱlisten,ȱtalk,ȱ
whisper,ȱshout,ȱgroan,ȱsigh,ȱcry,ȱsing,ȱread

597. CULINARY:ȱeat,ȱdrink,ȱcook,ȱfry,ȱboilȱ(tr.)
8.ȱMediaȱimmanence
81.ȱMusical
811. GENRESȱANDȱSTYLES:ȱclassical,ȱopera,ȱjazz,ȱpunk,ȱtechno
812. INSTRUMENTS:ȱstrings,ȱbrassȱband,ȱorchestra,ȱcoversȱband,ȱflute,ȱtrumpet,ȱ

FenderȱStratocaster,ȱkickȱdrum,ȱpiano,ȱHammondȱorgan,ȱchurchȱorgan
813. MUSICIANS:ȱbassȱplayer,ȱleadȱsinger,ȱBeethoven,ȱZappa,ȱBritneyȱSpears
814. MUSICALȱSTRUCTURE:ȱsingableȱtune,ȱ[nice]ȱrhythms,ȱdissonant,ȱverse,ȱchoȬ

rus,ȱbridgeȱ[section],ȱminorȱkey,ȱdiminishedȱseventh
815. MUSICALȱWORKS:ȱApacheȱ(Shadows),ȱBoléroȱ(Ravel),ȱLibertyȱBellȱ(Sousa),ȱ

MoonlightȱSonataȱ(Beethoven),ȱGodȱSaveȱTheȱQueenȱ(SexȱPistols)
816. DANCE:ȱballet,ȱsamba,ȱshake,ȱwaltz;ȱPan’sȱPeopleȱ(cf.ȱ232)

82.ȱExtraȬȱandȱparamusical
821. CINEMA:ȱfeatureȱfilm,ȱmovies,ȱblackȱandȱwhiteȱfilm,ȱcinemascope,ȱsilentȱ

film,ȱHitchcock,ȱDisney,ȱMGM;ȱTheȱGirlȱwithȱtheȱDragonȱTattoo,ȱTheȱGodfaȬ
ther,ȱTheȱSoundȱofȱMusic,ȱTaxiȱDriver,ȱTheȱWorldȱofȱApu.

822. TELEVISION:ȱTVȱseries,ȱ[TV]ȱdocumentary,ȱnewsȱprogramme,ȱsoapȱopera,ȱ
natureȱprogramme;ȱBonanza,ȱEmmerdaleȱFarm,ȱMaigret,ȱWallander.

823. VIDEOS,ȱADVERTS,ȱGAMES:ȱmusicȱvideo,ȱ[shampoo]ȱadvert,ȱMarioȱKartȱWii
824. RADIO:ȱMelodiradionȱ(Sweden),ȱRadioȱ4ȱ(BBC);ȱDJȱ(radio)
825. VERBALȱMEDIA:ȱbooks,ȱpoems,ȱnovels,ȱnewspapers,ȱplays;ȱHenningȱManȬ

kell,ȱValȱMcDermid,ȱWilliamȱShakespeare
826. OTHERȱMEDIA:ȱsculpture,ȱpainting;ȱTheȱGardenȱofȱEarthlyȱDelightsȱ(Bosch),ȱ

Kandinsky’sȱCompositionȱXȱ
83.ȱTargetȱgroups
831Ȭ839:ȱforȱtheȱwholeȱfamily,ȱforȱchildren,ȱyoungȱaudience

84.ȱNonȬmusicȱgenres
841Ȭ849:ȱfilmȱnoir,ȱWestern,ȱscienceȱfiction

85.ȱProductionȱtechniques
851Ȭ859:ȱpanningȱshots,ȱcutȬins,ȱslowȱmotionȱ

87.ȱProductionȱorigin
871Ȭ879:ȱasȱcategoryȱ37,ȱe.g.ȱCzechȱ[TVȱseries],ȱHollywoodȱ[blockbuster],ȱBollyȬ

woodȱ[musical],ȱHongȱKongȱ[martialȱartsȱmovie],ȱJapanimation,ȱMangaȱ
[movie],ȱspaghettiȱ[Western]

88.ȱProductionȱvintage
881Ȭ889:ȱprewarȱ[film];ȱ1980sȱ[gameȱshow]
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9.ȱEvaluativeȱandȱjudgemental
91.ȱPositiveȱevaluation
911Ȭ919:ȱenjoyable,ȱgoodȱ[tune],ȱwellȱproduced
92.ȱNegativeȱevaluation
921Ȭ929:ȱbloodyȱawful,ȱbrainless,ȱthirdȱrate,ȱcontrived,ȱtrash,ȱkitsch,ȱslushy,ȱ

cloying,ȱsyrupy,ȱschmaltz,ȱspeculative,ȱbadlyȱproducedȱ

VVAȱtaxonomyȱissuesȱandȱexplanations

Theȱobviousȱadvantageȱofȱaȱtaxonomyȱlikeȱtheȱoneȱ justȱshownȱisȱthat
youȱcanȱgroup,ȱsay,ȱtheȱVVAȱLOVEȱunderȱKINDNESSȱandȱROMANCEȱ(cateȬ
goryȱ111)ȱratherȱthanȱwithȱitsȱalphabeticalȱneighboursȱLOUSYȱ(category
92),ȱLOUTȱ(129)ȱandȱLÖWENBRÄUȱ(264).30ȱTheȱtaxonomyȱis,ȱhowever,ȱnot
withoutȱproblems.

[1]ȱDemographicȱ inadequacyȱ andȱ culturalȱ specificity.ȱTheȱ taxonomyȱpreȬ
sentedȱabove,ȱbasedȱonȱ8,552ȱVVAsȱcollectedȱ inȱ theȱearlyȱ1980sȱ from
overȱ600ȱindividualsȱ(mainlyȱSwedesȱandȱLatinȱAmericans)ȱresponding
toȱtenȱdifferentȱfilmȱandȱTVȱtitleȱtunes,ȱcannotȱrepresentȱinȱanyȱsemanȬ
ticallyȱexhaustiveȱwayȱtheȱtotalityȱofȱthoseȱrespondents’ȱimaginationȱon
hearingȱthoseȱpieces.ȱThat’sȱbecauseȱwhatȱweȱpresentȱinȱsuchȱaȱlistȱisȱthe
resultȱofȱnoȱmoreȱ(norȱless)ȱthanȱourȱinterpretationȱandȱclassificationȱ—
inȱtheirȱturnȱbasedȱonȱcriteriaȱdescribedȱbelowȱ(§7ȱpp.ȱ219Ȭ221)—ȱofȱverȬ
balȬvisualȱresponsesȱthatȱinȱthemselvesȱinadequatelyȱexpressȱwhatȱthe
musicȱ‘means’ȱtoȱeachȱrespondent.ȱOfȱcourse,ȱthatȱisȱtheȱnatureȱofȱthe
beastȱbecause,ȱasȱalreadyȱstatedȱseveralȱtimes,ȱtryingȱtoȱputȱmusicȱdiȬ
rectlyȱintoȱwordsȱisȱaȱpointlessȱundertaking.ȱStill,ȱthatȱisȱmercifullyȱnot
theȱobjectȱofȱthisȱkindȱofȱreceptionȱtestȱwhoseȱVVAsȱneedȱtoȱbeȱconsidȬ
eredȱmetaphoricallyȱandȱmusogenically,ȱnotȱjustȱinȱtermsȱofȱliteralȱverȬ
balȱ denotation.31ȱ However,ȱ theȱmostȱ substantialȱ problemȱ withȱ our
taxonomyȱisȱitsȱculturalȱspecificity:ȱ8,552ȱVVAsȱfromȱ561ȱScandinavians
andȱ46ȱLatinȱAmericansȱhearingȱtenȱshortȱpiecesȱofȱstereotypicalȱtitle
musicȱinȱtheȱ1980sȱrepresentsȱanȱabsolutelyȱinfinitesimalȱpartȱofȱallȱthe
VVAsȱimaginableȱinȱresponseȱtoȱanyȱmusicȱheardȱbyȱanyȱpopulationȱat
anyȱtimeȱinȱanyȱplace.ȱForȱthisȱreasonȱourȱtaxonomyȱshouldȱbeȱunderȬ

30. LOUSYȱmightȱalso,ȱdependingȱonȱcontext,ȱbeȱhousedȱinȱcategoryȱ120ȱ(generallyȱnegȬ
ative)ȱorȱ125ȱ(withȱPUTRIDȱorȱROTTEN)ȱandȱLÖWENBRÄUȱinȱcategoryȱ3716ȱ(GERMANY).ȱ

31. Seeȱ‘Polysemyȱandȱconnotativeȱprecision’ȱ(p.167,ȱff.),ȱ§5ȱ(p.ȱ218),ȱandȱtheȱsectionȱonȱ
metaphorȱatȱtheȱendȱofȱChapterȱ2,ȱpp.ȱ78Ȭ80.ȱ
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stoodȱasȱjustȱoneȱexampleȱofȱVVAȱclassificationȱamongȱaȱvirtuallyȱinfiȬ
niteȱnumberȱofȱpossibleȱvariants.ȱIt’sȱinȱnoȱwayȱintendedȱasȱaȱuniversally
applicableȱorȱscientificallyȱwatertightȱtaxonomy.ȱ

Hereȱit’sȱworthȱnotingȱthatȱaesthesicallyȱbasedȱstructuralȱdenotorsȱalso
runȱintoȱproblemsȱofȱculturalȱdifference.ȱForȱexample,ȱwhileȱit’sȱquite
commonȱinȱEnglishȱtoȱcallȱaȱreverbȱ‘wet’ȱifȱitsȱsecondaryȱsignalsȱcreate
aȱconstantȱandȱfairlyȱloudȱ‘wash’ȱ(longȱdecayȱtime),ȱtheȱsameȱexpresȬ
sionȱtranslatedȱintoȱItalianȱ—unȱecoȱumidoȱorȱunȱecoȱbagnato—ȱ ‘means

nothing’,ȱFrancoȱFabbriȱtoldȱmeȱonceȱinȱanswerȱtoȱtheȱquestionȱ‘How

wouldȱyouȱtranslateȱWETȱECHOȱintoȱItalian?’.ȱToȱexplainȱwhatȱIȱmeantȱby
‘wet’ȱIȱhadȱtoȱmakeȱaȱ‘schplAaaaaaaafff!’ȱsoundȱlastingȱaboutȱthreeȱsecȬ
onds,ȱwhileȱusingȱoutstretchedȱarmsȱandȱcuppedȱhandsȱtoȱsymboliseȱa
veryȱlargeȱspace.ȱ‘Iȱsee’,ȱrepliedȱFranco,ȱ‘unȱecoȱdellaȱMadonna’,ȱwhose

literalȱtranslationȱbackȱintoȱEnglish,‘anȱechoȱofȱOurȱLady’,ȱwouldȱmake

asȱ littleȱ senseȱ toȱEnglishȬspeakingȱ studioȱengineersȱasȱunȱ ecoȱbagnato
wouldȱtoȱtheirȱItalianȱcolleagues.32ȱ

[2]ȱReturningȱtoȱVVAȱclassificationȱofȱtheȱmusic’sȱculturalȱspecificity,ȱtwo

otherȱproblemsȱneedȱtoȱbeȱaddressed.ȱFirstly,ȱhistoricalȱlocationȱcategoȬ
riesȱ387ȱandȱ388ȱ (RECENTȱHISTORYȱandȱTODAY/MODERN),ȱupdatedȱ from
theȱ1980sȱtoȱfitȱtoday’sȱhistoricalȱperspective,ȱareȱinȱconstantȱneedȱofȱadȬ
justment.ȱObviously,ȱtheȱ1970sȱwere,ȱatȱtheȱtimeȱofȱtheȱactualȱreception
tests,ȱRECENTȱandȱtheȱ1980sȱUPȬTOȬDATE,ȱTODAYȱandȱMODERN,ȱwhileȱtoȬ
day,ȱasȱIȱrewriteȱthisȱpassageȱinȱSeptemberȱ2012,ȱwillȱbeȱHISTORYȱbyȱthe
timeȱyouȱreadȱit.ȱSecondly,ȱtheȱnationalȱculturesȱofȱourȱrespondentsȱand
theȱmainlyȱEnglishȬlanguageȱoriginsȱofȱtheȱmusicȱtheyȱwereȱsubjected
toȱareȱreflectedȱinȱwhatȱmayȱseemȱlikeȱethnocentricȱcategoriesȱofȱgeoȬ
graphicalȱ location.ȱTheseȱ responsesȱnecessitatedȱaȱ fineȬtuningȱofȱEUȬ
ROPEȱ(categoriesȱ371Ȭ374,ȱ871Ȭ874)ȱwhileȱlittleȱorȱnoȱdistinctionsȱneeded
toȱbeȱmadeȱunderȱASIAȱ(375,ȱ875)ȱorȱAFRICAȱ(376,ȱ876)ȱbecauseȱweȱreȬ
ceivedȱvirtuallyȱnoȱresponsesȱincludingȱreferenceȱtoȱanywhereȱAsianȱor
African.ȱClearly,ȱthisȱaspectȱofȱtheȱtaxonomyȱhasȱtoȱchangeȱaccordingȱto
demographic,ȱmusical,ȱculturalȱandȱhistoricalȱfactorsȱrelevantȱtoȱeach
receptionȱtestȱsituation.ȱ

32. IȱthinkȱthisȱconversationȱmayȱhaveȱtakenȱplaceȱinȱReggioȱEmiliaȱinȱSeptemberȱ1983.
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[3]ȱTaxonomicȱfineȬtuning.ȱTheȱoriginalȱtaxonomyȱhasȱfour,ȱnotȱjustȱthree,
levelsȱ ofȱ categorisationȱ andȱmostȱVVAsȱ fromȱ theȱ receptionȱ testsȱ on
whichȱ itȱ isȱbasedȱareȱarrangedȱaccordingly.33ȱROMANCE,ȱ forȱexample,

sortsȱunderȱcategoryȱ1112ȱtogetherȱwithȱROMANTICȱLOVEȱbutȱnotȱwith

justȱLOVEȱonȱitsȱownȱ(1111),ȱi.e.ȱneitherȱwithȱloveȱthatȱmightȱjustȱasȱwell

beȱbrotherly,ȱparentalȱorȱpatriotic,ȱnorȱwithȱTENDERȱandȱGENTLEȱ(1117).
That’sȱsimplyȱbecauseȱromanceȱisn’tȱalwaysȱtenderȱandȱbecauseȱconfusȬ
ingȱparentalȱwithȱromanticȱloveȱwouldȱbeȱincestuous:ȱyouȱjustȱdon’tȱfeel
theȱsameȱsortȱofȱloveȱtowardsȱyourȱ lover,ȱyourȱchildȱandȱyourȱnation
andȱthatȱmeansȱdifferentȱmusicȱforȱallȱthreeȱtypesȱofȱlove.34ȱStill,ȱdespite
suchȱimportantȱtypesȱandȱsubtypesȱofȱlove,ȱofȱmusicȱandȱofȱhumanȱbeȬ
haviour,ȱthoseȱrelatedȱconceptsȱbelongȱtoȱtheȱsameȱmainȱthreeȬdigitȱcatȬ
egoryȱ111ȱ (LOVEȱANDȱKINDNESS)ȱwhichȱ isȱdistinctȱ fromȱotherȱpositive
threeȬdigitȱcategoriesȱlikeȱJOYȱANDȱFESTIVITYȱorȱLIGHTNESSȱANDȱOPENNESS

(115ȱandȱ115ȱrespectively,ȱalsoȱpositiveȱbutȱnotȱnecessarilyȱLOVE)ȱand,
muchȱmoreȱradicallyȱatȱtheȱoppositeȱendȱofȱtheȱaffectiveȱspectrum,ȱfrom
121ȱ(ENMITYȱANDȱAGGRESSION)ȱorȱ125ȱ(DARKNESS,ȱENCUMBRANCE,ȱCLANȬ
DESTINITYȱANDȱMIASMA).ȱTheȱfourȬdigitȱcategoriesȱareȱexcludedȱfromȱthe
taxonomyȱshownȱaboveȱnotȱbecauseȱtheyȱareȱunimportantȱbutȱforȱreaȬ
sonsȱofȱspaceȱandȱclarity.ȱInȱotherȱwords,ȱtheȱparticularȱ typeȱofȱ taxoȬ
nomicȱ fineȬtuningȱ justȱ illustratedȱdownȱ toȱ theȱ fourȬdigitȱ levelȱ inȱour
classificatoryȱgridȱmayȱwellȱbeȱirrelevantȱtoȱreceptionȱtestsȱwhoseȱaim
andȱscopeȱdifferȱfromȱthoseȱofȱtheȱlistȱoccupyingȱpagesȱ209Ȭ215.ȱEven
so,ȱtheȱ1Ȭ,ȱ2Ȭȱandȱ3ȬdigitȱlevelsȱmayȱstillȱbeȱofȱsomeȱuseȱforȱmanyȱrecepȬ
tionȱtestȱsituations.

[4]ȱPolysemicȱVVAs.ȱAsȱalreadyȱexplained,ȱresponsesȱinȱtheȱformȱofȱunȬ
guidedȱassociationsȱneedȱtoȱbeȱdiscretisedȱintoȱindividualȱconceptsȱso
that,ȱ forȱ example,ȱ LOVEȱ inȱ anȱ originalȱ responseȱ likeȱTheȱ femmeȱ fatale
whispersȱ‘IȱLOVEȱyou’ȱwhileȱsippingȱherȱcocktailȱandȱROMANCEȱinȱFilmȱnoir

33. Theȱoriginalȱ4Ȭdigitȱtaxonomyȱisȱappendixȱ4ȱinȱtheȱlistȱofȱtablesȱonlineȱatȱtagg.org/
bookxtrax/titles/10TitTables.pdfȱ(pp.745Ȭ768)ȱandȱtheȱfullȱrationaleȱofȱtheȱtaxonomyȱisȱ
describedȱinȱTaggȱ&ȱClaridaȱ(2003:121Ȭ152).ȱAnȱupdatedȱandȱsimplifiedȱversionȱofȱ
theȱ4Ȭdigitȱtaxonomyȱisȱonlineȱatȱtagg.org/teaching/analys/VVATaxNew.html [100614].

34. Forȱmoreȱaboutȱdifferencesȱbetweenȱrockingȱyourȱbabyȱ(literal)ȱandȱrockingȱandȱrollȬ
ingȱwithȱyourȱbabyȱ(=lover),ȱbetweenȱromanticȱloveȱmusicȱandȱtenderȱlullabies,ȱseeȱ
Taggȱ&ȱClaridaȱ(2003: 249Ȭ252).ȱ

http://www.tagg.org/mmmsp/10Titles.html
http://www.tagg.org/mmmsp/10Titles.html
http://www.tagg.org/mmmsp/10Titles.html
http://tagg.org/teaching/analys/VVATaxNew.html
http://tagg.org/bookxtrax/titles/10TitTables.pdf
http://tagg.org/bookxtrax/titles/10TitTables.pdf
http://www.tagg.org/mmmsp/10Titles.html
http://www.tagg.org/mmmsp/10Titles.html
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ROMANCEȱ fromȱ theȱ1950sȱ canȱbothȱbeȱ consideredȱ indicativeȱofȱ similar

LOVEȱANDȱROMANCEȱconnotationsȱinȱresponseȱtoȱtheȱsameȱmusic.ȱThat
sortȱofȱclassificationȱisȱrelativelyȱunproblematicȱbutȱsomeȱconcepts,ȱnot
leastȱproperȱnames,ȱareȱnotȱsoȱsimpleȱthanksȱtoȱtheȱwealthȱofȱfurtherȱconȬ
notationsȱtheyȱcarry.ȱJAMESȱBONDȱisȱaȱclassicȱexampleȱofȱthatȱproblem.ȱ

TheȱVVAȱJAMESȱBONDȱcanȱbeȱcorrectlyȱclassifiedȱasȱaȱsingleȱnamedȱmale

person,ȱrealȱorȱfictionalȱ(categoryȱ211X),ȱand,ȱ indeed,ȱtheȱpresenceȱor
absenceȱofȱaȱmaleȱindividualȱisȱanȱappropriateȱitemȱofȱmusogenicȱinforȬ
mationȱtoȱregister.ȱHowever,ȱthatȱsingleȱmaleȱnameȱalsoȱconnotesȱorȱimȬ
pliesȱSPYȱ(categoryȱ2116),ȱTHRILLERȱ(841T),ȱTOUGHȱ(1091),ȱHARDȱ(1412),
ADVENTURE/ACTIONȱ(1015),ȱEXCESSIVEȱBRAVERYȱ(1092),ȱSEXȱ(1055,ȱnotȱroȬ
manticȱ love),ȱWOMENȱ (232),ȱmostȱofȱwhomȱ areȱprobablyȱ ‘OOHȬLAȬLA’
(1145),ȱnotȱtoȱmentionȱVILLAINSȱ(2319),ȱMURDERȱ(5928),ȱCRIMEȱ(1290),ȱetc.,
etc.ȱDependingȱ onȱ theȱ numberȱ ofȱ respondentsȱ you’reȱ dealingȱwith,

thereȱ areȱ twoȱwaysȱ ofȱ dealingȱwithȱ thisȱ issueȱ ofȱ verballyȱ connotative
polysemy.ȱ Ifȱyouȱhaveȱmanyȱ respondents,ȱyou’llȱalmostȱcertainlyȱ find
thatȱ theȱmusicȱelicitingȱ theȱBONDȱVVAȱ fromȱoneȱpersonȱgivesȱriseȱ to
VVAsȱfromȱotherȱrespondentsȱinȱtheȱotherȱBONDȬrelatedȱcategoriesȱjust
listedȱ orȱ thatȱ theȱ singleȱ BONDȱ respondentȱ hasȱ him/herselfȱ included
VVAsȱinȱoneȱorȱmoreȱofȱthoseȱcategories.35ȱOtherwise,ȱifȱyouȱonlyȱhave
aȱfewȱrespondentsȱyouȱcanȱconsiderȱincludingȱcrossȬreferencesȱtoȱBOND

asȱaȱsingleȱnamedȱmaleȱ(cat.ȱ211X)ȱfromȱwhicheverȱofȱtheȱotherȱcategoȬ
riesȱyouȱconsiderȱrelevant.36ȱ

[5]ȱVerbalȱcontext.ȱUnguidedȱassociationsȱdemandȱthatȱVVAȱclassificaȬ
tionȱ takeȱ verbalȱ contextȱ intoȱ consideration.ȱ Forȱ example,ȱ ABANDON

meansȱbothȱleaveȱinȱtheȱlurchȱ(e.g.ȱ‘anȱabandonedȱchild’,ȱcat.ȱ1236)ȱand
lettingȱyourselfȱgoȱinȱtheȱsenseȱofȱ‘noȱholdsȱbarred’ȱ(cat.ȱ105).ȱThoseȱtwo

emotionalȱstatesȱsuggestȱveryȱdifferentȱmusic,ȱasȱdoȱOVERȱ(asȱinȱOverȱthe
Rainbow),ȱOVERȱ(ridingȱoverȱtheȱprairie),ȱOVERȱ(theȱpartyȇsȱover)ȱandȱOVERȱ(a
darkȱcloudȱoverȱtheȱcity).37ȱInȱsuchȱcasesȱit’sȱnotȱjustȱaȱmatterȱofȱinterpretȬ

35. HereȱareȱthreeȱofȱtheȱBONDȱresponsesȱfromȱourȱtests:ȱ[1]ȱJamesȱBond,ȱunderworld;ȱ[2]ȱ
JamesȱBondȱswimsȱthroughȱtunnelȱwithȱsharksȱafterȱhim;ȱ[3]ȱJamesȱBond,ȱhardȱdetectiveȱ
story,ȱtoughȱyoungȱpeople;ȱ[4]ȱJamesȱBond,ȱcars,ȱwomen,ȱbars,ȱneonȱsigns.

36. e.g.ȱcategoriesȱ1015,ȱ1091,ȱ1092,ȱ1145,ȱ1290,ȱ1412,ȱ2116,ȱ2319,ȱ232,ȱ5928,ȱ841Tȱ(seeȱ
basicȱtaxonomy,ȱp.ȱ209,ȱff.).ȱ
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ingȱVVAsȱaccordingȱtoȱtheȱverbalȱcontextȱofȱtheȱresponseȱinȱquestion:
it’sȱalsoȱnecessaryȱtoȱthink,ȱasȱinȱtheȱcaseȱofȱallȱthoseȱOVERs,ȱmusogeniȬ
callyȱinȱtermsȱofȱkinetic,ȱspatial,ȱgesturalȱandȱtactileȱdifference.ȱAfterȱall,
theȱresponseȱwordsȱwereȱelicitedȱbyȱmusicȱandȱnotȱviceȱversa.ȱPutȱsimȬ
ply,ȱtheȱmusogenicȱdifferenceȱbetweenȱaȱdarkȱcloudȱoverȱtheȱprairieȱand
ridingȱoverȱtheȱprairieȱisȱquiteȱsignificant.

[6]ȱDistancedȱVVAs.ȱAtȱleastȱtwoȱtypesȱofȱ‘distanced’ȱresponseȱdemand

specialȱ consideration:ȱ [i]ȱ thoseȱ inȱquotes,ȱ forȱ example,ȱ ‘nice’,ȱ ‘heroic’,
‘love’,ȱ ‘freedom’ȱandȱ[ii]ȱnegativeȱorȱdiminutiveȱVVAs,ȱforȱexampleȱnot
military,ȱorȱnotȱtooȱmuchȱviolence,ȱorȱslightlyȱscary.ȱThoseȱwhoȱofferȱthese
sortsȱofȱresponseȱclearlyȱthinkȱthatȱtheȱmusicȱinȱquestionȱisȱsupposedȱto
connoteȱsomethingȱspecificȱ(aȱnice,ȱhappyȱorȱscaryȱfeeling,ȱnotionsȱof
freedom,ȱheroicȱdeedsȱorȱofȱmiseryȱandȱsoȱon);ȱbutȱtheȱsameȱrespondȬ
entsȱ justȱasȱclearlyȱquestionȱ theȱcredibilityȱofȱthatȱsupposedȱconnotaȬ
tion.ȱIfȱtheseȱtypesȱofȱresponse,ȱhoweverȱdistancedȱorȱcritical,ȱidentify
specificȱconnotativeȱcategoriesȱ(NICE,ȱHAPPY,ȱSCARY,ȱetc.)ȱitȱisȱappropriȬ
ateȱtoȱregisterȱthatȱrecognitionȱbecauseȱtheȱrespondentsȱinȱquestionȱdid
so.ȱ Atȱ theȱ sameȱ time,ȱ respondentȱ distancingȱ fromȱ thatȱ recognition
needsȱalsoȱtoȱbeȱregistered.ȱThat’sȱwhyȱitȱcanȱbeȱusefulȱtoȱincludeȱaȱspeȬ
cialȱ‘distancedȱVVA’ȱsubtypeȱunderȱtheȱrelevantȱmainȱcategory,ȱȱforȱexȬ
ampleȱ110~ȱ forȱ ‘nice’ȱunderȱ110ȱ (POSITIVEȱ inȱgeneral),ȱ121~ȱ forȱnotȱ too
muchȱ violenceȱunderȱ 121ȱ (EMNITY,ȱ etc.).ȱThatȱ classificationȱdeviceȱ lets
youȱaccountȱforȱbothȱrecognitionȱandȱcriticalȱdistanceȱwhenȱdiscussing
theȱeffectsȱofȱtheȱmusicȱyou’reȱanalysing.ȱ

[7]ȱVisualȱbias.ȱTheȱVVAsȱatȱtheȱbaseȱofȱtheȱtaxonomyȱonȱpagesȱ209Ȭ215
areȱexactlyȱthatȱ—verbalȬvisualȱassociations—ȱandȱtheȱvisualȱcharacter
ofȱmanyȱresponsesȱtoȱourȱreceptionȱtestȱpiecesȱisȱexactlyȱwhatȱweȱhad
encouragedȱourȱrespondentsȱtoȱcomeȱupȱwith.38ȱNow,ȱitȱwouldȱbeȱperȬ
fectlyȱreasonableȱtoȱobjectȱthatȱourȱinterestȱinȱtheȱvisualȱmisrepresentsȱmuȬ

37. It’sȱalsoȱaȱmatterȱofȱlinguisticȱcommonȱsense.ȱOVERȱinȱoverȱtheȱtop,ȱforȱexample,ȱisȱaȱ
singleȱconcept,ȱunlessȱtheȱresponseȱisȱsomethingȱlikeȱOverȱtheȱtopȱofȱtheȱmountain.ȱ
Overȱtheȱtopȱinȱtheȱsenseȱofȱexcessȱwould,ȱdependingȱonȱinterpretationȱofȱcontext,ȱ
probablyȱsortȱunderȱcategoryȱ105ȱ(abandon,ȱunbridled),ȱorȱ108ȱ(incl.ȱpompous),ȱorȱ
92ȱ(negativeȱevaluation).ȱ

38. Seeȱtestȱinstructionsȱonȱpageȱ207.ȱ
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sicalȱperceptionȱwhichȱunderȱnormalȱcircumstancesȱseemsȱtoȱcauseȱfew,
ifȱ indeedȱ any,ȱ imagesȱ toȱ appearȱ inȱ listeners’ȱminds.ȱFromȱ thisȱvalid
standpointȱitȱisȱlogicalȱtoȱargueȱthatȱtactile,ȱgestural,ȱsonic,ȱspatialȱand
kinetic,ȱ notȱ visual,ȱ connotationsȱ shouldȱ haveȱ beenȱ theȱ focusȱ ofȱ our
study.ȱIȱwishȱthatȱhadȱbeenȱpossible.ȱTheȱtroubleȱwithȱthisȱlaudableȱline
ofȱreasoningȱ isȱ thatȱ itȱ isȱ impracticableȱbecauseȱ itȱassumesȱnonȬvisual
modesȱofȱcognitionȱtoȱhaveȱanȱequalȱstatusȱtoȱthatȱofȱvisionȱinȱourȱscoȬ
pocentricȱtraditionȱofȱknowledge.39ȱTheȱproblemȱisȱthatȱwordsȱdescripȬ
tiveȱofȱtouch,ȱofȱgesture,ȱofȱsound,ȱofȱparaȬȱorȱextramusicalȱspaceȱand
movementȱareȱsoȱmuchȱlessȱcommonȱthanȱthoseȱdenotingȱwhatȱweȱsee.
AsȱJohnsonȱ(2003ȱ§5)ȱnotes:

‘Englishȱisȱveryȱstrongȱinȱvisualȱmodes.ȱReadȱaȱpageȱofȱEnglishȱandȱtry
toȱdeleteȱallȱvisualȱmetaphors.ȱEvenȱharder:ȱ replaceȱ themȱwithȱaural
ones.ȱItȱbecomesȱinstructivelyȱfrustratingȱtoȱdiscoverȱhowȱmanyȱterms

weȱtakeȱforȱgrantedȱinȱdiscussingȱwaysȱofȱknowing,ȱforȱwhichȱweȱhave
onlyȱvisuallyȱorientedȱvocabulary’.

Spaceȱ andȱmovementȱ areȱmoreȱoftenȱ thanȱnotȱpopularlyȱverbalised,
concretisedȱand,ȱyes,ȱvisualisedȱinȱtermsȱofȱbeings,ȱobjectsȱandȱplaces
thatȱare,ȱhoweverȱtautologicalȱitȱmayȱsound,ȱvisible,ȱeitherȱinȱrealityȱor
inȱtheȱmind’sȱeyeȱratherȱthanȱinȱtheȱmind’sȱearȱorȱatȱtheȱmind’sȱfingerȬ
tips.ȱTheȱsadȱconclusionȱhereȱisȱthatȱifȱweȱwantȱtoȱunderstandȱmusic’s

meaningsȱthroughȱtheȱearsȱandȱmindsȱofȱitsȱfinalȱarbitersȱofȱsignificaȬ
tionȱ(theȱwholeȱpointȱofȱtheȱreceptionȱtestsȱdiscussedȱhere)ȱweȱmust,ȱat
leastȱinȱourȱscopocentricȱtraditionȱofȱknowledge,ȱrelyȱtoȱaȱlargeȱextentȱon
verbalisationȱ ofȱ theȱ visualȱ asȱ anȱ unavoidableȱ symbolicȱ intermediary.40ȱOf
course,ȱ thoseȱ verbalisationsȱ canȱ inȱ themselvesȱ neverȱ beȱmuchȱmore

thanȱmetaphoricalȱhints of whatever the music really seems to be ex-
pressing. Or, to use two visual metaphors, we shall at best ‘see through
a glass darkly’ or be ‘the one-eyed man in the land of the blind’.41 But
that doesn’t mean the responses discretised and classified in our VVA
taxonomy let us ‘see’ nothing at all. The common denominator of the

39. Forȱexplanationȱofȱscopocentric,ȱseeȱGlossaryȱandȱfootnoteȱ40.
40. IȱamȱgratefulȱtoȱBruceȱJohnsonȱforȱtheȱwordȱscopocentric.ȱ
41. Theȱ‘glassȱdarkly’ȱquoteȱisȱfromȱ1ȱCorinthiansȱ13:12ȱandȱtheȱ‘oneȬeyedȱman’ȱreferȬ

enceȱisȱfromȱErasmusȱ(Adagesȱiii.ȱiv.):ȱ‘inȱregioneȱcæcorumȱrexȱestȱluscus’.



Tagg: Music’s Meanings — 6. Intersubjectivity 221

AUSTRIA of Julie Andrews in The Sound of Music and of the SHAMPOO in
the Timotei commercial (pp.167-169) certainly suggests otherwise, as
does the fact that our respondents unequivocally agreed in considera-
ble detail about what the different test pieces connoted. For example:
[1] no CHILDREN (category 2301) were imagined in connection with the
test battery’s only ROMANTICȱLOVEȱ (cat.ȱ1112)ȱ tune; [2] ARMEDȱ FORCES
(275) and a total absence of REFLECTIVEȱTHOUGHT (103) were exclusive as
combined characteristics for the only march; and [3] NERVOUSȱTENSION

(1223), SWEAT (2619) and no RURAL scenario (31-32) constituted a combi-
nation of VVAs exclusive to another of the ten tunes.42 

[8]ȱGenericȱannexing.ȱOneȱproblemȱimposedȱbyȱtheȱnecessityȱofȱvisual
imagingȱ asȱ anȱ intermediaryȱmodeȱ ofȱperceptionȱ isȱ thatȱ respondents
sometimesȱ comeȱ upȱ withȱ VVAsȱ whoseȱ semioticȱ linkȱ toȱ theȱ music

they’reȱhearingȱmayȱseemȱinexplicable.ȱForȱexample,ȱtheȱsecondȱofȱthe
TenȱLittleȱTitleȱTunesȱ(TLTT)ȱwasȱaȱWesternȱthemeȱelicitingȱseveralȱCLINT

EASTWOODȱandȱITALIANȱWESTERNȱresponsesȱevenȱthoughȱtheȱtestȱpiece
containedȱveryȱlittleȱresemblingȱMorricone’sȱiconicȱsoundsȱforȱtheȱ‘dolȬ
lar’ȱmovies.43ȱInȱsuchȱinstancesȱtheȱprocessȱofȱgenericȱannexingȱworks

somethingȱ likeȱ this:ȱ [1]ȱ ‘thisȱ isȱ obviouslyȱ aȱWesternȱ theme’;ȱ [2]ȱ ‘the
Westernsȱ Iȱ rememberȱbestȱwereȱ Italianȱandȱ starredȱClintȱEastwood’.

ThoseȱVVAsȱderivedȱinȱotherȱwordsȱmuchȱlessȱfromȱinterobjectiveȱsimȬ
ilarityȱ betweenȱ theȱ testȱ pieceȱ andȱMorricone’sȱmusicȱ forȱ theȱ Sergio
LeoneȱWesterns,ȱmuchȱmoreȱonȱtheȱvisualȱannexingȱofȱnarrativeȱtropes
typicalȱforȱtheȱWesternȱasȱaȱmuchȱbroaderȱgenre.ȱTheȱsameȱgoesȱforȱthe
fewȱrespondentsȱwhoȱmentionedȱINDIANS:ȱnothingȱinȱtheȱtestȱpieceȱreȬ
sembledȱallȱthoseȱfamiliarȱHollywoodȱcuesȱofȱ‘Injun’ȱsavageryȱinȱproȬ
ductionsȱ likeȱStagecoachȱ (Steinerȱ&ȱHagemanȱ 1939),ȱValleyȱ ofȱ theȱ Sun
(Sawtellȱ1942)ȱorȱHowȱtheȱWestȱWasȱWonȱ(Broughtonȱ1976).ȱThoseȱlistenȬ
ersȱsimplyȱannexedȱINDIANSȱasȱanȱautomaticȱingredientȱofȱvisualȱnarraȬ

42. Forȱmoreȱexamplesȱofȱsuchȱagreement,ȱseeȱ‘Exclusiveȱscores’ȱandȱ‘Zeroȱscores’ȱinȱ
theȱ‘SpecialȱProfileȱStatistics’ȱsectionȱatȱtheȱstartȱofȱtheȱanalysisȱofȱeachȱtuneȱinȱTaggȱ
&ȱClaridaȱ(2003).ȱForȱfurtherȱdetails,ȱseeȱAppendixȱ5ȱ(op.ȱcit.,ȱpp.ȱ769Ȭ794).

43. Noȱ‘dirtyȱtwanging’ȱofȱtheȱJew’sȱharp,ȱnoȱloneȱwhistling,ȱnoȱmaleȱchorusȱgrunting,ȱ
noȱ‘strangeȱbird’ȱocarinasȱorȱpanȱpipes,ȱnoȱraucousȱyelling,ȱnoȱgroaningȱharmonica,ȱ
etc.ȱByȱtheȱ‘dollarȱmovies’ȱIȱmeanȱMorriconeȱ(1964,ȱ1965,ȱ1966,ȱ1968,ȱ1971).ȱ
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tiveȱinȱrelationȱtoȱmusicȱthatȱclearlyȱspeltȱWESTERNȱasȱaȱnarrativeȱfilm
genreȱbutȱwhichȱgaveȱnoȱsonicȱhintȱofȱanyȱINDIANS.44ȱ

Asȱlongȱasȱyou’reȱawareȱthatȱtheȱvisual,ȱnonȬmusogenicȱextensionȱofȱan
overallȱnarrativeȱgenreȱsuggestedȱbyȱtheȱmusicȱcanȱoccurȱinȱreception
testȱsituationsȱthereȱneedȱbeȱnoȱmajorȱproblem.ȱThat’sȱmainlyȱbecause
genericȱannexingȱisȱtheȱexceptionȱratherȱthanȱtheȱruleȱinȱresponsesȱto
testȱpiecesȱandȱbecauseȱitȱisȱusuallyȱmoreȱthanȱadequatelyȱcounterbalȬ
ancedȱbyȱaȱmajorityȱofȱpatentlyȱmusogenicȱVVAs.ȱ

[9]ȱTaxonomicȱcriteria.ȱAȱquickȱglanceȱthroughȱpagesȱ209Ȭ215ȱmightȱgive
theȱ impressionȱ thatȱ theȱ taxonomyȱwasȱbasedȱonȱ subjectiveȱ intuition.
ThatȱobjectionȱisȱpartlyȱvalidȱbecauseȱBobȱClaridaȱandȱIȱdidȱfromȱtime

toȱtimeȱaskȱeachȱotherȱwhatȱsortȱofȱmusicȱaȱpreviouslyȱunclassifiedȱVVA
demandedȱsoȱthatȱweȱcouldȱcompareȱtheȱmusicȱweȱimaginedȱsuitable
forȱthatȱVVAȱwithȱwhatȱweȱknewȱtoȱbeȱtypicalȱforȱaȱparticularȱsubcateȬ
goryȱorȱsubtypeȱalreadyȱincludedȱinȱourȱtaxonomy.45ȱIfȱsuchȱaȱcategory
alreadyȱexistedȱweȱcouldȱclassifyȱ theȱnewȱVVAȱaccordinglyȱor,ȱ ifȱunȬ
classifiableȱinȱtheȱgridȱasȱitȱexistedȱatȱthatȱpointȱinȱtime,ȱweȱcouldȱcreate
aȱnewȱsubtypeȱforȱitȱandȱoften,ȱasȱitȱturnedȱout,ȱwelcomeȱothersȱintoȱits
company.ȱThatȱprocedureȱwas,ȱhowever,ȱsecondaryȱandȱnormallyȱused
onlyȱifȱourȱoverridingȱclassificationȱcriteriaȱprovedȱinadequate.ȱThose
overridingȱcriteriaȱderivedȱfromȱtwoȱsources:ȱPolishȱmusicologistȱZofia
Lissa’sȱlistȱofȱfilmȱmusic’sȱfunctionsȱandȱtheȱdescriptiveȱtagsȱandȱtitles
givenȱtoȱpiecesȱinȱlibraryȱmusicȱcollections.ȱBothȱareȱworthȱconsidering
hereȱbecauseȱtheyȱrepresentȱwidespreadȱeverydayȱpracticesȱinȱtheȱverȬ
balȱcharacterisationȱofȱmusicalȱmeaning.

Lissaȱandȱlibraryȱmusic
Authorsȱ treatingȱ theȱ subjectȱofȱmusicȱandȱ theȱmovingȱ imageȱ inȱ any
depthȱusuallyȱproposeȱ someȱkindȱofȱ systemȱorganisingȱ theȱdifferent
waysȱinȱwhichȱmusicȱrelatesȱtoȱtheȱimages,ȱsounds,ȱdialogueȱandȱnarraȬ
tiveȱitȱaccompanies.46ȱSuchȱclassificationsȱofȱfilmȱmusic’sȱfunctionsȱare

44. TheȱmusicalȱportrayalȱofȱNativeȱAmericansȱinȱtheseȱfilmȱis,ȱIȱthink,ȱquiteȱracist.ȱThatȱ
certainlyȱrhymesȱwithȱtheȱvoiceoverȱinȱtheȱtrailerȱtoȱValleyȱofȱtheȱSunȱwhichȱexplicitlyȱ
mentionsȱ‘Indian’ȱ‘disregardȱforȱhumanȱlife’ȱasȱpartȱofȱtheȱexcitement.

45. BobȱClaridaȱandȱIȱbothȱhaveȱexperienceȱasȱmusicians,ȱcomposersȱandȱarrangers.
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clearlyȱrelevantȱtoȱanyoneȱwritingȱaboutȱmusicȱ‘asȱifȱitȱmeantȱsomething

otherȱthanȱitself’ȱandȱhaveȱinfluencedȱtheȱconstructionȱofȱourȱVVAȱtaxȬ
onomyȱ (p.ȱ209ȱ ff.).ȱ I’veȱalwaysȱ foundȱZofiaȱLissa’sȱsystematisationȱof
filmȱmusicȱfunctionsȱparticularlyȱusefulȱ—itȱisȱexplainedȱinȱChapterȱ14,
(p.ȱ546ȱff.)—ȱbecauseȱsheȱconstructs,ȱdiscussesȱandȱexemplifiesȱherȱclasȬ
sificationȱthroughȱmusicologicalȱargumentationȱthatȱallowsȱforȱverbaliȬ
sationȱofȱaȱmusicalȱunderstandingȱofȱmusicalȱ functions.ȱForȱ example,

referringȱbackȱtoȱourȱclassificationȱgrid,ȱLissa’sȱfunctionȱnumberȱ1ȱ(unȬ
derliningȱmovement)ȱisȱcloselyȱrelatedȱtoȱourȱcategoryȱ5,ȱherȱfunctionȱ3
(location)ȱtoȱourȱcategoriesȱ30Ȭ37ȱandȱherȱfunctionȱ4ȱ(representingȱtime)ȱto
ourȱcategoriesȱ02,ȱ03,ȱ38ȱandȱ39.ȱHowever,ȱalthoughȱinfluentialȱatȱthis
generalȱ levelȱ inȱ theȱdevelopmentȱ ofȱ ourȱVVAȱ taxonomy,ȱ filmȱmusic

functionȱclassifications,ȱincludingȱLissa’s,ȱwereȱofȱlessȱuseȱwhenȱitȱcame

toȱtheȱfinerȱdistinctionsȱofȱmusicallyȱconstructedȱsemanticȱfieldsȱatȱthe
threeȬȱandȱfourȬdigitȱlevels.ȱHereȱweȱhadȱtoȱturnȱtoȱourȱownȱmusicalȱexȬ
perienceȱand,ȱmoreȱ importantly,ȱ toȱ libraryȱmusicȱcharacterisationsȱof
musicalȱmessageȱ.

Libraryȱmusicȱisȱalsoȱknownȱasȱproductionȱmusicȱand,ȱasȱthoseȱnamesȱimȬ
ply,ȱdenotesȱaȱcollectionȱofȱrecordingsȱofȱalmostȱexclusivelyȱinstrumenȬ
talȱmusic,ȱeachȱofȱwhichȱcanȱbeȱtakenȱoutȱofȱthatȱcollectionȱ(theȱ‘library’)
forȱuseȱasȱjingles,ȱtitleȱthemes,ȱunderscoreȱetc.,ȱtypicallyȱinȱTVȱandȱradio
programming,ȱinȱadvertsȱandȱinȱlowȬbudgetȱfilms.ȱLibraryȱmusicȱdifȬ
fersȱ fromȱmusicȱspecificallyȱcommissionedȱ forȱparticularȱaudiovisual
productionsȱ—theȱusualȱprocedureȱwithȱfilmȱmusic—ȱinȱthatȱitȱisȱcreȬ
atedȱ andȱ recordedȱ inȱ advance,ȱ inȱ isolationȱ fromȱ andȱwithoutȱ prior
knowledgeȱ ofȱ anyȱ particularȱ productionȱ inȱwhichȱ itȱmightȱ laterȱ be
used.47ȱSinceȱ libraryȱmusicȱ isȱrarelyȱconceivedȱ forȱuseȱ inȱaȱparticular
mediaȱproductionȱitȱcannotȱguaranteeȱtheȱuniquelyȱcustomisedȱ‘feel’ȱor

46. AccompanyȱisȱusedȱhereȱinȱtheȱsenseȱofȱcoȬoccur,ȱi.e.ȱpossiblyȱbutȱnotȱnecessarilyȱinȱaȱ
subordinateȱ‘accompanying‘ȱrole.ȱAmongȱauthorsȱincludingȱclassificationsȱofȱfilmȱ
music’sȱfunctionsȱinȱtheirȱworkȱareȱEislerȱ(1947),ȱȱManvellȱetȱal.ȱ(1975),ȱPrendergastȱ
(1977),ȱSchmidtȱ(1982),ȱJulienȱ(1987:ȱ28Ȭ41),ȱGorbmanȱ(1987),ȱKarlinȱ&ȱWrightȱ(1990)ȱ
andȱChionȱ(1995).ȱ

47. ȱForȱexample,ȱinȱ2006ȱmyȱPRSȱstatementȱdeclaredȱthatȱoneȱofȱmyȱlibraryȱmusicȱ
tracksȱhadȱbeenȱusedȱbyȱLithuanianȱTVȱbutȱgaveȱnoȱclueȱasȱtoȱwhichȱpartȱofȱtheȱ
recordingȱhadȱbeenȱusedȱforȱwhichȱpurpose.ȱIȱdoubtȱIȱshallȱeverȱknow.ȱ
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exactȱsynchronisationȱwhichȱaȱgoodȱworkingȱrelationshipȱbetweenȱthe
composerȱandȱtheȱfilmȱdirectorȱorȱTVȱproducerȱcanȱcreate.ȱȱLibraryȱmuȬ
sicȱisȱinȱthisȱsenseȱaȱcontradictoryȱphenomenon:ȱitȱhasȱtoȱbeȱspecificȱby
providingȱparticularȱmoods,ȱscenariosȱandȱdramaticȱfunctions,ȱbutȱitȱis
atȱtheȱsameȱtimeȱgenericȱbecauseȱthoseȱparticularȱmoodsȱandȱfunctions
mustȱhaveȱtheȱpotentialȱtoȱbeȱusedȱatȱanyȱsuitableȱpointȱinȱanyȱmedia

production.ȱSinceȱtheȱspecificȱmusicalȱdemandsȱofȱspecificȱsituationsȱin
specificȱmediaȱproductionsȱcanȱbeȱmostȱsatisfactorilyȱmetȱthroughȱdiȬ
rectȱ contactȱ beweenȱ director/producerȱ andȱ composer,ȱ libraryȱmusic

companiesȱhaveȱtoȱcompensateȱforȱtheirȱdisadvantageȱinȱthisȱrespectȱby
beingȱasȱspecificȱasȱpossibleȱaboutȱtheȱcharacterȱofȱeachȱtrackȱinȱitsȱrepȬ
ertoire.ȱTheseȱverbalȱspecificationsȱappearȱonȱvinylȱsleeves,ȱinȱCDȱinȬ
laysȱorȱ inȱ theȱcatalogues,ȱ indexesȱandȱdatabasesȱ issuedȱbyȱ theȱ larger
libraryȱmusicȱcompanies.ȱTableȱ6Ȭ2ȱ(p.225)ȱpresents,ȱinȱalphabeticalȱorȬ
der,ȱaȱwideȱbutȱbyȱnoȱmeansȱexhaustiveȱselectionȱofȱdescriptiveȱ tags
culledȱfromȱvariousȱlibraryȱmusicȱcollections.48

TheȱcategoriesȱlistedȱinȱTableȱ6Ȭ2ȱare,ȱfromȱtheȱstandpointȱofȱverbalȱtaxȬ
onomy,ȱprettyȱdisparate.ȱTheyȱreferȱto:ȱ[1]ȱmusicalȱgenres,ȱinstruments

orȱstructuralȱtraitsȱ(e.g.ȱJAZZ,ȱPOP,ȱSOUL,ȱCLASSICAL,ȱSTRINGS,ȱGUITAR,ȱPERȬ
CUSSION);ȱ [2]ȱstatesȱofȱmindȱ (HAPPY,ȱSAD,ȱSENTIMENTAL,ȱSOLITUDE,ȱLOVE,
STRESS,ȱetc.);ȱ[3]ȱsynopticȱorȱepisodicȱfunctionsȱ(OPENINGS,ȱLINKS,ȱBRIDGES,
TITLES);ȱnarrativeȱgenresȱ(ADVENTURE,ȱTHRILLER,ȱDETECTIVE,ȱWESTERN);ȱ[4]
historicalȱperiodsȱ(MEDIEVAL,ȱCONTEMPORARY);ȱ[5]ȱgenericȱscenariosȱ(SEA,
NATURE,ȱRURAL,ȱWATER,ȱ FOREIGN);ȱ [6]ȱnamedȱ locations,ȱ regionsȱorȱ culȬ
turesȱ (AFRICAN,ȱCELTIC,ȱORIENTAL);ȱ [7]ȱanimalsȱ (BIRDS);ȱ [8]ȱsocialȱ funcȬ
tions,ȱritualsȱandȱactivityȱ(SPORT,ȱFUNERAL,ȱSCIENCE,ȱINDUSTRY);ȱ[9]ȱspeed
andȱmovementȱ(FAST,ȱSLOW);ȱ[10]ȱaffectiveȱdescriptionsȱofȱpeople,ȱlocaȬ
tions,ȱactionsȱandȱenvironmentsȱ(BIG,ȱCLUMSY,ȱDAINTY,ȱGLAMOROUS,ȱIMȬ
PRESSIVE,ȱEERY,ȱINTIMATE,ȱURGENT)ȱandȱsoȱon.49ȱ

48. Sources:ȱBooseyȱandȱHawkesȱRecordedȱMusicȱforȱFilm,ȱRadioȱandȱTelevisionȱ(London),ȱ
BrutonȱMusicȱ(London),ȱCAMȱ(Rome),ȱKPMȱMusicȱRecordȱLibraryȱ(London),ȱÉditionsȱ
Montparnasseȱ(Paris),ȱSelectedȱSoundsȱRecordedȱMusicȱLibraryȱ(Hamburg),ȱTheȱMajorȱ
MoodȱMusicȱLibraryȱ(NewȱYork)ȱandȱReliableȱSourceȱMusicȱ(London).ȱAlsoȱused:ȱ
Rapée’sȱMotionȱPictureȱMoodsȱforȱPianistsȱandȱOrganistsȱ(1924).ȱForȱmoreȱaboutȱlibraryȱ
musicȱproduction,ȱseeȱTaggȱ(1980).ȱ
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Table 6-2: Selection of library music descriptive tags  
action adventure African amusement ancient

animal archaic Asian atmospheric austere

ballad bands battle big birds

bridges bright bucolic Celtic childrenȱ
classical closesȱ(ends) clumsy comedy contemporary

corporate dances danger dark detective

disaster drama(tic) dreaming ecological eerie

electronic endings enterprising ethereal exotic

fashion fast festival folklore foreign

funeral futuristic glamour grandiose Gregorian

grotesque gruesome guitar[s] happiness heavyȱindustry
horror humour hurry impressive industrial

industry intimate introspective jazz jingles

joyfulness laboratory LatinȬAmerican lightȱindustry links

love luxurious majestic marches medieval

melancholy melodic melodrama military monotony

musette mystery national nature neutral

nightȱclub nostalgia obsessive oldenȱtimes openȱair
openings organ Oriental panoramic parody

passion pastoral pathétique percussion period

playful pop prestigious purity relaxing

religious rhythmical ritual rock romance

royal rural sad scenic science

scienceȱfiction sea sentimenal. serious 17thȱcentury
slow solitude soloȱinstrum. soul S.ȱAmerican

space spectacular sport storm stress

strings suspenseȱ swing symphonic synthesiser

tailsȱ(ends) tender tense/tension themes thriller

titles traditional tragic transitions travel

underwater urgent violent vocal water

wedding Westernȱ

Tableȱ6Ȭ2ȱandȱtheȱcommentsȱprecedingȱitȱdealȱwithȱverbalȱcluesȱabout
musicȱ conceivedȱ toȱ facilitateȱ theȱmusicalȱ productionȱ ofȱ audiovisual
presentationsȱbyȱindividuals,ȱmostȱofȱwhom,ȱlikeȱtheȱmajorityȱofȱourȱreȬ
spondents,ȱlackȱformalȱmusicalȱtraining.ȱTheȱmainȱdifferenceȱbetween

ourȱ respondentsȱ andȱ theȱ averageȱ userȱ ofȱ libraryȱmusicȱ isȱ thatȱ the
formerȱareȱatȱtheȱreceivingȱend,ȱtheȱlatterȱatȱtheȱtransmittingȱendȱofȱthe

49. ItȱshouldȱbeȱrememberedȱthatȱlibraryȱmusicȱcollectionsȱareȱproducedȱasȱanȱaudioȬ
visualȱresourceȱofferingȱproducersȱquickȱaccessȱtoȱmusicȱtoȱfulfilȱanȱalmostȱinfiniteȱ
rangeȱofȱdifferentȱfunctions.ȱLibraryȱmusicȱcatalogueȱeditorsȱtendȱtoȱflagȱnewlyȱ
commissionedȱpiecesȱinȱasȱmanyȱcategoriesȱasȱpossibleȱinȱtheȱhopesȱofȱgainingȱmoreȱ
airplayȱandȱofȱincreasingȱsaleȱofȱtheirȱproduct.
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musicalȱcommunicationȱprocess.ȱInȱotherȱwords,ȱrespondentsȱhaveȱto
comeȱupȱwithȱwordsȱdescriptiveȱofȱmusicȱratherȱ thanȱwithȱmusicȱalȬ
readyȱhintedȱatȱinȱwords.ȱTheȱimportanceȱofȱthisȱdialecticȱisȱthatȱinȱboth
casesȱtheȱwordsȱreferringȱtoȱmusicȱareȱnotȱsoȱmuchȱstructurallyȱdescriptive
ofȱmusicȱ(poïetic)ȱasȱfunctionallyȱorȱsynaestheticallyȱgroundedȱ(aesthesic)ȱin
theȱestablishedȱeverydayȱpracticesȱofȱmusicalȱperceptionȱinȱanȱaudioȬ
visualȱmassȬmediaȱcontext.50ȱThisȱsemioȬmusicalȱrealityȱmakesȱtheȱdeȬ
scriptiveȱ termsȱ usedȱ byȱ libraryȱ musicȱ catalogueȱ editorsȱ aȱ logical
startingȱpointȱinȱtheȱestablishmentȱofȱaȱtaxonomyȱofȱvisualȬverbalȱassoȬ
ciationsȱ(VVAs)ȱtoȱmusic.ȱOfȱcourse,ȱtheȱtaxonomicallyȱdisparateȱnature
ofȱtheȱsortsȱofȱconceptȱlistedȱinȱTableȱ6Ȭ2ȱneededȱarrangingȱmoreȱsysȬ
tematicallyȱforȱtheȱpurposesȱofȱresponseȱclassificationȱbutȱtheyȱdoȱconȬ
stituteȱtheȱrawȱmaterialsȱofȱourȱtaxonomy.ȱ

Withȱlibraryȱmusicȱweȱareȱbackȱtoȱtheȱstartȱofȱthisȱchapterȱandȱtoȱthe
ideaȱ thatȱ ‘VVAsȱ inȱ responseȱ toȱ aȱparticularȱAOȱ canȱ beȱ gatheredȱ by
studyingȱwritingsȱaboutȱtheȱAOȱ inȱreviews,ȱalbumȱ inlayȱnotes,ȱblogs
andȱ soȱon’ȱ (p.200).ȱThatȱ ‘soȱon‘ȱ isȱ importantȱbecauseȱ itȱ includesȱ the
workingȱvocabularyȱofȱlibraryȱmusicȱcompanyȱstaffȱdescribingȱindividȬ
ualȱrecordingsȱ inȱ theirȱcollectionsȱsoȱ thatȱpotentialȱusersȱwillȱhaveȱat
leastȱsomeȱideaȱasȱtoȱwhetherȱtheȱmusicȱsoȱdescribedȱwillȱcommunicate

whateverȱ itȱ isȱ theyȱwantȱ theirȱ audienceȱ toȱ experience.ȱAndȱ yetȱ this
workingȱ traditionȱofȱeverydayȱmusicȱsemioticsȱ inȱpractice,ȱwhichȱ inȬ
cludesȱchoosingȱaȱsuitableȱ titleȱ forȱeachȱpiece,ȱ thisȱ traditionȱofȱusing
wordsȱ onȱ aȱdailyȱ basisȱ inȱmediaȱproductionȱ toȱ characteriseȱmusical

messages,ȱseemsȱtoȱbeȱeitherȱunknownȱorȱofȱlittleȱinterestȱtoȱscholarsȱof
musicȱsemiotics,ȱatȱleastȱtoȱtheȱextentȱthatȱI’mȱunawareȱofȱanyȱreception
researchȱ intoȱwhetherȱ theȱ characterisationsȱ offeredȱ byȱ libraryȱmusic

companyȱstaffȱactuallyȱtallyȱwithȱwhatȱȱrespondentsȱimagineȱorȱfeelȱon
hearingȱtheȱmusicȱinȱquestion.ȱIfȱthatȱisȱsoȱwe’llȱbeȱunableȱtoȱmakeȱuse
ofȱ libraryȱmusic’sȱworkingȱrepertoireȱofȱaesthesicȱmusicalȱdescriptors
whenȱdiscussingȱtheȱmeaningȱofȱotherȱmusic.ȱButȱthereȱisȱaȱwayȱoutȱof
theȱepistemicȱimpasseȱjustȱdescribed.ȱ

50. Seeȱsectionȱ‘Structuralȱdenotation’,ȱp.115,ff.ȱinȱChapterȱ3.
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Ifȱweȱcouldȱestablishȱverifiableȱ linksȱofȱ structuralȱ similarityȱbetween

ourȱmusicalȱanalysisȱobjectȱ (AO)ȱandȱcertainȱpiecesȱofȱ libraryȱmusic,

thenȱweȱcouldȱtestȱtheȱhypothesisȱthatȱsomeȱofȱtheȱstructurallyȱsimilar

libraryȱmusic’sȱverbalȱcharacterisationsȱmightȱalsoȱapplyȱtoȱourȱAO,ȱi.e.
thatȱ similarȱmusicalȱ signsȱ relateȱ toȱ similarȱmusicalȱ interpretants.ȱWe

couldȱ alsoȱ lookȱ forȱ structuralȱ similarityȱ betweenȱ ourȱAOȱ andȱ other
piecesȱ ofȱmusic,ȱ perhapsȱ aȱ songȱwithȱ lyrics,ȱ orȱ aȱ particularȱ typeȱ of
dance,ȱorȱmusicȱ forȱparticularȱ typesȱ ofȱ sceneȱ inȱ theatre,ȱ film,ȱTVȱ or
gamesȱproductions.ȱWeȱcouldȱthenȱtestȱhypothesesȱaboutȱsemioticȱlinks
betweenȱourȱAOȱandȱthoseȱlyrics,ȱdancesȱandȱscenes.ȱTheseȱprocedures
areȱtheȱmainȱsubjectȱofȱtheȱnextȱchapter.51ȱ

Summaryȱofȱmainȱpoints
[1]ȱIntersubjectivityȱarisesȱwhenȱatȱleastȱtwoȱindividualsȱexperienceȱthe
sameȱthingȱinȱaȱsimilarȱway.ȱIntersubjectivityȱisȱimportantȱwhenȱtrying
toȱunderstandȱȱhowȱmusicȱisȱreceived,ȱusedȱandȱinterpreted.

[2]ȱThereȱareȱatȱleastȱsixȱgoodȱreasonsȱwhyȱfocusȱhasȱtoȱbeȱonȱtheȱaesȬ
thesicȱpoleȱwhenȱapplyingȱ intersubjectiveȱapproachesȱ toȱunderstandȬ
ingȱmusicȱandȱwhatȱitȱcommunicates.

[3]ȱEthnographicȱobservationsȱcanȱbeȱusefulȱinȱintersubjectiveȱstudies
ofȱmusicȱbutȱtheȱmostȱcommonȱandȱdirectȱwayȱofȱfindingȱoutȱwhatȱsort
ofȱintersubjectivityȱexistsȱinȱrelationȱtoȱaȱpieceȱofȱmusicȱisȱtoȱcarryȱout
someȱkindȱofȱreceptionȱtest.

[4]ȱManyȱdifferentȱfactorsȱdetermineȱhowȱaȱreceptionȱtestȱwillȱbeȱconȬ
ducted.ȱHowȱmanyȱ respondents?ȱUsingȱ interviews,ȱ handwritingȱ on
paperȱorȱonlineȱquestionnaires?ȱTheseȱchoicesȱareȱinfluencedȱbyȱfactors
likeȱmethodologicalȱandȱdemographicȱfocusȱinȱtermsȱofȱaudienceȱtype,
socialȱscene,ȱstyleȬspecificȱissues,ȱetc.

[5]ȱUnguidedȱresponsesȱareȱmoreȱreliableȱandȱinformativeȱthanȱresults
gatheredȱthroughȱmultipleȱchoiceȱtests.

51. SeeȱHuronȱ(2006)ȱforȱmoreȱaboutȱintersubjectivityȱinȱrelationȱtoȱmusic.
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[6]ȱFullȱanswersȱfromȱeachȱrespondentȱhaveȱtoȱbeȱdiscretisedȱintoȱindiȬ
vidualȱVVAsȱ(verbalȬvisualȱassociations)ȱandȱsortedȱintoȱcategoriesȱso
thatȱ itȱ becomesȱ clearȱ howȱmuchȱ ofȱwhatȱ respondentsȱ associatedȱ to
whenȱhearingȱeachȱpieceȱinȱtheȱtest.

[7]ȱAȱfourȬtierȱtaxonomyȱisȱpresentedȱasȱstartingȱpointȱforȱVVAȱcategoȬ
risationȱwork.ȱSpecialȱcareȱneedsȱtoȱbeȱtakenȱwithȱpolysemicȱVVAs,ȱdisȬ
tancedȱVVAs,ȱandȱquestionsȱofȱculturalȱspecificity.ȱ

[8]ȱSystematisationsȱofȱfilmȱmusicȱfunctionsȱand,ȱinȱparticular,ȱlibrary
musicȱ categoriesȱ andȱ descriptionsȱ provideȱ interestingȱ modelsȱ for
groupingȱVVAsȱintoȱusefulȱcategories.ȱLibraryȱmusicȱisȱalsoȱanȱexcelȬ
lentȱsourceȱwhenȱtrackingȱdownȱIOCMȱ(seeȱChapterȱ7).
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7.ȱInterobjectivityȱ

Introȱ
INȱ CHAPTERȱ 6ȱweȱ startedȱ tryingȱ toȱ unpackȱ the
blackȱboxȱofȱmusicalȱmeaningȱ(Figureȱ7Ȭ1).ȱEthnoȬ
graphicȱobservation,ȱreceptionȱtestsȱandȱaȱtaxonȬ
omyȱofȱVVAsȱ ledȱ toȱ theȱestablishmentȱofȱshared
subjectivityȱ ofȱ response,ȱ asȱ evidenceȱ ofȱ ‘other
thingsȱthanȱjustȱmusic’ȱthatȱdemonstrateȱtheȱexistȬ
enceȱofȱsemanticȱfieldsȱlinkedȱtoȱmusicalȱstructure
inȱanȱanalysisȱobjectȱ(AO).ȱThoseȱ‘otherȱthings’ȱare
calledȱparamusicalȱ fieldsȱ ofȱ connotation,ȱorȱPMFCs
forȱshort.ȱTheȱlinksȱareȱnotȱextraȬȱbutȱparamusical

becauseȱ theyȱexistȱalongsideȱorȱ inȱ connectionȱwith
theȱmusic,ȱasȱanȱintrinsicȱpartȱofȱmusicalȱsemiosis

inȱaȱrealȱculturalȱcontext,ȱnotȱasȱexternalȱappendȬ
agesȱtoȱtheȱmusic.1ȱTheȱVVAsȱ inȱChapterȱ6ȱ—all

verbalisedȱinȱtermsȱofȱmovement,ȱlocation,ȱmood,

feelingȱandȱpeople,ȱallȱ thoseȱ libraryȱmusicȱ titles
andȱdescriptionsȱetc.—ȱareȱintrinsicallyȱparamusical.ȱTheyȱareȱessential
toȱ theȱestablishmentȱofȱPMFCs,ȱ i.e.ȱofȱparticularȱsemanticȱ fieldsȱconȬ
nectedȱ toȱparticularȱ setsȱofȱmusicalȱsoundȱ inȱparticularȱculturalȱconȬ
texts.ȱNow,ȱtheȱPMFCsȱinȱChapterȱ6ȱderivedȱmainlyȱfromȱintersubjective
observationsȱofȱresponseȱinȱrelationȱtoȱparticularȱstructuralȱconfiguraȬ
tionsȱinȱparticularȱpiecesȱofȱmusic.ȱThisȱchapterȱfocusesȱonȱanȱinterobjecȬ
tiveȱapproachȱtoȱmusicalȱsemiosisȱ(Figureȱ7Ȭ2,ȱp.238).

Interobjectivityȱclearlyȱhasȱsomethingȱtoȱdoȱwithȱrelationshipsȱbetween

objects.ȱItȱpresupposesȱthatȱobjectsȱconsistȱofȱstructuralȱelements,ȱand
thatȱoneȱobjectȱcanȱbeȱmoreȱorȱlessȱlikeȱanotherȱdependingȱonȱtheȱeleȬ

1. Δ΅ΕΣȱ(para)ȱ=ȱbeside,ȱalongside,ȱissuingȱfrom,ȱetc;ȱextraȱ(Latin)ȱ=ȱoutside.

Fig. 7-1. ‘Black box’:
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ments,ȱifȱany,ȱtheyȱshareȱinȱcommon.ȱNow,ȱifȱanyȱofȱmusic’sȱstructural
elementsȱare,ȱasȱwe’veȱargued,ȱcapableȱofȱcarryingȱmeaningȱwe’llȱneed
firstȱtoȱhaveȱsomeȱideaȱofȱwhatȱisȱmeantȱbyȱthreeȱconcepts:ȱ[1]ȱaȱmusical

object;ȱ[2]ȱaȱmusicalȱstructure;ȱ[3]ȱ‘aȱmusicalȱstructureȱthatȱcarriesȱmeanȬ
ing’ȱorȱmuseme.ȱWithȱthoseȱworkingȱdefinitionsȱbehindȱusȱwe’llȱbeȱable
toȱfocusȱmoreȱclearlyȱonȱinterobjectiveȱprocedures.

Basicȱterminology
Objectȱandȱstructureȱ
Inȱtheȱexpressionȱ‘analysisȱobject’ȱ(AO),ȱobjectȱisȱnotȱusedȱinȱtheȱPeircean
senseȱ(p.ȱ156).ȱHereȱitȱjustȱmeansȱanȱidentifiableȱpieceȱofȱmusicȱinȱaudible
form,ȱtheȱobjectȱofȱanalysis.2ȱItȱcanȱbeȱaȱpopȱsong,ȱaȱclassicalȱsymphony

movement,ȱaȱjingle,ȱaȱfilmȱmusicȱcue,ȱaȱTVȱthemeȱetc.,ȱandȱitȱusuallyȱhas
aȱnameȱorȱtitleȱofȱsomeȱsort.ȱWhenȱusedȱinȱthisȱsense,ȱaȱmusicalȱobject,ȱif
storedȱasȱrecordedȱsound,ȱwillȱtypicallyȱoccupyȱoneȱCDȱtrackȱorȱconstiȬ
tuteȱ aȱ singleȱ audioȱ file.ȱ Therefore,ȱ theȱ interobjectiveȱ proceduresȱ exȬ
plainedȱ laterȱ inȱ thisȱ chapterȱ involveȱ theȱ establishmentȱ ofȱ sonic
relationshipsȱbetweenȱanȱanalysisȱobjectȱ(AO)ȱandȱatȱleastȱoneȱotherȱmuȬ
sicalȱobjectȱ(piece,ȱsong,ȱmovement,ȱtrack,ȱetc.).ȱTheȱrecurringȱproposiȬ
tionȱ inȱ interobjectiveȱanalysisȱ isȱ thatȱsomethingȱ inȱmusicalȱobjectȱAȱ (the
AO)ȱsoundsȱlikeȱsomethingȱinȱmusicalȱobjectȱBȱ(orȱCȱorȱD…ȱorȱZ).

Now,ȱthatȱSOMETHINGȱTHATȱSOUNDSȱLIKE…ȱcouldȱbeȱalmostȱanything.ȱIt
mightȱbeȱaȱturnȱofȱmelodicȱphrase,ȱaȱriff,ȱaȱsonority,ȱaȱrhythmicȱpattern,
aȱharmonicȱsequenceȱorȱtypeȱofȱchord,ȱaȱparticularȱuseȱofȱparticularȱinȬ
struments,ȱofȱvocalȱ timbre,ȱofȱacousticȱ space,ȱanyȱofȱwhichȱ couldȱbe
presentedȱatȱaȱparticularȱspeedȱ inȱaȱparticularȱregisterȱatȱaȱparticular
levelȱofȱintensityȱandȱsoȱon.ȱAnyȱsuchȱ ‘something’,ȱcanȱbeȱpoïetically
identifiedȱasȱaȱparticularȱconfigurationȱofȱdifferentȱparametersȱofȱmusical
expressionȱofȱtheȱsortȱjustȱmentionedȱ(rhythm,ȱpitch,ȱtimbre,ȱetc.).ȱItȱwill

alsoȱusuallyȱbeȱaȱcombinationȱofȱseveralȱsuchȱ‘somethings’.ȱItȱcouldȱbe
aȱparticularȱharmonicȱsequenceȱplayedȱbyȱparticularȱinstrumentsȱusing
aȱparticularȱrhythmicȱpattern,ȱorȱaȱparticularȱmelodicȱturnȱofȱphraseȱdeȬ
liveredȱwithȱaȱparticularȱvocalȱtimbreȱatȱaȱparticularȱpitchȱandȱvolume

inȱaȱparticularȱtypeȱofȱacousticȱspaceȱtowardsȱtheȱfront,ȱback,ȱleft,ȱright

2. Pieceȱofȱmusicȱisȱdefinedȱonȱpageȱ272.
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orȱcentreȱofȱtheȱmix.ȱMostȱofȱtheseȱ‘somethings’ȱwillȱbeȱshortȱenoughȱto
fitȱintoȱtheȱextendedȱpresentȱbutȱtheyȱcanȱalsoȱbeȱprocessual,ȱcomprisȬ
ingȱtheȱorderȱandȱmannerȱinȱwhichȱdifferentȱsectionsȱ(episodes)ȱinȱthe
AOȱareȱpresented,ȱvaried,ȱextended,ȱshortenedȱorȱrepeated.3ȱ

Whateverȱ theȱexactȱ structuralȱ characteristicsȱofȱ theȱpossibleȱ typesȱof
‘something’ȱmayȱbe,ȱIȱjustȱusedȱpoïeticȱratherȱthanȱaesthesicȱtermsȱtoȱexȬ
emplifyȱthoseȱconstituentȱaspectsȱofȱaȱmusicalȱobject,ȱi.e.ȱIȱusedȱterms

derivedȱ fromȱ theȱprocessȱofȱconstructingȱ theȱsoundsȱratherȱ fromȱhow
they’reȱperceivedȱasȱ communicatingȱanythingȱ elseȱ thanȱ themselves.4

Theȱ‘somethings’ȱofȱtheȱpreviousȱparagraphȱareȱinȱthatȱsenseȱqualifiable
asȱstructuralȱbecauseȱanyȱoneȱthemȱcanȱbeȱconceptualisedȱasȱaȱmusical

structureȱregardlessȱofȱsemioticȱpotential.ȱ Justȱ likeȱ theseȱwordsȱ typed
intoȱmyȱcomputer,ȱwrittenȱ toȱdiskȱandȱuselessȱuntilȱ theyȱareȱreadȱor
heard,ȱmusicalȱideasȱalsoȱhaveȱaȱsemioticallyȱdormantȱmodeȱofȱexistȬ
ence,ȱwhetherȱstoredȱasȱanȱaudioȱrecording,ȱorȱasȱaȱscore,ȱorȱinȱtheȱbrain
cellsȱofȱ individualsȱ constitutingȱ aȱmusicalȱ community:ȱ theyȱ areȱ also
uselessȱuntilȱ theyȱ areȱ reproducedȱ andȱheardȱ insideȱ theȱheadȱ orȱ out
loud.5ȱInȱotherȱwords,ȱaȱmusicalȱstructure,ȱasȱaȱpoïeticallyȱdeterminable

entityȱandȱsetȱofȱsoundsȱinȱphysicalȱform,ȱalwaysȱhasȱtheȱpotentialȱto
becomeȱaȱsignȱinȱPeirce’sȱprimaryȱtrinityȱofȱsemiosis.6ȱInȱthatȱcaseȱitsȱstaȬ
tusȱasȱsignȱpresupposesȱthatȱtheȱstructuralȱentityȱmaterialisesȱanȱinitial
ideaȱorȱintention,ȱand,ȱmoreȱimportantly,ȱthatȱit’sȱlinkedȱtoȱanȱinterpreȬ
tant.ȱIfȱsuchȱaȱstructureȱisȱnotȱconsideredȱsemioticallyȱitȱremainsȱjustȱthat
—aȱmereȱstructure—ȱbutȱifȱit’sȱconsideredȱalongȱwithȱintendedȱorȱperȬ
ceivedȱmeaningȱitȱalsoȱbecomesȱaȱsign,ȱaȱstructuralȱitemȱofȱmusicalȱsigniȬ
fication.ȱAȱstructuralȱitemȱwithȱsemioticȱpropertiesȱinȱmusicȱwillȱbeȱcalledȱa
MUSEME.ȱIfȱonlyȱthingsȱwereȱthatȱsimple…

3. SeeȱGlossaryȱandȱpp.ȱ272Ȭ273ȱforȱexplanationȱofȱtheȱextendedȱpresent.ȱParametersȱofȱ
musicalȱexpressionȱareȱdiscussedȱinȱChaptersȱ8Ȭ12.

4. Forȱexplanationȱofȱpoïeticȱandȱaesthesic,ȱseeȱGlossaryȱandȱp.115,ff.
5. Thisȱdormantȱstateȱcanȱbeȱcomparedȱtoȱaȱparkedȱcar.ȱToȱbeȱofȱanyȱuseȱasȱaȱvehicle,ȱitȱ

hasȱtoȱbeȱdesigned,ȱitsȱpartsȱproducedȱandȱassembled.ȱYouȱhaveȱtoȱknowȱhowȱtoȱ
driveȱit,ȱbutȱunlessȱyou’reȱaȱmechanic,ȱyouȱwon’tȱthinkȱofȱtheȱcarȱinȱtheȱsameȱwayȱasȱ
thoseȱwhoȱmadeȱit.ȱParkedȱmotionlessȱitȱstillȱexistsȱandȱcanȱbeȱthoughtȱofȱasȱaȱphysȬ
icalȱobjectȱasȱwellȱasȱofȱinȱtermsȱofȱitsȱpotentialȱuses.

6. Peirce’sȱprimaryȱtrinity:ȱ‘object’,ȱsign,ȱinterpretantȱ(pp.ȱ156Ȭ158).ȱPleaseȱnoteȱthatȱI’mȱ
notȱusingȱobjectȱhereȱinȱtheȱPeirceanȱsense.
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Museme

TheȱtermȱmusemeȱwasȱcoinedȱbyȱCharlesȱSeegerȱ(1960:76).7ȱ
[Itȱisȱa]ȱ‘unitȱofȱthreeȱcomponentsȱ—threeȱtoneȱbeats—ȱ[which]ȱcanȱconȬ
stituteȱtwoȱprogressionsȱandȱmeetȱtheȱrequirementsȱforȱaȱcomplete,ȱinȬ
dependentȱunitȱofȱmusicȬlogicalȱ formȱorȱmoodȱ inȱbothȱdirectionȱand
extension….ȱItȱcanȱbeȱregardedȱas…ȱaȱmusicalȱmorphemeȱorȱmuseme.’

Theȱ lastȱpartȱofȱ thisȱstatementȱ isȱclearȱenough:ȱ ifȱaȱmorphemeȱ isȱ the
smallestȱlinguisticȱunitȱthatȱhasȱmeaningȱinȱandȱofȱitselfȱthenȱaȱmuseme

isȱtheȱsmallestȱunitȱembodyingȱmeaningȱinȱmusic.8ȱIfȱthatȱisȱso,ȱSeeger’s
explanationȱofȱtheȱtermȱisȱproblematicȱforȱseveralȱreasons.ȱ

Tone,ȱasȱ inȱ ‘toneȱbeat’,ȱ isȱ theȱfirstȱproblemȱwithȱSeeger’sȱdefinitionȱof
museme.ȱIfȱtoneȱmeansȱaȱnoteȱofȱdiscernibleȱfundamentalȱpitch,ȱthenȱa
musicalȱstructureȱconsistingȱofȱ threeȱnotesȱwithoutȱdiscernibleȱ fundaȬ
mentalȱpitch,ȱasȱinȱaȱdrumȱpattern,ȱwouldȱhaveȱnoȱ‘musicȬlogicalȱform
orȱmood’ȱandȱwouldȱcarryȱnoȱmeaning.ȱSinceȱthatȱconclusionȱ isȱboth
falseȱandȱanȱinsultȱtoȱdrummersȱlet’sȱassumeȱthatȱSeegerȱmeantȱ‘three
notes’,ȱusingȱnoteȱ inȱ theȱMIDIȱ senseȱofȱ theȱword,ȱ i.e.ȱaȱ single,ȱdiscrete
soundȱofȱfiniteȱdurationȱinȱaȱpieceȱofȱmusic,ȱwhetherȱorȱnotȱtheȱsoundȱis
tonal.9ȱAtȱ leastȱ thatȱ definitionȱ catersȱ forȱ theȱ connotativeȱ distinction
mostȱWesternȱ listenersȱ areȱ capableȱ ofȱmakingȱ between,ȱ say,ȱ aȱ symȬ
phonicȱtimpaniȱrollȱandȱaȱFUNKYȱDRUMMERȱloop.ȱItȱwouldȱalsoȱletȱusȱuse
theȱtermȱmusemeȱtoȱ‘horizontally’ȱidentifyȱmeaningfulȱunitsȱofȱrhythȬ
micȱandȱmelodicȱstructuration,ȱi.e.ȱinȱtermsȱofȱatȱleastȱthreeȱconsecutive
notesȱandȱtoȱthinkȱaboutȱsuchȱunlayeredȱmusemesȱasȱconstituentȱeleȬ
mentsȱinȱsingleȬstrandȱunitsȱofȱmusicalȱmeaningȱ—musemeȱstrings—,ȱas
evidencedȱinȱmusicalȱmotifs,ȱphrases,ȱostinatoȱpatternsȱorȱriffs,ȱetc.10ȱSo
far,ȱsoȱgood.ȱTheȱtroubleȱisȱthatȱmusicalȱmeaningȱisȱnotȱsolelyȱdependȬ
entȱonȱnoteȱsequencesȱ(theȱdiachronic,ȱ‘horizontal’ȱaspect).ȱItȱis,ȱasȱwe’ll

7. Seegerȱ(1886Ȭ1979),ȱUSȱcomposer/musicologist,ȱandȱfatherȱofȱPeteȱandȱPeggy,ȱtookȱ
pioneeringȱstepsȱtoȱbridgeȱtheȱgapȱbetweenȱmusicologyȱandȱotherȱdisciplines.ȱ

8. SeeȱGlossaryȱforȱexplanationsȱofȱmorphemeȱandȱphoneme.
9. Seeȱpp.ȱ273Ȭ276ȱandȱGlossaryȱforȱexplanationȱofȱnote,ȱpitch,ȱtoneȱandȱtonal.
10. Seeger’sȱATȱLEASTȱTHREEȱNOTESȱrule,ȱquestionedȱonȱpageȱ235,ȱisȱperhapsȱbetterȱ

understoodȱasȱanȱATȱLEASTȱTWOȱCHANGESȱruleȱbecause:ȱ[1]ȱtheȱchangeȱfromȱmusicalȱ
silenceȱtoȱnoteȱatȱtheȱstartȱofȱaȱpieceȱorȱafterȱaȱpauseȱisȱalsoȱ(quelleȱsurprise!)ȱaȱmusicalȱ
change;ȱ[2]ȱtheȱfinalȱnoteȱofȱaȱsingleȬstrandȱmusemeȱisȱoftenȱelidedȱintoȱtheȱfirstȱnoteȱ
ofȱtheȱsubsequentȱsingleȬstrandȱmusemeȱ(Tagg,ȱ1982:54Ȭ58).
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see,ȱatȱleastȱasȱmuchȱaȱmatterȱofȱsimultaneousȱlayeringȱ(theȱsynchronic,
‘vertical’ȱaspect)ȱofȱnotes.11

ThisȱisȱneitherȱtheȱtimeȱnorȱplaceȱtoȱdiscussȱtheȱepistemologicalȱbackȬ
groundȱtoȱSeeger’sȱpioneeringȱideasȱaboutȱmusicalȱmeaning,ȱexceptȱto
sayȱthatȱitsȱproblemsȱmayȱderiveȱpartlyȱfromȱtheȱtypeȱofȱlinguisticȱtheȬ
oryȱcirculatingȱinȱhisȱday,ȱpartlyȱfromȱconventionalȱmusicology’sȱfixaȬ
tionȱwithȱnarrativeȱformȱ(diataxis)ȱandȱitsȱapparentȱreluctanceȱtoȱdeal
withȱsemanticsȱorȱpragmatics.12ȱManyȱlinguistsȱhaveȱsinceȱSeeger’sȱday
arguedȱ thatȱprosodicȱaspectsȱofȱ speechȱ—timbre,ȱdiction,ȱ intonation,
volume,ȱfacialȱexpression,ȱgesture,ȱetc.—ȱareȱsemioticallyȱatȱleastȱasȱimȬ
portantȱasȱtheȱwordsȱtheyȱaccompany.13ȱIfȱsuchȱlayeringȱofȱsonicȱstrucȬ
turationȱ isȱ importantȱ toȱ theȱ mediationȱ ofȱ meaningȱ inȱ speech,ȱ it’s
absolutelyȱessentialȱandȱ intrinsicȱ toȱmusicȱbecauseȱnotesȱcannotȱexist
withoutȱtheȱsoundȱcarryingȱthem,ȱbeȱthatȱsoundȱandȱitsȱnote[s]ȱimagȬ
inedȱinsideȱyourȱheadȱorȱheardȱoutȱloud.ȱToȱputȱitȱinȱsimpleȱtermsȱfrom
theȱmusician’sȱstandpoint,ȱtheȱsoundȱyouȱputȱwithȱtheȱnotesȱ—howȱyou
playȱorȱsingȱ them—ȱ isȱsemioticallyȱatȱ leastȱasȱ importantȱasȱ theȱnotes
youȱputȱwithȱyourȱsound.ȱNeitherȱcanȱexistȱasȱmusicȱwithoutȱtheȱother
and,ȱwhenȱitȱcomesȱtoȱmusicalȱsigns,ȱtheȱhowȱ(notesȱorȱsound)ȱisȱineviȬ
tablyȱ anȱ intrinsicȱ andȱ inseparableȱpartȱofȱ theȱwhatȱ (soundȱorȱnotes).
Theseȱideasȱmayȱbecomeȱclearerȱwithȱaȱbitȱofȱconcretisation.

Theȱ twoȱ statementsȱ DON’TȱWORRYȱ ABOUTȱMEȱ saidȱ nonchalantlyȱ and
DON’TȱWORRYȱABOUTȱMEȱspokenȱwithȱbitterȱresentment14ȱquiteȱclearly
sendȱnoȱmoreȱtheȱsameȱmessageȱthanȱdoȱtheȱfirstȱlineȱofȱyourȱnational
anthemȱplayedȱbyȱaȱprofessionalȱsymphonyȱorchestraȱaccompanyingȱa

11. Forȱfurtherȱdiscussionȱofȱmuseme,ȱseeȱTaggȱ(1982:45,ff.,ȱ2000a:106,ff.,ȱ2005b:1037Ȭ9).ȱ
Forȱexplanationsȱofȱnote,ȱseeȱfootnoteȱ9,ȱp.ȱ273,ȱandȱTaggȱ(2009:17,ff.).

12. Seeȱpp.145Ȭ148ȱunderȱ‘Semio’ȱinȱChapterȱ4;ȱseeȱalsoȱChapterȱ11ȱ(p.ȱ383,ȱff.).ȱ
13. Likeȱotherȱscholarsȱofȱhisȱtimeȱwhoȱsoughtȱtoȱexplainȱhowȱmusicȱrelatesȱtoȱotherȱ

symbolicȱsystemsȱ(e.g.ȱNettlȱ(1958),ȱBrightȱ(1963)),ȱSeegerȱreferredȱtoȱlinguisticȱmodȬ
elsȱthatȱstillȱaccordedȱsemioticȱprimacyȱtoȱtheȱwrittenȱword,ȱtoȱdenotationȱandȱtoȱtheȱ
arbitraryȱsign.ȱSuchȱattemptsȱtoȱalignȱmeaningfulȱelementsȱinȱmusicȱwithȱthoseȱofȱ
languageȱwereȱsubsequentlyȱcriticisedȱbyȱmusicologistsȱ(e.g.ȱNattiezȱ(1975,ȱ1987),ȱ
Imbertyȱ(1976a,ȱb),ȱLerdahlȱ&ȱJackendoffȱ(1977)ȱandȱKeilerȱ(1978)).ȱAmongȱrepreȬ
sentativesȱofȱmoreȱrecentȱlinguisticȱtheoryȱareȱBolingerȱ(1989),ȱCruseȱ(1988),ȱEcoȱ
(1990)ȱandȱKressȱ(1993).

14. Seeȱp.ȱ345ȱff.ȱforȱmoreȱonȱprosodicȱmeaningsȱofȱ‘Don’tȱworryȱaboutȱme’.ȱ
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largeȱchorusȱofȱtrainedȱvoicesȱandȱtheȱsameȱpassageȱsungȱoutȱofȱtune,
withȱtheȱwrongȱwords,ȱbyȱsomeoneȱwithȱaȱforeignȱaccentȱaccompanied

byȱtwoȱdrunksȱmistreatingȱaȱconcertinaȱandȱaȱbatteredȱoldȱacousticȱguiȬ
tar.ȱOfȱcourse,ȱtheȱdifferenceȱbetweenȱtheȱfirstȱthreeȱsungȱnotesȱofȱone
nationalȱanthemȱandȱanotherȱisȱsemioticallyȱsignificant,ȱhoweverȱthey
areȱperformed,ȱbecauseȱthatȱdifferenceȱallowsȱlistenersȱtoȱmusicallyȱdisȬ
tinguishȱoneȱnationȱfromȱtheȱotherȱduring,ȱsay,ȱTVȱcoverageȱofȱtheȱOlȬ
ympics.ȱ Thatȱ said,ȱ theȱwayȱ thoseȱ notesȱ areȱ soundedȱ isȱ atȱ leastȱ as
important,ȱforȱwhileȱtheȱsymphonyȱorchestraȱversionȱofȱyourȱnational
anthemȱmayȱwellȱbeȱheardȱinȱtermsȱofȱnationalȱprideȱandȱdignity,ȱthe
foreignȱdrunksȱareȱmoreȱlikelyȱtoȱcomeȱacrossȱasȱdisrespectful,ȱasȱperȬ
formingȱaȱmusicalȱequivalentȱtoȱburningȱtheȱflag.ȱThatȱcardinalȱdifferȬ
enceȱbetweenȱprideȱandȱ ridiculeȱ isȱ justȱasȱmuchȱaȱmatterȱofȱmusical

structureȱ (volume,ȱ timbre,ȱ instrumentation,ȱ intonation,ȱ accentuation,
phrasing,ȱetc.)ȱasȱtheȱnotesȱ(pitchȱandȱrhythmȱprofile)ȱtellingȱusȱwhich

nation’sȱpatriotismȱisȱbeingȱextolledȱorȱdraggedȱthroughȱaȱdungȱheap.
Allȱ suchȱ structuresȱandȱ theirȱ connotationsȱareȱ inȱotherȱwordsȱdeterȬ
minedȱbyȱdifferentȱuseȱofȱmusic’sȱvariousȱparametersȱofȱexpressionȱas
wellȱas,ȱofȱcourse,ȱbyȱculturallyȱspecificȱconventionsȱofȱmusicalȱpercepȬ
tionȱandȱinterpretation.ȱ

Now,ȱassuming,ȱatȱleastȱforȱtheȱtimeȱbeing,ȱthatȱmusemeȱmeansȱaȱminiȬ
malȱunitȱofȱmusicalȱmeaning,ȱitȱcouldȱbeȱarguedȱthatȱtheȱfirstȱnotesȱinȱthe
tuneȱofȱtheȱStarȱSpangledȱBannerȱandȱofȱtheȱMarseillaiseȱeachȱconstituteȱa
musemeȱifȱneitherȱofȱthemȱcan,ȱasȱaȱsequenceȱofȱnotesȱproducingȱaȱparȬ
ticularȱprofileȱofȱrhythmȱandȱpitch,ȱbeȱbrokenȱdownȱintoȱsmallerȱunits
thatȱcarryȱanyȱmeaningȱ inȱthemselves.15ȱButȱ itȱwouldȱalsoȱ implyȱthat
theȱOFFICIALȱSYMPHONYȱandȱRAUCOUSȱDRUNKSȱrenderingsȱofȱthoseȱtwo

nationalȱanthemsȱmeanȱtheȱsameȱthing.ȱThatȱwouldȱbeȱabsurdȱbecause

15. Forȱexample,ȱtheȱfirstȱthreeȱnotesȱofȱtheȱtuneȱinȱtheȱchorusȱofȱGranadaȱ(Lara,ȱ1932)ȱ
areȱidenticalȱtoȱthoseȱatȱtheȱstartȱofȱtheȱMarseillaiseȱ(threeȱsprightlyȱnotes,ȱallȱonȱtheȱ
fifth).ȱBothȱhaveȱaȱstirringȱABOUTȱTOȱGETȱUPȱANDȱGO/ALLONS,ȱENFANTS!ȱcharacterȱfolȬ
lowedȱbyȱaȱrisingȱmelodicȱline.ȱIfȱthisȱparticularȱsetȱofȱthreeȱnotesȱcanȱoccurȱwithȱtheȱ
sameȱsortȱofȱeffectȱinȱatȱleastȱtwoȱdifferentȱpiecesȱofȱmusicȱconceivedȱwithinȱtheȱ
sameȱgeneralȱmusicalȱidiomȱ(TheȱMarseillaiseȱandȱGranada),ȱandȱifȱitȱcannotȱbeȱbroȬ
kenȱdownȱintoȱsmallerȱmeaningfulȱunits,ȱi.e.ȱifȱtheȱlinkȱbetweenȱtheȱmusicalȱstrucȬ
tureȱandȱitsȱinterpretantȱisȱconsistentȱandȱrepeatableȱinsideȱtheȱsameȱbroadȱmusicalȬ
culturalȱtradition,ȱthenȱit’sȱclearlyȱqualifiableȱasȱaȱminimalȱunitȱofȱmusicalȱmeaning.ȱ
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bothȱversionsȱofȱtheȱtwoȱnationalȱanthemsȱclearlyȱcontainȱotherȱstrucȬ
turalȱelementsȱthatȱsemioticallyȱlinkȱnotȱtoȱFRANCEȱorȱTHEȱUSAȱbutȱtoȱinȬ
terpretantsȱwhichȱcanȱbeȱreferredȱtoȱinȱtermsȱlikeȱPATRIOTICȱPRIDEȱand
NATIONALȱRIDICULEȱrespectively,ȱregardlessȱofȱwhichȱnationȱisȱtheȱobject
ofȱeulogyȱorȱderision.ȱMoreover,ȱbothȱ thoseȱ typesȱofȱ ‘other’ȱmusical

signȱcanȱbeȱbrokenȱdownȱ intoȱsmallerȱmeaningfulȱunits,ȱ forȱexample

whatȱtheȱsymphonyȱorchestra’sȱstringȱsectionȱplaysȱonȱitsȱown,ȱorȱthe
soundȱofȱtheȱdrunk’sȱconcertinaȱwithoutȱtheȱraspyȱforeignȱvocals.ȱAnd
evenȱthoseȱsmallerȱbutȱmusicallyȱmeaningfulȱunitsȱmayȱinȱtheirȱturnȱbe
reducibleȱtoȱyetȱsmallerȱmeaningfulȱentitiesȱuntilȱtheȱpointȱwhereȱonly
oneȱmeaningfulȱnoteȱisȱleft,ȱlikeȱtheȱsingleȬnoteȱmusemeȱstruckȱonȱtubuȬ
larȱbellȱatȱ0:04ȱinȱtheȱtitleȱmusicȱforȱMontyȱPython’sȱFlyingȱCircus.16ȱ
Ifȱaȱmusemeȱcanȱconsistȱofȱasȱ littleȱasȱoneȱsingleȱnote,ȱSeeger’sȱthreeȬ
noteȱ criterionȱ forȱqualificationȱasȱaȱmusemeȱdoesn’tȱwork.ȱ Indeed,ȱa
oneȬnoteȱmusemeȱ canȱ existȱbecauseȱ itsȱ semioticȱ chargeȱ reliesȱ justȱ as
muchȱonȱitsȱsyncriticȱ(‘vertical’)ȱformȱ—byȱtheȱwayȱit’sȱstruckȱonȱwhich

instrumentȱatȱwhichȱvolumeȱoverȱwhichȱchordȱplayedȱbyȱwhichȱother
instrument[s]ȱinȱwhichȱregisterȱinȱwhichȱtonalȱidiomȱandȱsoȱon—ȱasȱon
itsȱimmediateȱ‘horizontal’ȱcontextȱ(byȱitsȱrelationȱtoȱwhateverȱprecedes
andȱ followsȱ it).17ȱ Thisȱmeansȱ thatȱ explanationsȱ ofȱmusicalȱ semiosis

needȱtoȱconsiderȱseveralȱindividuallyȱmeaningfulȱlayersȱthatȱsoundȱsiȬ
multaneouslyȱbutȱwhichȱdoȱnotȱnecessarilyȱoccupyȱtheȱsameȱduration
asȱ eachȱ other.ȱ Theseȱ compositeȱ layersȱ ofȱ simultaneouslyȱ sounding
musemesȱareȱcalledȱMUSEMEȱSTACKSȱandȱconstituteȱ‘nowȬsoundȱform’ȱor
SYNCRISISȱ (Chapterȱ12).ȱThey’reȱparticularlyȱusefulȱwhenȱ formingȱhyȬ
pothesesȱaboutȱwhichȱstructuralȱelementsȱinȱanȱAOȱmayȱbeȱ linkedȱto
whichȱsortȱofȱinterpretants.
ReturningȱtoȱtheȱinitialȱmelodicȱmotifȱofȱyourȱnationalȱanthemȱasȱsymȬ
phonicȱgrandeurȱ(versionȱA)ȱandȱnationalȱinsultȱ(versionȱB),ȱTableȱ7Ȭ1
(p.236)ȱidentifiesȱtheȱfirstȱmusemeȱ(1a)ȱasȱtheȱfirstȱpartȱofȱitsȱfirstȱmeȬ
lodicȱ lineȱ (e.g.ȱ theȱ ‘ALLONS,ȱ ENFANTS’ȱpartȱ ofȱ ‘ALLONS,ȱ ENFANTSȱDEȱ LA
PATRIE’ȱinȱtheȱMarseillaise,ȱandȱjustȱtheȱ‘OH,ȱSAY’ȱbitȱofȱ‘OH,ȱSAY,ȱCANȱYOU
HEAR?’ȱatȱtheȱstartȱofȱTheȱStarȱSpangledȱBanner).18ȱAsȱsuggestedȱabove,

16. SeeȱTLTT:ȱ413Ȭ414ȱforȱfurtherȱdiscussionȱofȱthatȱsingleȬnoteȱmuseme.

17. SeeȱtheȱnoteȱparametersȱofȱMIDIȱcodeȱinȱfootnoteȱ9,ȱp.232.
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theȱmostȱobviousȱinterpretantȱforȱmusemeȱ1ȱinȱbothȱversionsȱisȱtheȱoffiȬ
cialȱidentityȱofȱtheȱnationȱinȱquestion.ȱMusemeȱ2,ȱonȱtheȱotherȱhand,ȱis
actuallyȱ aȱmusemeȱ stackȱ (orȱ syncrisis)ȱ consistingȱofȱ threeȱ constituent
musemesȱforȱversionȱAȱ(2aȬ2c)ȱandȱfiveȱforȱversionȱBȱ(2aȬ2e),ȱsomeȱof
whichȱ canȱ inȱ theirȱ turnȱ alsoȱ beȱ understoodȱ asȱ subsidiaryȱmuseme

stacksȱbrokenȱdownȱintoȱyetȱmoreȱconstituentȱmusematicȱentities.ȱThat
sortȱofȱmusematicȱhierarchyȱisȱillustratedȱbyȱmusemeȱ2ȱinȱtheȱBȱsection
ofȱTableȱ7Ȭ1ȱandȱcanȱbeȱexplainedȱasȱfollows.

Table 7-1: National anthem musemes: symphony orchestra and foreign drunks

18. Musemeȱ1bȱwouldȱhaveȱbeenȱtheȱ‘deȱlaȱpatrie’ȱandȱ‘[say,]ȱcanȱyouȱhear?’ȱpartsȱofȱtheȱ
firstȱmelodicȱlineȱinȱtheȱMarseillaiseȱandȱtheȱUSȱnationalȱanthemȱrespectively.ȱTheȱ
‘SAY’ȱnoteȱinȱTheȱStarȱSpangledȱBannerȱisȱelidedȱandȱpartȱofȱbothȱmusemesȱ1aȱandȱ1b.ȱ
Forȱanȱexplanationȱofȱelisionȱinȱmusemeȱstrings,ȱseeȱTaggȱ(2000a:107).ȱ

museme musemeȱsignȱdesignation feasibleȱinterpretants

A.ȱSymphonyȱorchestraȱandȱchorus

1a firstȱpartȱofȱfirstȱmelodicȱline ȱmyȱnationalȱidentity
2a professionalȱsymphony

orchestraȱinȱclassicalȱvein.
official,ȱorganised,ȱ‘classical’,ȱquality,ȱ
polished,ȱdignified,ȱimpressive,ȱetc.

2b professionalȱchorus asȱ2aȱ+ȱlargeȱcollective,ȱsynchronisedȱ
individuals,ȱcommonȱgoal

2c bigȱconcertȱhallȱwith

longȱreverbȱtime

largeȱofficialȱvenue,ȱspaceȱforȱlotsȱofȱ
peopleȱandȱaȱbigȱsound

1+2

TOTALȱ=ȱTHEȱNATION,ȱITSȱVALUESȱANDȱINSTITUTIONSȱAREȱBIG,ȱSTRONG,ȱ
HONOURABLE,ȱETC.ȱIȱMAYȱBEȱSMALLȱBUTȱIȱAMȱPROUDȱTOȱBEȱONEȱOFȱITSȱ
CITIZENS.ȱUNITEDȱWEȱSTAND.ȱIȱBELONG.ȱTOGETHERȱWEȱAREȱJUSTȱGREAT.

B.ȱForeignȱdrunkȱsingingȱinȱaȱpub

1a firstȱpartȱofȱfirstȱmelodicȱline ȱmyȱnationalȱidentity
2a singleȱforeignȱvocalist notȱoneȱofȱ‘us’,ȱalien,ȱinappropriate;ȱ

justȱoneȱperson

2b raspyȱvoice unpolished,ȱcrude,ȱunsophisticated

2c

(stack)

[2c1]ȱoutȬofȬtuneȱguitar
[2c2]ȱsimpleȱirregularȱstrum

[2c3]ȱsimplifiedȱchords

unpolished,ȱunofficial,ȱcareless,ȱmessy,ȱ
disrespectful;ȱpopularȱportableȱsoundȱforȱ

partiesȱorȱcampȱfires
2d concertinaȱ(diatonic) simple,ȱportable,ȱoldȬtime,ȱproletarian

2e backgroundȱnoise:ȱglasses,ȱ
chatter,ȱraucousȱlaughter

disrespectful,ȱinappropriateȱ

1+2

TOTALȱ=ȱEitherȱTHEȱNATION,ȱITSȱCITIZENS,ȱITSȱVALUESȱANDȱINSTITUTIONSȱ
AREȱBEINGȱVILELYȱRIDICULEDȱANDȱDEMEANED;ȱorȱTHEȱBLOATEDȱPOMPȱANDȱ
ARROGANCEȱOFȱTHOSEȱRUNNINGȱMYȱCOUNTRYȱISȱBEINGȱRIGHTLYȱDEBUNKED.
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Theȱsingleȱ foreignȱvocalistȱ (musemeȱ2a)ȱdoesȱnotȱrepresentȱ theȱsame

thingȱasȱhisȱraspyȱvoiceȱ(2b)ȱbecauseȱaȱraspyȱforeignȱvoice,ȱaȱraspyȱnaȬ
tiveȱvoice,ȱaȱwellȬtrainedȱnativeȱvoiceȱandȱaȱwellȬtrainedȱforeignȱvoice
allȱsoundȱdifferentȱandȱembodyȱfourȱdifferentȱinterpretants.ȱNorȱdoȱeiȬ
therȱmusemeȱ2aȱorȱ2bȱmeanȱ theȱsameȱ thingȱasȱ theȱoutȬofȬtuneȱguitar
strummedȱ irregularlyȱwithȱ simplifiedȱ chordsȱ (2c)ȱwhich,ȱ inȱ itsȱ turn
doesȱnotȱhaveȱtheȱsameȱeffectȱonȱitsȱownȱasȱtheȱconcertinaȱwithoutȱthe
guitarȱ(2d).ȱTheȱtotalȱeffectȱofȱtheseȱconstituentȱmusemesȱwouldȱalsoȱbe
slightlyȱ butȱ significantlyȱ differentȱwithoutȱ theȱ backgroundȱ noiseȱ of
musemeȱ2e.ȱMoreover,ȱmusemeȱ2cȱ (guitar)ȱ containsȱ threeȱ subsidiary
structuralȱelements,ȱeachȱofȱwhichȱcontributesȱtoȱitsȱoverallȱmeaning:ȱit
isn’tȱproperlyȱtunedȱ(2c1);ȱit’sȱstrummedȱsimplyȱandȱirregularlyȱ(2c2);
andȱtheȱchordsȱplayedȱonȱitȱareȱmuchȱmoreȱrudimentaryȱthanȱinȱanȱofȬ
ficialȱversionȱofȱtheȱsameȱpieceȱ(2c3).ȱAlterȱorȱremoveȱanyȱofȱthoseȱthree
structuralȱelementsȱandȱbothȱtheȱoverallȱstructureȱandȱprobableȱinterȬ
pretantsȱofȱmusemeȱ2cȱchangeȱtoo.ȱFinally,ȱaddȱmusemeȱ1ȱtoȱtheȱequaȬ
tionȱandȱyouȱhaveȱquiteȱaȱcomplexȱmusemeȱstackȱcapableȱofȱgenerating,
insideȱaȱmereȱsecondȱorȱso,ȱtheȱtwoȱradicallyȱdifferentȱsetsȱofȱinterpreȬ
tantsȱ (PMFCs)ȱ shownȱ atȱ theȱbottomȱofȱ eachȱ sectionȱ inȱTableȱ 7Ȭ1.ȱTo
quoteȱMendelssohnȱagain:

‘Theȱthoughtsȱwhichȱareȱexpressedȱtoȱmeȱbyȱaȱpieceȱofȱmusic…ȱareȱnot
tooȱindefiniteȱtoȱbeȱputȱintoȱwords,ȱbutȱonȱtheȱcontraryȱtooȱdefinite.’19ȱ

AlthoughȱthisȱdiscussionȱofȱtheȱtermȱmusemeȱwillȱhaveȱhopefullyȱproȬ
videdȱaȱfewȱinsightsȱintoȱhowȱmusicalȱsignsȱmayȱbeȱconstructed,ȱidenȬ
tifiedȱandȱdeconstructed,ȱI’veȱgivenȱtheȱtermȱnoȱconclusiveȱdefinition,
simplyȱbecauseȱIȱcan’t.ȱItȱwouldȱafterȱallȱbeȱfoolhardyȱtoȱtryȱandȱdistil
theȱtheoreticalȱessenceȱofȱmusemeȱwithoutȱprovidingȱmuchȱmoreȱextenȬ
siveȱevidenceȱofȱhowȱtheȱconstructionȱ(poïesis)ȱandȱreceptionȱ(aestheȬ
sis)ȱ ofȱ individualȱ musicalȱ structuresȱ areȱ demonstrablyȱ and

systematicallyȱlinkedȱtoȱthingsȱotherȱthanȱthemselvesȱwithinȱtheȱsame

broadȱmusicȱ culture.ȱ Initialȱ stepsȱ inȱ theȱ investigationȱ ofȱ thoseȱ links

19. FelixȱMendelssohnȱ(1809Ȭ47),ȱquotedȱbyȱCookeȱ(1959:ȱ6).ȱI’veȱintentionallyȱmisȬ
quotedȱMendelssohnȱthisȱtimeȱbecauseȱtheȱwordsȱ‘whichȱIȱlove’ȱhaveȱbeenȱreplacedȱ
byȱanȱellipsisȱ(‘…’).ȱTheȱwordsȱappearȱcorrectlyȱonȱpageȱ171.
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wereȱsuggestedȱinȱChapterȱ6ȱ—‘Intersubjectivity’.ȱStill,ȱweȱareȱnow,ȱafȬ
terȱdiscussingȱtheȱtermsȱobject,ȱstructureȱandȱmuseme,ȱinȱaȱbetterȱposition
toȱexpandȱanalyticalȱmethodȱintoȱtheȱrealmȱofȱinterobjectivityȱasȱweȱseek
toȱidentifyȱandȱinterpretȱstructuralȱelementsȱthatȱcarryȱmusicalȱmeanȬ
ing,ȱbeȱtheyȱmusemes,ȱmusemeȱstacksȱorȱmusemeȱstrings.ȱȱȱȱ

Interobjectiveȱcomparisonȱ
Fig. 7-2. The alogogenic ‘black box’: two escape routes 

Ifȱproceduresȱestablishingȱsharedȱsimilarityȱofȱresponseȱtoȱmusicȱbetween

severalȱhumanȱsubjectsȱareȱcalledȱ intersubjectiveȱ(verticalȱarrowȱonȱthe
leftȱ inȱFigureȱ7Ȭ2),ȱ thenȱ thoseȱestablishingȱsharedȱsimilarityȱofȱstructure
betweenȱtwoȱorȱmoreȱmusicalȱobjectsȱcanȱbeȱcalledȱinterobjective.ȱInterȬ
objectiveȱprocedureȱisȱintertextual.ȱItȱfirstȱentailsȱfindingȱstructuralȱeleȬ
mentsȱ inȱ otherȱmusicȱ thatȱ soundȱ likeȱ structuralȱ elementsȱ inȱ theȱAO.ȱThat
processȱ ofȱ establishingȱmusicalȱ intertextualityȱ isȱ calledȱ interobjective
comparison.ȱTheȱ‘otherȱmusic’ȱcontainingȱstructuralȱresemblanceȱtoȱthe
AOȱ isȱcalledȱ interobjectiveȱcomparisonȱmaterialȱorȱIOCMȱforȱshort.ȱThat
typeȱofȱSOUNDSȬLIKEȱlinkȱisȱrepresentedȱinȱFigureȱ7Ȭ2ȱbyȱtheȱhorizontal
arrowȱ(’structuralȱsimilarity’)ȱbetweenȱtheȱAOȱandȱtheȱIOCM.ȱ

Now,ȱitȱmayȱseemȱoddȱtoȱsuggestȱthatȱreferringȱtoȱotherȱmusicȱcanȱhelp
usȱescapeȱfromȱtheȱblackȱboxȱofȱMUSICȱISȱMUSIC:ȱit’sȱlikeȱadvocatingȱreȬ
gressionȱ intoȱmusicalȱabsolutismȱandȱ toȱ theȱnotionȱ thatȱmusicȱ refers
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onlyȱtoȱitself.ȱThat’sȱwhyȱit’sȱessentialȱtoȱunderstandȱthatȱinterobjective
comparisonȱisȱonlyȱtheȱfirstȱofȱtwoȱstepsȱinȱaȱprocedureȱrelatingȱtheȱAO
toȱtheȱPMFCsȱappearingȱbottomȱrightȱinȱFigureȱ7Ȭ2.ȱInterobjectiveȱcomȬ
parisonȱ simplyȱ exploitsȱ theȱ nonȬantagonisticȱ contradictionȱ between

music’sȱintraȬȱandȱextragenericȱcharacteristics,ȱcombiningȱtheȱpotential
ofȱboth.ȱConsideringȱ firstȱ theȱ intragenericȱaspect,ȱ it’sȱworthȱ recalling
partȱofȱtheȱsecondȱtenetȱinȱChapterȱ2’sȱdefinitionȱsection.ȱ

‘[M]usical structures often seem to be objectively related to either: [a]
their occurrence in similar guise in other music; or [b] their own context
within the piece of music in which they (already) occur.’

AsȱshownȱinȱFigureȱ7Ȭ2,ȱinterobjectiveȱcomparisonȱexploitsȱthisȱintrageȬ
nericȱ sideȱ ofȱ theȱ contradictionȱ asȱ aȱ firstȱ stepȱ (horizontalȱ arrowȱAOȬ
IOCM)ȱinȱopeningȱupȱaȱsecondȱstoreȱofȱparamusicalȱinformationȱ(vertiȬ
calȱarrowȱbetweenȱIOCMȱandȱPMFCȱtoȱtheȱrightȱinȱtheȱdiagram).ȱAȱficȬ
tionalȱexampleȱmayȱhelpȱconcretiseȱthisȱlineȱofȱthinking.

Let’sȱsayȱyourȱAOȱ isȱaȱshortȱextractȱofȱ filmȱmusicȱcontainingȱsounds
reminiscentȱofȱaȱ libraryȱmusicȱpieceȱcalledȱMysteriesȱofȱtheȱLake.ȱSince
thatȱpieceȱsounds,ȱ inȱpartȱorȱwhole,ȱ likeȱyourȱAO,ȱyouȱcanȱassumeȱ it
sharesȱsonicȱstructuralȱtraitsȱinȱcommonȱwithȱyourȱAO.ȱIfȱthatȱisȱso,ȱthe
libraryȱmusicȱpieceȱqualifiesȱasȱpotentialȱinterobjectiveȱcomparisonȱmateȬ
rialȱ—IOCM—ȱlinkedȱtoȱtheȱAOȱbyȱtheȱ‘structuralȱsimilarity’ȱarrowȱin
Figureȱ7Ȭ2.ȱAtȱtheȱsameȱtime,ȱtheȱlibraryȱmusicȱpiece’sȱsuggestiveȱtitle,
MysteriesȱofȱtheȱLake,ȱisȱanȱobviousȱhintȱatȱaȱparamusicalȱfieldȱofȱconnoȬ
tationȱ(PMFC)ȱbelongingȱtoȱthatȱpieceȱofȱIOCMȱ(stepȱ2,ȱverticalȱarrow
onȱrightȱ inȱFigureȱ7Ȭ2).ȱNotingȱalsoȱ thatȱ libraryȱmusicȱcompanyȱstaff
characteriseȱtheȱsameȱpieceȱasȱEERIEȱandȱICYȱ(alsoȱstepȱ2),ȱit’sȱpossibleȱto
summariseȱ theȱpiece’sȱPMFCsȱsoȱ farȱasȱMYSTERY,ȱLAKE,ȱEERIE,ȱ ICY.ȱThe
pointȱofȱ thisȱsimpleȱ twoȬstepȱprocessȱ isȱ thatȱ if,ȱasȱ inȱ thisȱ fictionalȱ inȬ
stance,ȱ theȱconceptsȱMYSTERY,ȱLAKE,ȱEERIEȱandȱ ICYȱareȱ linkedȱ toȱmusic

soundingȱ likeȱsomethingȱ inȱyourȱAO,ȱ thenȱ it’sȱconceivableȱ thatȱ those
paramusicalȱconceptsȱmayȱalsoȱapplyȱtoȱtheȱAO,ȱinȱshortȱthatȱyourȱexȬ
tractȱofȱfilmȱmusicȱmayȱbeȱlinkedȱtoȱaȱPMFCȱembodyingȱnotionsȱofȱMYSȬ
TERY,ȱLAKE,ȱEERIEȱandȱICY.ȱThatȱisȱatȱleastȱbyȱnoȱmeansȱunreasonableȱasȱa
hypothesis.ȱTheȱonlyȱtroubleȱisȱthatȱoneȱswallowȱdoesn’tȱmakeȱaȱsumȬ
mer,ȱor,ȱlessȱpoetically,ȱthatȱoneȱsingleȱpieceȱofȱIOCMȱandȱitsȱconnotaȬ
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tionsȱdoȱnotȱproveȱthatȱtheȱrelevantȱsoundsȱinȱtheȱoriginalȱAOȱactually
connoteȱwhateverȱMYSTERY,ȱLAKE,ȱEERIEȱandȱICYȱtogetherȱcreateȱbyȱway

ofȱaȱPMFC.ȱ
Thereȱareȱseveralȱwaysȱofȱverifyingȱorȱfalsifyingȱindividualȱoccurrences
ofȱparamusicalȱconnotationȱdeducedȱ throughȱ interobjectiveȱcompariȬ
son.ȱOneȱwayȱisȱtoȱuseȱtheȱsortȱofȱreceptionȱtestsȱdiscussedȱinȱChapterȱ6
toȱcheckȱifȱtheȱVVAsȱtheyȱproduceȱ(theȱverticalȱarrowȱofȱintersubjectivȬ
ityȱ inȱ Figureȱ 7Ȭ2)ȱ showȱ anyȱ consistencyȱwithȱ thoseȱ deducedȱ using
IOCM.ȱPutȱsimply,ȱdoȱtheȱtwoȱsetsȱofȱPMFCȱatȱtheȱbottomȱofȱtheȱdiaȬ
gramȱmatchȱup?ȱIf,ȱforȱinstance,ȱstayingȱwithȱtheȱMYSTERYȱLAKEȱexamȬ
ple,ȱreceptionȱtestȱrespondentsȱassociateȱtoȱnotȱjustȱMYSTERY,ȱLAKE,ȱEERIE
andȱICYȱbutȱalsoȱtoȱthingsȱlikeȱSWIRLINGȱMIST,ȱDARKȱFORESTȱandȱMEDIEVAL

MYTH,ȱallȱwellȱandȱgood;ȱbutȱifȱresponsesȱincludeȱsignificantȱamounts

of,ȱ say,ȱ SUNSHINE,ȱAIRPORTS,ȱ FASHIONȱ SHOWS,ȱHAPPINESSȱ andȱ COWBOYS

you’llȱneedȱtoȱthinkȱagain.20ȱButȱthereȱareȱotherȱwaysȱofȱtestingȱinitial
hypothesesȱofȱparamusicalȱconnotation.

Theȱmoreȱinstancesȱofȱinterobjectiveȱsimilarityȱyouȱfind,ȱtheȱbetterȱyour
chancesȱwillȱbeȱofȱfindingȱPMFCsȱrelevantȱtoȱyourȱAOȱandȱofȱexaminȬ
ingȱdegreesȱofȱ consistencyȱbetweenȱ theȱPMFCsȱ toȱallȱ thoseȱdifferent
piecesȱofȱIOCM.ȱForȱexample,ȱstillȱusingȱtheȱfictionalȱMYSTERYȱLAKEȱAO,
theȱmoreȱIOCMȱyouȱfindȱconnectedȱtoȱPMFCsȱlikeȱMYSTERY,ȱLAKE,ȱEERIE,
ICY,ȱSWIRLINGȱMIST,ȱDARKȱFORESTȱandȱMEDIEVALȱMYTH,ȱtheȱmoreȱplausible
yourȱinitialȱhypothesisȱwillȱbe.ȱOnȱtheȱotherȱhand,ȱperhapsȱLAKEȱonly
occursȱinȱconjunctionȱwithȱyourȱinitialȱpieceȱofȱIOCMȱandȱwithȱnoneȱof
theȱothersȱwhoseȱPMFCsȱveerȱmoreȱtowards,ȱsay,ȱMIST,ȱMYTH,ȱMEDIEVAL,

LORDȱOFȱTHEȱRINGSȱorȱHARRYȱPOTTER.ȱIfȱso,ȱyouȱmightȱhaveȱtoȱtweakȱyour
initialȱhypothesis,ȱthatȱisȱunlessȱyourȱrespondentsȱmention,ȱorȱyouȱfind
IOCMȱlinkedȱto,ȱparticularȱmedievalȱmythȱelementsȱlikeȱMERLIN,ȱKING

ARTHURȱorȱEXCALIBUR,ȱinȱwhichȱcaseȱLAKEȱ(asȱinȱ‘theȱladyȱofȱtheȱlake’)
wouldȱ stillȱ beȱ significant.ȱOfȱ course,ȱ inȱ theȱ unlikelyȱ eventȱ ofȱ other
IOCMȱbeingȱconnectedȱtoȱPMFCsȱverbalisableȱinȱtermsȱlikeȱSUNSHINE,

AIRPORTS,ȱFASHIONȱSHOWS,ȱHAPPINESSȱandȱCOWBOYS,ȱyou’dȱeitherȱhaveȱto
abandonȱtheȱinitialȱhypothesisȱorȱtoȱcheckȱhowȱmuchȱthoseȱHAPPYȱSUNȬ
SHINEȱAIRPORTȱpiecesȱofȱIOCMȱactuallyȱresembleȱyourȱAOȱinȱmusicalȬ

20. Seeȱalsoȱ‘Reverseȱengineeringȱ1’ȱandȱ‘2’ȱ(p.249,ȱp.251).
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structuralȱ terms.21ȱYouȱmightȱalsoȱneedȱ toȱaskȱ ifȱ theȱHAPPYȱSUNSHINE

AIRPORTȱpiecesȱareȱconceivedȱinȱtheȱsameȱbroadȱsetȱofȱmusicalȱidiomsȱas
theȱfilmȱmusicȱcueȱwhoseȱ‘message’ȱyou’reȱtryingȱtoȱexplainȱinȱwords.

Theȱ collectionȱ ofȱ IOCMȱ necessaryȱ forȱ theȱ sortȱ ofȱ procedureȱ just
sketchedȱcanȱseemȱlikeȱaȱdauntingȱtask,ȱespeciallyȱifȱyouȱaren’tȱaȱmusiȬ
cologistȱ orȱ practisingȱmusician.ȱ Thereȱ areȱ threeȱ practicalȱways,ȱ exȬ
plainedȱ next,ȱ ofȱ overcomingȱ thisȱ difficulty:ȱ ASKȱ Aȱ MUSICIANȱ (with

caveat),ȱDIGITALȱRECOMMENDERSȱandȱREVERSEȱENGINEERING.ȱ

CollectingȱIOCM
1.ȱAskȱaȱmusician

Oneȱofȱ theȱdistinctȱadvantagesȱofȱ interobjectiveȱcomparisonȱ isȱ thatȱ it
treatsȱmusicȱasȱmusic.ȱPuttingȱnotȱtooȱfineȱaȱpointȱonȱit,ȱyouȱcouldȱsay
thatȱitȱusesȱ(other)ȱmusicȱasȱaȱsortȱofȱdirectȱmetalanguageȱforȱmusic.ȱThe
onlyȱtroubleȱisȱthatȱ(verbal)ȱlanguageȱtrumpsȱallȱotherȱsignȱsystemsȱin
ourȱtraditionȱofȱknowledgeȱandȱthatȱIOCMȱcanȱonlyȱbeȱusedȱasȱaȱfirst
stepȱinȱtheȱsemioticȱanalysisȱofȱmusic.ȱThatȱsaid,ȱtheȱdirectȱstructuralȱinȬ
tertextualityȱofȱinterobjectiveȱcomparisonȱcan,ȱasȱweȱshallȱsee,ȱproduce
validȱ insightsȱaboutȱtheȱmeaningȱofȱanȱAO.ȱMusiciansȱ(instrumentalȬ
ists,ȱcomposers,ȱsingers,ȱstudioȱengineers,ȱetc.)ȱareȱveryȱusefulȱwhenȱit
comesȱtoȱtrackingȱdownȱIOCMȱbecauseȱofȱtheirȱaudioȬmuscularȱmemory.ȱ

OneȱwayȱofȱconceptualisingȱmuscularȱmemȬ
oryȱ(withoutȱtheȱaudio)ȱisȱtoȱimagineȱyou’reȱat
aȱcashȱmachineȱandȱtoȱtapȱyourȱPINȱcodeȱon
theȱnearestȱflatȱsurface.ȱYouȱprobablyȱhaveȱa
spatialȬkineticȬtactileȱmemoryȱ ofȱ yourȱ code
reinforcedȱeachȱtimeȱyouȱwithdrawȱcashȱand
youȱwould,ȱifȱyourȱPINȱincludesȱotherȱnumȬ
bersȱthanȱ4,ȱ5,ȱ6ȱandȱ0,ȱbeȱconfusedȱifȱnumȬ

bersȱ1Ȭ9ȱwereȱarrangedȱasȱshownȱonȱtheȱleftȱ(A)ȱofȱFigureȱ7Ȭ3ȱbecause
muscularȱmemoryȱofȱyourȱPINȱisȱbasedȱonȱlayoutȱB.ȱYouȱmayȱevenȱreȬ
memberȱtheȱgesturalȱpatternȱofȱtheȱphoneȱnumbersȱyouȱmostȱoftenȱcall
andȱ Iȱbet,ȱ ifȱyou’reȱnotȱFrenchȱandȱyou’reȱ confrontedȱwithȱaȱFrench

21. Youȱmightȱalso,ȱasȱwe’llȱshortlyȱsee,ȱhaveȱtoȱcheckȱifȱtheȱHAPPYȱSUNNYȱAIRPORTȱ
piecesȱofȱIOCMȱareȱconceivedȱinȱtheȱsameȱbroadȱmusicalȱidiomȱasȱyourȱAO.

Fig. 7-3. Numerical keypads
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computerȱkeyboard,ȱthatȱyou’llȱcurseȱeveryȱtimeȱyouȱneedȱtoȱtypeȱA,ȱM,

Q,ȱWȱorȱZȱbecauseȱyourȱhandsȱandȱfingersȱareȱusedȱtoȱmakingȱpatterns
onȱaȱQWERTY,ȱnotȱAZERTY,ȱkeyboard.ȱAndȱwhatȱisȱmoreȱannoyingȱthanȱa
newȱDVDȱplayerȱorȱTVȱwhoseȱremoteȱcontrolȱbuttonsȱareȱplacedȱdifferȬ
entlyȱtoȱthoseȱonȱyourȱoldȱremoteȱsoȱthatȱtheȱsetupȱmenuȱappearsȱwhen

yourȱfingersȱpressȱwhereȱtheȱmuteȱbuttonȱusedȱtoȱbeȱorȱtheȱTVȱchanges
channelȱinsteadȱofȱturningȱdownȱtheȱvolume?ȱInȱtheseȱcasesȱyouȱsimply

recallȱandȱunconsciouslyȱrepeatȱhandȱandȱfingerȱmovementsȱ thatȱare
reinforcedȱbyȱ theȱrewardsȱ theyȱregularlyȱproduceȱ—moneyȱ fromȱ the
cashȱmachine,ȱphoneȱcontactȱwithȱyourȱnearestȱandȱdearest,ȱyourȱown

wordsȱonȱtheȱcomputerȱmonitor,ȱTVȱadvertsȱwithȱnoȱsound,ȱetc.ȱ

It‘sȱ veryȱ similarȱ withȱ musiciansȱ andȱ theirȱ physicalȱ relationȱ toȱ the
soundsȱthey’veȱlearntȱtoȱproduce.ȱToȱillustrateȱthisȱpointȱinȱteachingȱsitȬ
uationsȱIȱoftenȱaskȱkeyboardȱplayersȱinȱtheȱclassȱtoȱ‘giveȱmeȱanȱoctave’
onȱtheȱnearestȱavailableȱflatȱsurface.ȱRegardlessȱofȱhandȱsize,ȱtheyȱinfalȬ
liblyȱpresentȱaȱhandȱshapeȱspanningȱjustȱoverȱ16ȱcmȱbetweenȱtheȱpoints
atȱwhichȱthumbȱandȱsmallȱfingerȱtouchȱtheȱflatȱsurface.22ȱTheȱaudioȱasȬ
pectȱofȱmuscularȱmemoryȱisȱevenȱclearerȱinȱtheȱcaseȱofȱcoverȱbandȱmuȬ
siciansȱwhoȱ startȱworkȱonȱaȱ songȱ theyȱdon’tȱknowȱbyȱplayingȱalong
withȱaȱrecordingȱofȱtheȱoriginalȱversionȱ(directȱaudioȬgesturalȱmimickȬ
ingȱofȱtheȱrelevantȱparts).ȱAnotherȱexampleȱofȱtheȱphenomenonȱisȱwhen

musiciansȱtryingȱtoȱtranscribeȱwhatȱtheyȱhearȱuseȱgesturalȱpatternsȱpeȬ
culiarȱtoȱtheirȱinstrumentȱtoȱcheckȱthatȱthey’reȱhearingȱtheȱmusicȱcorȬ
rectly.ȱEvenȱ ifȱ theyȱproduceȱ noȱ audibleȱ sound,ȱ theyȱ hopeȱ thatȱ their
gesturesȱwillȱcorrespondȱtoȱwhatȱtheyȱhearȱinȱtheirȱhead.23ȱ

AirȱguitarȱprovidesȱanotherȱillustrationȱofȱaudioȬmuscularȱmemoryȱat
workȱinȱmusic.ȱAsȱtheȱVirtualȱAirȱGuitarȱprojectȱwebsiteȱputsȱit,ȱ‘you
don’tȱreallyȱneedȱtoȱknowȱanythingȱaboutȱguitarȱsolos,ȱexceptȱforȱhow
rockȱguitaristsȱperformȱonȱstage´.ȱTheȱprojectȱteam,ȱ likeȱconventional
airȱguitarists,ȱhaveȱobservedȱandȱmimickedȱparticularȱgesturalȱpatterns

22. Theȱoctaveȱspanȱofȱmostȱpianoȱkeyboardsȱisȱ164–165ȱmm.ȱ
23. AsȱaȱstudentȱattendingȱauralȱtrainingȱsessionsȱatȱCambridgeȱinȱtheȱ1960sȱIȱnoticedȱaȱ

cellistȱslidingȱherȱhandȱupȱandȱdownȱtheȱneckȱofȱherȱimaginaryȱinstrumentȱandȱaȱ
hornȱplayerȱpursingȱhisȱlipsȱinȱdifferentȱwaysȱtoȱfindȱtheȱrightȱnotesȱtoȱputȱdownȱonȱ
paper.ȱAsȱaȱkeyboardȱplayer,ȱIȱfoundȱmyselfȱdoodlingȱwithȱhandsȱandȱfingersȱtoȱ
makeȱtheȱshapesȱandȱpatternsȱIȱthoughtȱmightȱproduceȱtheȱsoundsȱIȱwasȱhearing.
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inȱconjunctionȱwithȱparticularȱrockȱguitarȱsounds;ȱbutȱtheyȱhaveȱthen
reversedȱtheȱprocessȱsoȱthatȱparticularȱgesturesȱtriggerȱparticularȱsorts
ofȱsoundȱwithoutȱtheȱperformerȱhavingȱtoȱplayȱanyȱinstrumentȱatȱall.24ȱ

TheseȱexamplesȱofȱaudioȬmuscularȱmemory,ȱnotȱtoȱmentionȱtheȱpracȬ
ticeȱofȱspeechȱshadowingȱandȱitsȱimplicationsȱforȱmusicȱmaking,25ȱillusȬ
trateȱthatȱhearingȱmusicalȱstructuresȱisȱintimatelyȱlinkedȱwithȱgesture
producingȱthoseȱsoundsȱandȱthatȱthisȱconnectionȱalmostȱneverȱinvolves
verbalȱreasoningȱforȱitȱtoȱwork.ȱExploitingȱthisȱphenomenonȱmakesȱthe
collectionȱofȱIOCMȱmoreȱdirectȱandȱmoreȱefficient.ȱ

Let’sȱsayȱyou’veȱidentifiedȱaȱsnippetȱofȱmusicȱinȱyourȱAOȱwhoseȱconnoȬ
tationsȱyouȱwantȱtoȱinvestigate.ȱAllȱyouȱneedȱdoȱisȱtoȱaskȱmusiciansȱif
they’veȱeverȱbeforeȱplayedȱ(orȱsung,ȱorȱcomposed,ȱetc.26)ȱanythingȱlike
thatȱsnippetȱand,ȱifȱso,ȱinȱwhatȱotherȱpieceȱofȱmusicȱitȱoccurs.ȱTheȱmusiȬ
ciansȱyouȱaskȱwillȱusuallyȱbeȱableȱtoȱrecallȱandȱcreateȱorȱimagineȱaȱgesȬ
tureȱ thatȱ producesȱ somethingȱ resemblingȱ theȱ musicalȱ structureȱ in
question.ȱIfȱtheyȱareȱableȱtoȱisolateȱandȱidentifyȱthatȱstructure,ȱtheyȱmay

evenȱbeȱableȱtoȱimagineȱitȱinȱotherȱpiecesȱofȱmusic,ȱperhapsȱaȱbitȱhigher
orȱ lower,ȱorȱaȱbitȱ fasterȱorȱslower,ȱwithȱaȱdifferentȱ ‘before’ȱorȱ ´after´,
maybeȱinȱaȱdifferentȱkeyȱorȱonȱaȱdifferentȱinstrument,ȱor,ȱifȱsung,ȱwith

differentȱwords,ȱetc.,ȱetc.ȱInȱanyȱcase,ȱthat’sȱhowȱIȱworkȱtoȱfindȱmyȱown

IOCMȱandȱifȱI’mȱunableȱtoȱcomeȱupȱwithȱanythingȱbecauseȱI’mȱunfamilȬ
iarȱwithȱrepertoireȱrelevantȱtoȱtheȱsnippetȱorȱsoundȱinȱquestion,ȱI’llȱnot
hesitateȱtoȱcontactȱthoseȱwhoȱknowȱitȱbetterȱandȱtoȱaskȱthemȱinstead.
Forȱexample,ȱI’veȱneverȱbeenȱaȱbrassȱplayerȱandȱIȱneededȱtoȱtestȱmyȱgut
feelingȱthatȱtheȱhornȱwhoopsȱinȱtheȱthemeȱforȱtheȱ1970sȱTVȱseriesȱKojak
wereȱheroic.ȱThat’sȱwhyȱIȱaskedȱaȱfriendȱwhoȱplayedȱFrenchȱhornȱinȱthe
localȱ symphonyȱorchestraȱ toȱ tellȱmeȱ if,ȱandȱ ifȱ soȱwhere,ȱhe’dȱplayed
suchȱwhoopsȱbefore.ȱHeȱimmediatelyȱcameȱupȱwithȱlicksȱfromȱRichard
Strauss’sȱEinȱHeldenlebenȱandȱtheȱHaupttemaȱdesȱMannesȱfromȱDonȱJuan,
asȱwellȱasȱwithȱtheȱmainȱStarȱWarsȱthemeȱ—allȱhighlyȱheroic.27

24. Seeȱ)airguitar.tml.hut.fi/ȱforȱmore.ȱ
25. Speechȱshadowing:ȱrepeatingȱspeechȱimmediatelyȱ(c.ȱ200ȱms)ȱafterȱhearingȱitȱ(averȬ

ageȱdelayȱdurationȱofȱaȱspeechȱsyllable);ȱseeȱWikipediaȱquotingȱMarslenȬWilsonȱ
(1973)ȱ‘Linguisticȱstructureȱandȱspeechȱshadowingȱatȱveryȱshortȱlatencies’ȱinȱNature,ȱ
(5417):522Ȭ3;ȱseeȱalsoȱWORKINGȱMEMORYȱandȱPHONOLOGICALȱLOOPȱ(pp.ȱ272Ȭ273).

26. Youȱcouldȱaddȱ‘orȱconducted,ȱorȱrecorded’ȱtoȱtheȱlistȱbecauseȱbothȱconductorsȱandȱ
recordingȱengineersȱuseȱparticularȱgesturesȱtoȱproduceȱparticularȱmusicalȱeffects.ȱ

http://airguitar.tml.hut.fi/
http://en.wikipedia.org/wiki/Speech_shadowing
http://en.wikipedia.org/wiki/Speech_shadowing
http://en.wikipedia.org/wiki/Speech_shadowing
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Theȱgreatȱadvantageȱofȱinterobjectiveȱcomparisonȱisȱthatȱitȱbypassesȱthe
frustratingȱexerciseȱofȱtryingȱtoȱdescribeȱmusicȱinȱwords.ȱItȱarrivesȱatȱits
approximateȱverbalȱhintsȱofȱmusicalȱmeaningȱ(theȱPMFCsȱlowerȱright
inȱFigureȱ7Ȭ2,ȱp.238)ȱinterobjectively,ȱi.e.ȱprimarilyȱthroughȱdemonstraȬ
bleȱmusicalȬstructuralȱconnection.ȱTheȱsecondȱstepȱlinkingȱtheȱIOCMȱto
itsȱverballyȱdenotableȱPMFCsȱ isȱmerelyȱaȱmatterȱofȱregisteringȱpreviȬ
ouslyȱ establishedȱ connectionsȱ betweenȱ particularȱmusicalȱ structures
andȱparticularȱwordsȱ(e.g.ȱtitles,ȱ lyrics),ȱorȱparticularȱtypesȱofȱpeople,
action,ȱspace,ȱenergy,ȱlocation,ȱmood,ȱmovementȱandȱsoȱonȱ(PMFCsȱon
rightȱinȱFigureȱ7Ȭ2).ȱSuchȱpatternsȱareȱofȱcourseȱculturallyȱspecificȱand
warrantȱanȱimportantȱcaveat.

Caveatȱ

Sinceȱtheȱnotionȱofȱmusicȱasȱaȱ‘universalȱlanguage’ȱisȱsoȱdubiousȱ(pp.47Ȭ
50),ȱSOUNDSȱLIKEȱconnectionsȱofȱtheȱsortȱjustȱdescribedȱshouldȱasȱaȱrule
beȱmadeȱusingȱonlyȱIOCMȱthatȱisȱpartȱofȱtheȱsameȱbroadȱmusicȱculture
asȱthatȱofȱtheȱAO.ȱJustȱas,ȱsay,ȱtheȱmorphemeȱ[ZL Ú]ȱcan,ȱdependingȱon
variousȱculturalȱfactors,ȱbeȱunderstoodȱasȱwe,ȱoui,ȱwee,ȱWiiȱorȱweee!,ȱthe
sameȱmelodicȱfigureȱorȱinstrumentalȱsoundȱorȱtexturalȱsonorityȱisȱunȬ
likelyȱtoȱhaveȱtheȱsameȱconnotativeȱchargeȱin,ȱforȱinstance,ȱbebopȱjazz,
rap,ȱ Italianȱ operaȱ andȱ Balineseȱ gamelanȱ music.28ȱ Therefore,ȱ ifȱ the
sound,ȱwhoseȱconnotationsȱyouȱguessȱtoȱbe,ȱsay,ȱ‘weird’,ȱisȱfromȱaȱreȬ
centȱcomputerȱgame,ȱthenȱtheȱEERIE,ȱICYȱMYSTERIESȱOFȱTHEȱLAKEȱlibrary
musicȱpieceȱcouldȱwellȱbeȱrelevant;ȱbutȱifȱtheȱAOȱisȱaȱpieceȱofȱtraditional
courtȱmusicȱfromȱCambodiaȱitȱwouldȱalmostȱcertainlyȱnot.29

27. ThanksȱtoȱMalcolmȱPageȱ(Tagg,ȱ2000a:ȱ186Ȭ200).ȱHeldenlebenȱ=ȱHero’sȱLife;ȱHaupttemaȱ
desȱMannesȱ=ȱmainȱmaleȱtheme.ȱ

28. Forȱmoreȱonȱthisȱissue,ȱseeȱTaggȱ(2000a:ȱ112Ȭ114).ȱSeeȱalsoȱunderȱCodalȱincompetenceȱ
inȱthisȱbookȱ(pp.179Ȭ182),ȱespeciallyȱaboutȱ‘dissonance’ȱinȱfilmȱmusicȱandȱBulgarianȱ
harvestȱsongs.ȱEvenȱtheȱsimpleȱpronounȱweȱcanȱonȱitsȱownȱcarryȱaȱrangeȱofȱmeanȬ
ings,ȱforȱexample:ȱ[1]ȱ‘weȇllȱarriveȱonȱTuesday’ȱ(normal);ȱ[2]ȱ‘inȱChapterȱ6ȱweȱsaw…’ȱ
(author’sȱimaginedȱcollusionȱwithȱreaders);ȱ[3]ȱ‘howȱareȱweȱthisȱmorning?’ȱ(medicalȱ
staffȱpatronisingȱaȱpatient);ȱ[4]ȱ‘weȱareȱnotȱamused’ȱ(QueenȱVictoria’sȱroyalȱwe),ȱetc.ȱ
Asȱforȱ[ZL Ú]:ȱ[1]ȱouiȱisȱFrenchȱforȱyes;ȱ[2]ȱweeȱisȱScottishȱEnglishȱforȱsmall;ȱ[3]ȱtheȱverbȱ
toȱweeȱisȱoftenȱusedȱinȱEnglishȱmothereseȱinsteadȱofȱpissȱorȱpeeȱ(urinate);ȱ[4]ȱWiiȱisȱ
Nintendo’sȱgamingȱconsole;ȱ[5]ȱweee!ȱisȱaȱchildlikeȱinterjectionȱofȱgiddyȱdelight.

29. Try,ȱforȱexample,ȱ‘RoeungȱTippȱSangvar’ȱ(SamȬAngȱSam,ȱ1999).
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Theȱsortȱofȱculturalȱ incompatibilityȱ justȱalludedȱ toȱcanȱoccurȱwhenȱa
musicianȱyou’veȱaskedȱtoȱprovideȱIOCM,ȱhavingȱfirstȱmanagedȱtoȱreȬ
produceȱtheȱmusicalȱstructureȱwhoseȱconnotativeȱchargeȱyou’reȱinvesȬ
tigating,ȱthenȱplacesȱthatȱstructureȱinȱaȱmusicalȱcontextȱirrelevantȱtoȱthe
broadȱmusicȱcultureȱtoȱwhichȱyourȱAOȱandȱitsȱlistenersȱbelong.ȱForȱexȬ
ample,ȱIȱrememberȱhearingȱsomethingȱresemblingȱtheȱhookȱlineȱofȱan
AbbaȱsongȱinȱanȱorchestralȱworkȱbyȱBartók.ȱAlthoughȱtheȱhandȱshape
andȱmovementȱrequiredȱtoȱproduceȱ(poïesis)ȱbothȱtheȱAbbaȱandȱtheȱBarȬ
tókȱsnippetsȱareȱquiteȱsimilarȱtheyȱjustȱdon’tȱsoundȱtheȱsame.ȱThisȱaesȬ
thesicȱimpressionȱ(notȱsoundingȱtheȱsame)ȱisȱdueȱpartlyȱtoȱdifferences
betweenȱtheȱtonal,ȱorchestralȱandȱrhythmicȱcontextsȱofȱtheȱAOȱ(Abba)
andȱtheȱpotentialȱIOCMȱ(Bartók),ȱpartlyȱtoȱtheȱfactȱthatȱAbbaȱandȱBarȬ
tókȱaudiencesȱ tendȱmoreȱoftenȱ thanȱnotȱ toȱ inhabitȱdifferentȱsocioculȬ
turalȱspaces.ȱAlthoughȱthisȱmeantȱIȱhadȱtoȱdiscardȱtheȱBartókȱreference
inȱmyȱdiscussionȱofȱtheȱAbbaȱhookȱline,ȱitȱdidȱseemȱrightȱtoȱuseȱIOCM
fromȱtheȱclassicalȱandȱRomanticȱperiodsȱinȱtheȱeuroclassicalȱtradition,
asȱwellȱasȱtwentiethȬcenturyȱpopularȱsongȱfromȱEurope,ȱNorthȱAmerica

andȱ LatinȱAmericaȱ because:ȱ [1]ȱ theȱAOȱ itselfȱ belongedȱ toȱ theȱ same

broadȱmusicalȱ cultureȱ asȱ thoseȱ repertoires;ȱ [2]ȱ thoseȱmusicalȱ idioms

wereȱnotȱunfamiliarȱtoȱAbbaȱlistenersȱinȱSwedenȱinȱtheȱmidȱ1970s.30ȱ

ThisȱissueȱofȱlocatingȱIOCMȱinȱrelevantȱmusicalȱcontextsȱis,ȱasȱwe’llȱsee
later,ȱaȱmatterȱofȱprecisionȱaboutȱparametersȱofȱmusicalȱexpressionȱ—
theȱsameȱtuneȱplayedȱfirstȱonȱcathedralȱorgan,ȱthenȱonȱkazooȱwillȱnot
soundȱtheȱsameȱandȱdoesȱnotȱproduceȱtheȱsameȱeffect,ȱsoȱtoȱspeak.ȱThis
meansȱthatȱtheȱsameȱstructureȱwithȱaȱdifferentȱ‘before’ȱandȱ‘after’,ȱinȱa
differentȱmetre,ȱwithȱdifferentȱinstrumentation,ȱetc.,ȱetc.ȱcannotȱbeȱexȬ

30. I’mȱreferringȱtoȱtheȱtritoneȱmotifȱinȱAbba’sȱFernandoȱ(1975;ȱTagg,ȱ2000b: ȱ50,ff.)ȱandȱ
theȱtritoneȱfigureȱinȱtheȱlastȱmovementȱofȱBartók’sȱConcertoȱforȱOrchestraȱ(1943).ȱ
AmongȱtheȱpiecesȱofȱIOCMȱculturallyȱrelevantȱtoȱtheȱAbbaȱmotifȱwereȱSwedishȱRhapȬ
sodyȱ(Alfvén,ȱ1903),ȱOȱsoleȱmioȱ(Capua,ȱ1898),ȱanȱariaȱfromȱBach’sȱMatthewȱPassionȱ
(1727),ȱYou’veȱLostȱThatȱLovin’ȱFeelin’ȱ(RighteousȱBrothers,ȱ1964),ȱandȱQuizásȱQuizásȱ
Quizásȱ(Farrés,ȱ1947).ȱAllȱthoseȱpiecesȱareȱfromȱaȱbroadȱrangeȱofȱrepertoiresȱfamiliarȱ
enoughȱtoȱAbbaȱlistenersȱinȱtheȱlateȱtwentiethȱcentury.ȱIȱshouldȱaddȱthatȱmanyȱindiȬ
viduals,ȱincludingȱmyself,ȱinhabitȱbothȱtheȱAbbaȱandȱBartókȱspheresȱbutȱthatȱweȱareȱ
inȱthisȱrespectȱmoreȱlikelyȱtheȱexceptionȱthanȱtheȱrule.ȱ
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pectedȱ toȱ soundȱ theȱ same,ȱ letȱaloneȱproduceȱ theȱ sameȱeffect.ȱAsȱ the
AbbaȬBartókȱ incidentȱ suggests,ȱaȱpoïeticallyȱdeterminedȱmusicalȱeleȬ
mentȱ inȱoneȱpiece,ȱ isolatedȱandȱrepeatedȱwithȱslightȱvariationsȱ inȱthe
hopesȱofȱdiscoveringȱ IOCM,ȱ isȱbyȱdefinitionȱdecontextualised:ȱ itȱ asȬ
sumesȱtheȱquasiȬautonomousȱstatusȱofȱpoïeticȱstructureȱinȱaȱdormant

stateȱandȱnothingȱelse.31ȱThatȱisȱclearlyȱunsatisfactoryȱifȱtheȱaimȱofȱsemȬ
ioticȱmusicȱanalysisȱis,ȱhoweverȱtautologicalȱitȱmayȱsound,ȱtoȱexplain
musicalȱsemiosisȱbecauseȱ thatȱ inȱ itsȱ turnȱdemandsȱ theȱexistenceȱofȱa
musematicȱlinkȱbetweenȱsignȱ(theȱsonicallyȱconcreteȱencodedȱpartȱofȱthe
process)ȱandȱmusicalȱorȱparamusicalȱinterpretantȱ(whateverȱisȱdecoded
fromȱ theȱ sign).ȱThisȱ impliesȱ thatȱaȱmeaningfulȱmusicalȱ structureȱ—a

museme,ȱaȱmusemeȱstackȱorȱmusemeȱstring—ȱshouldȱideallyȱbeȱdenoȬ
tableȱinȱaesthesicȱasȱwellȱasȱpoïeticȱterms.ȱTheȱtroubleȱis,ȱasȱweȱsawȱin
Chapterȱ3,32ȱ thatȱstructuralȱdescriptorsȱare,ȱ inȱWesternȱ institutionsȱof
musicalȱlearning,ȱoverwhelminglyȱpoïetic,ȱaesthesicȱdescriptorsȱmuch

rarerȱandȱmoreȱvernacular.ȱIt’sȱforȱthisȱreasonȱessential,ȱespeciallyȱifȱusȬ
ingȱmusiciansȱtoȱtrackȱdownȱIOCM,ȱtoȱbeȱawareȱofȱtheȱpoïeticȱrisksȱinȬ
volvedȱinȱtheȱprocess,ȱevenȱthoughȱinstancesȱofȱmusicallyȱorȱculturally
incompatibleȱreferencesȱareȱthankfullyȱrare.ȱButȱthereȱotherȱsolutionsȱto
theȱproblemsȱofȱidentifyingȱmusicalȱsignsȱinȱyourȱAOȱandȱofȱcollecting
piecesȱofȱIOCMȱthatȱcontainȱsuchȱsigns.

Recommenderȱsystemsȱ

DigitalȱmusicȱrecommenderȱsystemsȱlikeȱiTunes,ȱLast.fmȱandȱPandora
haveȱbeenȱunderȱdevelopmentȱsinceȱ2000ȱandȱcanȱbeȱaȱusefulȱstarting
pointȱwhenȱhuntingȱforȱIOCM,ȱasȱlongȱasȱtheirȱlimitationsȱareȱunderȬ
stood.ȱTheseȱsystemsȱareȱcurrentlyȱdesignedȱtoȱmakeȱmoneyȱinȱvarious
waysȱbyȱusingȱmusicȱyouȱalreadyȱlistenȱtoȱasȱaȱbasisȱforȱsuggestingȱsimȬ
ilarȱmusicȱtheyȱmightȱbeȱableȱtoȱsellȱyou.ȱiTunes,ȱforȱexample,ȱtakesȱratȬ
ingsȱ fromȱ yourȱ playlistsȱ andȱ comparesȱ thoseȱwithȱ ratingsȱ givenȱ by
otherȱiTunesȱusers.ȱByȱidentifyingȱandȱcrossȬreferencingȱyourȱtastesȱin

31. Forȱexplanationȱandȱdiscussionȱofȱpoïeticȱandȱaesthesic,ȱseeȱChapterȱ3ȱunderȱ‘StrucȬ
turalȱdenotation’ȱ(pp.115Ȭ120),

32. Seeȱdiscussionȱofȱ‘minorȱmajorȱnineȱchord’ȱv.ȱ‘spyȱchord’ȱ(p.116)ȱandȱofȱVanȱEyck’sȱ
Arnolfiniȱmarriageȱportraitȱ(p.117).
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thisȱway,ȱiTunesȱtriesȱtoȱpredictȱwhatȱelseȱyouȱmightȱlikeȱtoȱhearȱorȱbuy.
Last.fmȱworksȱinȱaȱsimilarȱway.ȱHowever,ȱinsteadȱofȱusingȱratings,ȱthe
softwareȱinstalledȱbyȱLast.fmȱonȱyourȱcomputerȱlogsȱeveryȱpieceȱofȱmuȬ
sicȱyouȱ listenȱtoȱandȱbuildsȱupȱaȱdetailedȱprofileȱofȱyourȱpreferences.
YourȱsongȱlogȱdataȱisȱsentȱtoȱLast.fm’sȱcentralȱdatabaseȱandȱcrossȬreferȬ
encedȱwithȱlogȱdataȱfromȱotherȱusersȱlisteningȱtoȱsimilarȱsortsȱofȱmusic.

It’sȱonȱthatȱbasisȱthatȱtheȱsystemȱtellsȱyouȱwhatȱelseȱyouȱ‘mightȱenjoy’.ȱ

Unlikeȱ iTunesȱandȱLast.fm,ȱtheȱPandoraȱsystemȱdeterminesȱ itsȱrecomȬ
mendationsȱonȱtheȱbasisȱofȱmusicalȬstructuralȱtraitsȱinȱtheȱmusicȱyouȱlisȬ
tenȱto,ȱasȱlongȱasȱtheȱmusicȱhasȱalreadyȱbeenȱanalysedȱbyȱaȱmemberȱof
Pandora’sȱteamȱofȱmusicianȬscrutineers.33ȱSinceȱtheȱPandoraȱsystemȱreȬ
liesȱonȱ interobjectiveȱcomparisonȱ(onȱsimilaritiesȱofȱmusicalȱstructure
observedȱbyȱmusicians)ȱratherȱthanȱonȱmetamusicalȱ informationȱ(ratȬ
ings,ȱplaylistȱlogs,ȱetc.),ȱit’sȱhardlyȱsurprisingȱthatȱitȱcurrentlyȱreceives
soȱmanyȱ positiveȱ onlineȱ reviewsȱ asȱ aȱ reliableȱ ‘SOUNDSȱ LIKE’ȱ recomȬ
menderȱ system.ȱHowever,ȱwhateverȱ theȱ relativeȱmeritsȱofȱ theseȱ sysȬ
tems,ȱitȱshouldȱbeȱrememberedȱthatȱtheirȱfunctionȱisȱnotȱtoȱidentifyȱand
compareȱindividualȱitemsȱofȱmusicalȱstructureȱwithinȱaȱpieceȱofȱmusic

butȱtoȱidentifyȱtheȱcharacteristicsȱofȱanȱentireȱpieceȱwithȱaȱviewȱtoȱsellȬ
ingȱyouȱmoreȱpiecesȱofȱmusicȱexhibitingȱ similarȱ characteristics.ȱThat
said,ȱtheseȱsystems,ȱparticularlyȱPandora,ȱoughtȱtoȱbeȱableȱtoȱprovide
youȱwithȱenoughȱtitlesȱofȱenoughȱmusicȱinȱrelevantȱstylesȱthatȱyouȱcan
thenȱtestȱforȱstructuralȱsimilaritiesȱusingȱyourȱownȱears.34ȱȱ

33. Theȱanalysisȱofȱoneȱsong/piece/trackȱtakesȱbetweenȱ20ȱandȱ30ȱminutesȱandȱinvolvesȱ
locatingȱwhichȱofȱbetweenȱ150ȱandȱ500ȱstructuralȱtraitsȱapplyȱtoȱtheȱpieceȱandȱtoȱ
whatȱextentȱ(onȱaȱscaleȱofȱ0Ȭ5)ȱ(seeȱ)help.pandora.com/ [2010-10-16]).ȱThisȱanalysisȱsysȬ
temȱseems,ȱjudgingȱfromȱinformationȱavailableȱonȱlineȱ(e.g.ȱ)en.wikipedia.org/wiki/
List_of_Music_Genome_ Project_attributes [2010-10-16]),ȱtoȱbeȱquiteȱexhaustiveȱforȱrock,ȱ
pop,ȱjazz,ȱrap,ȱCountryȱandȱotherȱEnglishȬlanguageȱtypesȱofȱpopularȱmusic,ȱlessȱsoȱ
forȱothers.ȱPandoraȱwillȱprobablyȱbecomeȱlessȱUSȬAnglocentricȱandȱotherȱmusicȬ
structureȬbasedȱsystemsȱwillȱdoubtlessȱprovideȱmoreȱsophisticatedȱtoolsȱofȱanalysisȱ
inȱtheȱnearȱfuture:ȱseeȱMacDormanȱetȱal.ȱ(2007),ȱMeyersȱ(2007),ȱWilliamsonȱ(2007).ȱ

34. Pandoraȱisȱforȱreasonsȱofȱcopyrightȱlegislationȱcurrentlyȱ(Octoberȱ2010)ȱonlyȱavailaȬ
bleȱtoȱUSȱresidents.ȱNorȱareȱtuneȱrecognitionȱappsȱlikeȱShazamȱcurrentlyȱconnectedȱ
toȱanyȱpublicȱSOUNDSȱLIKEȱtypeȱofȱIOCMȱdatabaseȱ(seeȱendȱofȱfootnoteȱ33).ȱ

http://help.pandora.com/
http://en.wikipedia.org/wiki/List_of_Music_Genome_Project_attributes
http://en.wikipedia.org/wiki/List_of_Music_Genome_Project_attributes
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Theȱmoreȱtheȱmerrier

Beforeȱ continuingȱ withȱ otherȱ possibleȱ proceduresȱ ofȱ interobjective
comparison,ȱit’sȱworthȱemphasisingȱtheȱfollowingȱfourȱpoints.
1. TheȱmoreȱinformantsȱyouȱaskȱtoȱprovideȱIOCM,ȱtheȱmoreȱpiecesȱofȱ

relevantȱIOCMȱyouȱareȱlikelyȱtoȱfind.
2. TheȱmoreȱpiecesȱofȱrelevantȱIOCMȱyouȱfind,ȱtheȱgreaterȱyourȱ

chancesȱwillȱbeȱofȱfindingȱPMFCsȱrelevantȱtoȱyourȱAO.
3. TheȱmoreȱyourȱIOCMȱstructurallyȱresemblesȱyourȱAO,ȱtheȱmoreȱ

reliableȱyourȱargumentationȱwillȱbeȱaboutȱconnectionsȱbetweenȱtheȱ
AOȱandȱtheȱPMFCsȱlinkedȱtoȱtheȱIOCM.

4. TheȱgreaterȱconsistencyȱthereȱisȱbetweenȱPMFCsȱlinkedȱtoȱyourȱ
IOCM,ȱtheȱclearerȱwillȱbeȱyourȱpresentationȱofȱmusicalȱmeaning.

Theseȱfourȱpointsȱareȱonlyȱguidelines.ȱYouȱjustȱcan’tȱexpectȱeveryȱmusic

analysisȱtoȱinvolveȱaȱstatisticallyȱreliableȱsampleȱofȱinformants,ȱnorȱan
exhaustiveȱbankȱofȱaccurateȱIOCMȱforȱeveryȱrelevantȱmusicalȱstructure,
norȱanȱunequivocalȱsetȱofȱPMFCsȱforȱeveryȱpieceȱofȱIOCMȱrelatingȱto
everyȱmusicalȱstructureȱinȱyourȱAO.ȱButȱthereȱareȱaȱfewȱsimpleȱsteps
thatȱcanȱbeȱtakenȱtoȱimproveȱanalyticalȱreliability:ȱoneȱisȱexplainedȱin
theȱ nextȱ paragraph,ȱ twoȱ moreȱ underȱ Reverseȱ engineeringȱ 1ȱ andȱ 2
(pp.249Ȭ253)ȱandȱanotherȱinȱtheȱsectionȱonȱCommutationȱ(p.253,ff.).
Ifȱaȱreceptionȱtestȱisȱpartȱofȱyourȱanalysisȱ(Chapterȱ6),ȱyouȱcanȱalways

askȱyourȱrespondentsȱtoȱprovideȱnotȱonlyȱtheȱsortȱofȱconnotationsȱalȬ
ludedȱtoȱinȱtheȱinstructionsȱonȱpageȱ207:ȱyouȱcanȱalsoȱaskȱthemȱtoȱ jot
downȱtheȱnameȱofȱanyȱotherȱmusic,ȱartist,ȱcomposer,ȱstyleȱorȱgenreȱthe
testȱpieceȱ remindsȱ themȱof.ȱThatȱextraȱ informationȱmayȱ increaseȱ the
sizeȱofȱyourȱIOCMȱand,ȱconsequently,ȱtheȱnumberȱofȱPMFCsȱassociated
withȱ it.ȱAsȱmentionedȱ earlier,ȱaȱ crossȬcheckȱbetweenȱ theȱ twoȱ setsȱof
PMFCȱatȱtheȱbottomȱofȱFigureȱ7Ȭ2ȱ(p.238)ȱcanȱhelpȱverifyȱorȱfalsifyȱyour
hypothesesȱaboutȱtheȱmusicalȱmeaningȱofȱyourȱtestȱpieceȱ(AO).
YouȱcanȱalsoȱswitchȱtheȱdirectionȱofȱtheȱarrowsȱinȱFigureȱ7Ȭ2.ȱThatȱgives
twoȱmoreȱ usefulȱwaysȱ ofȱ testingȱ hypothesesȱ aboutȱ theȱmeaningȱ of
soundsȱinȱyourȱAO.ȱBothȱproceduresȱconstituteȱaȱsortȱofȱreverseȱengiȬ
neeringȱbyȱwhichȱyouȱtheoreticallyȱreconstructȱsoundsȱinȱyourȱAOȱon
theȱbasisȱofȱPMFCsȱyouȱthinkȱmayȱbeȱrelatedȱtoȱit.ȱTheȱfirstȱofȱtheseȱtwo

proceduresȱevenȱ letsȱyouȱcollectȱ IOCMȱ relevantȱ toȱyourȱAOȱwithout

havingȱtoȱ‘askȱaȱmusician’.
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Reverseȱengineeringȱ1:ȱfromȱIOCMȱtoȱAO

Ifȱyou’reȱhavingȱtroubleȱcollectingȱIOCMȱforȱanȱAOȱyouȱthinkȱcommuȬ
nicatesȱaȱ certainȱmoodȱorȱgivesȱ riseȱ toȱ certainȱconnotations,ȱyouȱcan
startȱwithȱthatȱmoodȱorȱwithȱthoseȱconnotationsȱasȱhypothesesȱandȱtry
findingȱpiecesȱofȱotherȱmusicȱwithȱtitles,ȱlyrics,ȱonȬscreenȱaction,ȱmoods

andȱsoȱon,ȱthatȱcorrespondȱtoȱyourȱhypotheses.ȱForȱexample,ȱifȱyourȱAO
isȱaȱpopȱsongȱwhoseȱlyricsȱrecurrentlyȱincludeȱtheȱwordsȱteenȱandȱangel,
youȱ canȱ startȱ byȱ enteringȱ thoseȱwordsȱ inȱ theȱ YouTubeȱ searchȱ box.
AmongȱcountlessȱversionsȱofȱtheȱactualȱsongȱTeenȱAngelȱandȱinnumeraȬ
bleȱepisodesȱofȱtheȱhomonymousȱTVȱseries,ȱyou’llȱalsoȱfindȱrecordings
ofȱsongsȱlikeȱTeenagerȱinȱLove,ȱAngelȱBaby,ȱTellȱLauraȱIȱLoveȱHer,ȱandȱDevil
OrȱAngel,ȱ someȱ ofȱwhichȱmayȱwellȱ containȱ passagesȱ soundingȱ like
somethingȱ inȱyourȱAOȱwithȱallȱ itsȱTEENSȱandȱANGELS.ȱ Ifȱ thatȱexercise
failsȱtoȱturnȱupȱanythingȱofȱrelevance,ȱyouȱcanȱsearchȱtheȱwebȱforȱsong
lyricsȱcontainingȱteenȱandȱangel.ȱIfȱyouȱfindȱanyȱ(youȱwill!35),ȱyouȱcan
thenȱgoȱto,ȱsay,ȱiTunesȱorȱYouTubeȱandȱsearchȱbyȱnameȱforȱtheȱrelevant
songsȱwhoseȱtitlesȱyouȱjustȱfound.ȱIfȱanyȱofȱtheȱsongsȱsoundȱmusically

likeȱyourȱAO,ȱyouȱcanȱcountȱthemȱasȱIOCM.ȱ

YouȱcanȱofȱcourseȱalsoȱuseȱtheȱsortsȱofȱsearchȱjustȱexplainedȱifȱyourȱAO
remindsȱyouȱofȱmusicȱbyȱanotherȱartistȱorȱcomposer.ȱListeningȱtoȱshort
extractsȱfromȱtheirȱmusicȱwillȱsoonȱtellȱyouȱhowȱviableȱanyȱSOUNDSȱLIKE
hunchȱmightȱbe.ȱYouȱcanȱthenȱcheckȱifȱanyȱofȱtheȱmusicȱyourȱsearches
produceȱisȱlinkedȱtoȱparticularȱlyrics,ȱmoods,ȱsituationsȱorȱaudiences.ȱIf
aȱparticularȱextractȱfromȱtheȱmusicȱofȱanotherȱartistȱorȱcomposerȱbears
structuralȱresemblanceȱtoȱsomethingȱinȱyourȱAOȱ(rememberingȱtheȱculȬ
turalȱcaveat,ȱofȱcourse),ȱthenȱthoseȱ‘particularȱlyrics,ȱmoods,ȱsituations
orȱaudiences’ȱbecomeȱPMFCsȱofȱpotentialȱrelevanceȱtoȱtheȱdiscussionȱof
meaningȱinȱyourȱAO.ȱ

Huntingȱ forȱ IOCMȱdoesȱnotȱnecessarilyȱentailȱonlineȱwork.ȱYouȱ can
alsoȱscourȱyourȱownȱorȱyourȱfriends’ȱmusicȱcollections.ȱInȱmyȱownȱanalȬ
ysisȱworkȱIȱoftenȱformulateȱhypothesesȱaboutȱmusicalȱmeaningȱasȱkeyȬ
wordsȱwhichȱIȱthenȱshamelesslyȱuseȱtoȱlookȱforȱlikelyȱtitlesȱofȱCDȱand
LPȱtracksȱofȱfilmȱmusicȱandȱpopȱsongs,ȱor,ȱifȱappropriate,ȱofȱclassical

35. Aȱsearchȱforȱ|song lyrics teen teenager angel|ȱproducedȱ1,200,000ȱhitsȱ[100902].ȱ
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Lieder,ȱofȱBaroqueȱarias,ȱRomanticȱprogrammeȱmusicȱandȱsoȱon.ȱIȱalso
searchȱforȱtheȱsameȱkeywordsȱinȱtheȱfilenameȱandȱtitleȱmetadataȱofȱmeȬ
diaȱfilesȱonȱmyȱcomputer.ȱIfȱthoseȱsearchesȱproduceȱresultsȱ(theyȱusuȬ
allyȱdo)ȱIȱthenȱcheck,ȱeitherȱaurallyȱorȱinȱtheȱscoreȱ(ifȱIȱhaveȱit),ȱwhether

there’sȱanythingȱinȱanyȱofȱtheȱpiecesȱIȱmanageȱtoȱlocateȱthatȱsoundsȱlike
anythingȱinȱmyȱAO.ȱIfȱthereȱis,ȱIȱnoteȱtheȱlocationȱofȱtheȱrelevantȱmusiȬ
calȱstructureȱwithinȱeachȱofȱ thoseȱpieces,ȱalongȱwithȱ theȱnameȱofȱ the
pieceȱand,ȱifȱany,ȱtheȱpiece’sȱpublishingȱdetails.ȱIȱthenȱaddȱtheȱpieceȱto
myȱbankȱofȱIOCM.

Butȱwhatȱifȱyou’reȱhavingȱdifficultiesȱfindingȱIOCMȱforȱanȱAOȱwithȱno
obviousȱverbal,ȱvisualȱorȱdramaticȱconnectionsȱofȱitsȱown?ȱPerhapsȱit
doesn’tȱevenȱhaveȱaȱdescriptiveȱtitle.ȱNoȱproblem,ȱasȱlongȱasȱyouȱhaveȱa
viableȱhypothesisȱaboutȱitsȱPMFCs.

Let’sȱsayȱthatȱourȱfictitiousȱMYSTERYȱLAKEȱAOȱhasȱnoȱtitle,ȱthatȱit’sȱjust
listedȱasȱaȱnumberedȱcueȱonȱaȱlimitedȱeditionȱCDȱforȱfilmȱmusicȱbuffs.
AsȱlongȱasȱIȱhaveȱaȱhypothesisȱaboutȱitsȱmoodȱ(it’sȱtheȱMYSTERIOUSȱLAKE)
I’mȱnotȱlost.ȱInȱfact,ȱhavingȱgoogledȱtheȱsearchȱstringȱ|+"library music"
+mystery lake|ȱIȱwasȱable,ȱinȱaȱcoupleȱofȱminutesȱandȱgoingȱnoȱfurther
thanȱtheȱfirstȱfewȱofȱtheȱ16,500ȱhitsȱsupposedlyȱansweringȱtoȱmyȱsearch
string,ȱ toȱhearȱ sampleȱdemosȱ fromȱ threeȱ libraryȱmusicȱpiecesȱ correȬ
spondingȱwellȱwithȱsonicȱparticularitiesȱinȱtheȱAO.36ȱTheȱIOCMȱIȱwas

ableȱ toȱ locateȱ soȱ quicklyȱ consistedȱ ofȱ twoȱ atmosphericȱ synthesiser
tracksȱcalledȱSecretsȱandȱUnseen,ȱandȱaȱsymphonicȱpieceȱentitledȱApȬ
proachingȱUnknown.ȱThisȱ thirdȱpieceȱwasȱdescribedȱbyȱ libraryȱmusic

staffȱasȱ ‘CAUTIOUS,ȱ INTENSE,ȱ SURREAL…ȱMOVING,ȱOMINOUS,ȱ EMOTIONAL,

SOARING…ȱATMOSPHERIC,ȱHAUNTING…ȱMYSTERIOUS,ȱSUSPENSEFUL,ȱAPPREȬ
HENSIVE…ȱEERIE’,ȱ[giving]ȱ‘aȱsenseȱofȱtheȱUNKNOWN,ȱAPPROACHINGȱTROUȬ

36. Theȱsearchȱstringȱ|+"library music" +mystery lake|ȱmeansȱthatȱtheȱexactȱwordȱpairȱ
libraryȱmusicȱandȱtheȱsingleȱwordȱmysteryȱmustȱbothȱappearȱinȱtheȱsearchȱresultsȱandȱ
thatȱthoseȱalsoȱincludingȱtheȱwordȱlakeȱshouldȱbeȱpresentedȱbeforeȱthoseȱthatȱdon’t.ȱ
SecretsȱandȱUnseenȱareȱbyȱStephanȱSechi,ȱfromȱtheȱalbumȱDronesȱVol.ȱ2ȱȬȱMysteriousȱinȱ
theȱRoyaltyȱFreeȱMusicȱLibraryȱ(RadicalȱA.ȱPublishing)ȱ) royaltyfreemusiclibrary.com/
cds/view/id/106.ȱApproachingȱUnknownȱisȱinȱtheȱMYSTERYȱsectionȱonȱtheȱStockȱMusicȱsiteȱ
andȱisȱbyȱSteveȱE.ȱWilliamsȱ)stockmusicsite.com/stockmusic/summary/play.cfm/
sound_iid.367165 [both sites 2010-08-26].ȱIȱshouldȱmaybeȱhaveȱdelvedȱfurtherȱinȱtheȱ
Googleȱlistingȱandȱinvestigated,ȱsay,ȱmusicȱforȱDisney’sȱMysteryȱLakeȱ(Prod.ȱ8201Ȭ
049)ȱorȱforȱSuperȱMarioȱatȱtheȱ‘mysteriousȱlake’.ȱIȱdidȱnot!

http://www.royaltyfreemusiclibrary.com/royalty-free-stock-music-cds/Drones_Vol_2_Mysterious.php
http://www.royaltyfreemusiclibrary.com/royalty-free-stock-music-cds/Drones_Vol_2_Mysterious.php
http://www.stockmusicsite.com/stockmusic/summary/play.cfm/sound_iid.367165
http://www.stockmusicsite.com/stockmusic/summary/play.cfm/sound_iid.367165
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BLE,ȱMYSTERY’ȱ[andȱcontaining]ȱ‘hypnoticȱflute,ȱceleste,ȱpianoȱandȱharp
ostinato’.ȱNoȱactualȱLAKE,ȱadmittedly,ȱbutȱ Iȱ stillȱ thoughtȱ theȱdescripȬ
tionsȱsoundedȱaboutȱright,ȱasȱindeedȱdidȱtheȱactualȱdemoȱrecordingȱanȬ
sweringȱtoȱthoseȱdescriptions.ȱ

Theȱpointȱofȱtheseȱbriefȱsortiesȱintoȱcyberspaceȱisȱtoȱshowȱhowȱsimpleȱit
canȱbeȱtoȱfindȱandȱhearȱmusicȱwhoseȱ lyrics,ȱtitleȱorȱdescriptionsȱtally
withȱyourȱhypothesisȱaboutȱwhatȱparticularȱstructuralȱtraitsȱinȱyourȱAO
mayȱbeȱconnoting.ȱ Ifȱsomethingȱ inȱ theȱmusicȱofȱ theȱpiece[s]ȱyouȱdisȬ
coverȱthroughȱthisȱsortȱofȱreverseȱengineeringȱsoundsȱlikeȱsomethingȱin
yourȱAO,ȱallȱwellȱandȱgood:ȱyourȱhypothesisȱisȱsubstantiated,ȱatȱleastȱin
part.ȱIfȱnot,ȱyourȱhypothesisȱmightȱbeȱfaulty,ȱorȱyourȱIOCMȱmightȱbe
conceivedȱinȱaȱdifferentȱmusicalȱidiomȱtoȱthatȱofȱyourȱAO.

Whetherȱyou’veȱ‘askedȱaȱmusician’,ȱusedȱdigitalȱrecommenderȱsystems

orȱappliedȱtheȱsortȱofȱreverseȱengineeringȱjustȱdescribedȱtoȱhuntȱdown

piecesȱofȱIOCMȱandȱtheirȱPMFCsȱforȱyourȱanalysis,ȱyourȱfindingsȱcan
beȱ crossȬcheckedȱwithȱ resultsȱ fromȱ theȱ receptionȱ testȱyouȱmayȱhave
conductedȱ (seeȱChapterȱ6).ȱTheyȱcanȱalsoȱbeȱcrossȬcheckedȱusingȱanȬ
otherȱsortȱofȱreverseȱengineering.

Reverseȱengineeringȱ2:ȱrecomposition

Anotherȱ controlȱmechanismȱ forȱ checkingȱ theȱ validityȱ ofȱ theȱPMFCs

you’veȱcollectedȱintersubjectivelyȱorȱinterobjectively,ȱorȱthatȱyou’reȱsimȬ
plyȱputtingȱ forwardȱasȱaȱhypothesis,ȱ isȱ toȱprovideȱmusiciansȱwithȱa
summaryȱofȱyourȱPMFCsȱandȱaskȱtheȱthemȱtoȱcomeȱupȱwithȱideasȱfor
musicȱtheyȱthinkȱwouldȱfitȱthoseȱfieldsȱofȱconnotation.ȱOfȱcourse,ȱthe
musiciansȱshouldȱnotȱknowȱtheȱidentityȱofȱyourȱAO.ȱTheȱreverseȱarrow
inȱ thisȱ recompositionȱ procedureȱ goesȱ fromȱ eitherȱ ofȱ theȱ twoȱ PMFC

boxesȱinȱFigureȱ7Ȭ2ȱ(p.238)ȱupȱtoȱtheȱAOȱbecauseȱyou’reȱaskingȱmusiȬ
ciansȱtoȱreconstructȱtheȱAOȱonȱtheȱbasisȱofȱitsȱsupposedȱconnotations.
Theȱ obviousȱ pointȱ hereȱ isȱ thatȱ ifȱ yourȱmusiciansȱ suggestȱ structural
traitsȱsimilarȱtoȱthoseȱofȱtheȱAO,ȱyourȱPMFCsȱwillȱhaveȱgreaterȱvalidity
thanȱifȱtheirȱsuggestionsȱdon’tȱsoundȱlikeȱit.ȱThereȱis,ȱhowever,ȱoneȱmaȬ
jorȱproblemȱwithȱthisȱprocedure.ȱIfȱyourȱmusiciansȱcan’tȱverbaliseȱtheir
suggestionsȱinȱtermsȱyouȱunderstand,ȱifȱyou’reȱunableȱtoȱdecipherȱjarȬ
gonȱlikeȱ‘aȱsawȬtoothȱclusterȱatȱ110ȱdBȱwithȱmaximumȱdistortionȱatȱ3k’
(ouch!),ȱandȱifȱyouȱcan’tȱpersuadeȱthemȱtoȱplayȱorȱrecordȱtheirȱsuggesȬ
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tions,ȱthenȱthisȱtypeȱofȱreverseȱengineeringȱwon’tȱwork.ȱHowever,ȱifȱyou
don’tȱstumbleȱonȱ thisȱsortȱofȱproblem,ȱ ‘composingȱback’ȱ towardsȱ the
AOȱfromȱaȱsetȱofȱPMFCsȱcanȱbeȱaȱveryȱusefulȱandȱconvincingȱtoolȱof
semioticȱanalysis.

Forȱexample,ȱduringȱaȱpostgraduateȱmusicologyȱseminarȱinȱGöteborg
(Sweden)ȱinȱtheȱearlyȱ1980s,ȱaȱpsychologistȱfromȱLundȱtoldȱparticipants
whatȱaȱpatientȱhadȱsaidȱwhenȱlisteningȱtoȱaȱparticularȱpieceȱofȱmusic

underȱhypnosis.ȱTheȱinstructionsȱtoȱtheȱpatientȱhadȱbeenȱtoȱsayȱwhat

theȱmusicȱmadeȱhim/herȱsee,ȱ likeȱ inȱaȱdaydream.ȱTheȱseminarȱknew
neitherȱtheȱidentityȱofȱnorȱanythingȱelseȱaboutȱtheȱpieceȱofȱmusicȱthat
evokedȱ theȱ hypnotisedȱ patient’sȱ associationsȱwhichȱwereȱ recounted
roughlyȱasȱfollowsȱbyȱtheȱvisitingȱpsychologist.

ȱ‘Alone,ȱoutȱinȱtheȱcountrysideȱonȱaȱgentlyȱslopingȱfieldȱorȱmeadowȱnear
someȱtreesȱatȱtheȱtopȱofȱtheȱriseȱwhereȱthereȱwasȱaȱviewȱofȱaȱlakeȱandȱthe
forestȱonȱtheȱotherȱside’.ȱ

Usingȱ thisȱ statementȱ asȱ aȱ startingȱ point,ȱ seminarȱ participantsȱwere

askedȱtoȱmakeȱaȱroughȱsketchȱofȱtheȱsortȱofȱmusicȱtheyȱthoughtȱmight

haveȱevokedȱsuchȱassociations.ȱTheȱseminar’sȱcollectiveȱsketchȱsuggesȬ
tion,ȱwhichȱ tookȱ aboutȱ thirtyȱminutesȱ toȱproduce,ȱ consistedȱ ofȱvery
quietȱhighȱnotesȱsustainedȱinȱtheȱviolinsȱandȱaȱveryȱquietȱlowȱnoteȱsusȬ
tainedȱ inȱ theȱ cellosȱ andȱ basses.ȱTheseȱ twoȱ ongoing,ȱ extremelyȱ calm
pitchȱpolaritiesȱwereȱinȱconsonantȱrelationȱtoȱeachȱother.ȱAȱratherȱundeȬ
cided,ȱ quietȱ butȱ slightlyȱ uneasyȱmelodicȱ figureȱ appearedȱ nowȱ and
againȱinȱtheȱmiddleȱbetweenȱtheȱtwoȱpitchȱpolarities.ȱAȱsoloȱwoodwind

instrumentȱ(eitherȱflute,ȱoboeȱorȱclarinet)ȱplayedȱsmoothly,ȱ inȱaȱ ‘folk’
vein,ȱaȱwistfulȱbutȱnotȱunpleasantȱtuneȱthatȱwanderedȱquietly,ȱslowly

andȱaȱbitȱaimlesslyȱoverȱtheȱrestȱofȱtheȱbarelyȱaudibleȱstaticȱsounds.ȱ

Theȱseminar’sȱquickȱsketchȱprovedȱtoȱcorrespondȱonȱmanyȱcountsȱwith

theȱoriginalȱmusicalȱstimulusȱ—theȱ ‘lastȱpost’ȱsectionȱatȱc.ȱ4:20ȱ inȱthe
slowȱmovementȱ fromȱVaughanȱWilliams’ȱPastoralȱSymphonyȱ (1922).
Thisȱbriefȱexperimentȱsuggestsȱthatȱpeopleȱwithȱsomeȱmusicalȱtraining
areȱableȱ toȱconceiveȱgeneralitiesȱofȱmusicalȱ structureȱ linkedȱ toȱgiven
paramusicalȱspheresȱofȱassociation,ȱnotȱmerelyȱtoȱperceiveȱthem.ȱThe
recompositionȱ exerciseȱ alsoȱ suggestedȱ thatȱ theȱ seminarȱ participants
andȱtheȱpatientȱfromȱLundȱmadeȱveryȱsimilarȱconnections,ȱalbeitȱinȱopȬ
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positeȱ directions,ȱ betweenȱ specificȱmusicalȱ structuresȱ andȱ aȱ specific
paramusicalȱ fieldȱofȱ connotation.ȱTheȱpatient’sȱ connotationsȱ andȱ the
seminarȱparticipants’ȱmusicalȱideasȱreinforcedȱeachȱother.ȱȱ

Whicheverȱmethodsȱ ofȱ IOCMȱ collectionȱ andȱPMFCȱ verificationȱ you
use,ȱoneȱthingȱisȱcertain:ȱtheȱmoreȱpreciselyȱyouȱindicateȱwhichȱmusicalȬ
structuralȱelement[s]ȱinȱtheȱAOȱsoundȱlikeȱwhichȱstructuralȱelement[s]

inȱtheȱIOCMȱtheȱmoreȱconvincingȱyourȱanalysisȱwillȱbe.ȱBesides,ȱaȱmuȬ
sicalȱstructureȱcan’tȱbeȱtreatedȱasȱaȱsignȱ(museme)ȱifȱitȱisn’tȱalsoȱidentiȬ
fiedȱ asȱ aȱ structure.ȱ Thisȱ structuralȱ imperativeȱ isȱ usuallyȱ enoughȱ to
makeȱnonȬmusosȱnervous,ȱunnecessarilyȱso,ȱasȱI’llȱexplainȱunderȱ‘StrucȬ
turalȱdesignation’ȱ (p.256,ff.).ȱFirst,ȱ though,ȱ I’llȱpresentȱ theȱ lastȱofȱ the
proceduresȱ(‘Commutation’)ȱallowingȱyouȱtoȱcheckȱtheȱvalidityȱofȱconȬ
clusionsȱyouȱmayȱhaveȱdrawnȱaboutȱwhichȱstructuralȱelementsȱinȱyour
AOȱrelateȱtoȱwhichȱPMFCs.

Commutationȱ
Inȱlinguistics,ȱcommutationȱmeansȱsubstitutingȱoneȱelementȱamongȱsevȬ
eralȱinȱaȱgroupȱwithȱsomethingȱelseȱtoȱcheckȱifȱtheȱmeaningȱofȱtheȱwhole

groupȱofȱelementsȱchanges.ȱForȱexample,ȱreplacingȱtheȱUȱsoundȱ/</ȱin
southernȱUKȱEnglishȱ [O<N]ȱ (luck)ȱwithȱ theȱ ooȱ soundȱ /8/ȱ inȱ [O 8 N]ȱ (look)
changesȱtheȱmeaningȱofȱtheȱword,ȱbutȱmakingȱtheȱsameȱchangeȱfrom
[E<V]ȱtoȱ[E 8 V]ȱdoesn’tȱbecauseȱ[E ¥ V]ȱ(southern)ȱandȱ[E 8 V]ȱ(northernȱUK
English)ȱareȱacceptedȱregionalȱvariantsȱofȱtheȱsameȱwordȱmeaningȱthe
sameȱ thing:ȱ bus.37ȱCommutationȱ isȱusefulȱ inȱ theȱ analysisȱ ofȱmusical

meaningȱ forȱdeterminingȱwhichȱ structuralȱ elementsȱ areȱ semiotically

moreȱorȱlessȱoperativeȱthanȱothers.ȱ

Returningȱonceȱmoreȱtoȱtheȱ‘official’ȱandȱ‘drunk’ȱversionsȱofȱyourȱnaȬ
tionalȱanthem,ȱit’sȱclearȱfromȱtheȱdiscussionȱofȱtheirȱmusemesȱandȱfeaȬ
sibleȱ interpretantsȱ (Tableȱ 7Ȭ1,ȱ p. 229)ȱ thatȱ someȱ structuralȱ elements

makeȱforȱmoreȱradicalȱdifferencesȱofȱattitudeȱtowardsȱyourȱnationȱand
itsȱflagȱthanȱdoȱothers.ȱForȱexample,ȱreplacingȱtheȱraucousȱforeignȱvoice
withȱkazooȱorȱexchangingȱtheȱconcertinaȱforȱaȱukeleleȱwouldȱprobably
notȱmakeȱasȱmuchȱdifferenceȱtoȱtheȱdrunkȱversionȱasȱwouldȱreplacing

37. NorthernȱEnglishȱluckȱ[O8 N]ȱandȱlookȱ[O X � N]ȱsoundȱlikeȱlookȱandȱLukeȱtoȱLondoners.
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theȱraucousȱforeignȱsingerȱwithȱanȱequallyȱforeignȱclassicalȱbaritoneȱor
theȱconcertinaȱplayerȱwithȱaȱproficientȱpianistȱonȱaȱwellȬtunedȱconcert
grand.ȱSimilarly,ȱ itȱwouldȱchangeȱ theȱcharacterȱofȱ theȱofficialȱversion
quiteȱnoticeablyȱifȱevenȱoneȱmemberȱofȱtheȱchoirȱorȱorchestraȱwereȱto
performȱtheirȱpartȱoutȱofȱtimeȱorȱtune,ȱwhileȱconsiderablyȱlessȱdifferȬ
enceȱofȱattitudeȱ towardȱyourȱnationȱandȱ itsȱ flagȱwouldȱresultȱ fromȱa
completeȱchangeȱofȱpersonnelȱfromȱprofessionalȱsymphonyȱorchestra
toȱaȱproficientȱandȱwellȬrehearsedȱmilitaryȱband.

Thisȱ sortȱ ofȱ commutationȱ isȱ alsoȱ calledȱ hypotheticalȱ substitutionȱ and
moreȱoftenȱthanȱnotȱitȱstaysȱatȱtheȱWHATȱIF?ȱstage.ȱButȱtheȱsubstitution
canȱsometimesȱmakeȱyouȱthinkȱofȱotherȱmusicȱthatȱsoundsȱsimilarȱto
theȱnewȱvariantȱyouȱ justȱimaginedȱorȱcreated.ȱThatȱnewȱIOCMȱmayȱor
mayȱnotȱbeȱsimilarȱtoȱthatȱofȱyourȱAO.ȱIfȱtheȱnewȱIOCMȱisȱdifferentȱandȱif
theȱPMFCsȱlinkedȱtoȱitȱdon’tȱalignȱwithȱthoseȱofȱyourȱanalysisȱobject,ȱthen
theȱstructuralȱelementȱsubjectedȱtoȱcommutationȱinȱyourȱAOȱcanȱbeȱconȬ
sideredȱoperativeȱinȱproducingȱtheȱPMFCsȱyouȱfoundȱtoȱbeȱlinkedȱwith

yourȱAOȱbecauseȱchangingȱthatȱstructuralȱelementȱtoȱsomethingȱelseȱled
toȱdifferentȱmusicȱ(theȱ‘new’ȱIOCM)ȱandȱtoȱdifferentȱPMFCs.ȱConversely,ȱif
yourȱcommutationȱleadsȱtoȱtheȱsameȱsortȱofȱIOCMȱandȱPMFCsȱasȱthoseȱof
yourȱAOȱyou’llȱknowȱthatȱtheȱelementȱyouȱreplacedȱwithȱsomethingȱelse
wasȱnotȱsoȱimportantȱinȱproducingȱtheȱPMFCsȱinȱquestion.ȱAnȱepisode
fromȱanȱanalysisȱclassȱclearlyȱillustratesȱthisȱprinciple.

Atȱaȱpopȱmusicȱanalysisȱsessionȱdevotedȱ toȱ findingȱ IOCMȱ forȱaȱ1990s
electroȬdanceȱtrackȱIȱwasȱsureȱIȱwasȱhearingȱaȱchordȱshuttleȱresembling

thatȱunderȱtheȱhookȱlinesȱofȱwellȬknownȱpopȱtunesȱlikeȱMyȱSweetȱLord,
He’sȱSoȱFineȱandȱOhȱHappyȱDay.38ȱButȱwhenȱIȱstartedȱplayingȱalongȱwith

theȱtrackȱIȱdiscoveredȱitȱwasȱpitchedȱinȱanȱunusualȱkeyȱandȱthatȱIȱhadȱto
forceȱmyȱhandsȱandȱ fingersȱ intoȱunfamiliarȱ shapes.ȱLuckilyȱmyȱ stuȬ
dentsȱdidn’tȱnoticeȱhowȱmuchȱeffortȱIȱhadȱtoȱputȱintoȱmakingȱitȱsound
likeȱoneȱofȱtheȱmostȱfamiliarȱchordȱshuttlesȱinȱtheȱpopȱrepertoire.ȱThe

38. ȱMyȱSweetȱLordȱ(Harrison,ȱ1971),ȱHe’sȱSoȱFineȱ(Chiffons,ȱ1963),ȱOhȱHappyȱDayȱ(Edwinȱ
HawkinsȱSingers,ȱ1969).ȱForȱmoreȱonȱtheȱ‘happyȬtechno’ȱtrack,ȱseeȱ� ȱSourceȱ(1997).ȱ
Chordȱshuttleȱmeansȱchangingȱrepeatedlyȱtoȱandȱfroȱbetweenȱtwoȱchords.
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pointȱisȱthatȱI’dȱhadȱtoȱdoȱsomethingȱthatȱwasȱpoïetically,ȱfromȱmyȱpoint
ofȱviewȱasȱaȱkeyboardȱplayer,ȱquiteȱdifferent:ȱitȱwasȱhardȱtoȱmakeȱthe
musicȱsoundȱlikeȱ ‘theȱsameȱthing’.ȱTheȱconclusionȱmyȱstudentsȱandȱI
drewȱ fromȱ thatȱepisodeȱwasȱ thatȱ significantȱ changesȱ fromȱ theȱmusiȬ
cian’sȱpoïeticȱstandpointȱdon’tȱnecessarilyȱ leadȱ toȱchangesȱofȱmusical

messageȱbecauseȱtheȱfactȱthatȱI’dȱhadȱtoȱstruggleȱatȱtheȱpianoȱmadeȱnot
aȱblindȱbitȱofȱsemioticȱdifference.ȱFurtherȱdiscussionȱensuedȱand,ȱasked
whatȱstructuralȱfeaturesȱwouldȱhaveȱmadeȱaȱdifferenceȱtoȱtheȱmusical

message,ȱtheȱstudentsȱmentionedȱdifferentȱrhythmicȱandȱaccentualȱpatȬ
terning,ȱaȱdistinctlyȱslowerȱorȱfasterȱtempo,ȱplayingȱtheȱchordsȱatȱaȱnoȬ
ticeablyȱ differentȱ pitch,ȱ orȱ onȱ anȱ detunedȱ pianoȱ orȱ someȱ other
instrument.ȱWeȱ allȱ agreedȱ thatȱmakingȱ simpleȱ changesȱ toȱ rhythm,

tempo,ȱarticulationȱandȱ instrumentationȱdefinitelyȱmadeȱaȱdifference
whileȱtransposingȱtheȱmusicȱupȱorȱdownȱaȱsemitoneȱmadeȱvirtuallyȱno
differenceȱatȱall.ȱByȱtheȱendȱofȱtheȱlessonȱweȱhadȱlearntȱthatȱwhatȱmusiȬ
ciansȱproduceȱusuallyȱdoesȱmakeȱaȱdifferenceȱtoȱtheȱmessageȱbutȱthat
theȱdegreeȱofȱsemioticȱdifferenceȱatȱtheȱreceivingȱendȱdoesn’tȱnecessarȬ
ilyȱcorrespondȱtoȱtheȱdegreeȱofȱstructuralȱdifferenceȱperceivedȱbyȱmusiȬ
ciansȱatȱtheȱtransmittingȱend.ȱȱȱ

Theȱlastȱexampleȱofȱcommutationȱprocedureȱcomesȱfromȱtheȱfictitious
MYSTERYȱLAKEȱpiece.ȱLet’sȱsayȱwe’veȱidentifiedȱsoundsȱinȱitȱthatȱweȱthink
mayȱsomehowȱconnoteȱwater,ȱthatȱnoneȱofȱtheȱIOCMȱweȱfoundȱhasȱanyȬ
thingȱaqueousȱamongȱitsȱPMFCs,ȱandȱthatȱtheȱIOCMȱcontainsȱnoneȱofȱthe
structuralȱelementsȱwe’veȱidentifiedȱasȱpotentiallyȱwateryȱinȱtheȱAO.ȱWe

canȱfirstȱ imagineȱtheȱAOȱwithoutȱtheȱsoundsȱweȱthinkȱmayȱbeȱwatery

(i.e.ȱtakeȱthemȱoutȱandȱreplaceȱthemȱwithȱnothing).ȱIfȱourȱAOȱwithȱthat
omissionȱsoundsȱmoreȱ likeȱallȱtheȱ IOCMȱwhoseȱPMFCsȱdidȱnotȱ include
water,ȱthenȱourȱhypothesisȱaboutȱtheȱwateryȱsoundsȱinȱtheȱAOȱmayȱhave
someȱmileage.ȱButȱit’sȱlessȱlikelyȱtoȱbeȱaȱquestionȱofȱwhetherȱtheȱstrucȬ
turalȱelementȱisȱitselfȱincludedȱorȱomittedȱasȱaȱwholeȱbecauseȱitsȱ‘waterȬ
iness’ȱ couldȱdependȱ onȱ anyȱnumberȱ orȱ combinationȱ ofȱ factorsȱ—on

volume/intensity,ȱregister,ȱtimbre,ȱarticulation,ȱphrasing,ȱtempo,ȱmetre,

periodicity,ȱ tonalȱvocabulary,ȱacousticȱ staging,ȱetc.ȱ Inȱ factȱ it’sȱ inȱ conȬ
junctionȱwithȱthoseȱparametersȱofȱmusicalȱexpressionȱthatȱcommutationȱis
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mostȱusefulȱbecauseȱweȱcanȱtest,ȱatȱleastȱhypothetically,ȱhowȱdifferent
theȱmusicȱwouldȱsoundȱifȱtheȱvaluesȱofȱanyȱ(combinationȱof)ȱthoseȱpaȬ
rametersȱwereȱtoȱbeȱchanged.ȱInȱshort,ȱyouȱhaveȱtoȱaskȱWHATȱIFȱstrucȬ
turalȱ elementȱ xȱ isȱ playedȱ faster,ȱ slower,ȱ higher,ȱ lower,ȱ smoother,

choppier,ȱ usingȱ differentȱ notes,ȱ inȱ waltzȱ time,ȱ withȱ aȱ bossaȱ nova
groove,ȱbyȱstringsȱorȱbrass,ȱwithȱ lotsȱofȱ reverbȱorȱdry,ȱwithȱ theȱ tune
moreȱupȱfrontȱorȱfurtherȱback,ȱwithoutȱtheȱbassȱline,ȱetc.,ȱetc.?ȱ

Structuralȱdesignationȱ
Theȱstructuralȱ imperativeȱ inȱ interobjectiveȱcomparison,ȱIȱwroteȱaȱfew
pagesȱago,ȱ isȱusuallyȱenoughȱ toȱmakeȱnonȬmusosȱquiteȱnervous.ȱ InȬ
deed,ȱhow,ȱyouȱmayȱwellȱask,ȱcanȱsomeoneȱwithȱlittleȱorȱnoȱformalȱmuȬ
sicalȱtraining,ȱsomeoneȱwhoȱcan’tȱtellȱaȱdiminishedȱseventhȱfromȱaȱhole
inȱtheȱwall,ȱbeȱexpectedȱtoȱaccuratelyȱidentifyȱmusicalȱstructures,ȱespeȬ
ciallyȱgivenȱtheȱpredilectionȱinȱconventionalȱmusicȱstudiesȱforȱpoïetic
descriptorsȱofȱstructure?39ȱWell,ȱthatȱobjectionȱmayȱonceȱhaveȱhadȱsome

validityȱbutȱitȱhasȱinȱmyȱview,ȱatȱleastȱsinceȱtheȱmidȬ1990s,ȱbecomeȱmore

ofȱanȱexcuseȱforȱnotȱconfrontingȱmusicȱasȱsoundȱinȱtheȱstudyȱofȱmusic.ȱIn
factȱIȱthinkȱthereȱisȱtodayȱveryȱlittleȱapartȱfromȱepistemicȱslothȱandȱinȬ
stitutionalȱinertiaȱthatȱpreventsȱnonȬmusosȱfromȱaccuratelyȱidentifying
musicalȱstructures.ȱIȱstateȱthatȱopinionȱcategoricallyȱbecauseȱthereȱare
atȱleastȱtwoȱcomplementaryȱwaysȱofȱconfrontingȱtheȱissueȱofȱstructural
designation,ȱneitherȱofȱwhichȱinvolvesȱanyȱmusoȱskillȱorȱ jargon:ȱtimeȬ
codeȱplacementȱandȱparamusicalȱsynchrony.

Unequivocalȱtimecodeȱplacementȱ

CDȱ tracks,ȱfilmsȱonȱDVD,ȱaudioȱfiles,ȱvideoȱfiles,ȱetc.ȱallȱ includeȱtimeȬ
codeȱasȱpartȱofȱtheȱdigitalȱrecording.ȱThatȱtimecodeȱisȱeitherȱdisplayed
orȱdisplayableȱonȱstandȬaloneȱCDȱandȱDVDȱplayers;ȱit’sȱalsoȱpresentȱin
mediaȱplaybackȱsoftwareȱforȱcomputers,ȱtabletsȱandȱsmartphones.ȱAs
longȱ asȱ theȱ pieceȱ isȱ digitallyȱ recordedȱ orȱ rerecorded,ȱ theȱ realȱ time

elapsedȱsinceȱtheȱstartȱofȱtheȱpieceȱyou’reȱanalysingȱisȱcontinuallyȱupȬ
datedȱandȱshownȱasȱitȱisȱplayed.ȱThisȱmeansȱthatȱyouȱcanȱhitȱtheȱpause

39. Seeȱunderȱ‘Structuralȱdenotation’,ȱp.115,ff,
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buttonȱwhenȱyouȱhearȱanyȱmusicalȱeventȱofȱinterestȱandȱnoteȱtheȱtiming

atȱthatȱpoint.ȱStandȬaloneȱplayersȱ(CD,ȱDVD,ȱMiniDisc)ȱandȱnormalȱplayȬ
backȱsoftwareȱonȱcomputersȱandȱsmartphonesȱletȱyouȱpinpointȱevents
toȱtheȱnearestȱsecond,ȱstandardȱaudiovisualȱrecordingȱandȱeditingȱapȬ
plicationsȱtoȱtheȱnearestȱfractionȱofȱaȱsecond.40ȱCurrentlyȱ(2012)ȱtheȱbest
solutionȱisȱtoȱmakeȱsureȱyouȱhaveȱyourȱAOȱasȱaȱsoundȱfileȱonȱtheȱcomȬ
puterȱandȱtoȱopenȱitȱusingȱaudioȱeditingȱsoftware.ȱThatȱwayȱyouȱcanȱsee
pointsȱofȱrelativeȱquietȱandȱloudness,ȱchangesȱinȱsoundȱwaveȱshape,ȱetc.
thatȱmakeȱitȱeasierȱtoȱfindȱyourȱwayȱaroundȱtheȱpiece,ȱasȱshownȱinȱthe
topȱpartȱofȱFigureȱ7Ȭ4ȱonȱpageȱ258.ȱ

TheȱtopȱlineȱofȱFigureȱ7Ȭ4ȱisȱaȱscreenȱcaptureȱofȱtheȱwholeȱofȱtheȱoriginal
1962ȱversionȱofȱtheȱJamesȱBondȱThemeȱasȱdisplayedȱbyȱtheȱaudioȱrecordȬ
ingȱandȱeditingȱsoftwareȱIȱuse.*41ȱUsingȱtheȱlineȱtoolȱinȱanȱimageȱeditȬ
ingȱapplication,ȱI’veȱmarkedȱupȱtheȱstartȱpointsȱofȱtheȱtune’sȱsectionsȱas
Iȱhearȱthem.ȱIȱcanȱlabelȱthemȱwithȱvernacularȱtermsȱlikeȱtwangyȱguitar
tuneȱandȱspyȱchordȱbecauseȱIȱcanȱdesignateȱtheȱsoundȱI’mȱreferringȱtoȱby
indicatingȱtheȱexactȱpoint,ȱtoȱtheȱnearestȱsecond,ȱinȱtheȱtune’sȱtimecode

whereȱthatȱsoundȱfirstȱoccurs,ȱforȱexampleȱtheȱtwangyȱguitarȱatȱ0:07ȱ(for
theȱentranceȱofȱ007ȱhimself),ȱ theȱdangerȱstabsȱatȱ1:33’ȱandȱ theȱ finalȱspy
chordȱatȱ1:40.42ȱThoseȱstructuralȱdesignationsȱareȱallȱaccurateȱandȱuneȬ
quivocal.ȱNoȱreaderȱwithȱaccessȱ toȱ theȱsameȱrecordingȱcanȱbeȱ inȱany
doubtȱaboutȱtheȱsoundsȱI’mȱreferringȱto.43ȱ

40. Resolutionȱisȱinȱmillisecondsȱforȱaudioȱsoftware,ȱinȱframesȱperȱsecondȱforȱvideo.ȱ
41. SteinbergȱWaveLabȱStudio.ȱForȱsoftwareȱcredits,ȱseeȱinsideȱfrontȱcover.ȱTheȱscreenȱ

dumpȱisȱconvertedȱtoȱgreyscaleȱandȱmadeȱlessȱblackȱtoȱsaveȱonȱprintingȱcosts.ȱIt’sȱ
alsoȱreducedȱsoȱitȱfitsȱonȱtheȱpage.ȱIfȱyouȱdon’tȱownȱorȱcan’tȱaffordȱaudioȱeditingȱ
software,ȱdon’tȱworry:ȱtheȱmusicȱdepartmentȱatȱyourȱschool,ȱcollege,ȱuniversityȱorȱ
localȱlibraryȱmayȱwellȱhaveȱaȱsiteȱlicenseȱforȱthatȱsortȱofȱapplication.ȱ

42. I’mȱnotȱsuggestingȱthatȱtheȱtimingȱ0:07ȱisȱintentionalȱforȱtheȱentranceȱofȱ007!ȱForȱ
moreȱaboutȱtheȱfamousȱSPY,ȱCRIME,ȱDANGERȱorȱDETECTIVEȱCHORD,ȱseeȱp.116,ff.ȱ

43. TheȱdurationȱofȱtheȱJamesȱBondȱThemeȱatȱYouTube/iTunesȱisȱ1:48,ȱnotȱ1:45ȱasȱinȱFigureȱ
7Ȭ4ȱ(‘my’ȱversion).ȱThisȱdiscrepancyȱisȱdueȱtoȱtheȱfactȱthatȱtheȱaudioȱfileȱonȱwhichȱ
‘my’ȱversionȱisȱbasedȱisȱanȱanalogueȬtoȬdigitalȱtransferȱofȱanȱLPȱtrackȱandȱthatȱIȱ
trimmedȱitsȱinitialȱandȱfinalȱsilencesȱtoȱ0.6Ȉȱandȱ1Ȉȱrespectively,ȱwhereasȱtheȱiTunesȱ
fileȱstartsȱwithȱ1.3Ȉȱandȱendsȱwithȱalmostȱ3Ȉȱofȱsilence.ȱThisȱmeansȱthatȱtimingsȱinȱ
Figureȱ7Ȭ4ȱareȱ0.7Ȉȱ(ƿ1Ȉ)ȱearlierȱthanȱinȱtheȱiTunesȱfile.ȱ

http://tagg.org/audio/DrNoBondVinyl.mp3
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TheȱfourȱsmallȱscreenȱshotsȱinȱFigureȱ7Ȭ4ȱshowȱdisplaysȱatȱfourȱpoints
inȱtheȱsameȱMP3ȱfileȱofȱtheȱJamesȱBondȱTheme,ȱthisȱtimeȱusingȱaȱfreelyȱand
widelyȱavailableȱmediaȱplayer.44ȱPleaseȱnoteȱthatȱtheȱtotalȱdurationȱof
theȱpieceȱisȱ1:45ȱandȱthatȱtheȱscreenȱshotsȱhaveȱbeenȱtakenȱatȱ(a)ȱ0:07,
when,ȱappropriately,ȱtheȱ007ȱtuneȱisȱfirstȱheard;ȱ(b)ȱ0:33,ȱwhenȱtheȱintro
returns,ȱnotȱlongȱbeforeȱtheȱbrassȱfirstȱentersȱwithȱitsȱangularȱ‘danger’
tuneȱatȱ0:40;ȱ(c)ȱ1:17,ȱaȱpointȱunmarkedȱinȱtheȱtopȱlineȱofȱFigureȱ7Ȭ4;ȱ(d)
1:39ȱforȱtheȱfamousȱfinalȱspyȱchord.ȱTheȱtimingȱ1:17ȱ(c)ȱmarksȱtheȱstart
ofȱtheȱlastȱreturnȱofȱtheȱintro,ȱexceptȱthatȱitsȱupȬandȬdownȱpatternȱonly
occursȱonceȱbeforeȱtheȱtwangyȱguitarȱkicksȱinȱforȱtheȱlastȱtime.45ȱ

Simpleȱmediaȱplaybackȱsoftwareȱisȱusuallyȱenoughȱforȱsimpleȱanalysis
tasksȱbutȱitȱhasȱseveralȱdrawbacks.ȱ[1]ȱTheȱpauseȱbuttonȱcanȱbeȱslowȱto
reactȱandȱyouȱmayȱfindȱyourselfȱnotingȱtimingsȱthatȱareȱaȱsecondȱtoo
late.ȱ[2]ȱTimeȱresolutionȱisn’tȱperfectȱandȱitȱcanȱbeȱdifficultȱtoȱstartȱplayȬ
ingȱtheȱmusicȱfromȱexactȱpointsȱinsideȱtheȱrecording.ȱ[3]ȱYouȱcannotȱexȬ
tractȱ individualȱminiȬfilesȱorȱ constructȱ loopsȱofȱparticularȱ soundsȱor
passagesȱyouȱneedȱtoȱlistenȱtoȱrepeatedly,ȱorȱwhichȱyouȱneedȱtoȱdrawȱto
theȱ attentionȱofȱ thoseȱprovidingȱyouȱwithȱPMFCsȱorȱ IOCMȱwithout

themȱhearingȱwhatȱcomesȱ justȱbeforeȱorȱafter.ȱ[4]ȱYouȱcannotȱdisplay
enoughȱofȱyourȱAOȱonȱscreenȱatȱoneȱtimeȱtoȱuseȱasȱvisualȱbasisȱforȱa
graphicȱscoreȱorȱforȱdiscussionȱofȱoverallȱformȱandȱnarrativeȱprocess.46

ByȱcreatingȱanȱoverviewȱofȱyourȱAOȱwithȱpreciseȱtimingsȱofȱimportant

eventsȱandȱitsȱdivisionȱintoȱsectionsȱ(seeȱtopȱofȱfigureȱ7Ȭ4,ȱp.258,ȱandȱthe
tableȱofȱmusematicȱoccurrenceȱforȱAbba’sȱFernando,ȱp.387),ȱyouȱcanȱalso
startȱreferringȱ toȱmusicalȱstructuresȱrelatively,ȱ forȱexampleȱ theȱdanger
loopsȱjustȱbeforeȱtheȱfinalȱchord,ȱorȱtheȱlastȱfiveȱnotesȱofȱtheȱtwangyȱguitarȱtune
justȱbeforeȱitȱrepeats.ȱItȱis,ȱhowever,ȱbestȱwhenȱinȱdoubtȱtoȱprovideȱanȱacȬ
curateȱtimingȱsoȱasȱtoȱavoidȱanyȱconfusionȱaboutȱwhichȱsoundȱyou’re
referringȱto.ȱ

44. VLCȱMediaȱPlayer,ȱseeȱsoftwareȱcreditsȱinsideȱfrontȱcover.
45. It’sȱunmarkedȱinȱtheȱtopȱlineȱofȱFigureȱ7Ȭ4ȱtoȱavoidȱcluttering,ȱasȱisȱtheȱeventȱatȱ1:13,ȱ

theȱpointȱatȱwhichȱdramaticȱbrassȱstabsȱfirstȱpunctuateȱtheȱmusic’sȱotherwiseȱ
unstoppableȱflow.ȱObservationsȱlikeȱthisȱareȱimportantȱbecauseȱhalvingȱtheȱduraȬ
tionȱofȱpassagesȱpresentingȱdifferentȱmaterialȱoneȱafterȱtheȱotherȱdoublesȱtheȱrateȱofȱ
changeȱandȱcanȱcreateȱanȱimpressionȱofȱstressȱandȱurgency.ȱ

46. Feedbackȱsessionsȱandȱgraphicȱscore,ȱseeȱChapterȱ14ȱ(pp.562Ȭ564,ȱ568Ȭ572).

http://tagg.org/audio/DrNoBondVinyl.mp3
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Paramusicalȱsynchrony
Paramusicalȱ synchronyȱ soundsȱ muchȱ fancierȱ thanȱ whatȱ itȱ actually
means,ȱbutȱit’sȱalsoȱmuchȱshorterȱthanȱitsȱexplanationȱwhich,ȱhowever

brief,ȱrunsȱasȱ follows.ȱ If,ȱunlikeȱ theȱsolelyȱaudioȱversionȱofȱ theȱ James
BondȱTheme,ȱyourȱAOȱ featuresȱ lyrics,ȱmovingȱ images,ȱ stageȱactionȱor
dance,ȱ itsȱmusicalȱ structuresȱ canȱ alsoȱ beȱ designatedȱ byȱ referringȱ to
paramusicalȱeventsȱoccurringȱsimultaneouslyȱwithȱorȱinȱcloseȱproximȬ
ityȱtoȱthoseȱstructures.ȱThreeȱfictitiousȱexamplesȱwillȱsufficeȱtoȱillustrate
thisȱsimpleȱtechnique:ȱ[1]ȱtheȱsinger’sȱcontentedȱgrowlȱonȱtheȱlastȱ‘oh,ȱbaby!’
inȱverseȱ1ȱ(atȱ0:31ȱinȱaȱpopȱsong);ȱ[2]ȱtheȱdistantȱscreechingȱsoundȱjustȱbefore
sheȱpoursȱpoisonȱintoȱhisȱwhiskeyȱ(atȱ1:02:15ȱinȱaȱfeatureȱfilmȱonȱDVD);ȱ[3]
theȱdrumȱpatternȱthatȱsynchronisesȱwithȱtheȱquickȱzoomȬinȱonȱtoȱtheȱleadȱvoȬ
calist’sȱ lipsȱ(atȱ2:20ȱinȱaȱmusicȱvideo).ȱIt’sȱusuallyȱadvisableȱtoȱsuppleȬ
mentȱ thisȱ typeȱofȱ structuralȱ indicationȱwithȱ timecodeȱdesignationȱ to
ensureȱthatȱwhoeverȱreadsȱyourȱanalysisȱcanȱfindȱtheȱrelevantȱmusical

structureȱ inȱ theȱ recordingȱwithoutȱwastingȱ timeȱwaitingȱ forȱ theȱmoȬ
mentȱtoȱarrive.ȱȱ

Summaryȱofȱmainȱpointsȱ
[1]ȱStructuralȱelementsȱinȱmusicȱcanȱbeȱconsideredȱasȱeither:ȱ[i]ȱdormant

structuresȱregardlessȱofȱsemioticȱpotential;ȱ[ii]ȱstructuralȱelementsȱthat
canȱbeȱshownȱtoȱcarryȱsomeȱsortȱofȱmeaningȱ—musematicȱstructures.

[2]ȱAȱmusemeȱisȱaȱminimalȱunitȱofȱmusicalȱmeaningȱbutȱit’sȱoftenȱmore

usefulȱtoȱconsiderȱmeaningfulȱmusicalȱunitsȱinȱtermsȱofȱmusemeȱstacks,
musemeȱstrings,ȱorȱasȱsyncrisisȱ(Chapterȱ12).ȱ

[3]ȱInȱadditionȱtoȱtheȱintersubjectiveȱproceduresȱdescribedȱinȱChapterȱ6,
aȱmusicalȱ analysisȱ objectȱ (AO:ȱ anȱ identifiableȱ andȱ usuallyȱ nameable

pieceȱofȱmusic)ȱcanȱbeȱsubjectedȱtoȱinterobjectiveȱinvestigation.

[4]ȱInterobjectiveȱcomparisonȱmaterialȱ(IOCM)ȱisȱmusicȱotherȱthanȱtheȱAO
thatȱsoundsȱlikeȱ(bearsȱstructuralȱresemblanceȱto)ȱtheȱAO.ȱ

[5]ȱTheȱcollectionȱofȱIOCMȱisȱtheȱfirstȱofȱtwoȱstepsȱinȱtheȱprocedureȱofȱinȬ
terobjectiveȱcomparison.ȱTheȱsecondȱstepȱinvolvesȱrelatingȱtheȱIOCMȱto
itsȱownȱparamusicalȱfieldsȱofȱconnotationȱ(PMFCs).
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[6]ȱPMFCsȱrelatedȱtoȱtheȱIOCMȱcanȱbeȱpositedȱasȱPMFCsȱrelatingȱtoȱtheȱAO.

[7]ȱIOCMȱcanȱbeȱcollectedȱbyȱexploitingȱtheȱaudioȬmuscularȱmemoryȱof
musicians.ȱThisȱmethodȱisȱdirectȱandȱreliableȱsinceȱitȱisȱintrinsicallyȱmuȬ
sical,ȱavoidingȱtheȱmediationȱofȱwordsȱandȱusingȱotherȱmusicȱasȱaȱsort
ofȱinitialȱmetalanguageȱforȱtheȱmusicȱunderȱanalysis.ȱ

[8]ȱIOCMȱcanȱalsoȱbeȱgatheredȱbyȱsearchingȱforȱmusicȱwhoseȱtitle,ȱlyrics,
accompanyingȱ images,ȱ connotations,ȱ includingȱhypothesesȱ youȱmay

haveȱyourself,ȱareȱrelevantȱtoȱtheȱAO.ȱOnlineȱsearchesȱusuallyȱresultȱin
quickȱaccessȱtoȱrelevantȱpiecesȱofȱIOCMȱ(‘Reverseȱengineeringȱ1’).

[9]ȱConclusionsȱaboutȱmusicalȱmeaningȱdrawnȱfromȱinterobjectiveȱproȬ
ceduresȱcan,ȱifȱapplicable,ȱbeȱcrossȬcheckedȱforȱviabilityȱwithȱreception
testȱresultsȱ(seeȱChapterȱ6).ȱTheyȱcanȱalsoȱbeȱverified/falsifiedȱusingȱthe
techniquesȱofȱrecompositionȱ (‘Reverseȱengineeringȱ2’)ȱandȱcommutaȬ
tionȱ(hypotheticalȱsubstitution).

[10]ȱAccurateȱstructuralȱdesignationȱisȱessentialȱinȱinterobjectiveȱanalyȬ
sis.ȱDigitalȱ timecodeȱplacementȱ andȱparamusicalȱ synchronyȱ areȱ two

simpleȱwaysȱinȱwhichȱanyoneȱcanȱunequivocallyȱdenoteȱmusicalȱstrucȬ
turesȱwithoutȱhavingȱtoȱuseȱanyȱmusoȱjargon.ȱȱȱȱ
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s

8.ȱTerms,ȱtimeȱ&ȱspaceȱ

AboutȱChaptersȱ8Ȭ12
‘Digitalȱtimecodeȱplacementȱandȱparamusicalȱsynchronyȱareȱtwoȱsimple

waysȱ inȱwhichȱ anyoneȱ canȱunequivocallyȱ denoteȱmusicalȱ structures
withoutȱhavingȱtoȱuseȱanyȱmusoȱjargon.’

Ifȱthat,ȱtheȱlastȱsentenceȱinȱChapterȱ7,ȱisȱtrue,ȱwhy,ȱyouȱmayȱwellȱask,ȱare
theȱnextȱfiveȱchaptersȱallȱaboutȱmusicalȱstructure?ȱOneȱreasonȱ isȱ that
understandingȱbasicȱstructuralȱphenomenaȱlikeȱtempo,ȱtimbreȱandȱtoȬ
nalityȱprovidesȱadditionalȱ insightsȱ intoȱwhatȱmightȱbeȱhiddenȱ inȱ the
blackȱboxȱofȱmusicalȱsemiosis.ȱAnotherȱisȱthatȱit’sȱimpossibleȱtoȱentirely
avoidȱpoïeticȱtermsȱwhenȱreferringȱtoȱmusicalȱsigns.ȱI’veȱalreadyȱused
manyȱsuchȱwordsȱwithoutȱanyȱsortȱofȱexplanation.ȱPageȱ255,ȱforȱexamȬ
ple,ȱincludedȱtheȱfollowingȱsentence.ȱ

‘Theȱ“wateriness”ȱ[ofȱtheȱmusic]ȱcouldȱdependȱonȱanyȱnumber…ȱofȱfacȬ
torsȱ—onȱloudness,ȱregister,ȱtimbre,ȱarticulation,ȱphrasing,ȱtempo,ȱmetre,ȱpeȬ
riodicity,ȱtonalȱvocabulary,ȱauralȱstaging,ȱetc.’

Thoseȱ‘factors’,ȱinȱitalics,ȱareȱcategoriesȱofȱstructurationȱIȱcallȱPARAMEȬ
TERSȱOFȱMUSICALȱEXPRESSION.ȱTheyȱareȱsetsȱofȱpropertiesȱconstitutingȱthe
vastȱvarietyȱofȱsoundsȱweȱhearȱasȱmusical.ȱJustȱthinkȱofȱtheȱfollowingȱsix
sortsȱofȱmusicalȱchange:ȱ[1]ȱofȱinstrumentationȱfromȱelectronicȱdubȱmix

toȱstringȱquartet;ȱ[2]ȱofȱvolumeȱfromȱloudȱtoȱsoft;ȱ[3]ȱofȱpitchȱfromȱhighȱto
low;ȱ[4]ȱofȱtempoȱfromȱfastȱtoȱslow;ȱ[5]ȱofȱtonalȱvocabularyȱfromȱmajorȱto
minor;ȱ[6]ȱofȱtimbreȱfromȱsmoothȱtoȱrough.ȱSuchȱchangesȱareȱlikelyȱto
produceȱdifferentȱ effectsȱonȱ theȱ listenerȱandȱneedȱ toȱbeȱnamed.ȱThe
problemȱisȱthatȱthoseȱparametersȱ(andȱmanyȱmore)ȱareȱalreadyȱsubjects
ofȱentireȱbooks:ȱIȱjustȱcan’tȱdealȱwithȱthemȱallȱinȱdetail.ȱIt’sȱalsoȱwhy,ȱdeȬ
spiteȱvaliantȱeffortsȱtoȱbeȱbrief,ȱtheyȱoccupyȱtheȱnextȱfiveȱchapters.

TheȱaimȱofȱChaptersȱ8Ȭ12ȱisȱtwofold.ȱOneȱisȱtoȱcomplementȱintersubjecȬ
tiveȱandȱinterobjectiveȱproceduresȱbyȱprovidingȱaȱperspectiveȱbasedȱon
categoriesȱofȱmusicalȱstructuration:ȱwasȱthatȱ‘WATERYȱeffect’ȱcausedȱby
timbreȱorȱphrasing,ȱtempoȱorȱvolume,ȱsurfaceȱrateȱorȱpitch,ȱorȱbyȱaȱcomȬ
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binationȱofȱallȱofȱthose,ȱorȱbyȱnone?ȱTheȱotherȱmainȱaimȱofȱtheseȱchapȬ
tersȱisȱtoȱprovideȱaȱconceptualȱbasisȱforȱidentifyingȱtheȱsonicȱproperties
operativeȱinȱcreatingȱmusicalȱmeaning.ȱTwoȱconcreteȱexamplesȱofȱmisȬ
takenȱstructuralȱidentityȱshouldȱclarifyȱtheȱpoint.

Askedȱtoȱexplainȱwhyȱtheyȱthinkȱaȱfilmȱmusicȱcueȱsoundsȱromantic,ȱstuȬ
dentsȱoftenȱsayȱthingsȱlikeȱ‘it’sȱtheȱstrings’.ȱThat’sȱcertainlyȱtrueȱifȱstring
instrumentsȱareȱinvolvedȱbutȱit’sȱalsoȱquiteȱmisleadingȱbecauseȱanother
tropeȱofȱmusicȱ forȱ stringsȱ suggestsȱ theȱopposite.ȱ I’mȱ referringȱ toȱ the
‘screeching,ȱ stabbingȱ soundȬmotionȱ ofȱ extraordinaryȱ viciousness’ȱ in
Herrmann’sȱmusicȱforȱtheȱshowerȱsceneȱinȱHitchcock’sȱPsychoȱ(1960).1
ToȱdistinguishȱbetweenȱROMANTICȱandȱPSYCHOPATHICȱstrings,ȱyouȱhave
toȱ considerȱ parametersȱ likeȱ attackȱ (smoothȱ andȱ soft,ȱ notȱ sharpȱ and
hard),ȱmelodicȱandȱrhythmicȱprofileȱ(continuous,ȱregular,ȱgraduallyȱvaried
andȱ overarching,ȱ notȱdetached,ȱ jerky,ȱ suddenȱ andȱ repetitive),ȱ phrase
lengthȱ (long,ȱ notȱ short),ȱ timbreȱ (round,ȱ smoothȱ andȱ full,ȱ notȱ harsh,
roughȱandȱpiercing)ȱandȱharmonyȱ(consonant,ȱnotȱdissonant).ȱInȱshort,
theȱeffectȱofȱromanceȱorȱhorrorȱisn’tȱdownȱtoȱtheȱinstrumentsȱasȱsuch
butȱtoȱhowȱtheyȱareȱusedȱtoȱplayȱwhat.

Anotherȱcommonȱcaseȱofȱmistakenȱconnotativeȱ identityȱ isȱcausedȱby
theȱpopularȱequationsȱMAJORȱ=ȱHAPPYȱandȱMINORȱ=ȱSAD.ȱEvenȱifȱthisȱduȬ
alismȱofȱtonalȱvocabularyȱhasȱsomeȱvalidityȱinȱtheȱeuroclassicalȱreperȬ
toire,ȱit’sȱinapplicableȱtoȱanyȱlivelyȱminorȬmodeȱchalga,ȱcueca,ȱhornpipe,
jenka,ȱjig,ȱklezmer,ȱlambada,ȱmalagueña,ȱpolska,ȱreel,ȱsyrtos,ȱtarantellaȱorȱverȬ
bunkos.ȱIfȱyouȱbelieveȱinȱtheȱminorȱmode’sȱintrinsicȱmorosity,ȱtryȱacting
depressedȱasȱyouȱsingȱalongȱ toȱmerryȱminorȱ tunesȱ likeȱKalinka,ȱHava
NagilaȱorȱGodȱRestȱYouȱMerryȱGentlemen.2ȱOrȱelseȱ tryȱ joyousȱabandon

1. Psychoȱisȱscoredȱentirelyȱforȱstringȱorchestraȱ(seeȱauthoritativeȱentryȱforȱPsychoȱinȱ
Wikipediaȱ[110822]).ȱTheȱ‘viciousness’ȱcitationȱisȱfromȱPalmerȱ(1990:ȱ277).ȱForȱdiscusȬ
sionȱofȱmusicȱforȱtheȱshowerȱsceneȱinȱPsycho,ȱseeȱp.511,ff.ȱ

2.Examplesȱofȱ‘theȱmerryȱminor’:ȱREEL:ȱBothyȱBandȱ(1976);ȱSLIPȱJIG:ȱDublinersȱ(1971);ȱ
HORNPIPE:ȱWhatȱShallȱWeȱDoȱWithȱTheȱDrunkenȱSailor?ȱTARANTELLA:ȱseeȱTarantellaȱinȱ
Referenceȱappendix;ȱMALAGUEÑA:ȱSabicasȱ(n.d.);ȱCUECA:ȱTrukerosȱ(2007);ȱVERBUNK:ȱ
RomafestȱGypsyȱEnsembleȱ(2009);ȱPOLSKA:ȱPolskaȱiȱgȬmollȱ(Sahlström,ȱ1969;ȱLindgrenȱ
&ȱÖsterholm,ȱ2008);ȱJENKA:ȱLehtinenȱ(1963);ȱCHALGA:ȱElviraȱ(2000);ȱSYRTOS:ȱTsourȬ
dolakisȱ(2010);ȱKLEZMER:ȱZoharȱ(2007);ȱLAMBADA:ȱKaomaȱ(1989).ȱForȱmerryȱminorȱ
euroclassicalȱpiecesȱtryȱWeelkesȱ(1615),ȱ‘BereiteȱdichȱZion’ȱinȱBachȱ(1734),ȱorȱtheȱeverȬ
popularȱBȱminorȱBadinerieȱ(=jest/joke)ȱfromȱBWVȱ1067ȱ(Bach,ȱ1730).ȱForȱmoreȱonȱ
minor/major,ȱseeȱTLTT:308Ȭ330.

http://www.youtube.com/watch?v=yvvMuJ_VeX4
http://www.youtube.com/watch?v=qGyPuey-1Jw
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whileȱhearingȱmournfulȱmajorȬkeyȱpiecesȱlikeȱHandel’sȱLargo.3ȱNo,ȱinȬ
dicatorsȱofȱHAPPYȱorȱSADȱareȱlessȱlikelyȱtoȱbeȱaȱmatterȱofȱtonalityȱ(p.ȱ325
ff.),ȱmoreȱlikelyȱdueȱtoȱparticularȱusageȱofȱparametersȱlikeȱtempo,ȱsurȬ
faceȱrate,ȱloudness,ȱphraseȱlength,ȱmelodicȱpitchȱrangeȱandȱcontour,ȱacȬ
companimentalȱregisterȱandȱrhythmicȱconfiguration.ȱ

Asȱ alreadyȱmentioned,ȱ there’sȱnoȱ roomȱhereȱ toȱ goȱ intoȱmuchȱdetail
aboutȱtheȱsortȱofȱparametersȱofȱmusicalȱexpressionȱjustȱlisted.ȱIȱwillȱat
bestȱbeȱableȱtoȱgiveȱaȱroughȱideaȱofȱsomeȱofȱtheȱessentialȱ‘nutsȱandȱbolts’
involvedȱinȱmakingȱandȱreactingȱtoȱmusic.ȱReadersȱrequiringȱmoreȱdeȬ
tailȱmustȱregrettablyȱlookȱelsewhere.4ȱAnotherȱcaveatȱisȱthatȱIȱhaveȱto
payȱmoreȱattentionȱtoȱconceptsȱthatȱconventionalȱmusicȱtheoryȱtreatsȱeiȬ
therȱconfusinglyȱorȱcursorilyȱ(ifȱatȱall).ȱTheseȱprioritiesȱareȱnecessaryȱbeȬ
causeȱ manyȱ institutionsȱ ofȱ musicalȱ learningȱ inȱ theȱ Westȱ still
conceptualiseȱ parametersȱ ofȱ expressionȱ hierarchically,ȱ asȱ eitherȱ priȬ
maryȱ—‘syntaxȬbasedȱdiscreteȱrelationalȱcategoriesȱ(pitch,ȱduration)’—
orȱsecondaryȱ—‘tempo,ȱdynamics,ȱtimbre’.ȱSuchȱconceptualȱhierarchies
areȱinapplicableȱtoȱmostȱofȱtheȱmusicȱweȱhearȱonȱaȱdailyȱbasis.5ȱ

Afterȱaȱbriefȱdiscussionȱofȱconceptsȱessentialȱtoȱtheȱrestȱofȱtheȱbook,ȱthis
chapterȱisȱdevotedȱtoȱparametersȱofȱtime,ȱspeed,ȱspaceȱandȱmovement

(duration,ȱphrase,ȱepisode,ȱ tempo,ȱbeat,ȱmetre,ȱgroove,ȱauralȱ staging
etc.).ȱChapterȱ9ȱdealsȱwithȱissuesȱofȱtimbreȱandȱtonality,ȱincludingȱsecȬ
tionsȱonȱeffectsȱunits,ȱloudness,ȱtuning,ȱoctave,ȱinterval,ȱmode,ȱmelody,

chords,ȱharmony,ȱetc.ȱChapterȱ10ȱisȱdevotedȱentirelyȱtoȱvocalȱpersona,
andȱChaptersȱ11Ȭ12ȱtoȱtheȱaggregatedȱ‘macro’ȱparametersȱofȱnarrative
formȱorȱDIATAXISȱ(extensional)ȱandȱofȱSYNCRISISȱ(intensionalȱform).ȱ

Still,ȱbeforeȱtakingȱonȱallȱthoseȱstructuralȱissues,ȱit’sȱwiseȱtoȱfirstȱclarify
aȱfewȱfundamentalȱandȱrecurrentȱconceptsȱlikeȱGENRE,ȱSTYLE,ȱPARAMUSIȬ
CALȱFACTORS,ȱtheȱEXTENDEDȱPRESENT,ȱNOTE,ȱPITCH,ȱTONEȱandȱTIMBRE.

3. Handel’sȱLargoȱ(1738)ȱisȱveryȱpopularȱatȱfunerals.ȱFourȱotherȱexamples:ȱ[1]ȱTheȱSilverȱ
SwanȱGibbonsȱ(1612):ȱ‘Farewell,ȱallȱjoys’;ȱ[2]ȱDrop,ȱDropȱSlowȱTearsȱ(Gibbons);ȱ[3]ȱ‘Heȱ
wasȱdespised’ȱfromȱTheȱMessiahȱ(Handel,ȱ1741);ȱ[5]ȱ‘CheȱfaròȱsenzaȱEuridice’ȱfromȱ
OrfeoȱedȱEuridiceȱ(Gluck,ȱ1744):ȱ‘Noȱhope…ȱinȱthisȱworld’ȱetc.

4. Forȱfullerȱtreatmentȱofȱnote,ȱpitch,ȱtone,ȱtonality,ȱtimbre,ȱtuning,ȱoctave,ȱinterval,ȱmode,ȱ
scale,ȱpentatonic,ȱheptatonic,ȱmelody,ȱaccompaniment,ȱantiphony,ȱmelisma,ȱpolyphony,ȱharȬ
mony,ȱchord,ȱtriad,ȱtertial,ȱquartal,ȱvoiceȱleading,ȱcircleȱofȱfifths,ȱshuttle,ȱloop,ȱturnaround,ȱ
vamp,ȱdrone,ȱheterophony,ȱhomophonyȱandȱcounterpoint,ȱseeȱ(Tagg,ȱ2009:17Ȭ240).
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Basicȱconceptsȱ(1)
Genreȱandȱstyleȱ
AccordingȱtoȱFabbriȱ(1999:8Ȭ9;ȱ2008:ȱ121Ȭ136),ȱmusicalȱGENRESȱevolveȱas
namedȱcategoriesȱtoȱdefineȱsimilaritiesȱandȱrecurrencesȱ—’rules’—ȱthat
membersȱofȱaȱgivenȱcommunityȱfindȱusefulȱinȱidentifyingȱaȱgivenȱsetȱof
musicalȱandȱmusicȬrelatedȱpractices.ȱSuchȱrules,ȱwritesȱFabbri,ȱ

‘canȱbeȱexplicit,ȱasȱinȱanȱaestheticȱmanifestoȱorȱaȱmarketingȱcampaign,’

[butȱtheyȱareȱ justȱasȱlikelyȱtoȱbe]ȱ ‘implicitȱorȱneverȱdeclared’…ȱ ‘Rules
thatȱdefineȱaȱgenreȱcanȱrelateȱtoȱanyȱofȱtheȱcodesȱinvolvedȱinȱaȱmusical

eventȱ—includingȱ rulesȱofȱbehaviour,…ȱproxemicȱandȱkinesicȱ codes,
businessȱpractices,ȱetc.’

Iȱ interpretȱ Fabbriȱ toȱmeanȱ thatȱ particularȱ typesȱ ofȱ languageȱ (lyrics,
paralinguistics,ȱmetadiscourse,ȱ etc.),ȱ gesture,ȱ location,ȱ clothing,ȱ perȬ
sonalȱappearance,ȱsocialȱattitudesȱandȱvalues,ȱasȱwellȱasȱmodesȱofȱconȬ
gregation,ȱinteraction,ȱpresentationȱandȱdistribution,ȱareȱallȱsetsȱofȱrules
that,ȱtogetherȱwithȱmusicalȬstructuralȱrules,ȱbuildȱaȱlargerȱsetȱofȱrules
identifyingȱaȱparticularȱGENRE.ȱTheȱfactȱthatȱmusic,ȱasȱaȱcrossȬdomain

symbolicȱsystem,ȱ isȱcentralȱ toȱgenreȱ identityȱshouldȱcomeȱasȱnoȱsurȬ
prise.ȱAfterȱall,ȱtheȱbusinessȱrationaleȱofȱformatȱradioȱassumesȱmusical

5. TheȱquotesȱareȱfromȱcourseȱnotesȱinȱmusicalȱstylisticsȱatȱOhioȱStateȱUniversityȱ(HolȬ
landȱn.d.)ȱandȱreferȱtoȱtheȱworkȱofȱfamedȱmusicologistȱLeonardȱBȱMeyerȱ(1989).ȱHallȱ
(1992:ȱ209)ȱexplainsȱtheȱissueȱasȱfollows.ȱ‘BasicȱtoȱMeyerȇsȱargumentȱareȱtheȱdifferȬ
encesȱbetweenȱprimaryȱandȱsecondaryȱparameters…ȱTheȱprimaryȱparameters—melȬ
ody,ȱrhythm,ȱharmony—ȱareȱsyntacticȱbecauseȱtheyȱcanȱdefineȱclosure…ȱTheȱ
secondaryȱparameters—tempo,ȱdynamics,ȱtexture,ȱtimbre—areȱstatisticalȱratherȱthanȱ
syntacticȱbecauseȱtheyȱchangeȱonlyȱinȱquantityȱandȱthereforeȱcannotȱcreateȱclosure…ȱ
Aȱcentralȱthemeȱ[ofȱMeyerȱ(1989)]ȱisȱthatȱsecondaryȱparameters…ȱgainȱincreasingȱ
dominanceȱoverȱprimaryȱparametersȱandȱsyntacticȱprocessesȱthroughȱtheȱnineteenthȱ
centuryȱandȱintoȱtheȱtwentieth.ȱThisȱtrendȱleads…ȱtoȱtheȱincreasingȱstructuralȱimporȬ
tanceȱofȱstatisticalȱplansȱasȱopposedȱtoȱsyntacticȱscripts,ȱandȱtoȱtheȱoverwhelmingȱ
statisticalȱclimaxesȱbyȱwhichȱ“unrealisedȱimplications…ȱ[and]ȱunresolvedȱtensions…ȱ
areȱabsorbedȱandȱ‘absolved’”ȱ(p.ȱ268).’ȱSinceȱMeyerȱhimselfȱseemsȱwellȱawareȱofȱtheȱ
incongruityȱ(theȱ‘increasingȱdominance’ȱofȱsecondaryȱ‘overȱprimaryȱparameters’,ȱ
etc.),ȱitȱisȱnotȱhisȱhistoricalȱobservationsȱthatȱareȱtheȱproblemȱbutȱtheȱactualȱtermsȱ
‘primary’ȱandȱ‘secondary’.ȱIfȱwhatȱseemedȱonceȱtoȱbeȱprimaryȱandȱsecondaryȱcan,ȱinȱ
theȱlightȱofȱmusicalȱevidence,ȱnoȱlongerȱbeȱusefullyȱconceptualisedȱinȱsuchȱclearlyȱ
hierarchicalȱterms,ȱmoreȱaccurate,ȱnonȬhierarchicalȱconceptsȱbecomeȱaȱnecessity.ȱWeȱ
shouldȱreallyȱbeȱtalkingȱaboutȱ‘scribal’ȱandȱ‘nonȬscribal’,ȱorȱ‘notatable’ȱ(transcriptibleȱ
inȱFrench)ȱandȱ‘nonȬnotatable’ȱ(nonȬtranscriptible)ȱparameters.
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tasteȱtoȱbeȱaȱkeyȱindicatorȱofȱdemographicȱfactorsȱ(age,ȱincome,ȱethnicȬ
ity,ȱeducation,ȱetc.)ȱdefiningȱaȱ targetȱaudience.6ȱEachȱsubsetȱofȱgenre
rulesȱreinforcesȱtheȱothersȱandȱmusicȱisȱatȱtheȱcentreȱbecause,ȱasȱFabbri
adds,ȱ ‘[k]nowingȱwhatȱ kindȱ ofȱmusicȱ you’reȱ listeningȱ to,ȱ orȱ talking
about,ȱorȱactuallyȱmaking,ȱwillȱactȱasȱaȱcompass’,ȱhelpingȱyouȱ‘choose
theȱproperȱcodesȱandȱtools’ȱforȱtheȱgenreȱasȱaȱwhole.

Fabbriȱ(1999:ȱ8Ȭ9)ȱdefinesȱSTYLEȱas:ȱ

‘aȱrecurringȱarrangementȱofȱfeaturesȱinȱmusicalȱeventsȱwhichȱisȱtypical
forȱanȱindividualȱ(composer,ȱperformer),ȱaȱgroupȱofȱmusicians,ȱaȱgenre,
aȱplace,ȱaȱperiodȱofȱtime.’…ȱ‘Asȱaȱcodifiedȱwayȱofȱmakingȱmusic,ȱwhichȱmay

(orȱmust)ȱconformȱtoȱspecificȱsocialȱfunctions,ȱSTYLEȱisȱrelatedȱtoȱGENRE,

andȱisȱsometimesȱusedȱasȱitsȱsynonym…ȱHowever,ȱSTYLEȱimpliesȱanȱemȬ
phasisȱonȱtheȱmusicalȱcode,ȱwhileȱGENREȱcoversȱallȱkindsȱofȱcodeȱrelevantȱto
aȱmusicalȱevent.’7

STYLEȱcanȱinȱotherȱwordsȱbeȱseenȱasȱaȱsetȱofȱmusicalȬstructuralȱrulesȱor
norms,ȱGENREȱasȱaȱlargerȱsetȱofȱculturalȱcodesȱthatȱalsoȱincludeȱmusicalȱrules.
Thisȱdoesȱnotȱmeanȱthatȱstylesȱareȱmereȱsubsetsȱofȱgenre.ȱForȱexample,

Morricone’sȱmusicalȱ styleȱ—hisȱ personalȱ idiolect—ȱ isȱ unmistakable

whicheverȱgenreȱhe’sȱworkingȱin:ȱsoundsȱtypicalȱofȱhisȱconcertȱpieces
turnȱupȱinȱhisȱfilmȱscores,ȱsomeȱofȱhisȱfilmȱthemesȱcloselyȱresembleȱhis
workȱwithȱpopularȱsong,ȱandȱhisȱuniqueȱstyleȱofȱorchestrationȱcanȱbe
heardȱinȱallȱthreeȱgenres.8ȱ

6. Targetȱgroupsȱareȱthenȱsoldȱtoȱadvertisers.ȱ‘ConcernedȱbyȱtheȱNaziȱandȱStalinistȱuseȱ
ofȱradioȱandȱmoviesȱforȱstateȱpropagandaȱinȱtheȱ1930s,…ȱscholarsȱturnedȱtoȱlookȱatȱ
theȱimpactȱofȱtheȱmassȱmediaȱonȱsociety’.ȱ[Theyȱstudied]ȱmediaȱindustries,ȱtheirȱproȬ
gramȱcontent,ȱandȱeffectsȱonȱtheirȱaudiences...ȱ[W]hatȱbeganȱinȱtheȱ1930sȱasȱaȱconcernȱ
withȱtotalitarianȱpoliticalȱpropagandaȱbecame,ȱbyȱtheȱ1950s,ȱtheȱintellectualȱfounȬ
tainheadȱofȱ“motivationȱresearch”ȱ—theȱprimeȱtoolȱofȱMadisonȱAvenue.’ȱ(Denisoffȱ
andȱPeterson,ȱ1972:ȱ4Ȭ5)ȱSeeȱalsoȱKarshnerȱ(1971)ȱandȱRothenbuhlerȱ(1987).ȱ

7. Theȱoriginalȱcitationȱends:ȱ‘…ȱstyleȱimpliesȱanȱemphasisȱonȱtheȱmusicalȱcode,ȱwhileȱ
genreȱrelatesȱtoȱallȱkindsȱofȱcodesȱthatȱareȱreferredȱtoȱinȱaȱmusicalȱevent,ȱsoȱtheȱtwoȱ
termsȱclearlyȱcoverȱdifferentȱsemanticȱfields.’ȱTheȱitalicsȱandȱemphasisȱareȱmine.

8. Forȱexample,ȱtheȱstartȱofȱ‘VirtualȱReality’ȱfromȱDisclosureȱ(Morricone,ȱ1994b)ȱresemȬ
blesȱbrassȱpassagesȱinȱCantataȱperȱlȇEuropaȱ(1966).ȱTheȱthreeȬnoteȱhookȱofȱMorricone’sȱ
popȱsongȱSeȱtelefonandoȱ(1966)ȱisȱidenticalȱto,ȱandȱreceivesȱtheȱsameȱharmonicȱtreatȬ
mentȱas,ȱtheȱ‘Falls’ȱthemeȱfromȱTheȱMissionȱ(1986).ȱMorricone’sȱstyleȱofȱorchestrationȱ
(incl.ȱsoloȱviola,ȱwordlessȱsoloȱfemaleȱvocals,ȱharpsichord,ȱetherealȱstrings,ȱetc.)ȱisȱ
alsoȱunmistakableȱinȱtheȱarrangementsȱheȱdid,ȱinȱtheȱearlyȱ1960sȱforȱRCAȱ(Italia),ȱofȱ
tunesȱlikeȱTuȱcaȱnunȱchiagne,ȱNonȱlascerai,ȱPioveȱandȱFascinationȱ(Morricone,ȱ1994a).ȱ
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Fabbri’sȱdistinctionȱbetweenȱgenreȱandȱstyleȱisȱusefulȱforȱtwoȱreasons.
Firstly,ȱitȱallowsȱforȱdifferentiationȱbetweenȱtwoȱsortsȱofȱSTYLEȱFLAGȱ(pp.
523ȱff.):ȱ[a]ȱmusicalȱstructuresȱthatȱestablishȱaȱ‘homeȱstyle’ȱ(STYLEȱINDIȬ
CATORS)ȱandȱ[b]ȱthoseȱusingȱelementsȱofȱanotherȱstyleȱtoȱreferȱtoȱaȱgenre
otherȱthanȱthatȱpertinentȱtoȱtheȱhomeȱstyleȱofȱtheȱmusicȱunderȱanalysis
(GENREȱSYNECDOCHES).ȱTheȱsecondȱreasonȱisȱthat,ȱseeingȱhowȱmusicȱand
musicalȱrulesȱareȱcentralȱtoȱtheȱfusionȱofȱotherȱaspectsȱofȱgenreȱintoȱa
recognisableȱ (albeitȱ fuzzy)ȱsocioculturalȱwhole,ȱ it’sȱ importantȱ toȱconȬ
siderȱ thoseȱotherȱaspectsȱofȱgenre,ȱ too.ȱAndȱ that’sȱwhyȱ theȱnextȱ few
pagesȱdealȱwithȱparamusicalȱmatters.ȱ

ParametersȱofȱPARAMUSICALȱexpression ȱ

Sinceȱmusicȱisȱnotȱaȱuniversalȱlanguageȱ(pp.47Ȭ50)ȱit’sȱessentialȱtoȱconȬ
siderȱculturalȱparametersȱdefiningȱtheȱactȱofȱmusicalȱcommunication.

Obviously,ȱwhatȱmembersȱofȱdifferentȱpopulationsȱintendȱbyȱandȱinterȬ
pretȱfromȱtheȱmusicȱtheyȱmakeȱandȱhearȱwillȱvaryȱconsiderably;ȱand,ȱas
weȱsawȱearlierȱ(pp.178Ȭ182),ȱtheȱsameȱmusicalȱstructureȱdoesn’tȱnecesȬ
sarilyȱmeanȱtheȱsameȱthingȱtoȱallȱindividualsȱincludedȱinȱtheȱsameȱbasic
demographic.ȱThat’sȱoneȱreasonȱwhy,ȱunderȱEthnographicȱintersubjectivȬ
ityȱ(p.199,ff.),ȱlisteningȱmode,ȱvenue,ȱactivityȱandȱsceneȱwereȱputȱforȬ
wardȱ asȱ importantȱ initialȱ pointsȱ inȱ aȱ semioticȱ approachȱ toȱ music

analysis.ȱThoseȱgeneralȱconsiderationsȱreferȱbackȱtoȱtheȱcommunication

modelȱ(pp.172Ȭ178)ȱandȱcanȱbeȱsummarisedȱasȱfollows.

Generalȱaspectsȱofȱparamusicalȱcommunication

1. Who,ȱculturallyȱandȱdemographically,ȱareȱtheȱmusic’sȱtransmitter[s]ȱ
andȱreceiver[s]?ȱDoȱtheyȱbelongȱtoȱtheȱsameȱpopulation?ȱWhatȱsortȱ
ofȱrelationshipȱexistsȱbetweenȱtransmitter[s]ȱandȱreceiver[s]ȱofȱtheȱ
musicȱinȱgeneralȱandȱatȱtheȱparticularȱoccasionȱofȱmusicalȱcommuȬ
nicationȱyou’reȱstudying?

2. Whatȱmotivatesȱreceiver[s]ȱtoȱuseȱtheȱmusicȱandȱwhatȱmotivatesȱ
transmitter[s]ȱtoȱcreateȱandȱtransmitȱtheȱmusic?

3. Whatȱinterferenceȱ(p.182,ff.)ȱisȱtheȱintendedȱmessageȱsubjectedȱtoȱinȱ
itsȱpassageȱinȱtheȱchannel?ȱDoȱtransmitter[s]ȱandȱreceiver[s]ȱshareȱ
theȱsameȱstoreȱofȱsymbolsȱandȱtheȱsameȱsocioculturalȱnorms/motiȬ
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vations?ȱWhatȱbitsȱofȱtheȱmusicȱdo[es]ȱtheȱreceiver[s]ȱhear,ȱuseȱandȱ
respondȱto?ȱWhatȱsortȱofȱresponseȱisȱobservable?

4. Whatȱaspectsȱofȱattitudeȱorȱbehaviourȱatȱtheȱtransmittingȱandȱ
receivingȱendsȱaffectȱtheȱmusicalȱ‘message’?ȱ

5. WhatȱisȱtheȱintendedȱandȱactualȱsituationȱofȱmusicalȱcommunicaȬ
tionȱforȱtheȱmusicȱbothȱasȱaȱpieceȱandȱasȱpartȱofȱaȱgenre,ȱe.g.ȱdance,ȱ
home,ȱwork,ȱritual,ȱconcert,ȱmeeting,ȱfilm?ȱWhere,ȱphysicallyȱandȱ
socially,ȱisȱtheȱmusicȱproducedȱandȱwhereȱisȱitȱheardȱandȱused?

Theseȱ issuesȱofȱgenreȱ ratherȱ thanȱ styleȱaffectȱwhatȱmusicȱ isȱactually
madeȱandȱheard:ȱ theyȱ influenceȱwhichȱparametersȱofȱmusicalȱexpresȬ
sionȱareȱoperative.ȱEvenȱifȱculturalȱcontextȱisn’tȱtheȱmainȱfocusȱofȱyour
studyȱtheyȱmustȱbeȱaddressedȱinȱorderȱtoȱavoidȱtheȱ‘perverseȱdiscipline’
ofȱsemioticsȱwithoutȱpragmatics.9

Simultaneousȱparamusicalȱformsȱofȱculturalȱexpressionȱ

Asȱ brieflyȱ illustratedȱ byȱ clinkingȱ glasses,ȱ livelyȱ chatterȱ andȱ raucous
laughterȱ inȱ theȱcomparisonȱbetweenȱ theȱOFFICIALȱandȱFOREIGNȱDRUNK

versionsȱ ofȱ yourȱ nationalȱ anthemȱ (pp.229Ȭ237),ȱ musicalȱ meanings

aren’tȱonlyȱ affectedȱbyȱ theȱoverridingȱ socioculturalȱ andȱ acousticȱ cirȬ
cumstancesȱunderȱwhichȱtheȱmusicȱisȱcreatedȱandȱheard:ȱtheyȱareȱalso
influencedȱbyȱparamusicalȱexpression.ȱObviously,ȱhearingȱaȱrendition
ofȱ yourȱ nationalȱ anthemȱ alongȱ withȱ clinkingȱ glassesȱ andȱ raucous
laughterȱdoesȱnotȱhaveȱtheȱsameȱeffectȱasȱhearingȱitȱwithout.ȱNorȱdoes
theȱ sameȱ openingȱ toȱRichardȱ Strauss’sȱAlsoȱ sprachȱZarathustraȱ (1896)
meanȱtheȱsameȱthingȱinȱTVȱcommercialsȱforȱFoxyȱBingoȱorȱSilanȱfabric
conditionerȱasȱitȱdidȱinȱfilmsȱlikeȱCluelessȱ(1995),ȱMyȱFavouriteȱMartian
(1999)ȱorȱZoolanderȱ(2001).ȱItȱcertainlyȱmeantȱsomethingȱquiteȱdifferent
inȱtheȱfilmȱthatȱinitiatedȱthisȱmusicalȱtropeȱofȱaudiovisualȱgrandeur—
Kubrick’sȱ2001ȱ (1968)—,ȱnotȱ toȱmentionȱ itsȱoriginsȱ inȱaȱphilosophical
fantasyȱnovelȱbyȱNietzsche.10ȱ

9. ‘Perverseȱdiscipline’:ȱseeȱpp.146,ȱ148,ȱ159ȱandȱEcoȱ(1990:259).
10. ForȱmoreȱonȱAlsoȱsprachȱZarathustraȱasȱaudiovisualȱtrope,ȱseeȱLeechȱ(1999);ȱseeȱalsoȱ

SongsȱandȱMusicȱOnȱTVȱAdsȱ/ȱCommercialsȱ(Brodie,ȱ2010),ȱSongsȱinȱTVȱCommercialsȱ
2009ȱatȱ)splendad.com/ads/songs/2009 andȱAlsoȱSprachȱZarathustra:ȱdun…ȱdun…ȱdun…ȱ
DUHȬDUN!ȱatȱ) tvtropes.org/pmwiki/pmwiki.php/Main/AlsoSprachZarathustra [both 101127].
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ChecklistȱofȱPARAMUSICALȱtypesȱofȱexpression

Paramusicalȱformsȱofȱexpressionȱconnectedȱtoȱaȱmusicalȱanalysisȱobject
areȱsummarisedȱinȱtheȱeightȱpointsȱlistedȱnext.ȱTheȱrelativeȱabsenceȱor
presenceȱandȱpropertiesȱofȱtheȱpointsȱenumeratedȱareȱnotȱonlyȱableȱto
affectȱtheȱmeaningȱofȱtheȱmusicȱwithȱwhichȱtheyȱcoȬoccur:ȱtheyȱcanȱalso
beȱusedȱinȱtheȱprocessȱofȱestablishingȱparamusicalȱfieldsȱofȱconnotation
relatedȱtoȱyourȱanalysisȱobject.

1. Paramusicalȱsound,ȱe.g.ȱchurchȱbells,ȱbackgroundȱchatter,ȱrattlingȱ
crockery,ȱapplause,ȱengineȱhum,ȱbirdsong,ȱsoundȱeffects.ȱ

2. Oralȱlanguage,ȱincl.ȱdialect,ȱaccent,ȱidiom,ȱvocabularyȱusedȱinȱdiaȬ
logue,ȱcommentary,ȱvoiceȬoverȱorȱlyrics.

3. Paralinguistics,ȱe.g.ȱvocalȱtype,ȱtimbreȱandȱintonationȱofȱpeopleȱ
talking;ȱtypeȱandȱspeedȱofȱconversationȱorȱdialogue.

4. Writtenȱlanguage,ȱe.g.ȱprogrammeȱorȱlinerȱnotes,ȱadvertisingȱmateȬ
rial,ȱtitleȱcredits,ȱsubtitles,ȱwrittenȱdevicesȱonȱstageȱorȱscreen,ȱ
expressionȱmarksȱandȱotherȱscribalȱperformanceȱinstructions.

5. Graphics,ȱtypeface/font,ȱdesign,ȱlayout,ȱetc:ȱneitherȱthisȱnorȱTHISȱ
ȱnorȱthisȱnorȱthisȱmeansȱtheȱsameȱasȱthis,ȱthisȱorȱthis.

6. Visuals,ȱe.g.ȱphotos,ȱmovingȱpicture,ȱtypeȱofȱaction,ȱnarrativeȱgenre,ȱ
miseȱenȱscène,ȱscene,ȱprops,ȱlighting,ȱcameraȱangleȱandȱdistance,ȱ
POV,ȱeditingȱrhythmȱandȱtechniques,ȱsuperimpositions,ȱfades,ȱ
zooms,ȱpans,ȱgestures,ȱfacialȱexpressions,ȱclothing.

7. Movement,ȱe.g.ȱdance,ȱwalk,ȱrun,ȱdrive,ȱfall,ȱlie,ȱsit,ȱstand,ȱjump,ȱ
rise,ȱdive,ȱswerve,ȱsway,ȱslide,ȱglide,ȱhit,ȱstroke,ȱkick,ȱstumble,ȱforȬ
wards,ȱbackwards,ȱsideways,ȱup,ȱdown,ȱapproach,ȱleave,ȱfast,ȱslow,ȱ
sudden,ȱgradual.

8. Location,ȱvenueȱandȱaudienceȱ(when,ȱwhere,ȱandȱwhoȱfor),ȱe.g.ȱ
18thȬcenturyȱFrenchȱaristocratsȱinȱaȱchâteau,ȱaliensȱonȱtheȱstarshipȱ
Enterprise,ȱeuroclassicalȱconcertȱhallȱaudience,ȱrockȱfansȱatȱaȱstaȬ
diumȱconcert,ȱ1970sȱdiscoȱclubbers,ȱfootballȱmatchȱcrowd,ȱetc.ȱSarȬ
torial,ȱgesturalȱandȱotherȱgroupȬbehaviouralȱcodesȱareȱanȱimportantȱ
ingredientȱofȱparamusicalȱconnotation.ȱ
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ParametersȱofȱMUSICALȱexpressionȱ
ParametersȱofȱmusicalȱexpressionȱcanȱbeȱthoughtȱofȱinȱfourȱmainȱinterȬ
relatedȱandȱoverlappingȱcategories:ȱ[1]ȱTime,ȱspeedȱandȱspaceȱ(thisȱchapȬ
ter);ȱ[2]ȱTimbreȱandȱloudnessȱ(firstȱpartȱofȱChapterȱ9);ȱ[3]ȱToneȱandȱtonality
(secondȱ partȱ ofȱ Chapterȱ 9);ȱ [4]ȱ Totalityȱ (theȱ parameterȱ ‘aggregates’,
Chaptersȱ11Ȭ12).ȱChapterȱ10ȱisȱentirelyȱdevotedȱtoȱwaysȱofȱdesignating
differentȱtypesȱofȱvocalȱexpression.ȱPleaseȱrememberȱthatȱveryȱfewȱconȬ
ceptsȱdenotingȱparametersȱofȱmusicalȱexpressionȱfitȱneatlyȱintoȱanyȱone
ofȱtheȱfirstȱthreeȱcategoriesȱandȱthatȱcategoryȱ4ȱincludesȱseveralȱbyȱdefȬ
inition.ȱForȱexample,ȱnothingȱinȱcategoriesȱ2ȱ(timbreȱandȱdynamics)ȱor
3ȱ(toneȱandȱtonality)ȱcanȱexistȱwithoutȱtheȱparametersȱofȱtimeȱandȱspace
(categoryȱ 1);ȱnorȱ canȱ elementsȱofȱ temporalȱorganisationȱ likeȱ rhythm
andȱmetreȱexistȱwithoutȱtimbral,ȱdynamicȱorȱtonalȱpatterning,ȱnorȱcan
toneȱorȱtimbreȱbeȱunderstoodȱwithoutȱconsideringȱpitchȱandȱloudness.ȱ

Noneȱ ofȱ thisȱ taxonomicȱuntidinessȱwillȱ surpriseȱ thoseȱ familiarȱwith

crossȬdomainȱ representation,ȱ synaesthesisȱ orȱ musicȱ andȱ theȱ brain
(pp.62Ȭ71).ȱAfterȱall,ȱnoȱsoundȱcanȱexistȱwithoutȱtheȱmovementȱofȱan
objectȱorȱmassȱofȱsomeȱkindȱ(incl.ȱairȱandȱwater)ȱinteractingȱwithȱanȬ
otherȱ (hitting,ȱstroking,ȱscraping,ȱshaking,ȱ ruffling,ȱblowing,ȱstirring,
etc.),ȱnorȱcanȱsuchȱsoundȬproducingȱfrictionȱoccurȱwithoutȱenergyȱenaȬ
blingȱtheȱmovementȱwhich,ȱinȱitsȱturn,ȱpresupposesȱspaceȱinȱwhichȱthe
movementȱtakesȱplace.ȱEvenȱsynthesisedȱsoundȱneedsȱenergyȱ(electriȬ
cal)ȱtoȱgenerateȱwaveȱformsȱofȱsufficientȱamplitudeȱtoȱpowerȱmovement

inȱspeakerȱandȱheadphoneȱmembranes.ȱSinceȱallȱthisȱsoundȬproducing
energyȱandȱmovementȱoccupiesȱbothȱspaceȱandȱtime,ȱparametersȱofȱexȬ
pressionȱprimarilyȱrelatingȱtoȱtimeȱandȱspaceȱareȱpresentedȱfirst.ȱHowȬ
ever,ȱit’sȱvirtuallyȱimpossibleȱtoȱdiscussȱanyȱaspectȱofȱmusicalȱstructure
withoutȱusingȱfourȱveryȱcommonȱconceptsȱwhoseȱmeaningsȱareȱoften
unclear.ȱThat’sȱwhyȱNOTE,ȱPITCH,ȱTIMBREȱandȱTONEȱeachȱneedsȱitsȱworkȬ
ingȱdefinition.11ȱAȱPIECEȱOFȱMUSICȱandȱ theȱEXTENDEDȱPRESENTȱareȱ two

otherȱessentialȱtermsȱrequiringȱatȱleastȱsomeȱsortȱofȱclarification.ȱWe’ll

startȱwithȱtheȱlatter.ȱ

11. ForȱfullerȱexplanationȱofȱNOTE,ȱPITCH,ȱTIMBREȱANDȱTONE,ȱseeȱTaggȱ(2009:17Ȭ22).
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Basicȱconceptsȱ(2)

Pieceȱofȱmusicȱ
Aȱpieceȱofȱmusicȱisȱusuallyȱdelimited,ȱbothȱbeforeȱandȱafter,ȱbyȱsomeȬ
thingȱthatȱisn’tȱheardȱasȱmusicȱ(e.g.ȱsilence,ȱtalking,ȱbackgroundȱsound).
Aȱpieceȱofȱmusicȱcanȱalsoȱstartȱorȱendȱwhenȱimmediatelyȱprecededȱor
followedȱbyȱotherȱmusicȱthatȱisȱclearlyȱrecognisedȱtoȱhaveȱaȱdifferent
identity.ȱIfȱaȱpieceȱofȱmusicȱexistsȱasȱrecordedȱsound,ȱitȱwillȱtypicallyȱocȬ
cupyȱoneȱCDȱtrackȱorȱconstituteȱaȱsingleȱaudioȱfile.12ȱ

Extendedȱpresentȱ
TheȱEXTENDEDȱPRESENT,ȱalsoȱmisleadinglyȱcalledȱtheȱspeciousȱpresent,13ȱis
aȱkeyȱconceptȱofȱtimeȱinȱmusic.ȱItȱcanȱbeȱunderstoodȱasȱlastingȱroughlyȱas
longȱasȱitȱtakesȱaȱhumanȱbeingȱtoȱbreatheȱinȱandȱout,ȱorȱtheȱdurationȱof
aȱlongȱexhalation,ȱorȱofȱaȱfewȱheartbeats,ȱorȱofȱenunciatingȱaȱphraseȱor
shortȱsentence,ȱi.e.ȱtheȱdurationȱofȱaȱmusicalȱphrase,ȱorȱofȱaȱshortȱpatȬ
ternȱofȱgesturesȱorȱdanceȱsteps.ȱSuchȱimmediate,ȱpresentȬtimeȱactivities
usuallyȱlast,ȱdependingȱonȱtempoȱplusȱdegreeȱofȱexertion,ȱforȱbetween

aroundȱoneȱandȱeightȱsecondsȱofȱexternal,ȱ‘objective’ȱtime.

Theȱextendedȱpresentȱ isȱalsoȱaȱconceptȱ impliedȱ inȱ theȱdistinctionȱbeȬ
tweenȱtheȱintensionalȱandȱextensionalȱaestheticsȱofȱmusicȱ(Chester,ȱ1970).
Accordingȱtoȱthisȱpolarity,ȱaȱclassicalȱsonataȱformȱmovementȱ(seeȱp.409
ff.)ȱisȱmoreȱlikelyȱtoȱderiveȱinterestȱfromȱtheȱpresentationȱofȱideasȱover
aȱdurationȱofȱseveralȱminutesȱ(extensionalȱdiataxis),ȱwhileȱaȱpopȱsongȱor
filmȱmusicȱcueȱisȱmoreȱlikelyȱtoȱdoȱsoȱinȱbatchesȱofȱ‘nowȱsound’ȱinȱthe
extendedȱpresentȱ(intensionalȱsyncrisis).ȱTheȱ3.6ȱsecondsȱofȱguitarȱriffȱacȬ
companiedȱbyȱbassȱandȱdrumkitȱinȱSatisfactionȱ(RollingȱStones,ȱ1965)ȱis
aȱtextbookȱexampleȱofȱrockȱintensionalityȱinȱtheȱextendedȱpresent.14

There’sȱnoȱclearȱboundaryȱbetweenȱtheȱextendedȱpresentȱandȱtheȱpassȬ
ingȱofȱtimeȱalongȱaȱunidimensionalȱaxisȱfromȱinfiniteȱpastȱtoȱinfiniteȱfuȬ
tureȱ throughȱaȱpointȱofȱsupposedlyȱnoȱdurationȱ (theȱpresent).ȱ Ifȱyou

12. Seeȱalsoȱpageȱ230ȱforȱdefinitionȱofȱ‘analysisȱobject’ȱ(AO).
13. Speciousȱmeansȱ‘superficiallyȱplausibleȱbutȱactuallyȱwrong’ȱ(ConciseȱOxfordȱDictionȬ

ary,ȱ1995).ȱTheȱextendedȱpresentȱisȱnotȱspecious:ȱit’sȱaȱbiologicalȱrealityȱ(seeȱp.ȱ273).
14. Noneȱofȱthisȱmeansȱthatȱsonataȱformȱmovementsȱneverȱexhibitȱtimbralȱorȱmetricȱ

interestȱorȱthatȱpopȱrecordingsȱneverȱcontainȱaȱsenseȱofȱnarrative.ȱIt’sȱsimplyȱaȱquesȬ
tionȱofȱdegreeȱandȱofȱgeneralȱtendency.
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haveȱeverȱstaredȱtransfixedȱatȱaȱsunsetȱoverȱtheȱsea,ȱorȱdrownedȱwith

delightȱinȱtheȱeyesȱofȱyourȱbeloved,ȱyou’llȱknowȱthatȱNOWȱcanȱextend
forȱmanyȱseconds.ȱTimeȱseemsȱtoȱstandȱstill.15ȱButȱit’sȱalsoȱworthȱknowȬ
ingȱ thatȱ theȱ extendedȱ presentȱ hasȱ anȱ objectiveȱ existenceȱ insideȱ theȱ human
brain.ȱForȱexample,ȱendingȱtheȱspokenȱsentenceȱyouȱjustȱstartedȱrelies
onȱtheȱshortȬtermȱstorageȱofȱinformationȱinȱaȱdifferentȱpartȱofȱtheȱbrain
ȰtheȱworkingȱmemoryȰȱtoȱthatȱusedȱforȱmediumȬȱandȱlongȬtermȱstorȬ
age.16ȱTheȱphonologicalȱloopȱisȱaȱkeyȱcomponentȱinȱworkingȱmemory.ȱIt
canȱholdȱaboutȱtwoȱsecondsȱofȱsoundȱand,ȱlikeȱaȱloopȬbasedȱtapeȱecho
unit,ȱinvolvesȱtwoȱstages:ȱshortȬtermȱstorageȱwithȱrapidlyȱdecayingȱauȬ
ditoryȱmemoryȱ tracesȱandȱanȱ ‘articulatoryȱrehearsalȱcomponent’ȱ that
canȱreviveȱthoseȱtraces.ȱEachȱphonologicalȱloopȱisȱlikeȱanȱongoingȱminiȬ
chunkȱofȱinformationȱthatȱcanȱbeȱrecalledȱandȱstrungȱtogetherȱwithȱup
toȱthreeȱothersȱinȱimmediateȱsuccessionȱ(fourȱinȱall)ȱtoȱproduceȱaȱlarger
chunkȱofȱ‘nowȱsound’ȱcoveringȱaȱmaximumȱofȱaroundȱeightȱseconds.
Thisȱdistinctionȱisȱnotȱunlikeȱthatȱbetweenȱaȱcomputer’sȱRAMȱandȱits
hardȱ drive.ȱ Itȱ alsoȱmeansȱ thatȱ settingȱ theȱ durationȱ ofȱ theȱ extended
presentȱ toȱ ‘betweenȱoneȱandȱeightȱseconds’,ȱanȱestimationȱI’veȱbased
solelyȱonȱtimingȱaȱlargeȱnumberȱofȱmusemesȱandȱmusicalȱphrases,ȱcanȬ
notȱbeȱqualifiedȱasȱspeciousȱorȱdismissedȱasȱfancifulȱspeculation.ȱ

Note

InȱmusicalȱcontextsȱNOTEȱmeansȱfourȱdifferentȱthings:ȱ[1]ȱaȱsingle,ȱdisȬ
creteȱsoundȱinsideȱaȱpieceȱofȱmusic;ȱ[2]ȱsuchȱaȱsoundȱwithȱdiscernible
fundamentalȱpitchȱ(p.277);ȱ[3]ȱtheȱduration,ȱrelativeȱtoȱtheȱmusic’sȱunȬ
derlyingȱpulseȱ(p.288),ȱofȱanyȱnoteȱ(e.g.ȱ‘quarterȱnote’);ȱ[4]ȱtheȱgraphic
representationȱofȱaȱnote,ȱaccordingȱtoȱanyȱofȱtheȱaboveȱdefinitions,ȱin
musicalȱnotation.ȱNOTEȱwillȱbeȱusedȱhereȱinȱtheȱfirstȱsense,ȱi.e.ȱtoȱmean

anyȱsingle,ȱfinite,ȱdiscreteȱminimalȱsonicȱeventȱinȱaȱpieceȱofȱmusic,ȱirrespecȬ
tiveȱofȱtheȱevent’sȱduration,ȱpitch,ȱtimbreȱorȱgraphicȱrepresentation.17ȱ

15. Alsoȱknownȱasȱtheȱspeciousȱpresent,ȱtheȱphenomenonȱisȱdiscussedȱinȱmoreȱdetailȱbyȱ
Levithinȱ(2006),ȱPoidevinȱ(2009)ȱandȱWellekȱ(1963).

16. ThisȱsectionȱdrawsȱonȱBaddeleyȱ(1992,ȱ2000),ȱCowanȱ(2001),ȱandȱGobetȱ&ȱClarksonȱ
(2004);ȱseeȱalsoȱMȱYoungȱ(1988:ȱ85Ȭ86,ȱ277)ȱandȱTaggȱ(1984:ȱ6).ȱ

17. ThisȱfirstȱdefinitionȱofȱnoteȱisȱthatȱusedȱinȱMIDIȱsequencing.
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Pitch

PITCHȱisȱthatȱaspectȱofȱaȱsoundȱdeterminedȱbyȱtheȱrateȱofȱvibrationsȱproȬ
ducingȱ it.ȱPitchȱ isȱscientificallyȱmeasuredȱ inȱunitsȱofȱsoundȱwaveȱfreȬ
quencyȱcalledȱcyclesȱperȱsecondȱorȱHertzȱ(Hz).ȱ27.5ȱHzȱis,ȱforȱinstance,
theȱpitchȱofȱtheȱlowestȱnoteȱonȱaȱpianoȱ(‘bottomȱa’),ȱ4,186ȱHzȱitsȱhighest
(‘topȱc’).18ȱPitchȱisȱsimplyȱtheȱdegreeȱofȱperceivedȱ‘highness’ȱorȱ‘lowness’ȱof
aȱsound.ȱ

Highȱpitchȱisȱinȱgeneralȱassociatedȱwithȱlightȱinȱbothȱtheȱ‘notȱdark’ȱand
‘notȱheavy’ȱsensesȱofȱ theȱword.ȱPerhapsȱ that’sȱbecauseȱgustsȱofȱwind

scatterȱleaves,ȱplasticȱbagsȱandȱotherȱsmall,ȱlightȱobjects,ȱblowingȱthem
upȱintoȱtheȱairȱtowardsȱtheȱsky,ȱtheȱcloudsȱandȱtheȱsun.ȱHeavyȱobjects
areȱmoreȱdifficultȱtoȱmove,ȱmoreȱlikelyȱtoȱstayȱonȱtheȱground,ȱwhichȱis
normallyȱperceivedȱasȱdarkerȱandȱheavierȱthanȱair.ȱNotȱonlyȱdoȱlarge,
heavyȱobjectsȱneedȱlotsȱofȱenergyȱ(aȱtornado,ȱsay,ȱorȱvastȱamountsȱofȱjet
fuel)ȱtoȱgetȱthemȱoffȱtheȱground;ȱtheirȱveryȱweightȱmakesȱthemȱappear
lessȱvolatile,ȱmoreȱ likelyȱ toȱbeȱunderstoodȱasȱheavy,ȱdarkȱorȱmassive

ratherȱthanȱquick,ȱsmallȱorȱlight.19ȱBesides,ȱsmallȱchildrenȱhaveȱsmaller

bodiesȱandȱvocalȱequipmentȱproducingȱ‘higher’,ȱ‘lighter’ȱsoundsȱthan
grownȬups;ȱandȱtheȱprocessȱwherebyȱadolescentȱmaleȱvoicesȱbreakȱand
deepenȱreinforcesȱtheȱsameȱsortȱofȱsynaestheticȱpatterning,ȱasȱdoesȱthe
factȱthatȱsingersȱtendȱtoȱuseȱtheȱheadȱregisterȱtoȱproduceȱhighȱnotes,ȱthe
chestȱregisterȱforȱlowȱones.ȱMoreover,ȱtheȱvibrationsȱofȱaȱloudȱbassȱinȬ
strument,ȱorȱofȱanȱearthquake,ȱareȱfeltȱinȱtheȱabdomen,ȱwhereasȱdissoȬ
nantȱhighȬpitchedȱsoundsȱareȱoftenȱusedȱinȱfilmȱmusicȱasȱaȱsortȱofȱsonic
headacheȱtoȱaccompanyȱscenesȱofȱmentalȱdisorder,ȱrelentlessȱsunlight,
etc.ȱ

Alongȱwithȱvolume,ȱ timbreȱandȱduration,ȱpitchȱ isȱaȱbasicȱelementȱof
sound.ȱItȱallowsȱhumansȱtoȱdistinguishȱbetween,ȱforȱexampleȱaȱhiȬhat
andȱaȱlargeȱgongȱstruckȱinȱtheȱsameȱway,ȱorȱbetweenȱtheȱtopȱnotesȱofȱa
piccoloȱfluteȱandȱtheȱlowestȱonesȱonȱaltoȱfluteȱplayedȱatȱtheȱsameȱvolȬ
umeȱwithȱtheȱsameȱsortȱofȱattackȱforȱtheȱsameȱduration.ȱNow,ȱthere’sȱa

18. Theȱfrequencyȱ(hz)ȱofȱperceivedȱpitchȱrisesȱbyȱaȱfactorȱofȱ2ȱforȱeachȱoctave.ȱAlthoughȱ
theȱtopȱa’sȱsoundȱwavesȱoscillateȱ128ȱ(27)ȱtimesȱfasterȱthanȱthoseȱofȱtheȱbottomȱa,ȱtheȱ
topȱaȱatȱ3,520ȱhzȱisȱonlyȱ8,ȱnotȱ128,ȱoctavesȱhigherȱthanȱtheȱaȱatȱ27.5ȱhz.

19. TheȱFrenchȱforȱHIGHȱisȱaiguȱ(=ȱsharp,ȱacute),ȱgraveȱ(=ȱdeep,ȱsolemn)ȱforȱLOW.ȱ
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problemȱwithȱthatȱpreviousȱsentenceȱbecauseȱtheȱhighȱorȱlowȱpitchȱof
fluteȱnotesȱisȱdifferentȱfromȱtheȱhighȱorȱlowȱpitchesȱofȱhiȬhatȱandȱlarge
gong,ȱevenȱthoughȱtheȱsoundȱofȱaȱbigȱgongȱcontainsȱaȱ lotȱofȱ lowȱfreȬ
quenciesȱandȱtheȱhiȬhatȱ(quelleȱsurprise!)ȱsoundsȱhigh.ȱThatȱproblemȱhas
toȱdoȱwithȱtheȱdifferenceȱbetweenȱNOTEȱandȱTONE.ȱ ȱ

Toneȱ ȱ
TheȱdifferenceȱofȱpitchȱbetweenȱhiȬhatȱandȱlargeȱgong,ȱonȱtheȱoneȱhand,
and,ȱonȱtheȱother,ȱbetweenȱhighȱandȱlowȱfluteȱnotesȱisȱthatȱfluteȱnotes,
highȱorȱlow,ȱeachȱhaveȱoneȱclearlyȱdiscernibleȱfundamentalȱpitchȱwhileȱhiȬ
hat,ȱsnareȱdrum,ȱbassȱdrumȱandȱgongȱnotesȱdoȱnot.ȱ It’sȱ thisȱ factorȱof
clearlyȱdiscernibleȱfundamentalȱpitchȱ—aȱconceptȱexplainedȱunderȱTIMBRE

(p.279,ff.)—ȱ thatȱ determinesȱwhetherȱ theȱ noteȱ inȱ questionȱ isȱ alsoȱ a
TONE.ȱAȱTONEȱisȱsimplyȱaȱnoteȱofȱdiscernibleȱfundamentalȱpitch.ȱ

Theȱmainȱreasonȱwhy,ȱ technicallyȱspeaking,ȱaȱ toneȱcontainsȱaȱ fundaȬ
mentalȱ pitchȱ isȱ becauseȱ itsȱ soundȱwaveȱ rateȱ isȱ steadyȱ orȱ periodic,
whereasȱaperiodicȱsoundsȱexhibitȱnoȱsuchȱregularityȱ (fig.ȱ8Ȭ1).ȱThat’s
whyȱsingingȱisȱheardȱasȱmoreȱtonalȱthanȱtalking,ȱwhistlingȱmoreȱsoȱthan
hissing,ȱgroaningȱmoreȱtonalȱthanȱgrunting.ȱAllȱsixȱsoundsȱcanȱbeȱused
asȱnotesȱinȱmusicȱbutȱonlyȱthreeȱofȱthemȱ(singing,ȱwhistlingȱandȱgroanȬ
ing)ȱareȱ likelyȱ toȱbeȱ tonal.ȱ Itȱmayȱbeȱworthȱaddingȱ theȱobviousȱpoint
that,ȱinȱourȱculture,ȱtonesȱareȱtheȱonlyȱtypeȱofȱnotesȱwithȱpitchȱnames

likeȱa,ȱb�,ȱb�,ȱc,ȱc�,ȱ etc.20ȱThatȱ allȱ seemsȱquiteȱ straightforwardȱbut
thereȱareȱatȱleastȱtwoȱmajorȱproblemsȱwithȱtheȱwordȱtone.ȱ

20. InȱEnglish,ȱtheȱnoteȱnameȱaȱisȱpronouncedȱ‘A’,ȱb�ȱ‘Bȱflat’,ȱb#ȱ‘Bȱnatural’ȱandȱc�ȱ‘Cȱ
sharp’.ȱPitchȱnamesȱcanȱbeȱabsoluteȱorȱrelative.ȱAbsoluteȱnoteȱnamesȱdesignateȱfixedȱ
pitch.ȱForȱexample,ȱtheȱnoteȱaȱ(‘A’)ȱmustȱsoundȱatȱanȱaudibleȱfundamentalȱpitchȱ
exponentiallyȱrelatedȱtoȱ27.5ȱhz,ȱi.e.ȱatȱ27.5ȱhzȱ(lowȱa),ȱ55ȱhz,ȱ110ȱhz,ȱ220ȱhz,ȱ440ȱhzȱ
(concertȱpitch),ȱ880ȱhz,ȱ1760ȱhz,ȱ3520ȱhzȱ(high)ȱandȱsoȱon.ȱNoteȱnamesȱlikeȱdohȱreȱmiȱfaȱ
soȱlaȱtiȱ(tonicȱsolȬfa)ȱareȱrelativeȱbecauseȱtheyȱdesignateȱtheȱrelationshipȱofȱeachȱnoteȱ
toȱwhateverȱhappensȱtoȱbeȱtheȱmusic’sȱkeynote.

Fig. 8-1. Periodic and aperiodic sound waves
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Oneȱproblemȱisȱthatȱtoneȱmeansȱsoȱmanyȱdifferentȱthingsȱinȱrelationȱto
sound.ȱ Itȱcanȱreferȱ toȱaspectsȱofȱspeechȱ thatȱexpressȱattitude,ȱasȱ inȱ ‘I
don’tȱlikeȱyourȱtone’.21ȱItȱcanȱevenȱmeanȱtimbre,ȱasȱwithȱtheȱ‘tone’ȱknob
onȱaȱguitarȱamp,ȱwhereȱtoneȱisȱshortȱforȱtoneȱcolour.ȱToneȱisȱoftenȱusedȱto
meanȱnotȱaȱnoteȱofȱdiscernibleȱfundamentalȱpitchȱbutȱtheȱpitchȱstepȱor
INTERVALȱ(p.ȱ322ȱff.)ȱbetweenȱtwoȱneighbouringȱtones,ȱasȱinȱwholeȱtone
(e.g.ȱbetweenȱtheȱnotesȱcȱandȱd)ȱandȱsemitoneȱ(e.g.ȱbetweenȱeȱandȱf).
Anotherȱcriticalȱproblemȱwithȱtoneȱisȱtheȱuseȱofȱitsȱderivativesȱtonalȱand
tonalityȱinȱconventionalȱWesternȱmusicȱtheory.ȱGivenȱourȱcommonsense

definitionȱofȱtone,ȱtonalȱshouldȱlogicallyȱmeanȱhavingȱdiscernibleȱfundaȬ
mentalȱpitchȱandȱtonalityȱshouldȱmeanȱanyȱsystemȱaccordingȱtoȱwhich

tonesȱareȱconfiguredȱinȱmusic.ȱUnfortunately,ȱmanyȱmusicȱscholarsȱin
theȱWestȱ stillȱuseȱ tonalȱandȱ tonalityȱ toȱ referȱ toȱ justȱ oneȱwayȱ inȱwhich

tonesȱ areȱ configuredȱ—thatȱ ofȱ theȱ euroclassicalȱ repertoireȱ between

c.1730ȱandȱc.1910.ȱThisȱethnically,ȱsociallyȱandȱhistoricallyȱrestrictive
useȱofȱ theȱwordȱhasȱbizarreȱconsequences,ȱoneȱbeingȱ theȱnonsensical
dualismȱTONALȱv.ȱMODALȱ—allȱmodesȱareȱbyȱdefinitionȱtonal!—,ȱanother
theȱanachronismȱofȱtwelveȬtoneȱmusicȱwhichȱdespiteȱitsȱnameȱisȱcalled
atonalȱinsteadȱofȱATONICAL!22ȱToȱavoidȱsuchȱlexicalȱabsurdity,ȱhereȱare
theȱdefinitionsȱI’llȱbeȱusing.

• TONEȱ(n.):ȱaȱnoteȱwithȱdiscernibleȱfundamentalȱpitch;
• TONALȱ(adj.):ȱhavingȱtheȱpropertiesȱofȱaȱtone;
• TONALITYȱ(n.):ȱanyȱsystemȱaccordingȱtoȱwhichȱtonesȱareȱconfigured;
• TONICȱ(n.):ȱmusicalȱkeynoteȱorȱreferenceȱtone;
• TONICALȱ(adj.,ȱneol.):ȱhavingȱaȱtonicȱorȱkeynote.ȱ

21. Youȱcanȱevenȱlikeȱorȱdislikeȱtheȱtoneȱofȱaȱletterȱwithoutȱaȱsoundȱbeingȱuttered.ȱToneȱ
refersȱalsoȱtoȱpitchȱsequencesȱallowingȱspeakersȱofȱtonalȱlanguagesȱtoȱdistinguishȱ
betweenȱtheȱmeaningsȱofȱphoneticallyȱotherwiseȱidenticalȱwords.ȱInȱVietnamese,ȱma,ȱ
màȱandȱmáȱmeanȱGHOST,ȱBUTȱandȱMOTHERȱrespectively.ȱInȱSwedish,ȱandenȱcanȱmeanȱ
eitherȱTHEȱDUCKȱorȱTHEȱSPIRIT,ȱdependingȱonȱtone.ȱFinally,ȱmyȱnameȱinȱMandarin,ȱ
DáfČil΄,ȱ isȱ才㠟䚕 (=ȱdignity,ȱelegance,ȱreason)ȱbutȱcouldȱalsoȱcomeȱacrossȱas
䢸▹䆵ȱ(=ȱsore,ȱbandit,ȱmucus)ȱifȱtheȱthreeȱsyllablesȱwereȱincorrectlyȱintoned!ȱ

22. ThisȱanomalyȱmayȱariseȱbecauseȱinȱneoȬLatinȱlanguagesȱtheȱEnglishȱwordȱkeyȱandȱ
theȱGermanȱwordȱTonart,ȱbothȱmeaningȱtheȱconfigurationȱofȱtonesȱinȱrelationȱtoȱaȱ
keynoteȱorȱtonic,ȱalsoȱtranslatesȱasȱtonalité,ȱtonalità,ȱtonalidad,ȱetc.ȱTheȱEnglish/GerȬ
manȱdistinctionȱbetweenȱkey/Tonartȱandȱtonality/Tonalitätȱis,ȱsoȱtoȱspeak,ȱlostȱinȱneoȬ
Latinȱlanguages.ȱThisȱlexicalȬconceptualȱproblemȱisȱdiscussedȱinȱTaggȱ(2011f:ȱ5Ȭ6).
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Timbreȱ
TIMBREȱ[�V3ODT
]ȱandȱitsȱadjectiveȱTIMBRALȱ[�V+ODT
N]ȱareȱwordsȱdenotȬ
ingȱacousticȱ featuresȱ thatȱallowȱusȱ toȱdistinguishȱbetweenȱ twoȱnotes,
tonalȱorȱotherwise,ȱsoundedȱatȱtheȱsameȱpitchȱandȱvolume.23ȱTimbre,

sometimesȱalsoȱcalledȱ ‘toneȱquality’ȱorȱ ‘toneȱcolour’ȱ (Klangfarbe),ȱ isȱa
complexȱacousticȱphenomenonȱwhoseȱfourȱbasicȱphasesȱwereȱsimpliȬ
fiedȱbyȱanalogueȱsynthesiserȱmanufacturersȱinȱanȱ‘ADSR’ȱscheme:ȱAȱfor
attack,ȱDȱforȱdecay,ȱSȱ forȱsustainȱandȱRȱforȱrelease.ȱTheȱpropertiesȱof
eachȱofȱtheseȱelements,ȱandȱhowȱthoseȱpropertiesȱvaryȱasȱtheȱsoundȱof
aȱnoteȱisȱproduced,ȱcontinuesȱandȱends,ȱdetermineȱtheȱspecificȱqualities
ofȱwhatȱweȱhearȱasȱtimbre.ȱThatȱwholeȱprocessȱfromȱstartȱtoȱfinishȱ is
calledȱtheȱENVELOPEȱ(Fig.ȱ8Ȭ2,ȱp.278).24ȱ

Theȱenvelopeȱofȱnotesȱplayedȱonȱdrums,ȱpianoȱandȱotherȱpercussionȱinȬ
struments,ȱasȱwellȱasȱnotesȱonȱpluckedȱacousticȱinstruments,ȱconsistȱof
onlyȱ attackȱ andȱ decay.ȱ Thoseȱ playedȱ byȱ bowedȱ strings,ȱwoodwind,

brassȱ andȱ electricallyȱ amplifiedȱ instrumentsȱ containȱ allȱ fourȱphases.
TheȱfirstȱtypeȱofȱnoteȱreliesȱonȱaȱoneȬoffȱactionȱtoȱproduceȱaȱsoundȱthat
canȱlastȱfromȱasȱlittleȱasȱjustȱaȱfewȱmillisecondsȱ(e.g.ȱxylophone)ȱtoȱsevȬ
eralȱsecondsȱ(e.g.ȱlargeȱgong,ȱloudȱheldȱnoteȱonȱtheȱpiano,ȱasȱinȱFig.ȱ8Ȭ
2aȱandȱb).ȱTheȱ secondȱ typeȱ isȱgeneratedȱbyȱongoingȱactionȱ (bowing,

blowing,ȱelectricȱcurrent,ȱetc.,ȱasȱwithȱtheȱviolinsȱandȱsynthesiserȱinȱFig.
8Ȭ2cȱandȱd.).ȱTheseȱandȱotherȱdistinctionsȱareȱessentialȱ toȱ theȱunderȬ
standingȱofȱhowȱ timbreȱ isȱproduced.ȱHowever,ȱ forȱ theȱpurposesȱofȱa
perceptionȬbasedȱ semioticȱ analysisȱ theȱ followingȱ threeȱ phases,ȱ exȬ
plainedȱnext,ȱwillȱprobablyȱsuffice:ȱATTACK,ȱCONTINUANTȱandȱRELEASE.

ATTACKȱrefersȱtoȱtheȱinitialȱfractionȱofȱaȱnoteȱcorrespondingȱtoȱtheȱway

theȱnoteȱisȱstruck,ȱhit,ȱplucked,ȱscraped,ȱblown,ȱetc.ȱonȱanȱacousticȱinȬ
strument,ȱorȱ ‘attacked’ȱbyȱ theȱvoice.ȱForȱexample,ȱ it’sȱeasyȱ toȱdistinȬ
guishȱtheȱsameȱnoteȱofȱtheȱsameȱdurationȱplayedȱatȱtheȱsameȱvolumeȱin
theȱsameȱpositionȱonȱ theȱsameȱstringȱonȱtheȱsameȱguitarȱ inȱ theȱsame

roomȱ ifȱ theȱ instrumentȱ isȱpluckedȱwithȱ theȱfleshȱofȱ theȱ thumbȱrather
thanȱwithȱaȱplectrum.ȱ

23. Forȱmanyȱimportantȱarticlesȱaboutȱtimbre,ȱseeȱDTIMBREȱ(2005).ȱ
24. ThisȱADSRȱmodelȱ(Fabbri,ȱ1984:54)ȱdescribesȱhowȱtheȱoverallȱvolumeȱofȱaȱgivenȱ

soundȱevolves,ȱbutȱexcludesȱotherȱimportantȱparametersȱlikeȱvariationsȱinȱfrequencyȱ
contentȱinȱtheȱcourseȱofȱtheȱentireȱenvelope.
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RELEASEȱrefersȱtoȱtheȱwayȱaȱnoteȱends.ȱForȱexample,ȱxylophoneȱandȱunȬ
sustainedȱpianoȱnotesȱendȱmoreȱabruptlyȱthanȱpianoȱnotesȱplayedȱwith

theȱsustainȱpedalȱpushedȱdown,ȱorȱthanȱundampedȱorȱunclippedȱnotes
on,ȱsay,ȱguitar,ȱFrenchȱhornȱorȱcello.ȱReleaseȱisȱoftenȱaudibleȱwhenȱvioȬ
linistsȱtakeȱtheirȱbowȱoffȱtheȱstringȱatȱtheȱendȱofȱaȱlongȱnoteȱ(Fig.ȱ8Ȭ2c).

Fig. 8-2.Attack, decay, sustain release: four envelopes 

CONTINUANTȱisȱaȱtermȱI’veȱborrowedȱfromȱphoneticsȱwhereȱitȱmeansȱan
extendableȱorȱsustainableȱconsonant,ȱlikeȱ/T�/ȱasȱinȱ‘RRREALLY!’ȱorȱ/5�/ȱas
inȱ‘SHSHSH!’ȱwhenȱyouȱwantȱothersȱtoȱbeȱquiet.25ȱI’mȱadaptingȱcontinuȬ
antȱhereȱ toȱdenoteȱ inȱaȱmoreȱaesthesicallyȱ friendlyȱwayȱ theȱongoing
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‘body’ȱofȱaȱnote,ȱi.e.ȱtheȱpartȱthatȱisȱmostȱlikelyȱtoȱbeȱheardȱasȱtonal,ȱreȬ
gardlessȱofȱwhetherȱit’sȱtheȱdecayȱofȱstruckȱorȱpluckedȱnotesȱorȱtheȱsusȬ
tainȱ partȱ ofȱ notesȱ producedȱ inȱ otherȱ ways.ȱ Timbralȱ envelopesȱ are
perhapsȱ easiestȱ toȱ conceptualiseȱ usingȱ onomatopoeiasȱ likeȱ dingȱ and
plingȱ(twoȱsmallȱbells?)ȱorȱtwangȱandȱblangȱ(twoȱelectricȱguitarȱsounds?).
Theȱinitialȱconsonantsȱrepresentȱtheȱsound’sȱattack,ȱngȱ itsȱreleaseȱand
theȱvowelsȱitsȱcontinuantȱ(sustainȱand/orȱdecay).ȱUnlessȱyou’reȱhearing,
say,ȱaȱxylophoneȱorȱshort,ȱunsustainedȱnotesȱonȱpianoȱorȱguitar,ȱaȱnote’s
continuantȱ isȱusually,ȱcomparedȱ toȱ theȱattack,ȱaȱ longerȱsoundȱwhose

timbreȱisȱacousticallyȱdeterminedȱbyȱitsȱfrequencyȱspectrum,ȱi.e.ȱbyȱhow
muchȱofȱwhichȱfrequenciesȱitȱcontains.ȱAndȱthat,ȱfinally,ȱisȱwhereȱFUNȬ
DAMENTALȱPITCHȱcomesȱin.26

Asȱweȱsawȱjustȱsaw,ȱsomeȱmusicalȱsounds,ȱlikeȱthoseȱofȱtheȱhiȬhatȱandȱa
kickȱdrum,ȱalthoughȱheardȱasȱhighȬȱandȱlowȬpitchedȱrespectively,ȱare
aperiodicȱ(fig.ȱ8Ȭ1,ȱp.ȱ275):ȱtheyȱhaveȱnoȱaudibleȱfundamentalȱpitch.ȱThe
frequencyȱ spectrumȱ ofȱ tonalȱ instrumentsȱ andȱ singingȱvoices,ȱonȱ the
otherȱhand,ȱisȱperiodicȱinȱrelationȱtoȱaȱfundamental.ȱNow,ȱaȱtoneȱsungȱor
playedȱatȱaȱparticularȱpitchȱdoesn’tȱonlyȱconsistȱofȱwavesȱoscillatingȱat
theȱ rateȱ correspondingȱ toȱ thatȱ singleȱpitch,ȱ itsȱ FUNDAMENTAL:ȱ itȱalso
containsȱtheȱsoundȱwavesȱofȱovertonesȱorȱharmonicsȱ(a.k.a.ȱpartials)ȱoscilȬ
latingȱatȱintegralȱmultiplesȱofȱtheȱfundamental’sȱownȱfrequency.27ȱHow

stronglyȱwhichȱharmonicsȱareȱpresentȱinȱwhichȱpartsȱofȱanȱenvelopeȱis
anȱessentialȱaspectȱofȱtimbre.

25. Moreover,ȱanȱextendedȱ/O/ȱisȱcharacteristicȱofȱhuMMing,ȱ/U/ȱofȱhiSSingȱandȱ/\/ȱofȱ
buZZing;ȱotherȱphoneticȱcontinuantsȱinȱEnglishȱareȱ/</ȱ(zh:ȱ‘GGGenre’),ȱ/P/ȱ(‘NNNȬ
ever!’),ȱ/H/ȱ(‘FFF**kȱoff!’)ȱandȱ/X/ȱ(‘VVVicious!’).ȱContinuantsȱinȱotherȱlanguagesȱcanȱ
makeȱaȱlexicalȱratherȱthanȱprosodicȱdifference:ȱe.g.ȱalaȱ[�#NC]ȱ(=wing)ȱandȱallaȱ[�CNNC]ȱ
(=àȱla)ȱinȱItalian;ȱcaroȱ[�M#T1]ȱ(=dear)ȱandȱ[�MCTT1]ȱ(=wagon)ȱinȱSpanish.

26. Fig.ȱ8Ȭ2ȱshowsȱonlyȱeachȱenvelope’sȱamplitudeȱ(loudness/volume).ȱVariationsȱinȱtheȱ
sound’sȱfrequencyȱspectrum,ȱe.g.ȱtheȱsynth’sȱstereoȱWAAHȬOOȬWAAH,ȱtheȱgong’sȱBOIȬ
OIȬOIȬNGȱeffectsȱandȱtheȱviolinȱsectionsȱuseȱofȱvibratoȱaren’tȱincluded.

27. Sineȱwaveȱtonesȱcontainȱonlyȱtheȱfundamentalȱbutȱallȱotherȱtones,ȱsynthesisedȱorȱnatȬ
ural,ȱcontainȱbothȱaȱfundamentalȱandȱaȱspecificȱconfigurationȱofȱovertones.
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Fig. 8-3.Sound waves for flute, clarinet, trumpet and piano28 

TheȱfourȱsoundȱwavesȱshownȱinȱFigureȱ8Ȭ3ȱareȱallȱperiodicȱinȱthatȱthey
allȱhaveȱaȱregularlyȱrecurringȱwaveȱpattern.ȱTheyȱalsoȱallȱhaveȱaȱstrong
fundamentalȱ (theȱ firstȱ peakȱ inȱ eachȱ phase)ȱ butȱ theȱ similaritiesȱ end
there.ȱFluteȱ tonesȱcontainȱaȱstrongȱfirstȱharmonic,ȱoscillatingȱatȱ twice

theȱfrequencyȱofȱtheȱfundamental,ȱbutȱnotȱmuchȱelseȱ(henceȱtheȱwave

form’sȱcharacteristicȱsingleȱbulge),ȱwhileȱtonesȱplayedȱonȱtheȱotherȱinȬ
strumentsȱconsistȱofȱaȱmoreȱcomplexȱarrayȱofȱ frequenciesȱ inȱ theȱharȬ
monicȱ seriesȱ producingȱ moreȱ complexȱ waveȱ forms.ȱ Theȱ almost

limitlessȱ rangeȱ ofȱ combinationsȱ ofȱ variableȱ amountsȱ ofȱ harmonics

presentȱinȱaȱtoneȱ—itsȱfrequencyȱspectrum—ȱmakeȱtimbreȱanȱessentialȱpaȬ
rameterȱofȱmusicalȱexpression.ȱVariationsȱofȱvocalȱtimbreȱcanȱbeȱparticȬ
ularlyȱexpressiveȱandȱareȱdiscussedȱinȱChapterȱ10.

WithȱtheseȱexplanationsȱofȱbasicȱtermsȱoutȱofȱtheȱwayȱweȱcanȱnowȱconȬ
frontȱtheȱmainȱtopicȱofȱtheȱnextȱfewȱchaptersȱ—theȱparametersȱofȱmusiȬ
calȱ expression.ȱTheȱunderlyingȱpremiseȱ isȱ thatȱ changeȱ inȱ anyȱofȱ the
parameters,ȱbyȱdefinitionȱ involvingȱ aȱ changeȱ ofȱ sonicȱ structure,ȱ can
alsoȱbringȱaboutȱaȱchangeȱofȱmeaning.29ȱ

28. (a)ȱandȱ(b)ȱinȱFigureȱ8Ȭ3ȱareȱadaptedȱfromȱWoodȱ(1962: ȱ68Ȭ69);ȱ(c)ȱandȱ(d)ȱareȱbasedȱ
onȱimagesȱatȱ) ixbtlabs.com/articles/soundfaq/ [101128].

29. Canȱisȱtheȱoperativeȱword.ȱStructuralȱchangeȱdoesȱnotȱalwaysȱleadȱtoȱaȱchangeȱofȱ
musicalȱmeaningȱ(seeȱ‘Caveat’,ȱp. 244,ff.).ȱItȱsimplyȱdoesȱsoȱmoreȱoftenȱthanȱnot.
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Time,ȱspeedȱandȱspaceȱ

Durationȱ
Itȱmayȱbeȱhelpfulȱtoȱthinkȱofȱmusicalȱdurationsȱinȱfiveȱfuzzyȱcategories:
[1]ȱMICROȬDURATIONS,ȱlastingȱtypicallyȱlessȱthanȱ1ȱsecond;ȱ[2]ȱMESOȬDUȬ
RATIONS,ȱequivalentȱtoȱtheȱtimeȱspanȱofȱatȱleastȱoneȱbutȱnoȱmoreȱthan,
say,ȱeightȱboutsȱofȱtheȱextendedȱpresentȱ(�ȱ1ȈȬ60Ȉ);ȱ[3]ȱMEGAȬDURATIONS,

rangingȱ fromȱ theȱ timeȱoccupiedȱbyȱaȱ longȱadvertȱorȱ titleȱ themeȱ (c.ȱ1
min.),ȱ throughȱ thatȱofȱanȱupȬtempoȱdanceȱnumberȱ(��2ȱmins.)ȱ toȱthe
standardȱlengthȱofȱaȱpopȱsong,ȱrockȱtrack,ȱSchubertȱLied,ȱorȱshortȱeuroȬ
classicalȱmovementȱ(��3Ȭ6ȱmins.);ȱ[4]ȱMACROȬDURATIONS,ȱtypicalȱforȱexȬ
tendedȱ euroclassicalȱ symphonyȱ movements,ȱ forȱ jazzȱ orȱ progȱ rock
tracksȱcontainingȱmultipleȱsectionsȱand/orȱlengthyȱsoloȱimprovisations

(�ȱ6Ȭ30ȱmins.);ȱ[5]ȱGIGAȬDURATIONSȱ(>�ȱ30ȱmins.),ȱasȱforȱaȱcompleteȱopȬ
era,ȱaȱMahlerȱsymphony,ȱorȱaȱtraditionalȱliveȱr¬gaȱperformance.ȱOnly
microȬ,ȱmesoȬȱandȱmegaȬdurationsȱneedȱconcernȱusȱhere.30

MicroȬdurations:ȱnotesȱandȱpausesȱ

MicroȬdifferencesȱofȱ100ȱmillisecondsȱ(oneȱtenthȱofȱaȱsecond),ȱorȱeven
less,ȱcanȱproduceȱsignificantlyȱdifferentȱlinguisticȱandȱmusicalȱeffects.
Figureȱ8Ȭ4ȱ(p.ȱ282)ȱshowsȱtheȱdurationsȱinȱmillisecondsȱ(ms)ȱofȱfourȱdifȬ
ferentȱwaysȱofȱ askingȱ theȱquestionȱ ‘Whatȱdidȱyouȱ say?’.ȱVersionȱ [a]
soundsȱ angryȱ—ȱ ‘WHATȱ…[the] 	� DIDȱ YOUȱ SAY?!’;ȱ [b]ȱ asks
‘whatȱdidȱyouȱactuallyȱsayȱratherȱthanȱmeanȱtoȱsay?’;ȱ[c]ȱsoundsȱrobotic;
versionȱ[d]ȱisȱspokenȱquickly,ȱasȱinȱeverydayȱconversation.ȱ

30. TheseȱroughȱcategoriesȱofȱdurationȱtallyȱtoȱsomeȱextentȱwithȱthoseȱofȱhumanȱbiologȬ
icalȱcycles.ȱAmongȱthoseȱlistedȱbyȱYoungȱ(1988:ȱ36)ȱareȱ(withȱapproximateȱaverageȱ
durations):ȱbioelectricȱnervousȱwavesȱ(1ȱms);ȱheartbeatȱcomplexȱ(1Ȉ);ȱventilationȱ(4Ȉ);ȱ
bloodȱcircuitȱflowȱ(10Ȉ);ȱbloodȱflowȱoscillationsȱ(30Ȉ);ȱmetabolicȱoscillationsȱ(1ȇ40Ȉ);ȱ
vasomotorȱoscillationsȱ(6ȇ40Ȉ);ȱfastȱendocrineȱoscillationsȱ(5ȇȬ16ȇ);ȱgasȱexchangeȱoscilȬ
lationsȱ(30ȇ).ȱForȱmoreȱonȱmusicalȱtimeȱsenseȱseeȱTaggȱ(1984).
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Fig. 8-4.‘What did you say?’ – four patterns of micro-duration 

AtȱleastȱfiveȱpointsȱofȱmicroȬdurationȱareȱworthȱnotingȱhere.

1. Versionȱ[a]ȱisȱlongerȱthanȱbothȱ[b]ȱandȱ[c],ȱmuchȱlongerȱthanȱversionȱ
[d].ȱLoudness,ȱpitch,ȱtimbreȱandȱpropulsiveȱreiterationȱ(p.ȱ518ȱff.)ȱ
aren’tȱtheȱonlyȱparametersȱdeterminingȱsonicȱemphasisȱbecause,ȱ
clearly,ȱtheȱmoreȱtimeȱyouȱspendȱonȱoneȱidea,ȱtheȱmoreȱitȱwillȱbeȱ
heard.ȱThisȱobservationȱholdsȱforȱindividualȱsyllablesȱ(notes)ȱ
withinȱtheȱphraseȱ(e.g.ȱtheȱWHATȱinȱ[a],ȱSAYȱinȱ[b])ȱasȱwellȱasȱforȱtheȱ
wholeȱPHRASEȱinȱrelationȱtoȱotherȱphrasesȱinȱitsȱvicinity.

2. Variantsȱ[b]ȱandȱ[d]ȱareȱbothȱarticulatedȱasȱoneȱsingleȱandȱuninterȬ
ruptedȱstreamȱofȱsounds,ȱi.e.ȱlegato,ȱItalianȱforȱ‘joined’.ȱTheȱsameȱ
phraseȱisȱbrokenȱinȱvariantȱ[a]ȱ(anger)ȱbyȱaȱpregnantȱpauseȱ(tacetȱisȱ
Latinȱforȱ‘isȱsilent’)ȱlastingȱoverȱhalfȱaȱsecond:ȱ‘WHATȱ[pause]ȱdidȱ
youȱsay?’.ȱTheȱ600Ȭmillisecondȱpause,ȱasȱlongȱasȱtheȱwholeȱofȱvariȬ
antȱ[d],ȱisȱjustȱasȱcommunicativeȱasȱtheȱ‘WHAT’ȱoutburstȱthatȱpreȬ
cededȱit.ȱDurationȱofȱsilenceȱinȱspeechȱandȱinȱmusicȱcanȱbeȱasȱ
communicativeȱasȱdurationȱofȱsound.

3. Insteadȱofȱoneȱunbrokenȱenunciation,ȱallȱfourȱnotesȱ(syllables)ȱinȱ
variantȱ[c]ȱ(robot)ȱareȱsoundedȱforȱtheȱsameȱdurationȱ(200Ȭ250ȱmsȱ
each)ȱseparatedȱbyȱshortȱsilencesȱofȱequalȱlengthȱ(150Ȭ200ȱms).ȱTheȱ
phrase’sȱnotesȱareȱpresentedȱinȱaȱchoppyȱmannerȱ(staccato):ȱtheȱ
notesȱorȱsyllablesȱareȱdetachedȱfromȱtheȱflowȱofȱtheȱstatementȱtoȱ
whichȱtheyȱwouldȱnormallyȱbelongȱinȱhumanȱspeech.31

31. Staccatoȱphrasingȱisȱoftenȱusedȱinȱcombinationȱwithȱminimalȱvariationȱofȱpitch,ȱ
dynamicsȱandȱnoteȱlengthȱtoȱcreateȱparticularȱtypesȱofȱ‘nonȬhuman’ȱeffects.
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4. EachȱnoteȱorȱpauseȱinȱeachȱofȱtheȱfourȱvariantsȱoccupiesȱaȱmicroȬ
durationȱinsideȱaȱlongerȱdurationȱ—theȱPHRASEȱ‘Whatȱdidȱyouȱsay?’.ȱ
ThoseȱdifferentȱconfigurationsȱofȱmicroȬdurationsȱgiveȱeachȱvariantȱ
itsȱownȱidentifiableȱRHYTHM.ȱ

5. VariationȱofȱmicroȬdurationsȱinȱmusicȱcorrespondsȱroughlyȱwithȱ
whatȱclassicallyȱtrainedȱmusiciansȱcallȱphrasingȱbecauseȱthoseȱ
durationsȱareȱconstituentȱelementsȱinȱaȱmusicalȱphrase.ȱ

TheȱpatterningȱofȱmicroȬdurationsȱinȱmusicȱcanȱhaveȱotherȱsignificant
effects.ȱForȱexample,ȱtheȱtimeȱdifferenceȱbetweenȱplacingȱnotesȱoneȱhalf
andȱtwoȱthirdsȱofȱtheȱwayȱbetweenȱbeatsȱisȱoneȱsixthȱofȱaȱBEAT,ȱe.g.ȱ76
millisecondsȱatȱ132ȱbpm.ȱThatȱmicroȬdurationȱmakesȱallȱtheȱdifference
betweenȱstraightȱ(½:ȱO LO)ȱandȱswungȱ(�:ȱO� = O�])ȱarticulationsȱofȱthe
beat.ȱMicroȬdurationsȱareȱsignificantȱbecauseȱtheirȱpatterningȱcontains
importantȱemotionalȱandȱkineticȱinformation.ȱTheyȱareȱessentialȱinȱmeȬ
diatingȱ‘feels’ȱthatȱsoundȱchoppyȱorȱsmooth,ȱstraightȱorȱswung,ȱstutterȬ
ingȱorȱflowing,ȱdistinctȱorȱfuzzy,ȱnervousȱorȱconfident,ȱboldȱorȱtimid,

etc.,ȱasȱwellȱasȱinȱmediatingȱcertainȱnotionsȱofȱspaceȱ(p.298ȱff.).ȱ

MesoȬdurationsȱ

Phraseȱ

MusicalȱPHRASESȱareȱtheȱbasicȱunitsȱofȱmesoȬdurations.ȱDependingȱon
TEMPOȱandȱdegreeȱofȱexertion,ȱtheyȱcanȱlastȱforȱasȱlittleȱasȱoneȱsecond
andȱasȱmuchȱasȱaroundȱeightȱ—theȱtimeȱspanȱofȱtheȱEXTENDEDȱPRESENT
(p.272).ȱConsecutiveȱphrasesȱareȱusuallyȱseparatedȱfromȱeachȱotherȱby
theȱsortȱofȱtimeȱitȱtakesȱtoȱbreatheȱin,ȱespeciallyȱifȱplayedȱonȱaȱwindȱinȬ
strumentȱorȱifȱsung.ȱFourȱsecondsȱisȱaȱtypicalȱphraseȱlength,ȱequivalent
toȱtheȱtimeȱitȱnormallyȱtakesȱtoȱinȬȱandȱexhaleȱ(theȱ‘ventilationȱcycle’,
theȱ durationȱ ofȱ theȱ extendedȱ present).32ȱ Pertinentȱ questionsȱ toȱ ask
aboutȱphrasesȱare:ȱWhatȱisȱtheirȱlength?ȱAreȱtheyȱextensive,ȱcontrolled,
lyricalȱorȱecstatic?ȱAreȱ consecutiveȱphrasesȱpunctuatedȱbyȱbreathing
spacesȱorȱpresentedȱwithoutȱcæsura?ȱAreȱphrasesȱshort,ȱstressed,ȱ‘out
ofȱbreath’,ȱjustȱconsistingȱofȱshortȱMOTIFs?ȱIsȱphraseȱlengthȱconsistentȱor
doesȱitȱvary?ȱWhatȱeffectsȱdoȱtheseȱphraseȱlengthsȱcreate?

32. Biorhythms:ȱseeȱMȱYoungȱ(1988:36);ȱextendedȱpresentȱseeȱp.ȱ272.
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Motif

MOTIFsȱareȱeitherȱconstituentȱpartsȱofȱaȱphraseȱorȱextremelyȱshortȱmeȬ
lodicȱfiguresȱinȱthemselves.ȱTheyȱrarelyȱlastȱforȱmoreȱthanȱaȱsecondȱor
twoȱandȱareȱbuildingȱblocksȱnotȱonlyȱinȱmelodicȱconstructionȱbutȱalso
inȱinstrumentalȱpatternsȱlikeȱriffs.ȱMotifsȱdifferȱfromȱphrases,ȱnotȱjust
byȱbeingȱshorter,ȱbutȱalsoȱinȱthatȱtheyȱcanȱbeȱongoing,ȱasȱinȱtheȱobvious
caseȱofȱrepeatedȱguitarȱriffsȱwhereȱnoȱbreathingȱspaceȱisȱrequired.33

Periodicityȱ ȱ
AȱmusicalȱPERIODȱconsistsȱofȱatȱleastȱoneȱphrase.ȱInȱmanyȱtypesȱofȱdance
musicȱandȱpopularȱsongȱPERIODICITYȱisȱregular:ȱtheȱperiodsȱareȱofȱequal
length,ȱoftenȱarrangedȱinȱmultiplesȱofȱ4ȱBARs.34ȱAȱperiodȱconsistingȱofȱ4
barsȱofȱUȱMETREȱatȱ96ȱbpmȱ(16ȱbeats,ȱ10ȱseconds)34ȱwillȱmostȱlikelyȱconȬ
sistȱofȱtwoȱ2Ȭbarȱphrases,ȱeachȱlastingȱ5ȱseconds.ȱAȱperiodȱconsistingȱof
8ȱbarsȱofȱUȱatȱ120ȱbpmȱ(32ȱbeats,ȱ16ȱseconds)ȱwillȱprobablyȱconsistȱof
fourȱ2Ȭbarȱphrases,ȱeachȱlastingȱ4ȱseconds.ȱ
InȱurbanȱWesternȱcultures,ȱmusicȱrelatingȱtoȱgrossȬmotoricȱmovement,

especiallyȱmusicȱwithȱ anȱ energeticȱ GROOVEȱ (p.ȱ 296),ȱ is,ȱ asȱ justȱmenȬ
tioned,ȱusuallyȱorganisedȱ inȱ largerȱ symmetricȱdurationalȱunits,ȱ typiȬ
callyȱ inȱmultiplesȱofȱ fourȱ—theȱ fourȬbarȱphrase,ȱ theȱeightȬbarȱperiod
andȱsoȱon.ȱThisȱquadraticȱsymmetryȱofȱmesoȬdurationsȱappliesȱnotȱjust
toȱtheȱobviousȱrectangularityȱofȱmarchesȱandȱtechnoȱbutȱalsoȱtoȱmusic

forȱmanyȱ typesȱofȱdance,ȱ fromȱ slowȱ foxtrotsȱorȱwaltzesȱ toȱ energetic
jives,ȱ jigs,ȱreelsȱorȱsambas.ȱSuchȱsymmetricalȱperiodicityȱservesȱtoȱorȬ
ganiseȱdanceȱstepsȱintoȱlongerȱpatterns,ȱasȱexemplifiedȱinȱTableȱ8Ȭ1.ȱ
Table 8-1. Gay Gordons35 step patterns at 112 bpm over 8 bars of U (17")

33. TheȱSatisfactionȱguitarȱriffȱ(RollingȱStones,ȱ1964)ȱcontainsȱ8ȱnotesȱ(theȱlongȱtopȱnoteȱasȱ
no.ȱ5)ȱandȱconsistsȱofȱeitherȱtwoȱorȱthreeȱmotifs,ȱdependingȱonȱhowȱyouȱcount.ȱWithȱ
justȱtwoȱmotifs,ȱtheȱfirstȱoneȱwouldȱcoverȱnotesȱ1Ȭ5,ȱtheȱsecondȱnotesȱ6Ȭ8.ȱTheȱthreeȱ
motifsȱwouldȱbe:ȱ[1]ȱnotesȱ1ȱandȱ2;ȱ[2]ȱnotesȱ3,ȱ4ȱandȱ5;ȱ[3]ȱnotesȱ6,ȱ7ȱandȱ8.

34. ForȱdiscussionȱofȱBARȱandȱMETRE,ȱseeȱp.ȱ293 ȱff.

bars secs. beats dir. steps

1Ȭ2 0Ȭ4.3 1Ȭ8 4 CGȱ4ȱstepsȱforward,ȱturn;ȱCGȱ4ȱstepsȱback

3Ȭ4 4.3Ȭ8.6 9Ȭ16 3 CGȱ4ȱstepsȱforward,ȱturn;ȱCGȱ4ȱstepsȱback

5Ȭ6 8.6Ȭ12.9 17Ȭ24 4 C�33ȱunderȱGȇsȱrightȱarmȱheldȱhigh

7Ȭ8 12.9Ȭ17.1 25Ȭ32 4 CGȱ33,ȱCGȱ33ȱtogether,ȱpolkaȱtwirl
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EachȱofȱtheȱfirstȱsixteenȱfootstepsȱinȱaȱGayȱGordonsȱcoincidesȱwithȱeach
beatȱofȱtheȱmusic.ȱAtȱ112ȱbpmȱthatȱmeansȱoneȱbeatȱ=ȱoneȱfootstepȱevery
0.54ȱseconds.ȱEachȱstepȱpatternȱlastsȱfourȱbeatsȱ(oneȱUȱbar)ȱorȱ2.1ȱsecȬ
onds.ȱEachȱofȱtheseȱtwoȬsecond,ȱfourȬbeatȱpatternsȱhasȱtheȱdurationȱof
aȱmusicalȱ phraseȱ andȱ isȱ repeatedȱwithȱminorȱ variationsȱ toȱ createȱ a
largerȱpatternȱspanningȱtwoȱbarsȱofȱUȱ(8ȱbeatsȱinȱ4.3Ȉ),ȱaȱdurationȱstill
withinȱtheȱlimitsȱofȱtheȱextendedȱpresent.ȱThatȱtwoȬbarȱpatternȱisȱinȱits
turnȱrepeatedȱwithȱminorȱvariationsȱtoȱcreateȱaȱfourȬbarȱperiodȱofȱsixȬ
teenȱbeatsȱ(4ȱ×�U)ȱorȱ8.6ȱseconds,ȱaȱdurationȱequivalentȱatȱ112ȱbpmȱto
twoȱboutsȱofȱ theȱextendedȱpresent.ȱTheȱ completeȱ17Ȭsecondȱorȱ8Ȭbar
patternȱofȱGayȱGordonsȱstepsȱfallsȱintoȱtwoȱclearlyȱdistinguishableȱfourȬ
barȱperiods,ȱ theȱ firstȱ (barsȱ1Ȭ4)ȱ containingȱ simpleȱ stepsȱ forwardȱand
backward,ȱ theȱ secondȱ (barsȱ5Ȭ8)ȱ featuringȱ twoȱ setsȱofȱ twoȱ clockwise

spins.ȱLadiesȱ(C)ȱspinȱclockwiseȱeightȱtimesȱandȱmenȱ(G)ȱfourȱtimesȱ(3
inȱcolumnȱ5ȱofȱFigureȱ8Ȭ1)ȱasȱbothȱpartnersȱproceedȱinȱaȱgenerallyȱantiȬ
clockwiseȱdirectionȱ(4ȱ inȱcolumnȱ4)ȱtoȱcompleteȱ theȱentireȱ17Ȭsecond
patternȱconsistingȱofȱ32ȱbeatsȱ(8ȱbarsȱofȱU).ȱThatȱentireȱsequenceȱisȱthen
repeatedȱ startingȱ fromȱ aȱ newȱ positionȱ onȱ theȱ circumferenceȱ ofȱ the
sharedȱdanceȱfloor.ȱFinally,ȱifȱtheȱwholeȱsequenceȱofȱstepsȱisȱrepeated
eightȱtimesȱatȱ112ȱbpmȱtheȱdanceȱwillȱlastȱforȱ2:17,ȱbyȱwhichȱtimeȱyou
willȱhaveȱheldȱhandsȱwithȱyourȱpartnerȱ forȱ1:43ȱandȱspunȱaroundȱ in
eachȱother’sȱarms,ȱpolkaȱstyle,ȱforȱtheȱremainingȱ0:34.ȱ

TheȱGayȱGordonsȱexampleȱservesȱtwoȱpurposes.ȱTheȱfirstȱisȱtoȱillustrate
theȱhierarchyȱofȱmusic’sȱmesoȬdurations,ȱ rangingȱ fromȱ smallerȱunits
withinȱtheȱextendedȱpresent,ȱthroughȱlongerȱperiodsȱincorporatingȱtwo

orȱmoreȱsuchȱsegments,ȱtoȱcompleteȱepisodesȱlikeȱtheȱentireȱ17Ȭsecond
cycleȱofȱdanceȱmovements.ȱPERIODICITYȱisȱtheȱoperativeȱwordȱhere.ȱAll
tooȱoftenȱoverlookedȱinȱconventionalȱmusicȱanalysis,ȱperiodicityȱsimȬ
plyȱmeansȱtheȱwayȱinȱwhichȱmusicalȱmesoȬdurationsȱ(phrasesȱinȱparticular)
areȱ configuredȱwithinȱ theȱ sameȱpiece,ȱwhetherȱ theyȱareȱ longȱorȱ short,
regularȱorȱ irregular,ȱ symmetricalȱ orȱ asymmetrical,ȱ etc.36ȱTheȱ second

35. GayȱGordons:ȱoldȬtimeȱScottishȱcéilidhȱdance.ȱCouplesȱfollowȱtheȱsameȱbasicȱstepsȱ
antiȬclockwiseȱ(4,ȱapartȱfromȱ3ȱinȱbarsȱ3Ȭ4)ȱroundȱtheȱdanceȱfloorȱ(dir.ȱinȱcolumnȱ4).ȱ
3ȱinȱstepsȱcolumnȱindicatesȱclockwiseȱspinningȱinsideȱeachȱcouple’sȱspace.ȱCorrectȱ
onlineȱdemonstrationsȱofȱGayȱGordonsȱsteps:ȱ' VmJWf9uk4js, ' P53f7a5WeOY.
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pointȱofȱTableȱ8Ȭ1ȱisȱtoȱexemplifyȱtheȱregularȱperiodicityȱthatȱcharacterises
notȱonlyȱmostȱtypesȱofȱdanceȱandȱmarchȱbutȱalsoȱworkȱsongs,ȱ inȱfact
anyȱmusicȱwithȱanȱenergeticȱGROOVEȱ(p.ȱ296)ȱrelatingȱtoȱgrossȬmotoric

bodyȱmovement,ȱbeȱitȱfastȱorȱslow.

REGULARȱ PERIODICITYȱ isȱ commonȱ inȱ situationsȱwhereȱ coordinationȱof
movementȱbetweenȱindividualsȱisȱessential,ȱasȱinȱsharingȱspaceȱonȱthe
danceȱfloor,ȱmarchingȱonȱaȱparadeȱground,ȱorȱinȱcollaborativeȱtasksȱof
manualȱlabourȱlikeȱhoistingȱtheȱtopsail,ȱweighingȱanchor,ȱcrossȬcutting
trees,ȱhaulingȱbarges,ȱorȱtrackȱliningȱaȱrailway.37ȱTheȱgreaterȱtheȱneed
forȱ concertedȱ simultaneityȱandȱ theȱgreaterȱ theȱnumberȱofȱpeopleȱ inȬ
volvedȱinȱtheȱactivity,ȱtheȱmoreȱregularȱandȱsymmetricalȱtheȱperiodicity
ofȱmusicȱconnectedȱwithȱthatȱactivityȱisȱlikelyȱtoȱbe.ȱJustȱconsiderȱthe
differenceȱ betweenȱ deliveringȱ aȱ politicalȱ speechȱ (oneȱ person)ȱ and
chantingȱpoliticalȱslogansȱ(manyȱpeople),ȱorȱbetweenȱaȱ‘personal’ȱrock
balladȱlikeȱYourȱSongȱ(John,ȱ1970)ȱandȱaȱ‘collective’ȱrockȱanthemȱlikeȱWe
WillȱRockȱYouȱ(Queen,ȱ1977),ȱorȱbetweenȱcountryȱbluesȱ(oneȱperformer)

andȱurbanȱbluesȱ(usuallyȱseveralȱmusicians).38

IRREGULARȱPERIODICITY,ȱonȱtheȱotherȱhand,ȱisȱmoreȱlikelyȱtoȱcauseȱWestȬ
ernȱlistenersȱsomeȱsortȱofȱsurprise,ȱevenȱconfusion,ȱbecauseȱitȱeitherȱdeȬ
laysȱ(‘Weȱshouldȱbeȱinȱtheȱnextȱbitȱbyȱnow!’)ȱorȱanticipatesȱwhateverȱis
expectedȱtoȱhappenȱnextȱ(‘Whoops!ȱThatȱcaughtȱmeȱoffȱguard.’).39ȱIt’s
alsoȱcommonȱwhenȱtheȱrhythmȱofȱlyricsȱorȱvisualȱnarrativeȱoverrides

36. Forȱoverviewȱofȱparallelsȱinȱperiodicȱfunctionsȱofȱtheȱhumanȱbodyȱseeȱftnt.ȱ30,ȱp.ȱ281.
37. Aȱhalyardȱisȱgoodȱforȱhoistingȱsails,ȱaȱcapstanȱshantyȱforȱweighingȱanchor.ȱForȱcrossȬ

cuttingȱandȱtrackȱlining,ȱseeȱBȱJacksonȱ(1972)ȱandȱOliverȱ(1962,ȱ1972),ȱLomaxȱ&ȱBotȬ
kinȱ(1943).ȱForȱbargeȱhauling,ȱseeȱVolgaȱBoatmenȱ(1965,ȱ1997).

38. AlthoughȱmostȱofȱYourȱSongȱ(singularȱpronouns)ȱconsistsȱofȱtwoȬbarȱperiodsȱ(2×Uȱatȱ
c.126ȱbpm),ȱthereȱisȱaȱslowerȱbreakȱsectionȱinȱZȱtimeȱatȱ‘Howȱwonderfulȱlifeȱis’.ȱ
There’sȱnoȱsuchȱirregularityȱofȱperiodȱtoȱconfuseȱtheȱstadiumȱaudienceȱdoingȱtheȱ
pluralȱpronounȱ‘WE’ȱSINGALONGȱtoȱtheȱQueenȱtune.ȱCountryȱbluesȱrecordingsȱbasedȱ
onȱtheȱ12Ȭbarȱmatrixȱareȱmoreȱlikelyȱthanȱurbanȱbluesȱnumbersȱtoȱhaveȱirregularȱ
periodicity:ȱ11,ȱ11½,ȱ12½,ȱ13,ȱ14ȱbarsȱperȱcycleȱareȱnotȱuncommonȱinȱcountryȱblues.ȱ
UrbanȱbluesȱperformancesȱbyȱJohnȱLeeȱHookerȱorȱLightnin’ȱHopkinsȱoftenȱretainȱtheȱ
variableȱperiodicityȱofȱcountryȱblues.ȱ[1]ȱ‘Onlyȱtheȱmostȱskilledȱmusiciansȱcouldȱ
keepȱupȱwithȱhisȱunpredictableȱchanges’ȱ(inlayȱnotesȱtoȱHopkins,ȱ2000).ȱ[2]ȱ‘Kirklandȱ
wasȱoneȱofȱtheȱfewȱwhoȱcouldȱfollow’ȱwhatȱHookerȱwasȱdoingȱ(PaulȱTrynka’sȱnotesȱ
toȱHooker,ȱ2002).ȱJimmieȱRodgers’ȱTȱForȱTexasȱ(1927,ȱa.k.a.ȱBlueȱYodelȱ#1)ȱisȱanotherȱ
wellȬknownȱexampleȱofȱaȱveryȱapproximateȱ12Ȭbarȱbluesȱformat.
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theȱexpectedȱregularityȱofȱmusicalȱevents.ȱAnȱextendedȱperiodȱof,ȱsay,
4½ȱorȱ5ȱbarsȱinsteadȱofȱtheȱusualȱ4ȱinȱaȱpopularȱsongȱcanȱcommunicate

somethingȱlikeȱ‘TheȱwordsȱareȱimportantȱhereȱandȱI’mȱgoingȱtoȱfitȱthem
inȱevenȱifȱitȱmeansȱspendingȱaȱlittleȱextraȱtimeȱonȱthem’,ȱwhileȱcuttingȱa
periodȱshortȱcanȱtellȱtheȱlistenerȱ‘there’sȱnoȱwaitingȱforȱtheȱnextȱbit’.40
However,ȱirregularȱperiodicityȱcanȱalsoȱhelpȱcreateȱeffectsȱatȱtheȱoppoȬ
siteȱendȱofȱtheȱspectrumȱfromȱurgencyȱorȱconfusion.ȱIfȱtheȱmusicȱisȱsoft,
theȱtempoȱmoderateȱorȱslow,ȱtheȱarticulationȱrelativelyȱsmooth,ȱifȱthere
areȱnoȱsuddenȱsurprisesȱand,ȱmostȱimportantly,ȱifȱtheȱmusicȱfeaturesȱlitȬ
tleȱorȱnoȱenergeticȱgroove,ȱthenȱtheȱsymmetricȱarrangementȱofȱmesoȬ
durationsȱintoȱregularȱquadraticȱpatternsȱcanȱbeȱdiscarded.ȱThatȱhelps
createȱaȱreflective,ȱmeditativeȱandȱrhapsodicȱgrooveȱfreeȱfromȱtheȱconȬ
strictionsȱofȱmovementȱimmanentȱinȱtheȱsocialȱorganisationȱofȱtimeȱand
spaceȱtypicalȱforȱmarching,ȱdancing,ȱworkȱsongsȱorȱstreetȱslogans.ȱInȬ
stead,ȱ aȱ floatingȱ senseȱ ofȱ relativeȱ stasisȱ andȱ tranquillityȱ canȱbeȱproȬ
duced,ȱwithȱtonalȱandȱtimbralȱparametersȱhelpingȱdefineȱitsȱmoodȱas
sereneȱorȱdesolate,ȱrelaxingȱorȱforeboding,ȱetc.41ȱ

Appropriateȱquestionsȱaboutȱperiodicityȱmightȱbe:ȱIsȱitȱconstantȱorȱvarȬ
ied?ȱRegularȱorȱirregular?ȱWhatȱeffectsȱareȱcreatedȱbyȱtheȱmusic’sȱperiȬ
odicity?ȱAreȱ theȱ lyricsȱ orȱ theȱ danceȱ grooveȱmoreȱ important?ȱ Isȱ itȱ a
themeȱtuneȱ(regularȱperiodicityȱmoreȱ likely)ȱorȱaȱpieceȱofȱunderscore
(irregularȱperiodicityȱmoreȱlikely)?ȱIsȱitȱaȱsoloȱorȱensembleȱpiece?ȱ

Episodeȱ(section)ȱ

Oneȱstepȱupȱtheȱhierarchyȱofȱdurationsȱfromȱphrasesȱandȱperiods,ȱbut
belowȱ thatȱofȱaȱcompleteȱnormalȬlengthȱpiece,ȱcomesȱ theȱcategoryȱof
SECTIONȱorȱEPISODE.ȱInȱpointȱofȱfact,ȱepisodesȱaren’tȱsoȱmuchȱdefinableȱin

39. Cuttingȱaȱregularȱperiodȱshortȱbyȱaȱbeatȱorȱtwoȱliterallyȱhurriesȱtheȱmusicȱforwards.ȱGasȬ
tonȱRochon,ȱcoȬcomposerȱofȱToutȱleȱmondeȱestȱmalheureuxȱ(Vigneault,ȱ1976),ȱdescribedȱ
theȱ‘stumbling’ȱeffectȱofȱtheȱtune’sȱ11Ȭȱinsteadȱofȱtheȱexpectedȱ12Ȭbarȱperiods.

40. Differencesȱbetweenȱregularȱandȱirregularȱperiodicityȱareȱveryȱclearȱinȱtheȱcontrastȱ
betweenȱverseȱandȱchorusȱinȱFernandoȱ(Abba,ȱ1975;ȱseeȱTagg,ȱ2000b:ȱ49Ȭ50,ȱ67Ȭ76).

41. ExtendedȱandȱfloatinglyȱirregularȱorȱindiscernibleȱperiodicityȱmayȱhelpȱcommuniȬ
cateȱaȱsenseȱofȱstasisȱbutȱthatȱstasisȱneedsȱtonalȱandȱtimbralȱparametersȱtoȱdefineȱitsȱ
moodȱas,ȱsay,ȱagreeable,ȱalien,ȱbeautiful,ȱboring,ȱcold,ȱcontented,ȱdark,ȱdelicate,ȱ
depressing,ȱdesolate,ȱempty,ȱeternal,ȱethereal,ȱfateful,ȱineffable,ȱinimical,ȱinscrutable,ȱ
light,ȱlonely,ȱnostalgic,ȱordered,ȱpastoral,ȱpeaceful,ȱpleasant,ȱsad,ȱserene,ȱthreatening,ȱ
tragic,ȱtranscendent,ȱunpleasant,ȱvast,ȱworryingȱandȱsoȱon.
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termsȱofȱdurationȱasȱofȱ theirȱdistinctivenessȱasȱ regardsȱsonicȱcontent
andȱexpressiveȱcharacter.42ȱEpisodesȱlikeȱverseȱandȱrefrain,ȱ‘A’ȱandȱ‘B’
sectionsȱ inȱ aȱ jazzȱ standard,ȱ etc.ȱ areȱ theȱ basicȱ buildingȱ blocksȱ ofȱ the
longerȱnarrativeȱprocessesȱ(MEGAȬDURATIONS)ȱdiscussedȱinȱChapterȱ11.

MegaȬdurations

TheȱbasicȱunitȱofȱmegaȬdurationȱ isȱthatȱofȱanȱentireȱpiece,ȱbeȱitȱaȱtitle
themeȱ lastingȱ lessȱthanȱaȱminute,ȱaȱpopȱsongȱorȱSchubertȱLiedȱ lasting
lessȱ thanȱ threeȱminutes,ȱorȱaȱshortishȱmovementȱfromȱaȱeuroclassical
symphony,ȱorȱaȱprogȱ rockȱorȱ jazzȱ trackȱ lastingȱ sixȱminutesȱorȱmore.

There’sȱclearlyȱnoȱpointȱthinkingȱinȱtermsȱofȱmegaȬdurationȱifȱtheȱpiece
isȱaȱjingle,ȱbridgeȱorȱtailȱlastingȱnoȱmoreȱthanȱaȱfewȱseconds,43ȱbutȱeven
aȱ60ȬsecondȱTVȱthemeȱtuneȱcontainsȱphrasesȱandȱperiods,ȱoftenȱalsoȱepȬ
isodes.ȱIfȱso,ȱitsȱidentityȱasȱaȱpieceȱisȱpartlyȱdeterminedȱbyȱtheȱwayȱin
whichȱconstituentȱepisodesȱareȱmanagedȱinȱtermsȱofȱorder,ȱrelativeȱduȬ
ration,ȱetc.ȱinsideȱitsȱtotalȱduration.44ȱWe’llȱreturnȱtoȱquestionsȱofȱdiaȬ
taxisȱ(�ȱmusicalȱnarrative)ȱinȱChapterȱ11.ȱ

Speedȱ
Aȱsenseȱofȱspeedȱinȱmusicȱisȱprimarilyȱcreatedȱbyȱusingȱtwoȱparameters

ofȱexpression:ȱTEMPOȱandȱSURFACEȱRATE.ȱ

Tempo,ȱbeatȱandȱpulseȱ

MusicalȱPULSEȱorȱTEMPOȱisȱmeasuredȱinȱbeatsȱperȱminuteȱ(bpm),ȱaȱrate
alsoȱknownȱasȱitsȱMETRONOMEȱMARKING.ȱPulsus,ȱtheȱLatinȱoriginȱofȱthe
wordȱPULSE,ȱmeansȱBEAT,ȱasȱ inȱheartbeat.ȱMetronomeȱmarkingsȱrange
fromȱ40ȱtoȱ212.ȱThisȱrangeȱofȱbpmȱrelatesȱdirectlyȱtoȱhumanȱpulse:ȱ40
bpmȱisȱthatȱofȱaȱwellȬtrainedȱathleteȱinȱdeepȱsleepȱandȱ212ȱbpmȱthatȱof

42. Episode:ȱ‘aȱpassageȱcontainingȱdistinctȱmaterial’ȱasȱpartȱofȱaȱlargerȱsequenceȱofȱ
eventsȱ(ConciseȱOxfordȱDictionary,ȱ1995).

43. Forȱdiscussionȱofȱbridgesȱandȱtails,ȱseeȱp.ȱ521,ȱff.
44. Forȱexample,ȱtheȱ49ȬsecondȱthemeȱforȱtheȱfirstȱTVȱseriesȱofȱKojakȱ(1971Ȭ1973)ȱrunsȱepiȬ

sodicallyȱasȱfollows:ȱ[A1],ȱaȱshortȱintroȱ(7Ȉ)ȱfollowedȱbyȱaȱthreeȬbarȱphrase/periodȱ(5Ȉ)ȱ
repeatedȱonceȱidenticallyȱ(5Ȉ)ȱandȱagainȱatȱaȱhigherȱpitchȱ(6Ȉ);ȱ[B],ȱaȱperiodȱconsistingȱ
ofȱthreeȱ3Ȭsecondȱphrasesȱpresentingȱstarklyȱcontrastingȱmaterialȱ(9Ȉ);ȱ[A2].ȱaȱcomȬ
pactedȱversionȱofȱtheȱwholeȱofȱA1ȱ(8Ȉȱinsteadȱofȱ18”),ȱendingȱwithȱanȱextendedȱfinalȱ
chordȱandȱfinalȱreverbȱ[9Ȉ]ȱ(Tagg,ȱ2000a:ȱ140Ȭ142,ȱ313Ȭ321).ȱForȱepisodicȱformȱofȱtheȱ
NYPDȱBlueȱtheme,*ȱseeȱfootnoteȱ50,ȱp.ȱ291.

http://www.tagg.org/bookxtrax/NonMuso/mp3s/NYPDBlue.mp3
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aȱbabyȱinȱaȱseriousȱstateȱofȱstress.ȱMostȱmetronomeȱmarkingsȱareȱinȱthe
rangeȱ50ȱtoȱ160ȱbpmȱandȱcanȱalsoȱbeȱrelatedȱtoȱfootsteps:ȱ52ȱbpmȱforȱa
slowȱfuneralȱprocession,ȱ90ȱbpmȱforȱaȱpleasantȱstroll,ȱ120ȱaȱbriskȱmarch,

160ȱforȱlongȬdistanceȱrunningȱandȱ200ȱforȱanȱOlympicȱ100Ȭmetreȱsprint.
Tempoȱprovidesȱtheȱunderlyingȱpaceȱofȱaȱpieceȱofȱmusic.45

Tempoȱbeatsȱcanȱbeȱstatedȱeitherȱexplicitly,ȱasȱinȱtheȱobviousȱFOURȱTO
THEȱFLOORȱkickȱdrumȱsoundȱofȱelectronicȱdanceȱmusic,ȱorȱimplicitlyȱas
pointsȱatȱregularȱintervalsȱinferableȱfromȱtheȱrateȱatȱwhichȱprominent

partsȱofȱtheȱmusicȱseemȱtoȱmove.ȱ

BEATȱisȱoftenȱusedȱlooselyȱtoȱreferȱtoȱcombinationsȱofȱtempo,ȱmetreȱand
rhythmȱ(e.g.ȱ‘breakbeat’),ȱbutȱitȱisȱstrictlyȱspeakingȱnoȱmoreȱthanȱtheȱocȬ
currence,ȱatȱregularȱintervalsȱofȱbetweenȱ0.67ȱandȱ3.5ȱperȱsecondȱ(40Ȭ210
bpm),ȱofȱpointsȱinȱtimeȱcomparableȱwithȱthoseȱdefiningȱtheȱdurationȱof
heartbeatsȱorȱbreaths.ȱTheȱconstantȱpresenceȱofȱtheseȱelementalȱbiologȬ
icalȱfunctionsȱthroughoutȱ lifeȱmakesȱthemȱ inevitableȱreferenceȱpoints
forȱexperiencingȱandȱmeasuringȱtheȱspeedȱandȱdurationȱofȱotherȱsound
andȱmovement.ȱThat’sȱwhyȱweȱcanȱfeelȱaȱbeatȱinȱmusicȱevenȱifȱnoneȱis
audibleȱandȱwhyȱtheȱbeat,ȱinȱthisȱstrictȱsenseȱofȱtheȱword,ȱisȱnotȱonlyȱthe
basicȱunitȱofȱtempoȱbutȱalsoȱofȱMETRE.46ȱIt’sȱalsoȱwhyȱnotesȱsoundedȱregȬ
ularlyȱatȱaȱ rateȱoutsideȱ theȱ limitsȱofȱ theȱmetronomeȱ can’tȱbeȱmusical
beats.ȱIfȱthey’reȱmuchȱbelowȱ50ȱbpmȱwe’llȱhearȱthemȱoccurringȱonȱat
leastȱeveryȱotherȱbeat;ȱifȱtheyȱexceedȱ200ȱwe’llȱhearȱtwoȱforȱeveryȱpassȬ
ingȱbeat.47ȱSuchȱextraȬmetronomicȱratesȱareȱoftenȱimportantȱinȱcommuȬ
nicatingȱaȱmusicalȱsenseȱofȱspeed,ȱasȱwe’llȱseeȱnext.

Surfaceȱrateȱ

Ifȱtempo,ȱwithȱitsȱpulseȱquantifiableȱinȱbpm,ȱindicatesȱtheȱmusic’sȱunȬ
derlyingȱpace,ȱ itsȱ SURFACEȱRATEȱ canȱbeȱmeasuredȱ inȱnotesȱperȱminute
(npm)ȱ indicatingȱtheȱspeedȱatȱwhichȱactualȱnotesȱareȱsoundedȱorȱ imȬ

45. Source:ȱBraȱBöckersȱLäkarlexikon,ȱvol.ȱ5ȱ(Höganäs,ȱ1982:ȱ145Ȭ146).ȱTempoȱisȱeasyȱtoȱ
workȱoutȱifȱyouȱhaveȱaȱsmartphone.ȱJustȱdownloadȱaȱmetronomeȱapp,ȱtapȱtheȱtempoȱ
asȱyouȱhearȱitȱinȱtheȱmusicȱandȱtheȱbpmȱrateȱwillȱappearȱonȱscreen.

46. Upbeat,ȱdownbeatȱandȱoffbeatȱareȱdiscussedȱunderȱEMPHASISȱ(p.292).ȱ
47. SomeȱmanicȱDJsȱmayȱclaimȱtheyȱhaveȱtracksȱrunningȱat,ȱsay,ȱ‘424ȱbpm’.ȱThat’sȱplainȱ

nonsenseȱbecauseȱhumanȱfootstepsȱorȱheartbeatsȱatȱ424ȱbpmȱareȱimpossible.ȱDancersȱ
willȱinterpretȱ424ȱbpmȱasȱeitherȱ212ȱor,ȱmoreȱlikely,ȱ106ȱbpm.
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plied.ȱForȱexample,ȱa�HOMOPHONICȱhymnȱsungȱatȱ80ȱbpmȱwithȱvirtually
allȱ itsȱnotesȱrunningȱatȱ theȱsameȱrateȱ(80ȱnpm,ȱ i.e.ȱoneȱnoteȱperȱbeat)
soundsȱmuchȱslowerȱthanȱaȱTVȱthemeȱtuneȱplayedȱalsoȱatȱ80ȱbpmȱbut
withȱplentyȱofȱnotesȱrunningȱtwo,ȱthree,ȱfourȱorȱevenȱsixȱtimesȱfaster
thanȱ theȱ underlyingȱ tempo.ȱ Putȱ simply,ȱ DUMȱ DIDDLEYȱ DIDDLEYȱ DUM
soundsȱaȱbitȱfasterȱthanȱDUMȱDIDDLEȱDIDDLEȱDUM,ȱdefinitelyȱfasterȱthan
DUMȱ DIDȬȱ DIDȬȱ DUM,ȱ andȱ radicallyȱ fasterȱ thanȱ DUMȱ——ȱ DUM,ȱ even
thoughȱtheȱdurationȱbetweenȱeachȱbeatȱonȱDUMȱisȱidenticalȱinȱallȱfour
cases.48ȱTherefore,ȱwhenȱtalkingȱaboutȱaȱsenseȱofȱspeedȱinȱmusic,ȱit’sȱesȬ
sentialȱtoȱconsiderȱbothȱtheȱunderlyingȱpulseȱ(theȱtempo,ȱtheȱmetronome

marking,ȱtheȱDUMȬDUMȱorȱBOOMȬBOOMȱfactor,ȱ‘theȱbpm’)ȱANDȱtheȱmusic’s
surfaceȱrateȱ(theȱDIDDLEȬDIDDLEȱorȱDIDDLEYȬDIDDLEYȱfactor,ȱ‘theȱnpm’).49

Putȱ anotherȱway,ȱ tempoȱ (bpm)ȱ canȱ usually,ȱ thoughȱ notȱ always,ȱ be
thoughtȱofȱinȱtermsȱofȱgrossȱmotoricȱmovementȱandȱsurfaceȱrateȱ(npm)

asȱfineȱmotoricȱ(p.ȱ63,ȱff.).

Now,ȱalthoughȱsurfaceȱrateȱisȱusuallyȱquickerȱthanȱtempo,ȱitȱcanȱoften
beȱtheȱsame,ȱasȱinȱHOMOPHONICȱhymns,ȱand,ȱoccasionally,ȱslower.ȱConȬ
sider,ȱforȱexample,ȱtheȱTVȱthemeȱforȱNYPDȱBlueȱ(Post,ȱ1993*)ȱwhich

runsȱforȱoneȱminuteȱatȱaȱstableȱ120ȱbpm.ȱAtȱtheȱstart,ȱloudȱdrumsȱestabȬ
lishȱaȱsurfaceȱrateȱfourȱtimesȱfasterȱ(480ȱnpm)ȱthanȱtheȱtempoȱ(120ȱbpm),

butȱatȱ0:19ȱtheȱdrumsȱfadeȱintoȱtheȱfarȱdistanceȱandȱaȱpastoralȱtheme,

carriedȱ byȱ sampledȱ corȱ anglaisȱ andȱ aȱ stringȱpad,ȱ occupiesȱ theȱ foreȬ
groundȱwithȱaȱsurfaceȱrateȱfourȱtimesȱslowerȱ(30ȱnpm)ȱthanȱtheȱunderlyȬ
ingȱ tempo.ȱ Theȱ starkȱ contrastȱ ofȱ relationshipȱ betweenȱ theȱ constant
tempoȱ(120ȱbpm)ȱandȱtheȱtwoȱradicallyȱdifferentȱsurfaceȱratesȱ(480ȱand
30ȱnpm)ȱcreatesȱtwoȱdramaticallyȱdifferentȱmoodsȱgivingȱtwoȱveryȱdifȬ
ferentȱimpressionsȱofȱspeedȱandȱspace.50

Surfaceȱrateȱtendsȱtoȱvaryȱmuchȱmoreȱthanȱunderlyingȱtempoȱandȱis,ȱas

48. TheȱtitleȱthemeȱtoȱTheȱVirginianȱ(TLTT: 277Ȭ396)ȱisȱinȱ<ȱatȱ72ȱbpmȱwithȱsurfaceȱrateȱ
activityȱbetweenȱ216ȱandȱ432ȱnpm.ȱ30ȱinformantsȱnotedȱHIGHȱSPEEDȱasȱaȱresponseȱtoȱ
thatȱtuneȱwhileȱonlyȱ14ȱmentionedȱspeedȱinȱresponseȱtoȱaȱrockȱrecordingȱrunningȱatȱ
aȱfasterȱtempoȱ(112ȱbpm)ȱbutȱwithȱaȱsurfaceȱrateȱofȱonlyȱ224.ȱSeeȱalsoȱfootnoteȱ49.

49. Forȱmoreȱaboutȱtempoȱandȱsurfaceȱrate,ȱseeȱ‘Speed,ȱnormalityȱandȱtelevision’ȱinȱtheȱ
Sportsnightȱanalysisȱ(Taggȱ&ȱClarida,ȱ2003:ȱ483Ȭ487).ȱN.B.ȱDUMȬDUMsȱandȱBOOMsȱdoȱ
NOTȱimplyȱunderlyingȱbeatsȱinȱmanyȱtypesȱofȱSubsaharanȱmusic;ȱseeȱ‘Upsideȱdownȱ
andȱbackȱtoȱfront’,ȱp.ȱ460,ȱff.

http://tagg.org/bookxtrax/NonMuso/mp3s/NYPDBlue.mp3
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theȱnameȱsuggestsȱaudibleȱ‘onȱtheȱsurface’.ȱNevertheless,ȱtheȱsameȱsurȬ
faceȱ rateȱ canȱoftenȱbeȱheardȱmoreȱorȱ lessȱpermanentlyȱ throughoutȱa
completeȱepisodeȱorȱentireȱpieceȱofȱmusic.ȱTheȱhiȬhatȱsoundingȱrepeatȬ
edlyȱinȱaȱpopȱsongȱatȱtwiceȱtheȱrateȱofȱtheȱunderlyingȱpulseȱisȱoneȱcase
inȱpointȱ andȱ itsȱ consistentȱbisectionȱofȱ theȱbeatȱ createsȱwhatȱ canȱbe
calledȱsubbeats.ȱSUBBEATȱ—theȱregularȱsubdivisionȱofȱaȱbeat—ȱisȱaȱuseȬ
fulȱconceptȱinȱtheȱunderstandingȱofȱMETREȱ(p.293ȱff.).

Appropriateȱquestionsȱtoȱaskȱaboutȱtempoȱandȱsurfaceȱrateȱmightȱbe:
Doesȱtheȱmusicȱhaveȱaȱregularȱpulseȱmeasurableȱinȱbpm?ȱIfȱnot,ȱdoesȱit
changeȱsuddenlyȱorȱgradually?51ȱIfȱtheȱmusicȱhasȱnoȱpulse,ȱwhatȱeffect
doesȱthatȱcreate?ȱIfȱitȱhasȱpulse,ȱwhat’sȱtheȱtempoȱinȱbpm?ȱIsȱthere’sȱa
constantȱsurfaceȱrateȱorȱdoesȱitȱvary?ȱOrȱareȱthereȱseveralȱsimultaneous

surfaceȱrates?ȱHowȱfastȱ(orȱslow)ȱisȱtheȱsurfaceȱrateȱ inȱrelationȱtoȱthe
tempo?ȱWhatȱeffectȱisȱcreatedȱby,ȱsay,ȱaȱfastȱsurfaceȱrateȱandȱaȱslowȱunȬ
derlyingȱtempo,ȱorȱbyȱaȱslowȱsurfaceȱrateȱandȱaȱfastȱtempo?ȱ ȱ

Harmonicȱrhythm
Harmonicȱrhythmȱisn’tȱreallyȱaȱrhythmȱbutȱaȱrate,ȱmoreȱpreciselyȱthe
rateȱ atȱwhichȱ differentȱ chordsȱ (ifȱ any)ȱ areȱ presented.ȱAȱ singleȱ held
chord,ȱorȱaȱveryȱslowȱrateȱofȱharmonicȱchange,ȱisȱmoreȱlikelyȱtoȱbring
aboutȱanȱ effectȱofȱ stasis,ȱquickȱ changeȱbetweenȱ severalȱ chordsȱmore

likelyȱtoȱfavourȱaȱsenseȱofȱspeed.ȱ ȱ

Rhythmȱ
RHYTHMȱhasȱmanyȱmeanings.52ȱApartȱfromȱitsȱuseȱasȱaȱblanketȱtermȱto
coverȱcyclicalȱeventsȱ(annual,ȱseasonal,ȱmenstrual,ȱdaily,ȱetc.)ȱ it’sȱalso
oftenȱusedȱ looselyȱ toȱ referȱ toȱoneȱorȱmoreȱofȱseveralȱparametersȱ like
tempo,ȱsurfaceȱrate,ȱmetreȱandȱgroove.ȱHere,ȱhowever,ȱRHYTHMȱmeans

50. Theȱfastȱloudȱdrumsȱreturnȱtoȱtheȱforegroundȱatȱ0:46ȱinȱtheȱoriginalȱ1Ȭminuteȱversionȱ
()ȱtagg.org/bookxtrax/NonMuso/mp3s/NYPDBlue.mp3 [110819]); theȱ‘pastoral’ȱsectionȱstartsȱ
atȱ0:28ȱ(notȱatȱ0:19)ȱinȱtheȱ3ȬminuteȱCDȱversionȱatȱ'�5PIb4IrXh9A [110819]).ȱInȱaȱperȬ
sonalȱinterviewȱwithȱPeterȱDȱKayeȱ(LosȱAngeles,ȱJanuaryȱ2003,ȱonȱunpublishedȱDVD),ȱ
MikeȱPostȱreferredȱtoȱtheȱ‘pastoral’ȱsectionȱasȱ‘Irish’.ȱPost’sȱ‘Irish’ȱcharacterisationȱ
opensȱaȱwholeȱcanȱofȱsemiomusicalȱwormsȱthatȱcannotȱbeȱdiscussedȱhere.

51. Gradualȱspeedingȱupȱinȱmusicȱisȱcalledȱaccelerando,ȱslowingȱdownȱrallentando.
52. Rhythmosȱ(ΕΙΌΐϱΖ)ȱoriginallyȱmeantȱmeasuredȱmotionȱ[or]ȱtime.ȱΕΙΌΐϱΖȱinȱitsȱturnȱ

derivesȱfromȱtheȱverbȱΕνΝȱ(=ȱflow).ȱRhymeȱisȱanȱearlierȱderivativeȱfromȱrhythmósȱandȱ
hasȱtoȱdoȱwithȱaȱsenseȱofȱorder,ȱasȱinȱtheȱphraseȱ‘withoutȱrhymeȱorȱreason’.

http://tagg.org/bookxtrax/NonMuso/mp3s/NYPDBlue.mp3
http://tagg.org/bookxtrax/NonMuso/mp3s/NYPDBlue.mp3
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temporalȱ configurationȱ ofȱnotesȱ andȱ pausesȱ betweenȱnotesȱ (shortȱorȱ long,
weakȱ orȱ strong,ȱ etc.)ȱ toȱ produceȱ recognisableȱ patternsȱ ofȱ soundȱ in
movement.ȱSuchȱconfigurationsȱcanȱbeȱheardȱasȱsmoothȱorȱ jerky,ȱmoȬ
notonousȱorȱinvigorating,ȱvariedȱorȱrepetitive,ȱandȱsoȱon.ȱAsȱaȱspecific
configurationȱ inȱmicroȬdurations,ȱ Aȱ RHYTHMȱ canȱ consistȱ ofȱ justȱ two

notes,ȱlikeȱtheȱ‘Scotchȱsnap’ȱ(,O�),ȱorȱfourȱnotes,ȱlikeȱtheȱDADADAȱDAAHM

motifȱ atȱ theȱ startȱ ofȱBeethoven’sȱ fifthȱ symphonyȱ (LLO� _O).ȱTheȱ eight
notesȱofȱtheȱfamousȱSatisfactionȱriffȱalsoȱformȱaȱrhythmȱconstitutingȱan
entireȱmusicalȱphraseȱ(3.6Ȉ:ȱO� O��]LO�O��]LOBO)ȱbutȱitȱcanȱalsoȱbeȱheard
asȱtwoȱelidedȱmotifsȱ(O�O��]LOB�andȱO��]LOBO).53ȱ

Aȱ singleȱnoteȱ onȱ itsȱ ownȱdoesȱnotȱ constituteȱ aȱ rhythm,ȱnor,ȱ strictly
speaking,ȱdoesȱtheȱtickingȱofȱaȱclockȱorȱmetronome.ȱWhenȱweȱsayȱthe
clockȱgoesȱTICKȬTOCKȱweȱascribeȱtwoȱdifferentȱsoundsȱtoȱwhatȱisȱinȱfact
anȱidenticallyȱrepeatedȱsingleȱsound.ȱWeȱbinaurallyȱconfigureȱthatȱone
soundȱintoȱaȱrhythmȱusingȱaȱtimbral/tonalȱdistinctionȱthatȱseemsȱlogical
forȱtheȱDINGȱDONGȱofȱaȱtwoȬtoneȱdoorȱchimeȱbutȱanachronisticȱforȱthe
monotoneȱtickingȱofȱaȱclock.54ȱStill,ȱevenȱmonotonousȱtickingȱcan,ȱlike
theȱ inexorableȱ FOURȱ TOȱ THEȱ FLOORȱ ofȱ houseȱ andȱ techno,ȱ becomeȱ a
rhythmȱifȱit’sȱinȱaȱpieceȱofȱmusicȱcontainingȱotherȱtemporalȱconfigurations
ofȱnotesȱandȱpausesȱbetweenȱnotesȱ(rhythms).ȱTheȱmonotonyȱthenȱbecomes

oneȱofȱseveralȱrhythmsȱthatȱtogetherȱcreateȱaȱgroove,ȱhoweverȱmechanȬ
icalȱorȱmetronomicȱitȱmayȱseemȱtoȱsome.55ȱBesides,ȱrhythmȱusuallyȱinȬ
volvesȱtheȱconfigurationȱofȱnotesȱintoȱspecific,ȱidentifiableȱpatternsȱof
eitherȱpitchȱorȱEMPHASIS.

Emphasis/accentuationȱ
Aȱnoteȱcanȱbeȱemphasisedȱusingȱtheȱfollowingȱtypesȱofȱaccent:ȱ

1. DYNAMIC:ȱtheȱnoteȱisȱlouderȱthanȱthoseȱimmediatelyȱprecedingȱit;56ȱ

53. Satisfaction:ȱRollingȱStonesȱ(1965).ȱAȱgeneralȱruleȱofȱthumbȱisȱthatȱaȱsingleȱrhythmȱ
patternȱ(‘aȱrhythm’)ȱlastsȱforȱbetweenȱaboutȱ½Ȉȱandȱ4Ȉ.ȱItȱneverȱexceedsȱtheȱlimitsȱofȱ
presentȱtimeȱwithoutȱbeingȱrepeated.ȱTheȱlongestȱriffȱIȱknowȱisȱ8Ȉ,ȱinȱPiazzaȱdegliȱ
affariȱ(startsȱatȱ0:07,ȱFrancoȱFabbriȱonȱguitar,ȱ�ȱStormyȱSix,ȱ1982).ȱThatȱriffȱhasȱtwoȱ
parts:ȱoneȱascending,ȱtheȱotherȱdescendingȱ(c.ȱ4Ȉȱeach).ȱForȱextensiveȱtreatmentȱofȱtheȱ
Scotchȱsnap,ȱseeȱ'ȱTaggȱ(2011b).

54. TICKȱTICK:ȱyes;ȱTOCKȱTOCK:ȱyes;ȱTICKȱTOCK:ȱIȱdon’tȱthinkȱso!ȱAnaphone:ȱseeȱp.487ȱff.
55. Inȱfactȱthatȱmayȱwellȱbeȱanȱessentialȱaspectȱofȱtheȱgroove’sȱaesthetic;ȱseeȱTaggȱ

(1984:14Ȭ15)ȱandȱCollinsȱ(2002:ȱ376Ȭ386).
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2. AGOGIC:ȱtheȱnoteȱitself,ȱorȱtheȱdurationȱofȱtheȱnoteȱplusȱtheȱsilenceȱ
immediatelyȱfollowingȱit,ȱis/areȱlongerȱthanȱtheȱnote[s]ȱimmediatelyȱ
precedingȱitȱ(itsȱupbeat[s],ȱitsȱleadȬinȱorȱanacrusis);

3. TONIC:ȱtheȱnoteȱclearlyȱdivergesȱinȱpitchȱinȱrelationȱtoȱnotesȱimmediȬ
atelyȱbeforeȱit.

4. METRIC:ȱseeȱnext,ȱunderȱMETRE.ȱ

Metreȱ
InȱmostȱtypesȱofȱWesternȱmusic,ȱemphasisedȱnotesȱrecurringȱatȱregular
intervalsȱseparatedȱbyȱtheȱsameȱnumberȱofȱbeatsȱorȱsubbeatsȱareȱheard
asȱtheȱregularȱgroupingȱofȱbeatsȱintoȱaȱMETREȱwithȱMETRICȱACCENTsȱon
theȱfirstȱnoteȱofȱeachȱgroup.ȱAsȱweȱshallȱsee,ȱthoseȱbeatsȱcanȱbeȱeitherȱreȬ
inforcedȱbyȱcoincidingȱwithȱoneȱorȱmoreȱofȱtheȱthreeȱotherȱtypesȱofȱemȬ
phasis,ȱorȱcontradictedȱbyȱplacingȱaccentsȱelsewhereȱinȱtheȱmetre.ȱ

TheȱbasicȱunitȱofȱmetreȱisȱtheȱBARȱorȱMEASURE.ȱAȱbarȱisȱaȱdurationȱdeȬ
finedȱbyȱaȱgivenȱnumberȱofȱcomponentȱbeats,ȱallȱofȱaȱconsistentȱduraȬ
tionȱdefinableȱinȱbeatsȱperȱminute.ȱTȱ(‘twoȬfour’),ȱZ,ȱU�and <�(‘sixȬeight’)
areȱ theȱcommonestȱ TIMEȱSIGNATUREsȱ(=ȱsymbolsȱ indicatingȱmetre)ȱfor
musicȱofȱEuropeanȱorigin.57ȱTheȱlowerȱfigureȱinȱtheȱtimeȱsignaturesȱT,ȱZ,
andȱ U� denotesȱ aȱ quarterȬnoteȱ (¼)ȱ orȱ crotchetȱ (O),ȱ theȱmostȱ common

scribalȱunitȱforȱdesignatingȱaȱsingleȱbeatȱofȱmusic.58ȱTheȱ‘2’,ȱ‘3’ȱandȱ‘4’
onȱtopȱinȱT,�ZȱandȱU�indicateȱtheȱnumberȱofȱbeatsȱinȱeachȱbar.ȱAtȱ120ȱbpm
(O=120),ȱaȱTȱbarȱlastsȱforȱ1ȱsecond,ȱaȱZ�orȱ<ȱbarȱforȱ1½ȱandȱaȱUȱbarȱforȱ2
seconds.ȱTheȱ16ȱsubbeatsȱshownȱ inȱFigureȱ8Ȭ5ȱ (p.ȱ294:ȱ8ȱbeatsȱatȱ120
bpmȱinȱT,ȱZ,ȱandȱU;ȱ6ȱatȱ80ȱbpmȱinȱ<)ȱoccupyȱ4ȱseconds.59ȱInȱsuchȱstandȬ
ardȱtypesȱofȱmetre,ȱmetricȱaccentsȱareȱonȱtheȱfirstȱbeatȱ(‘one’)ȱofȱeach
bar.ȱThatȱbeatȱisȱalsoȱcalledȱtheȱDOWNBEATȱbecauseȱdownȱisȱtheȱdirection
ofȱtheȱeuroclassicalȱconductor’sȱbatonȱatȱthoseȱpointsȱinȱtheȱmusic.ȱBars

56. Dynamicȱaccentsȱareȱusuallyȱgeneratedȱduringȱtheȱnote’sȱattackȱphaseȱ(seeȱp.277).
57. TIMEȱSIGNATURE:ȱscribalȱexpressionȱofȱmetre.ȱÒ, Ó, Ô,ȱöȱareȱpronouncedȱtwoȬfour,ȱthreeȬ

four,ȱfourȬfour,ȱsixȬeight.ȱÔȱcanȱalsoȱbeȱwrittenȱ‘É’ȱandȱreferredȱtoȱasȱcommonȱtime.
58. ‘120ȱbpm’ȱcanȱalsoȱbeȱwrittenȱ‘O=120’ȱ(‘quarterȬnote/crotchetȱequalsȱ120’).
59. öȱisȱdifferent:ȱtheȱ8ȱdesignatesȱeighthȬnotes/quaversȱasȱsubbeats.ȱWhenȱsixȱquaversȱ

areȱheardȱasȱthreeȱgroupsȱofȱtwoȱ(LO�LO�LO)ȱtheyȱformȱthreeȱbeatsȱtoȱtheȱbarȱinȱÓȱ
metreȱ(O�O�O).ȱIfȱheardȱasȱtwoȱgroupsȱofȱthreeȱ(LLO�LLO)ȱtheyȱformȱtwoȱgroupsȱofȱ1½ȱ
beatsȱ(O��O��),ȱinȱwhichȱcaseȱtheȱtimeȱsignatureȱisȱö:ȱ1½ȱbeatsȱareȱthenȱheardȱasȱ1ȱbeatȱ
consistingȱofȱthreeȱsubbeats.ȱSeeȱalsoȱHEMIOLAȱ(p.ȱ458ȱff.).ȱ
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areȱuserȬfriendlyȱunitsȱforȱdenotingȱmusicalȱdurationsȱbecauseȱtheyȱcan
beȱ bothȱ feltȱ andȱ countedȱ asȱ theȱmusicȱ actuallyȱ progresses,ȱwhereas

thinkingȱaboutȱdurationȱinȱsecondsȱisȱvirtuallyȱimpossibleȱwithȱmusic

inȱprogressȱunlessȱitsȱtempoȱisȱexactlyȱ60ȱorȱ120ȱbpm.

Whileȱaȱ recurringȱ rhythmicȱpatternȱatȱaȱparticularȱ tempoȱandȱmetre

mayȱbeȱsemioticallyȱsignificantȱ(e.g.ȱslowȱwaltz,ȱfreneticȱjig,ȱrelentless
march,ȱlaidȬbackȱballad,ȱetc.),ȱdifferenceȱofȱmetreȱisȱonȱitsȱownȱnoȱguarȬ
anteeȱforȱdifferenceȱofȱperceivedȱkineticȱeffect.ȱForȱexample,ȱalthough
musicȱinȱfastȱTȱtimeȱwillȱmoreȱlikelyȱsoundȱlikeȱaȱpolkaȱorȱreelȱrather
thanȱ aȱ lyricalȱ ballad,ȱ Zȱ isȱ theȱmetreȱ notȱ onlyȱ forȱ swirlingȱViennese
waltzesȱbutȱalsoȱforȱsomeȱtypesȱofȱlyricalȱballad,ȱasȱwellȱasȱforȱtheȱseȬ
dateȱUKȱnationalȱ anthem.ȱ Similarly,ȱdependingȱ onȱ tempo,ȱ rhythmic

patterningȱandȱotherȱfactors,ȱ<ȱmetreȱmightȱjustȱasȱwellȱsignalȱaȱlullaby
asȱaȱcavalryȱmarch,ȱorȱlivelyȱgalliardȱorȱcueca,ȱwhileȱUȱisȱtheȱmostȱcomȬ
monȱmetreȱ forȱanȱalmostȱ limitlessȱvarietyȱofȱWesternȱmusic,ȱranging
fromȱupȬtempoȱrockȱviaȱsonȱandȱfoxtrotȱtoȱfuneralȱdirges.60ȱ

Fig. 8-5.Usual Western time signatures, bars, beats and subbeats

Theȱexplanationsȱ justȱgivenȱaboutȱmetreȱapplyȱinȱgeneralȱtoȱmusicȱof
CentralȱandȱWesternȱEuropeanȱorigin.ȱThatȱmusicȱisȱmainlyȱmonometȬ
ricȱ(=ȱusesȱonlyȱoneȱmetreȱatȱaȱtime)ȱandȱsymmetric,ȱmeaningȱthatȱits
patternsȱofȱstrongȱandȱweakȱ[subȬ]beatsȱareȱconsistentlyȱgroupedȱinto
simpleȱmultiplesȱofȱtwoȱorȱthree.ȱHowever,ȱinȱaȱlotȱofȱtraditionalȱmusic

fromȱ SubȬSaharanȱAfrica,ȱmetricȱ practicesȱ areȱmuchȱmoreȱ complex.

ThereȱareȱoftenȱcrossȬrhythmicȱconfigurationsȱrunningȱinȱcyclesȱofȱ12ȱor

60. Ôȱisȱalsoȱshownȱasȱçȱ(‘C’ȱforȱ‘commonȱtime’)ȱinȱWesternȱmusicȱnotation.
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24ȱsubbeatsȱsimultaneouslyȱdivisibleȱintoȱpatternsȱofȱ2,ȱ3,ȱ4ȱandȱ6ȱsubȬ
beats,ȱandȱwithȱvariableȱplacementȱofȱwhatȱearsȱraisedȱonȱmonometric

musicȱhearȱasȱupȬȱandȱdownbeatsȱinȱanyȱoneȱofȱthoseȱsimultaneously

soundingȱmetres.61ȱAnotherȱ traditionȱofȱmetreȱdifferingȱ fromȱ thatȱof
WesternȱEuropeȱisȱthatȱfoundȱinȱmanyȱtypesȱofȱmusicȱfromȱtheȱBalkans,
Turkey,ȱ theȱArabȱworldȱandȱ Indianȱ subcontinent.ȱThere,ȱasymmetric

metreȱisȱquiteȱcommon,ȱfeaturingȱtimeȱsignaturesȱlikeȱfiveȱ(inȱgroupsȱof
3+2ȱ orȱ 2+3ȱbeatsȱ orȱ subbeats),ȱ sevenȱ (4+3ȱ orȱ 3+4),ȱ tenȱ (3+4+3,ȱ 3+3+4,
3+2+3+2),ȱetc.62

InȱmusicȱfromȱtheȱurbanȱWestȱtheȱmostȱcommonȱexceptionsȱtoȱtheȱsymȬ
metricȱarticulationȱofȱbeatsȱandȱsubbeatsȱareȱ thoseȱ thatȱconfigureȱ the
eightȱsubbeatsȱofȱaȱUȱbarȱasȱ3+3+2ȱinsteadȱofȱ4+4,ȱorȱtheȱsixteenȱsubbeats
ofȱ twoȱUȱbarsȱasȱ3+3+3+3+2+2ȱ insteadȱofȱ4+4+4+4.63ȱTheseȱalternative
patternsȱinvolveȱmetricȱaccents,ȱplacedȱonȱtheȱfirstȱnoteȱinȱeachȱgroup
ofȱsubbeats,ȱthatȱdon’tȱcoincideȱwithȱregularȱpointsȱofȱemphasisȱinȱthe
underlyingȱmetre.ȱSuchȱvariationȱofȱmetricȱaccentȱisȱsometimesȱcalled
CROSSȬRHYTHM;ȱor,ȱtoȱputȱitȱmoreȱconventionally,ȱ‘ifȱaȱpartȱofȱtheȱ[bar]
thatȱisȱusuallyȱunstressedȱisȱaccented’,ȱasȱwithȱcrossȬrhythm,ȱitȱcanȱbe
calledȱ‘aȱSYNCOPATION’.64ȱOfȱcourse,ȱsyncopationȱcanȱalso,ȱasȱnotedȱearȬ
lier,ȱresultȱfromȱdynamic,ȱtonalȱorȱagogicȱaccentsȱfallingȱonȱaȱmetrically

unstressedȱpointȱinȱtheȱbar,ȱbutȱsyncopationȱcanȱlogicallyȱexistȱonlyȱif
theȱmusicȱ isȱmonometric.ȱIfȱcrossȱrhythmȱ isȱ inȱoperation,ȱasȱ inȱmany

typesȱofȱSubȬSaharanȱtraditionalȱmusic,ȱorȱifȱtheȱlocationȱofȱtheȱdownȬ

61. Suchȱpolymetricȱcrossȱrhythmȱisȱoftenȱmisleadinglyȱcalledȱ‘polyrhythm’;ȱseeȱp.ȱ457.ȱ
62. Someȱofȱtheȱasymmetricȱmetresȱareȱcalledȱaksak,ȱTurkishȱforȱ‘limp’,ȱnotȱtoȱinsultȱtheȱ

ambulatorilyȱdisadvantagedȱbutȱtoȱdenoteȱaȱgaitȱcharacterisedȱbyȱunequalȱdurationȱ
betweenȱstepsȱofȱtheȱleftȱandȱrightȱfootȱ(3ȱsubbeatsȱforȱone,ȱ2ȱforȱtheȱother).

63. Unevenȱgroupingȱofȱeightȱsubbeatsȱasȱ3+3+2ȱisȱcharacteristicȱofȱtheȱrumbaȱandȱoccursȱ
withȱtheȱrisingȱvocalsȱonȱ‘aah!’ȱjustȱbeforeȱtheȱhookȱlineȱofȱTwistȱAndȱShoutȱ(Topȱ
Notes,ȱ1961;ȱBeatles,ȱ1963;ȱPoole,ȱ1963).ȱTheȱunevenȱgroupingȱofȱ16ȱsubbeatsȱintoȱ
groupsȱofȱ3+3+3+3+2+2ȱisȱaȱfavouriteȱwithȱAngusȱYoung,ȱasȱinȱShootȱToȱThrillȱ(AC/
DC,ȱ1980);ȱit’sȱalsoȱatȱtheȱbasisȱofȱtheȱbossaȱnovaȱclavesȱpatternȱcoveringȱtwoȱbarsȱofȱ
U.ȱAnotherȱcommonȱexceptionȱisȱtheȱhemiolaȱwhichȱinvolvesȱsixȱsubbeatsȱgroupedȱ
simultaneouslyȱorȱalternatelyȱasȱ2×3ȱandȱ3×2,ȱasȱinȱtheȱcourante,ȱgalliardȱandȱ‘Iȱwantȱ
toȱbeȱinȱAmerica’ȱfromȱWestȱSideȱStoryȱ(Bernstein,ȱ1957).ȱTheȱhemiolaȱisȱalsoȱtheȱsimȬ
plestȱformȱofȱpolymetricityȱinȱWestȱAfricanȱtraditionalȱmusicȱandȱformsȱtheȱrhythmicȱ
basisȱofȱIberoȬAmericanȱdanceȱstylesȱlikeȱtheȱChileanȱcueca.ȱSeeȱalsoȱp.ȱ458,ȱff.

64. Benwardȱ&ȱSakerȱ(2003:12),ȱquotedȱinȱWikipediaȱentryȱonȱsyncopationȱ[110822].
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beatȱvariesȱbetweenȱinstrumentsȱorȱfromȱoneȱbarȱtoȱtheȱnext,ȱasȱinȱthe
combinationȱofȱCubanȱMontunoȱwithȱclavesȱandȱotherȱ‘salsa’ȱpatterns,
thereȱcanȱbeȱnoȱsyncopationȱbecauseȱtheȱmusicȱis,ȱatȱleastȱtoȱeurocentric
ears,ȱinȱaȱpermanentȱstateȱofȱcrossȱrhythmȱorȱ‘syncopation’.65ȱAnyhow,
patternsȱ ofȱmetricȱ groupingȱ—ofȱ beats,ȱ subbeatsȱ andȱ accents—ȱ are,
whateverȱtheirȱcharacter,ȱkeyȱelementsȱinȱtheȱconstructionȱofȱdifferent
‘feels’ȱorȱGROOVES.ȱ ȱ ȱ

Grooveȱ

Likeȱtheȱgroovesȱonȱaȱvinylȱrecord,ȱmusicalȱgroovesȱareȱcyclical.ȱThey
consistȱofȱoneȱorȱmoreȱrhythmȱpatternsȱlasting,ȱasȱsingleȱunits,ȱnoȱlongerȱthan
theȱextendedȱpresentȱ(usuallyȱjustȱaȱcoupleȱofȱseconds),ȱbutȱthoseȱpatterns
haveȱtoȱbeȱrepeatedȱseveralȱtimesȱbeforeȱtheyȱconstituteȱgrooves.ȱTheyȱfit
intoȱ anȱ overridingȱ tempoȱ andȱmetre,ȱ andȱ areȱusuallyȱ repeatedȱ conȬ
stantly,ȱthoughȱoftenȱwithȱminorȱvariations,ȱthroughoutȱentireȱpiecesȱof
music,ȱorȱatȱleastȱforȱaȱcompleteȱepisodeȱinsideȱoneȱpiece.ȱGrooveȱreȬ
latesȱdirectlyȱtoȱtheȱgrossȬmotoricȱmovementȱofȱtheȱhumanȱbodyȱandȱis
mostȱobviouslyȱconnectedȱtoȱdance,ȱdifferentȱgroovesȱbeingȱsuitedȱto
differentȱtypesȱofȱbodyȱmovement,ȱstepȱpatterns,ȱetc.66ȱ

Althoughȱtheȱmusicalȱsenseȱofȱtheȱwordȱgrooveȱoriginatedȱinȱdiscourse
aboutȱoneȱculturallyȱspecificȱtypeȱofȱrhythmicȱandȱmetricȱpatterningȱ—
theȱswingȱarticulationȱandȱanticipatedȱdownbeatsȱofȱjazz,ȱlaterȱalsoȱapȬ
pliedȱtoȱrock,ȱreggae,ȱfunk,ȱR&B,ȱetc.—ȱit’sȱaȱconceptȱthatȱcanȱbeȱuseȬ
fullyȱappliedȱtoȱanyȱmusicȱwhoseȱpresentȬtimeȱcyclicȱconfigurationsȱof

65. Montuno:ȱ‘aȱrepeatedȱpatternȱofȱnotesȱorȱchordsȱwithȱsyncopatedȱmovingȱinnerȱ
voicesȱandȱaȱdifferentlyȱsyncopatingȱbassȱline’ȱ(Wikipedia).ȱThatȱmultiplicityȱofȱ‘synȬ
copation’ȱbegsȱtheȱquestionȱ‘syncopatedȱinȱrelationȱtoȱwhat?’ȱIf,ȱwithȱsuchȱcrossȬ
rhythmsȱthere’sȱnoȱunequivocalȱsingleȱunderlyingȱpatternȱofȱmetricȱaccentuationȱandȱ
placementȱthereȱcanȱbeȱnoȱsyncopation.ȱListenȱinsteadȱto,ȱforȱexample,ȱCarlosȱSarȬ
duyȱDimet’sȱcoverȱ(2005)ȱofȱCompayȱSegundo’sȱChanȱChanȱ(1985).ȱForȱsomethingȱ
moreȱmainstream,ȱtryȱ03:20Ȭ04:20ȱinȱTimȬPopȱconȱBirdlandȱ(VanȱVan,ȱ2002;ȱrelevantȱ
excerptȱatȱtagg.org\bookxtrax\NonMuso\mp3s\VanVanLoop.mp3 [110822]).ȱSeeȱalsoȱunderȱ
‘Transatlanticȱcrossȱrhythm’ȱ(p.463,ȱff.).ȱ

66. ‘[G]roove…ȱmarksȱanȱunderstandingȱofȱrhythmicȱpatterningȱthatȱunderliesȱitsȱroleȱinȱ
producingȱtheȱcharacteristicȱrhythmicȱ“feel”ȱofȱaȱpiece’…ȱ[I]tȱisȱ‘theȱfeelȱcreatedȱbyȱaȱ
repeatingȱframework’ȱ(Middleton,ȱ1999).ȱThanksȱtoȱFranciscoȱGiménezȱ(Granada)ȱ
forȱsuggestingȱpossibleȱsimilaritiesȱbetweenȱgrooveȱandȱtheȱflamencoȱnotionȱofȱpalo;ȱ
see,ȱforȱexample,ȱZaninȱ(2008)ȱandȱGonzálezȬSánchezȱ(2011).
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tempo,ȱ rhythmȱ andȱmetreȱ relateȱ toȱbodilyȱmovement.ȱTheȱViennese
waltz,ȱtheȱChileanȱcueca,ȱtheȱbourrée,ȱtheȱcourante,ȱtheȱjig,ȱtheȱslipȱjig,
theȱreel,ȱ theȱmazurkaȱandȱ theȱminuetȱeachȱhasȱ itsȱspecificȱgroove,ȱas
doesȱevenȱaȱmarch,ȱbeȱitȱswungȱlikeȱTheȱWashingtonȱPostȱ(Sousa,ȱ1889)
orȱstraightȱlikeȱtheȱMarseillaiseȱ(RougetȱdeȱLisle,ȱ1792).ȱThisȱmeansȱthat
whileȱmazurkaȱorȱmarchȱgroovesȱmayȱsoundȱ‘ungroovy’ȱtoȱjazzȱorȱfunk
fans,ȱtheyȱare,ȱlikeȱitȱorȱnot,ȱmetric/rhythmicȱconfigurationsȱconnected
toȱ bodilyȱ movement,ȱ configurationsȱ which,ȱ justȱ likeȱ jazzȱ orȱ funk
grooves,ȱareȱrepeatedȱandȱwhoseȱdurationȱasȱindividualȱoccurrencesȱdo
notȱexceedȱtheȱlimitsȱofȱtheȱextendedȱpresent.ȱOfȱcourse,ȱaȱmarchȱorȱmaȬ
zurkaȱgrooveȱsoundsȱquiteȱdifferentȱtoȱthatȱofȱaȱFunkyȱDrummerȱloop,
butȱthereȱisȱnoȱreasonȱtoȱreserveȱsuchȱaȱusefulȱconceptȱasȱgrooveȱforȱcerȬ
tainȱmusicalȱtraditionsȱandȱdenyȱitȱtoȱothersȱanyȱmoreȱthanȱthereȱisȱto
insistȱ thatȱaȱ compositionȱmustȱbeȱ theȱwrittenȱworkȱofȱoneȱ individual,
ratherȱthan,ȱforȱexample,ȱtheȱresultȱofȱauralȱcollaborationȱbetweenȱband
membersȱwithȱinputȱfromȱproducersȱandȱrecordingȱengineers.67ȱ

Repeatedȱmetric/rhythmicȱconfigurationsȱ(groovesȱinȱtheȱsenseȱjustȱdeȬ
scribed)ȱ inȱtheȱmusicȱyou’reȱanalysingȱmightȱsuggestȱcontinualȱorȱreȬ
peatedȱmovementsȱ likeȱ tiptoeȬingȱ throughȱ theȱ tulips,ȱorȱmarchingȱ to
war,ȱorȱtrudgingȱtoȱaȱplaceȱofȱexecution,ȱorȱtwirlingȱaroundȱasȱanȱeleȬ
gantȱcoupleȱwaltzingȱinȱanȱimperialȱballroom,ȱorȱchoppingȱtheȱairȱwith

roboticȱ arms,ȱorȱ singingȱyourȱbabyȱ toȱ sleep,ȱorȱgyratingȱ likeȱaȱbelly
dancer,ȱ orȱ haulingȱ aȱ heavyȱ load,ȱ orȱ swimmingȱ againstȱ theȱ tide,ȱ or
grindingȱandȱthrustingȱyourȱpelvis,ȱorȱfloatingȱonȱyourȱbackȱinȱaȱswimȬ
mingȱpool,ȱorȱshufflingȱyourȱfeetȱfastȱandȱforwards,ȱorȱspinningȱround

67. FunkyȱDrummerȱ(JȱBrown,ȱ1970)ȱfeaturesȱtheȱhomonymousȱbreakȱbyȱClydeȱStubbleȬ
fieldȱthatȱsubsequentlyȱusedȱhundredsȱofȱtimesȱbyȱsuchȱartistsȱasȱTheȱBeastieȱBoys,ȱ
Compton’sȱMostȱWanted,ȱErikȱBȱ&ȱRakim,ȱIceȱT,ȱLȱLȱCoolȱJ,ȱNewȱOrder,ȱNineȱInchȱ
Nails,ȱNWA,ȱPrince,ȱPublicȱEnemyȱandȱRunȬDMC;ȱsourceȱRapȱSampleȱFAQȱ)the-
breaks.com/search.php [110210].ȱCuriosity:ȱforȱmarchȱasȱ‘ungroovy’ȱgenreȱsynecdocheȱ
inȱaȱstyleȱcontextȱofȱ‘groovy’ȱsoulȱgrooveȱstyleȱindicators,ȱseeȱJamesȱLastȱ(1969).
ComposeȱsimplyȱderivesȱfromȱLatinȱcomponere/compostum,ȱconȬȱorȱcomȬȱmeaningȱ‘with’ȱ
orȱ‘together’ȱandȱponere/positumȱ‘put’:ȱtoȱcomposeȱsimplyȱmeansȱtoȱputȱtogether.ȱAsȱ
anȱexchangeȱofȱideasȱonȱtheȱIASPMȱlistȱinȱJanuaryȱ2011ȱshowed,ȱsomeȱpopularȱmusicȱ
scholarsȱareȱreluctantȱtoȱtalkȱaboutȱcomposition.ȱTheyȱthinkȱitȱsoundsȱtooȱclassicallyȱ
grandioseȱjustȱas,ȱinversely,ȱothersȱcannotȱconceiveȱofȱaȱVienneseȱwaltzȱhavingȱ
groove:ȱtheȱwordȱisȱconsideredȱtooȱcoolȱforȱsomethingȱconsideredȱuncool.
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withȱothersȱinȱanȱeightsomeȱreel,ȱorȱgallopingȱhellȱforȱleather,ȱorȱtaking
aȱleisurelyȱstroll,ȱetc.ȱadȱinfinitum.ȱInȱfactȱit’sȱprobablyȱbest,ȱifȱyouȱfeel
uncertainȱaboutȱ theȱ lexicalȱnicetiesȱofȱmetreȱandȱrhythm,ȱ toȱdescribe
yourȱkineticȱimpressionȱofȱtheȱgrooveȱinȱquestionȱinȱtheȱsortȱofȱaesthesic
termsȱjustȱlisted.ȱAndȱifȱyouȱfeelȱuncertainȱaboutȱyourȱownȱkineticȱimȬ
pressionsȱofȱthatȱgrooveȱyouȱcanȱalwaysȱtestȱthoseȱ impressionsȱ interȬ
subjectivelyȱ(seeȱChapterȱ6). ȱ

Spaceȱ
Spaceȱisȱintimatelyȱcorrelatedȱwithȱtimeȱandȱmovement.ȱThatȱsimpleȱasȬ
sertionȱisȱborneȱoutȱeveryȱmomentȱofȱtheȱday:ȱweȱhaveȱtoȱtimeȱourȱown

movementsȱthroughȱspaceȱcorrectlyȱifȱweȱwantȱtoȱcrossȱtheȱroadȱwithȬ
outȱbeingȱrunȱover,ȱtoȱfetchȱfoodȱfromȱtheȱfridge,ȱor,ȱinȱfact,ȱtoȱtakeȱany
actionȱatȱall.ȱEvenȱwhenȱwe’reȱmotionlessȱweȱrelyȱonȱtimeȱandȱmoveȬ
ment,ȱasȱwellȱasȱonȱloudnessȱandȱtimbre,ȱtoȱ letȱusȱknowȱwhatȱsortȱof
spaceȱwe’reȱ in.ȱTheȱmillisecondsȱ itȱ takesȱ forȱ aȱ soundȱweȱ emitȱ toȱ reȬ
bound,ȱonceȱorȱ severalȱ times,ȱ loudlyȱorȱ softlyȱatȱ343ȱmetresȱperȱ secȬ
ond,68ȱfromȱdifferentȱsurfacesȱofȱdifferentȱmaterialsȱplacedȱatȱdifferent
anglesȱandȱdistancesȱfromȱourȱearsȱhelpȱinformȱusȱifȱwe’reȱin,ȱsay,ȱaȱbedȬ
room,ȱaȱbathroom,ȱaȱcathedral,ȱanȱopenȱfield,ȱanȱemptyȱstreetȱorȱalley,
orȱaȱlongȱ(orȱshort)ȱcorridorȱinȱaȱluxuryȱhotelȱorȱlargeȱprison.ȱSuchȱasȬ
pectsȱofȱacousticȱ spaceȱcanȱbeȱpartȱofȱ liveȱperformanceȱbutȱareȱused
muchȱmoreȱextensivelyȱasȱparametersȱofȱexpressionȱinȱrecordedȱmusic

whereȱinputȱsignalsȱfromȱvoicesȱandȱinstrumentsȱcanȱbeȱtreated,ȱsepaȬ
ratelyȱorȱ together,ȱsoȱ thatȱ theyȱappearȱ toȱbeȱsoundingȱ inȱaȱparticular
sortȱofȱacousticȱspace.ȱEachȱacousticȱspaceȱhasȱaȱuniqueȱprofileȱdefined
byȱmanyȱdifferentȱparametersȱdeterminingȱtwoȱsortsȱofȱsoundȱreflecȬ
tion:ȱECHO,ȱwhereȱreturnȱsignalsȱareȱheardȱasȱdistinctȱrepeatsȱofȱpartȱor
wholeȱofȱtheȱinputȱsignal,ȱandȱREVERB,ȱwhereȱreturnȱsignalsȱmergeȱinto
oneȱ overallȱ spatialȱ impression.ȱTheȱ firstȱquestionȱ toȱ askȱ isȱ therefore
prettyȱobvious:ȱWhatȱkindȱofȱspaceȱareȱweȱhearingȱinȱaȱpieceȱofȱmusic

throughȱtheȱuseȱofȱechoȱorȱreverb?69ȱ

68. Theȱspeedȱofȱsoundȱinȱdryȱairȱatȱ20°Cȱisȱ343ȱmetresȱperȱsecondȱ(1236ȱkm/h).
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Auralȱstagingȱ

Withȱ liveȱacousticȱperformanceȱweȱmostlyȱhearȱ justȱoneȱspaceȱunless
weȱwalkȱaroundȱtheȱvenueȱtoȱcheckȱoutȱtheȱsoundȱfromȱdifferentȱangles
andȱdistances.70ȱButȱbyȱtheȱlateȱ1920s,ȱafterȱtheȱinventionȱofȱtheȱcoilȱmiȬ
crophone,ȱperformanceȱofȱpopularȱsongȱcouldȱincludeȱtwoȱsimultaneȬ
ousȱspaces:ȱoneȱforȱtheȱbandȱinȱtheȱuntreatedȱacousticȱspace,ȱtheȱother
forȱtheȱvocalistȱwhoȱcould,ȱthroughȱamplification,ȱsingȱsoftlyȱinȱcloseȬ
upȱtoȱtheȱlistenerȱwithoutȱbeingȱdrownedȱoutȱbyȱtheȱband.71ȱSinceȱthe
adventȱofȱmultiȬtrackȱrecording,ȱeachȱSTRANDȱ(track,ȱline,ȱpart,ȱstream)

ofȱtheȱmusicȱcanȱbeȱtreatedȱseparatelyȱandȱsoȱplacedȱinȱdifferentȱtwoȬdiȬ
mensionalȱ positionsȱ relativeȱ toȱ theȱ listener’sȱ earsȱ inȱ theȱ sameȱ given
spaceȱ (left,ȱrightȱorȱcentre;ȱnearȱorȱ far).ȱMoreover,ȱeachȱstrandȱofȱ the
musicȱcanȱalsoȱbeȱassignedȱitsȱownȱacousticȱspaceȱthatȱcanȱbeȱcombined

withȱotherȱstrandsȱinȱtheȱmusicȱtoȱformȱaȱspatialȱcompositeȱimpossible

‘outȱthere’ȱinȱexternalȱreality,ȱbutȱwhichȱcanȱbeȱbothȱsuggestiveȱandȱconȬ
vincingȱinsideȱourȱheadsȱasȱvirtualȱaudioȱreality.ȱAURALȱSTAGINGȱisȱwhat

Iȱ callȱ theȱ useȱ ofȱ acousticȱ parametersȱ toȱ createȱ suchȱ virtualȱ reality.72
Lacasseȱ(2005)ȱexplainsȱthisȱsortȱofȱsonicȱmiseȬenȬscène,ȱillustratingȱits
useȱinȱtwoȱrecordingsȱbyȱPeterȱGabrielȱ(1992,ȱ2002)ȱinȱwhichȱaȱpowerful

dynamicȱbetweenȱ innerȱ thoughtsȱandȱemotionalȱoutburstsȱ isȱ created
throughȱtheȱsubtleȱtreatmentȱofȱvocalȱtracksȱinȱrelationȱtoȱtheȱrestȱofȱthe
music.73ȱWidelyȱusedȱ andȱ extremelyȱ importantȱ inȱ filmȱ soundtracks,

69. ReverbȱandȱdelayȱtemplateȱnamesȱinȱanyȱgoodȱaudioȱeditingȱsoftwareȱareȱquiteȱuseȬ
fulȱinȱanalysis.ȱMyȱaudioȱsoftwareȱoffersȱtemplatesȱrangingȱfromȱ‘denseȱroom’ȱviaȱ
‘mediumȱhall’ȱandȱ‘sewer’ȱtoȱ‘cathedral’.ȱ

70. Twoȱtypesȱofȱexception:ȱ[1]ȱpolychoralȱworksȱ(coriȱspezzati)ȱby,ȱforȱexample,ȱGiovanniȱ
Gabrieliȱ(1554Ȭ1612);ȱTallis’sȱ40Ȭpartȱmotetȱ(8×5ȱvoices)ȱSpemȱinȱaliumȱ(1570);ȱ[2]ȱechoȱ
effectsȱoffȱstageȱinȱBaroqueȱoperaȱ(e.g.ȱPurcell,ȱ1690).

71. Withoutȱthisȱseparationȱofȱmusicȱintoȱtwoȱspaces,ȱcroonersȱlikeȱBingȱCrosbyȱandȱBilȬ
lieȱHolidayȱcouldȱnotȱhaveȱ‘intimately’ȱreachedȱmillionsȱonȱrecordȱorȱonȱtheȱradio.

72. Lacasseȱ(2005)ȱusesȱ‘phonographicȱstaging’ȱtoȱdenoteȱtheȱsameȱthing.ȱIȱpreferȱauralȱtoȱ
phonographicȱbecauseȱtheȱlatterȱmeansȱrelatedȱtoȱsoundȱrecordingȱ(inȱparticularȱtoȱ
recordedȱdiscs),ȱandȱbecauseȱauralȱstagingȱisȱcommonȱinȱnonȬphonographicȱsituaȬ
tionsȱ(filmȱandȱgamesȱsound,ȱsoundȱmixingȱatȱrockȱgigs,ȱRenaissanceȱpolychoralityȱ
[ ȱftntȱ70]ȱetc.).ȱAuralȱstagingȱcoversȱtheȱmiseȬenȬscèneȱofȱanyȱcombinationȱofȱ
sounds,ȱbeȱtheyȱvocal,ȱinstrumental,ȱmusical,ȱparamusical,ȱrecordedȱorȱlive.ȱDockȬ
wrayȱandȱMooreȱ(2010)ȱuseȱsoundboxȱ(Moore,ȱ1993)ȱtoȱconceptualiseȱaȱrectangularȱ
stereoȱspaceȱ(semiȬcube)ȱinȱwhichȱsoundsȱseemȱtoȱbeȱplaced.ȱSinceȱtheȱstereoȱacousȬ
ticȱhorizonȱisȱsemicircularȱ(p.302),ȱIȱchoseȱnotȱtoȱuseȱtheȱnotionȱofȱaȱbox.
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videoȱgamesȱ andȱ studioȱ recordings,ȱauralȱ stagingȱ isȱ stillȱoftenȱoverȬ
lookedȱasȱaȱvitalȱparameterȱofȱexpressionȱtoȱconsiderȱinȱtheȱanalysisȱof
theȱvastȱmajorityȱofȱmusicȱproducedȱsinceȱtheȱmidȱ1960s.74ȱ

Nowȱthere’sȱnoȱroomȱhereȱtoȱevenȱstartȱtryingȱtoȱexplainȱtheȱacoustics,
neurologyȱorȱpsychologyȱofȱauralȱstagingȱbecauseȱitȱinvolvesȱnotȱ just
theȱ representationȱofȱparticularȱ typesȱofȱspaceȱ inȱmusic,ȱbutȱalsoȱ the
placementȱofȱdifferentȱsoundȱsourcesȱ inȱ theirȱownȱspaces,ȱhowȱ those
soundȱsourcesȱareȱpositionedȱ(eitherȱstationaryȱorȱinȱmotion)ȱinȱrelation
toȱeachȱother,ȱasȱwellȱasȱhowȱeachȱofȱtheseȱvariousȱconfigurationsȱproȬ
duceȱaȱspecificȱoverallȱeffectȱonȱtheȱlistener.75ȱWithoutȱthatȱsortȱofȱbackȬ
groundȱtheoryȱandȱwithoutȱtheȱpoïeticȱexperienceȱofȱaȱsoundȱengineer,
theȱonlyȱviableȱanalyticalȱapproachȱconsistsȱof:ȱ[1]ȱbeingȱawareȱofȱaural
stagingȱandȱitsȱimportance;ȱ[2]ȱtheȱaesthesicȱdescriptionȱofȱitsȱeffectsȱon
theȱlistener.ȱAsȱwithȱmanyȱotherȱparametersȱofȱmusicalȱexpression,ȱthis
approachȱ involvesȱ registeringȱ andȱ describingȱ itsȱ effectsȱ onȱ yourself
and,ȱ ifȱpossible,ȱonȱotherȱ listeners.ȱAreȱyouȱhearingȱaȱ largeȱorȱ small

space?ȱOrȱseveralȱspaces?ȱWhatȱsortȱofȱspaces?ȱWhichȱstrandsȱofȱ the
musicȱ (e.g.ȱ vocals,ȱ drums,ȱ bass,ȱ backingȱ singers,ȱ individualȱ instruȬ
mentsȱorȱinstrumentȱsections,ȱsoundȱeffects,ȱetc.)ȱareȱinȱwhichȱspace?
Areȱtheyȱsituatedȱtoȱtheȱleft,ȱrightȱorȱinȱtheȱmiddle?ȱAreȱtheyȱcloseȱby,
farȱoffȱorȱinȱtheȱmiddleȱdistance?ȱAreȱtheyȱconstantlyȱinȱtheȱsameȱposiȬ
tion?ȱWhichȱsoundsȱareȱinternalȱ(‘thoughtsȱinȱsound’)ȱratherȱthanȱexterȬ
nalȱ(‘statementsȱoutȱloud’)?ȱWhichȱsoundsȱareȱmoreȱambient,ȱcreating
moreȱofȱbackgroundȱorȱenvironment,ȱandȱwhichȱonesȱareȱmoreȱlikeȱa
figureȱ(nearȱorȱfar)ȱagainstȱthatȱbackground,ȱorȱinȱthatȱenvironment?

73. PeterȱGabriel’sȱDiggingȱInȱTheȱDirtȱ(1992)ȱandȱDarknessȱ(2002);ȱseeȱalsoȱLacasseȱ(1995)ȱ
forȱdetailedȱanalysisȱofȱDiggingȱInȱTheȱDirtȱandȱLacasseȱ(2000)ȱforȱtheȱhistory,ȱaesthetȬ
icsȱandȱsemioticsȱofȱvocalȱstagingȱ(includingȱmanyȱexamples).ȱ

74. Awarenessȱofȱauralȱstaging’sȱsemioticȱpotentialȱisȱessentialȱandȱdiscussedȱfurtherȱ
underȱ‘Spatialȱanaphones’ȱinȱChapterȱ13ȱ(p.ȱ500,ȱff.).Forȱphonographicȱstagingȱinȱ
OwnerȱOfȱAȱLonelyȱHeartȱ(Yes,ȱ1983)ȱandȱUnfinishedȱSympathyȱ(MassiveȱAttack,ȱ1991),ȱ
seeȱpp.ȱ500Ȭ502.ȱForȱanȱilluminatingȱexampleȱofȱhowȱauralȱstagingȱisȱusedȱbyȱfilmȱ
soundȱeditors,ȱseeȱTaggȱ(ed.ȱ1980:ȱ52Ȭ58).ȱ

75. Suggestionsȱforȱfurtherȱreading:ȱLacasseȱ(2000),ȱMoylanȱ(1992,ȱ2002).
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Now,ȱ evenȱ ifȱ theȱ mostȱ practical
wayȱofȱdealingȱwithȱauralȱstaging
mayȱbeȱbasedȱinȱinterpretationsȱof
perception,ȱoneȱtheoreticalȱissueȱis
essentialȱ toȱ theȱ understandingȱ of
howȱaȱsenseȱofȱmusicalȱspaceȱcan
beȱmediated.ȱItȱhasȱtoȱdoȱwithȱhow
theȱthreeȱdimensionsȱofȱEuclidean
spaceȱ (Fig.ȱ 8Ȭ6)ȱ areȱ represented
acoustically.ȱInȱtwoȬchannelȱstereo,

soundsȱcanȱbeȱplacedȱanywhereȱonȱtheȱhorizontalȱ(lateral)ȱxȱaxisȱrunȬ
ningȱfromȱleftȱthroughȱcentreȱtoȱrightȱ(‘panning’,ȱFig.ȱ8Ȭ7).ȱIt’sȱsimple:ȱa
soundȱplacedȱonȱtheȱleft,ȱrightȱorȱinȱtheȱcentreȱwillȱbeȱliterallyȱheardȱas
comingȱ fromȱ thatȱposition.ȱWithȱ theȱverticalȱyȱaxisȱ thingsȱaren’tȱ that
simpleȱbecauseȱmusicȱisȱrarely,ȱifȱever,ȱrecordedȱorȱdiffusedȱinȱvertical
stereo.ȱInȱliveȱperformanceȱyouȱneverȱseeȱpiccoloȱflutes,ȱhiȬhatsȱorȱsoȬ
pranosȱplacedȱsignificantlyȱhigherȱthanȱbassȱinstrumentsȱorȱvoicesȱand
it’sȱonlyȱinȱtheȱmostȱexperimentalȱstudiosȱthatȱyou’llȱfindȱtweetersȱinȱthe
ceilingȱorȱwoofersȱunderȱtheȱfloor:ȱeverythingȱcomesȱatȱyouȱfromȱthe
sameȱheight.ȱTheȱverticalȱplacementȱandȱperceptionȱofȱsoundȱreliesȱin
otherȱwordsȱonȱaȱmuchȱlessȱliteralȱtypeȱofȱmediation,ȱmostȱobviouslyȱon
pitchȱparameters.76ȱ
Fig. 8-7.Speaker placement for (a) two-channel stereo; 

(b) 5.1 surround sound

76. Anotherȱpossibleȱfactorȱdeterminingȱourȱabilityȱtoȱverticallyȱlocateȱaȱsound,ȱbeȱitȱ
highȱorȱlowȱpitched,ȱisȱtheȱpatternȱweȱhearȱofȱsoundsȱreflectedȱonȱhorizontalȱorȱslopȬ
ingȱsurfaces,ȱonȱtheȱtimeȱthoseȱreflectionsȱtakeȱtoȱreachȱourȱearsȱinȱrelationȱtoȱtheȱ
originalȱsoundȱsource,ȱandȱonȱtheȱtimbralȱpropertiesȱofȱthoseȱsounds.

Fig. 8-6.3D model (frontal view)
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Theȱthirdȱdimensionȱ(zȱaxis)ȱhasȱnoȱstandardȱadjectivalȱlabelȱequivalent
toȱtheȱHORIZONTALȱandȱVERTICALȱofȱtheȱxȱandȱyȱaxes.ȱOftenȱreferredȱtoȱas
‘depth’,ȱtheȱzȱaxisȱmightȱbeȱmoreȱaccuratelyȱcalledȱFRONTALȱinȱtermsȱof
simpleȱstereoȱandȱFRONTALȬRETRALȱinȱaȱsurroundȬsoundȱsetupȱ(Fig.ȱ8Ȭ7).
Inȱfact,ȱtheȱzȱaxisȱcan,ȱstrictlyȱspeaking,ȱonlyȱworkȱproperlyȱinȱsurround
soundȱbecauseȱifȱpointsȱonȱtheȱxȱaxisȱrangeȱfromȱfarȱleftȱtoȱfarȱright,ȱand
thoseȱonȱtheȱyȱaxisȱfromȱhighȱupȱtoȱlowȱdown,ȱthenȱthoseȱonȱtheȱzȱaxis
mustȱlogicallyȱrangeȱfromȱfarȱbehindȱtoȱfarȱinȱfrontȱofȱtheȱlistener.ȱ‘Far’
isȱtheȱoperativeȱwordȱhereȱbecauseȱweȱareȱdealingȱwithȱdistanceȱalong
bothȱaxesȱofȱstereoȱsound:ȱhorizontalȱ(x)ȱandȱfrontalȱ(z).ȱAsȱshownȱin
Figureȱ8Ȭ7,ȱtheȱstereo’sȱacousticȱhorizonȱtracesȱaȱsemicircle,ȱlikeȱtheȱtop
halfȱofȱaȱcompassȱfaceȱorȱanalogueȱclock,ȱrunningȱfromȱfarȱleftȱ(‘west’ȱor
‘quarterȱ to’),ȱ roundȱ throughȱ aȱ longȱwayȱ inȱ frontȱofȱ theȱ listenerȱ (‘far
north’ȱorȱ‘twelveȱo’clock’)ȱtoȱfarȱrightȱ(‘east’ȱorȱ‘threeȱo’clock’).ȱSounds
canȱbeȱplacedȱanywhereȱwithinȱ thatȱ semicircleȱandȱ theirȱdistanceȱor
proximityȱtoȱtheȱlistenerȱisȱmediatedȱbyȱsettingȱdifferentȱvaluesȱforȱpaȬ
rametersȱofȱloudness,ȱtimbreȱandȱreverb.77

Thisȱshortȱtheorisationȱshouldȱmakeȱatȱleastȱoneȱthingȱclear:ȱtheȱmediaȬ
tionȱofȱacousticȱspaceȱandȱtheȱpositioningȱofȱsoundsȱwithinȱthatȱspace
is,ȱwithȱ theȱ exceptionȱofȱ lateralȱplacement,ȱnotȱ soȱmuchȱ aȱmatterȱof
puttingȱthoseȱsoundsȱliterallyȱinȱtheirȱrespectiveȱpositionsȱinȱrelationȱto
theȱprospectiveȱlistener’sȱearsȱasȱgenerating,ȱbyȱotherȱmeans,ȱsonicȱdata
thatȱlistenersȱintuitivelyȱinterpretȱasȱrelativelyȱtoȱtheȱleftȱorȱright,ȱfarȱor
near,ȱhighȱorȱlow,ȱdiffuseȱorȱcompactȱetc.ȱinȱrelationȱtoȱanȱoverallȱspace
thatȱseemsȱlargeȱorȱsmall,ȱpublicȱorȱintimate,ȱopenȱorȱclosed,ȱandȱsoȱon.
Theȱlistenerȱisȱinȱotherȱwords,ȱasȱFigureȱ8Ȭ7ȱshows,ȱplacedȱcentreȱstage

77. ‘Stereoȱlocationȱisȱdefinedȱbyȱtwoȱparameters:ȱfirst,ȱtheȱstereoȱpositionȱofȱaȱsoundȱ
sourceȱonȱtheȱstereoȱarray;ȱandȱsecond,ȱitsȱdiffusion,ȱwhichȱrefersȱtoȱtheȱareaȱthisȱ
soundȱsourceȱappearsȱtoȱcoverȱalongȱthatȱarray.ȱForȱexample,ȱaȱhiȬhatȱmightȱseemȱtoȱ
soundȱfromȱaȱpreciseȱpointȱonȱtheȱleftȬhandȱside,ȱwhileȱaȱvoiceȱmightȱbeȱmoreȱdifȬ
fused’…ȱ‘[D]istanceȱcanȱbeȱdefinedȱasȱtheȱperceivedȱlocationȱofȱaȱsoundȱsourceȱalongȱ
theȱdepthȱofȱaȱrecording’sȱvirtualȱsoundȱstage.ȱTheȱsoundȱsourceȱwillȱbeȱperceivedȱasȱ
soundingȱfromȱaȱgivenȱdistanceȱfromȱtheȱlistener,ȱwithinȱaȱgivenȱenvironment.ȱ
AlthoughȱreverberationȱandȱloudnessȱobviouslyȱcontributeȱtoȱourȱperceptionȱofȱdisȬ
tance,ȱtheȱfundamentalȱparameterȱresponsibleȱforȱtheȱperceptionȱofȱdistanceȱisȱtheȱ
timbralȱdefinitionȱofȱtheȱperceivedȱsoundȱsource’.ȱLacasseȱ(2005:ȱ3),ȱreferringȱtoȱ
Moylanȱ(2002).
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withȱtheȱauralȱstagingȱarrangedȱaroundȱhim/her.ȱIt’sȱasȱifȱtheȱaudience
andȱtheȱactorsȱ—theȱauditoriumȱandȱtheȱstage—ȱhadȱchangedȱplaces.
Now,ȱthisȱsectionȱhasȱmainlyȱdealtȱwithȱspaceȱasȱaȱparameterȱofȱmusical
expression,ȱbutȱthatȱisn’tȱtheȱsameȱasȱperceptionȱofȱspaceȱinȱmusic,ȱas,ȱinȬ
deed,ȱwasȱclearȱinȱtheȱcontradictionȱbetweenȱourȱabilityȱtoȱhearȱsounds
verticallyȱandȱtheȱabsenceȱofȱliteralȱverticalityȱinȱauralȱstaging.ȱInȱfact,
ourȱperceptionȱofȱspaceȱinȱmusicȱreliesȱextensivelyȱonȱotherȱparameters

ofȱexpression,ȱmanyȱofȱwhichȱareȱkinetic.ȱToȱmakeȱthisȱlinkȱquiteȱclear,
imagineȱtheȱsortȱofȱmovementȱyouȱwouldȱmakeȱinȱwhichȱtypeȱofȱspace
whenȱtakingȱtheȱfollowingȱfourȱactions:ȱcrossingȱtheȱroad,ȱfetchingȱmilk

fromȱtheȱfridge,ȱsurveyingȱtheȱsurroundingȱcountrysideȱfromȱtheȱtopȱof
aȱhillȱatȱsunriseȱorȱsunset,ȱandȱcrammingȱyourselfȱintoȱanȱovercrowded

trainȱatȱrushȱhour.ȱObviously,ȱyouȱdon’tȱactȱasȱifȱyou’reȱtryingȱtoȱcatchȱa
rushȱhourȱ trainȱwhenȱyou’reȱatȱpeaceȱonȱ topȱofȱ theȱhill,ȱorȱmeander

meditativelyȱwithȱarmsȱoutstretchedȱandȱeyesȱcontemplatingȱtheȱhoriȬ
zonȱwhenȱyouȱhaveȱtoȱcontendȱwithȱotherȱcommutersȱtryingȱtoȱboard
theȱsameȱbusyȱtrain.ȱNorȱdoȱyouȱrushȱfreneticallyȱtoȱfetchȱmilkȱfromȱthe
fridgeȱ forȱGrandma’sȱ teaȱonȱaȱSundayȱafternoon,ȱ justȱasȱ littleȱasȱyou
wouldȱtryȱtoȱcrossȱaȱbusyȱroadȱbyȱsaunteringȱthreeȱmetresȱintoȱtheȱtrafȬ
ficȱasȱifȱmovingȱleisurelyȱthroughȱtheȱkitchen.ȱExpansiveȱmusicalȱgesȬ
ture,ȱ slowȱandȱ smoothȱorȱquickȱandȱ sudden,ȱwillȱobviouslyȱ suggest
moreȱspaceȱthanȱdoȱtightȱorȱcontainedȱtypesȱofȱgesture,ȱbeȱtheyȱnervous
andȱclaustrophobicȱorȱgentleȱandȱdelicate.ȱ
AllȱtheseȱaspectsȱofȱmovementȱthroughȱspaceȱcanȱbeȱmusicallyȱmediȬ
atedȱbyȱ theȱsortsȱofȱkineticȱanaphoneȱdiscussedȱ inȱChapterȱ13,ȱespeȬ
ciallyȱunderȱ‘Gesturalȱinterconversion’ȱ(p.ȱ502ȱff.),ȱasȱbyȱoverallȱaspects
ofȱcompositionalȱtextureȱ(Chapterȱ12).ȱButȱfirstȱweȱneedȱtoȱidentifyȱand
discussȱparametersȱotherȱthanȱthoseȱofȱtime,ȱspeedȱandȱspace.ȱ

ȱ ȱ
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9.ȱTimbre,ȱloudnessȱandȱtonality

Timbreȱ
HEȱpoïeticȱbasicsȱofȱtimbreȱhaveȱalreadyȱbeenȱexplainedȱandȱdisȬ
tinguishedȱfromȱthoseȱofȱtoneȱ(pp.ȱ277Ȭ280).ȱWithȱitsȱwideȱvariȬ
etyȱofȱtypesȱofȱfrequencyȱspectrum,ȱattack,ȱsustain,ȱdecayȱand

release,ȱ TIMBRE,ȱ inȱ conjunctionȱwithȱparticularȱ combinationsȱofȱpitch
andȱloudness,ȱseemsȱtoȱrelateȱsynaestheticallyȱwithȱsensesȱofȱtouch,ȱtexȬ
ture,ȱgrain,ȱconsistencyȱandȱsubstanceȱ(pp.ȱ494Ȭ498).ȱWithȱ itsȱcompoȬ
nentȱpartsȱproducedȱ inȱaȱmatterȱofȱmillisecondsȱ (p.ȱ278),ȱ timbreȱ isȱa
parameterȱofȱexpressionȱsuitedȱtoȱtheȱexpressionȱofȱvariousȱaspectsȱof
immediateȱmateriality.ȱ Particularȱ combinationsȱ ofȱ timbreȱwithȱ pitch
andȱ loudnessȱareȱoftenȱeasiestȱ toȱdenoteȱusingȱsynaestheticȬaesthesic
descriptorsȱlikeȱrough,ȱsmooth,ȱrounded,ȱsharp,ȱhard,ȱblunt,ȱcutting,ȱpiercȬ
ing;ȱsoothing,ȱwatery,ȱairy,ȱsweet,ȱsour,ȱvelvety,ȱsilky,ȱscratchy;ȱclean,ȱclear,
crystalline,ȱbright,ȱclear,ȱlimpid;ȱdull,ȱdirty,ȱmuddy,ȱmuffled,ȱnebulous;ȱbrassy,
woody,ȱmetallic,ȱgrainy,ȱgritty,ȱgravelly;ȱ full,ȱ fat,ȱ fullȬblooded,ȱ rich,ȱmeaty,
compact,ȱthick;ȱthin,ȱnasal,ȱspindly,ȱstringy,ȱwiry,ȱhollow;ȱcold,ȱwarm,ȱetc.1ȱ

SinceȱsynaestheticȱaspectsȱofȱVOCALȱTIMBREȱareȱdiscussedȱinȱChapterȱ10,
theȱnextȱ sectionȱ focusesȱonȱ INSTRUMENTALȱTIMBRE,ȱ includingȱanȱoverȬ
viewȱofȱEFFECTSȱUNITSȱandȱdevicesȱ(p.ȱ309ȱff.).ȱThatȱisȱfollowedȱbyȱanȱexȬ
plorationȱofȱtheȱcloselyȱrelatedȱparameterȱofȱLOUDNESSȱ(p.ȱ313ȱff.).ȱThe
secondȱhalfȱofȱthisȱChapterȱ(p.ȱ319ȱff.)ȱprovidesȱnoȱmoreȱthanȱaȱcursory
accountȱofȱTONALITY.ȱItȱconsistsȱofȱshortȱexplanationsȱofȱsuchȱparameȬ
tersȱasȱPITCH,ȱRANGE,ȱREGISTER,ȱINTERVAL,ȱMODE,ȱMELODYȱandȱHARMONY,ȱall
ofȱwhichȱ areȱ coveredȱmuchȱmoreȱ substantiallyȱ inȱ Everydayȱ Tonality
(Tagg,ȱ2009).

1. Seeȱalsoȱ‘Assessmentȱofȱtimbreȱusingȱverbalȱattributes’ȱ(Darke,ȱ2005).
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Instrumentalȱtimbreȱ

Asȱ aȱparameterȱ ofȱmusicalȱ expression,ȱ timbreȱ canȱbeȱunderstoodȱ to
workȱinȱtwoȱways:ȱ[1]ȱANAPHONICALLYȱ—theȱtimbreȱinȱquestionȱhasȱan
iconicȱsemioticȱconnectionȱwithȱ theȱsensationsȱdenotedȱbyȱ theȱsortȱof
adjectivesȱlistedȱinȱitalicsȱonȱtheȱpreviousȱpage;ȱ[2]ȱSYNECDOCHALLYȱ—
theȱ timbreȱrelatesȱ indexicallyȱ toȱaȱmusicalȱstyleȱandȱgenre,ȱproducing
connotationsȱofȱaȱparticularȱcultureȱorȱenvironment.2ȱTheseȱtwoȱtypes
ofȱtimbralȱsemiosisȱareȱnotȱmutuallyȱexclusive.ȱLet’sȱstartȱwithȱtheȱlatter.

Instrumentalȱtimbreȱasȱethnicȱstereotypingȱ

TheȱtimbreȱofȱaȱmusicalȱinstrumentȱisȱoftenȱusedȱasȱpartȱofȱaȱgenreȱsynȬ
ecdocheȱ (p.ȱ 524ȱ ff.)ȱ toȱ connoteȱ anȱ ‘elsewhere’ȱheardȱ fromȱ aȱmusical

‘home’ȱperspective,ȱi.e.ȱthroughȱtheȱearsȱofȱtheȱcultureȱintoȱwhichȱit’s
imported.ȱ Forȱ example,ȱ toȱ mostȱ nonȬJapaneseȱ listenersȱ theȱ kotoȱ or
shakuhachiȱ isȱ likelyȱ toȱ suggestȱ JAPAN,ȱwhileȱHighlandȱ bagpipesȱmay

conjureȱupȱgenericȱBRAVEHEARTȱANDȱTARTANRYȱnotionsȱofȱSCOTLANDȱto
thoseȱunfamiliarȱwithȱdifferencesȱbetweenȱaȱpibrochȱlamentȱandȱpipers
paradingȱtoȱtheȱstrainsȱofȱScotlandȱTheȱBraveȱatȱtheȱEdinburghȱTattoo.3
OtherȱwellȬknownȱexamplesȱofȱethnicȱtimbreȱstereotypesȱareȱtheȱFrench
accordionȱspellingȱFRANCEȱ(usuallyȱPARIS)ȱtoȱtheȱnonȬFrench,ȱquenaȱor
zampoñasȱandȱcharangoȱtoȱsignalȱANDEANȱFOLKȱtoȱnonȬAndeanȱfolk,ȱand
sitarȱwithȱtablasȱtoȱevokeȱaȱgenericȱINDIAȱinȱtheȱearsȱofȱmostȱnonȬIndian
listenersȱinȱtheȱWest.ȱAllȱtheseȱandȱcountlessȱotherȱexamplesȱofȱethnic
instrumentȱstereotypingȱwillȱonlyȱworkȱifȱlistenersȱareȱunawareȱofȱthe
rangeȱofȱmoodsȱandȱ functionsȱwithȱwhichȱ theȱ relevantȱ instrumental

soundȱisȱassociatedȱinsideȱtheȱ‘foreign’ȱmusicȱculture.4

2. Forȱexplanationsȱseeȱp.ȱ161ȱffȱ(ICON);ȱp.ȱ487ȱff.ȱ(ANAPHONE);ȱp.ȱ162ȱff.ȱ(INDEX);ȱp.ȱ524ȱ
(GENREȱSYNECDOCHE).

3. Pibroch,ȱa.k.a.ȱpiobaireachdȱorȱceòlȱmórȱ(=ȱ‘bigȱmusic’):ȱmusicȱforȱtheȱgreatȱHighlandȱ
bagpipes,ȱperformedȱsoloȱandȱconsistingȱofȱanȱelaboratedȱthemeȱwithȱvariations.ȱInȱ
keepingȱwithȱHollywood’sȱpenchantȱforȱjingoisticȱUSȱstereotypesȱofȱhistory,ȱBraveȬ
heartȱ(1995)ȱisȱnearlyȱasȱinaccurateȱanȱaccountȱofȱWilliamȱWallace’sȱexploitsȱinȱthirȬ
teenthȬcenturyȱScotlandȱasȱtheȱUSȱfilmȱUȬ571ȱ(2001)ȱisȱofȱhowȱtheȱNaziȱEnigmaȱ
cipherȱwasȱcracked.ȱTartanry:ȱ…ȱ‘theȱkitschȱelementsȱofȱScottishȱculture…ȱsuperȬ
imposedȱonȱtheȱcountryȱfirstȱbyȱtheȱemergentȱScottishȱtouristȱindustry…ȱandȱlaterȱbyȱ
anȱAmericanȱfilmȱindustry’ȱ(Wikipedia)ȱ[111027].
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Instrumentalȱtimbreȱandȱconventionsȱofȱmoodȱandȱstyleȱ

Insideȱourȱownȱfamiliarȱandȱbroadȱtraditionȱofȱmusicalȱculturesȱinȱthe
urbanȱWest,ȱaȱsymphonicȱstringȱsectionȱcan,ȱasȱweȱalreadyȱsawȱ(p.264),
beȱusedȱtoȱproduceȱfamiliarȱtropesȱrangingȱfromȱloveȱandȱromanceȱto
violentȱ psychopathy.ȱ Similarly,ȱ dependingȱ onȱ howȱ theyȱ playȱwhat,

Frenchȱhornsȱcanȱbeȱassociatedȱwithȱheroism,ȱhunting,ȱdangerȱorȱlyriȬ
cism,5ȱwhileȱtheȱdifferentȱsoundsȱofȱaȱsaxophoneȱmightȱleadȱlistenersȱto
thinkȱofȱwindȱbands,ȱbigȱbands,ȱjazz,ȱrockȱorȱsex.ȱTheȱsexȱconnotationȱis
wellȱestablishedȱ inȱmusicȱforȱfilmȱandȱtelevisionȱwhereȱslightlyȱ jazzy
saxophoneȱ licksȱplayedȱ legatoȱhaveȱsoȱoftenȱbeenȱusedȱ toȱsuggestȱan
eroticȱmoodȱthatȱtheyȱconstituteȱaȱtrope,ȱreferredȱtoȱbyȱsuchȱepithetsȱas
SEXAPHONEȱorȱHIGHȬHEELEDȱSAX.ȱOr,ȱasȱBenȱandȱKerry,ȱwritingȱonȱtheȱTV
Tropesȱwebsiteȱputȱit,ȱ‘What’sȱKennyȱGȱdoingȱinȱeveryone’sȱbedroom?’6ȱ

Despiteȱ theȱ sortȱofȱdifferencesȱ justȱmentioned,ȱ someȱkindsȱofȱ instruȬ
mentalȱtimbreȱhaveȱmoreȱfocusedȱconnotationsȱbecauseȱtheyȱconnect,
byȱculturallyȱspecificȱconvention,ȱwithȱparticularȱstylesȱorȱfunctions.ȱIt’s
inȱthisȱwayȱthatȱtheȱharpsichordȱisȱsometimesȱusedȱinȱaudiovisualȱproȬ
ductionsȱtoȱsuggestȱoldenȱtimes,ȱmostȱtypicallyȱaȱEuropeanȱeighteenthȬ
centuryȱupperȬclassȱsetting,ȱratherȱthan,ȱsay,ȱaȱkitchenȬsinkȱdramaȱfrom
theȱ1960s.ȱIt’sȱalsoȱwhyȱtheȱsymphonyȱorchestraȱisȱlinkedȱtoȱeitherȱeuroȬ
classicalȱconcertȱhallsȱandȱoperaȱhousesȱorȱ toȱbigȬbudgetȱHollywood

4. Theȱlistȱcouldȱgoȱonȱforȱever.ȱIȱconfessȱtoȱshamelessȱexploitationȱofȱsuchȱethnicȱstereȬ
otypingȱinȱtheȱfailedȱradioȱsignatureȱdescribedȱonȱpagesȱ186Ȭ189.ȱTheȱquenaȱisȱaȱ
woodenȱ(orȱbamboo)ȱfluteȱ(flautoȱdiritto)ȱwithȱaȱ‘breathy’ȱsound.ȱZampoñasȱareȱ
Andeanȱpanpipes,ȱalsoȱquiteȱ‘breathy’.ȱTheȱcharangoȱisȱaȱsmall,ȱquiteȱhighȬpitchedȱ
instrumentȱofȱtheȱluteȱfamily,ȱusuallyȱstrummedȱrapidlyȱandȱrhythmically.

5. ForȱFrenchȱhornȱconnotationsȱseeȱTaggȱ(2000a:ȱ186Ȭ191).
6. Theȱ‘saxophoneȱsex’ȱwouldȱmostȱlikelyȱbeȱheteroȱandȱNorthȱAmericanȱpostȬ1950ȱ

()tvtropes.org/pmwiki/pmwiki.php/Main/Sexophone [110920]).ȱTheȱsexophoneȱtropeȱisȱaȱ
primaryȱincomeȱsourceȱforȱLAȱsaxȱplayerȱSergioȱFloresȱwhoseȱ‘OfficialȱSexyȱSaxȱManȱ
Website’ȱ()thesexysaxman.com [111023])ȱadvertisesȱ‘saxȬaȬgram’ȱservicesȱandȱdocuȬ
mentsȱhisȱKennyȬGȬstyleȱblitzingȱofȱcorporateȱgatheringsȱandȱcelebrityȱpartiesȱwithȱ
tunesȱlikeȱGeorgeȱMichael’sȱCarelessȱWhisperȱ(1984)ȱandȱtheȱsaxȱriffȱfromȱBakerȱStreetȱ
(Rafferty,ȱ1978).ȱSeeȱalsoȱSexyȱSaxȱbyȱSelmerȱ(n.d.)ȱandȱFrechetteȱ(n.d.),ȱplusȱrecordȬ
ingsȱbyȱKennyȱGȱhimselfȱ(e.g.ȱGreatestȱHitsȱfromȱ1997).ȱForȱmoreȱonȱ‘sexy’ȱ1950sȱjazzȱ
tropes,ȱseeȱ‘TheȱChurchȱofȱtheȱFlatȱFifthȱandȱP.I.ȱCool’,ȱ‘Dejectionȱorȱdames?’ȱandȱ
‘Strippingȱintoȱsomeȱlooserȱspending’ȱinȱtheȱStreetcarȱnamedȱDesireȱchapterȱinȱTLTT,ȱ
pp.ȱ583Ȭ7,ȱ595Ȭ8).ȱForȱtheȱFrenchȱhornȱsoundȱasȱheroicȱorȱthreatening,ȱseeȱTaggȱ
(2000a:ȱ185Ȭ210);ȱforȱitsȱlyricalȱside,ȱtryȱtheȱsecondȱmovementȱofȱMozartȱ(1786).
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productionsȱratherȱthanȱtoȱpubȱgigsȱorȱexperimentalȱcinema.ȱAndȱ it’s
whyȱ theȱsoundȱofȱaȱchurchȱorganȱsuggestsȱCHURCHȱ ratherȱ thanȱPOLE
DANCING,ȱandȱatȱleastȱpartlyȱwhyȱaȱlegatoȱoboeȱtuneȱisȱmoreȱlikelyȱto
signalȱNOSTALGICȱPASTORALȱIDYLLȱthanȱanȱANGUISHEDȱPOSTȬAPOCALYPTIC
DYSTOPIA.7ȱ

Anaphonicȱconventionsȱofȱinstrumentalȱtimbreȱ

Someȱinstrumentalȱsoundsȱactȱanaphonicallyȱ(p.487ȱff.)ȱinȱthatȱtheyȱreȬ
sembleȱsound,ȱtouchȱorȱmovementȱthatȱexistȱoutsideȱmusicalȱdiscourse.
Timpaniȱrolls,ȱforȱexample,ȱsoundȱmoreȱlikeȱtheȱrumblingȱofȱanȱearthȬ
quakeȱorȱofȱdistantȱthunderȱthanȱlikeȱpatteringȱrainȱorȱclinkingȱglasses.
That’sȱwhyȱaȱtimpaniȱrollȱisȱmoreȱlikelyȱtoȱconnoteȱdanger,ȱasȱjustȱbefore
aȱdaringȱfeatȱofȱacrobaticsȱatȱtheȱcircus,ȱratherȱthanȱtheȱsparklingȱmagic

ofȱaȱtinsellyȱfantasyȱworldȱofȱaȱDisneyȱChristmas.ȱTheȱlatterȱwouldȱbe
moreȱaptlyȱsuggestedȱbyȱ theȱ tinklingȱofȱaȱglockenspielȱorȱcelestaȱbeȬ
causeȱsuchȱsoundsȱresembleȱthoseȱofȱaȱmusicȱbox,ȱwhichȱisȱmoreȱlikely
toȱconnoteȱaȱprotectedȱ‘oldeȬworlde’ȱsortȱofȱCHILDHOODȱthanȱbombsȱexȬ
plodingȱinȱaȱwarȬtornȱneighbourhood.ȱTheȱtinklingȱtimbreȱofȱtinyȱmetȬ
allophonesȱ alsoȱ suggestȱ shiny,ȱ small,ȱbrittle,ȱdelicateȱobjectsȱ likeȱ the
clinkingȱ glassesȱ justȱmentioned,ȱ orȱ likeȱ Tchaikovsky’sȱ ‘Sugarȱ Plum
Fairy’ȱ(1892).ȱByȱtheȱsameȱanaphonicȱtoken,ȱtheȱgrainyȱsoundȱofȱaȱseriȬ
ouslyȱoverdrivenȱelectricȱguitarȱresemblesȱmoreȱcloselyȱtheȱgrowlȱofȱa
HarleyȱDavidsonȱorȱofȱaȱDucatiȱfittedȱwithȱTermignoniȱexhaustȱthanȱof
aȱbabblingȱbrook,ȱwhileȱsonorouslyȱsmoothȱviscousȱstringȱpadsȱare,ȱas
tactileȱanaphones,ȱmoreȱlikelyȱtoȱbeȱlinkedȱtoȱsensationsȱofȱvoluptuousȬ
nessȱandȱromanticȱluxuryȱthanȱtoȱthoseȱofȱdiggingȱupȱtheȱroadȱwithȱa
jackhammer.ȱStill,ȱevenȱthoughȱthereȱmayȱbeȱdemonstrableȱanaphonic
resemblanceȱbetweenȱtypesȱofȱinstrumentalȱtimbreȱandȱwhatȱtheyȱseem
toȱconnote,ȱitȱshouldȱbeȱrememberedȱthatȱsuchȱsemiosisȱisȱlargelyȱconȬ
tingentȱonȱculturallyȱspecificȱconventionsȱofȱstylisation.8ȱ

7. Seeȱp.ȱ522ȱff.,ȱesp.ȱ’Styleȱindicator’ȱ(p.ȱ523,ȱff.);ȱforȱoboesȱandȱpastorality,ȱseeȱp.ȱ252ȱ
andȱTLTT:ȱ278Ȭ9,ȱ380Ȭ5,ȱ504Ȭ5;ȱforȱmusicȱandȱdystopia,ȱseeȱCollinsȱ(2002).

8. Forȱculturalȱrelativityȱofȱanaphonicȱstylisation,ȱseeȱunderȱ’Codalȱincompetence’ȱ(p.ȱ
179ȱff.),ȱp.ȱ488,ȱp.ȱ494ȱff.ȱForȱtheȱDISTORTEDȱGUITARȱ=ȱMOTORBIKEȱrockȱtrope,ȱseeȱBuzz,ȱ
Grrr,ȱClickȱandȱCrashȱ(Tagg,ȱ2011a)ȱ ȱandȱtheȱsectionȱ‘Bikes,ȱguitarȱdistortionȱandȱ
heavyȱmetal’ȱinȱChapterȱ12ȱ(pp.ȱ436Ȭ444).ȱ
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Acousticȱinstrumentȱdevices
Theȱbasicȱprinciplesȱaccordingȱtoȱwhichȱmusicalȱinstrumentsȱproduce
differentȱ timbresȱ inȱdifferentȱwaysȱhaveȱalreadyȱbeenȱexplainedȱ (pp.
277Ȭ280)ȱandȱ theȱ rudimentsȱofȱacousticȱ instrumentalȱ timbreȱ semiosis

haveȱ justȱbeenȱsummarised.ȱInȱadditionȱtoȱtheseȱbasicȱconsiderations,
acousticȱ instrumentsȱcanȱproduceȱcountlessȱdifferentȱ typesȱofȱattack,
continuant,ȱdecay,ȱreleaseȱandȱfrequencyȱspectrumȱbyȱusingȱdifferent
playingȱtechniques,ȱforȱexampleȱpizzicato,ȱcolȱlegnoȱandȱsulȱponteȱonȱvioȬ
lin,ȱorȱdamping,ȱlaisserȱvibrer,ȱpickingȱandȱstrummingȱonȱguitar.ȱAcousȬ
ticȱdevicesȱareȱalsoȱusedȱ toȱvaryȱ theȱ timbreȱofȱmanyȱ instruments,ȱfor
exampleȱtheȱdifferentȱsortsȱofȱmutesȱusedȱbyȱstringȱandȱbrassȱplayers,
theȱdifferentȱsortsȱofȱreedȱtypesȱusedȱbyȱwoodwindȱplayers,ȱtheȱdifferȬ
entȱkindsȱofȱmouthpieceȱavailableȱ toȱplayersȱofȱ instrumentsȱ likeȱ the
fluteȱorȱtrumpet,ȱtheȱarrayȱofȱsticksȱandȱbrushesȱthatȱdrummersȱuse,ȱnot
toȱmentionȱtheȱvarietyȱofȱregistrationȱ(stopsȱorȱtabs)ȱavailableȱtoȱorganȬ
ists.ȱTheȱ rangeȱofȱ timbralȱvariationȱhasȱ radicallyȱexpandedȱ sinceȱ the
1960s,ȱfirstȱwithȱtheȱspreadȱofȱelectroȬacousticȱand,ȱlater,ȱdigitalȱdevices
—EFFECTSȱUNITS—ȱforȱtreatingȱaudioȱinputȱsignals.ȱ

Effectsȱandȱeffectsȱunits
TimbreȱcanȱbeȱalteredȱbyȱusingȱdifferentȱtypesȱofȱechoȱandȱreverbȱefȬ
fects,ȱasȱwellȱasȱbyȱplacementȱinȱtheȱstereoȱspaceȱ(left/right,ȱfar/near),
andȱbyȱusingȱdifferentȱ typesȱofȱmicrophoneȱplacedȱ inȱdifferentȱposiȬ
tionsȱinȱrelationȱtoȱtheȱoriginalȱsoundȱsource.ȱOtherȱcommonȱalterations
ofȱtimbreȱareȱproducedȱbyȱtheȱfollowingȱsortsȱofȱdevice.9

Distortion

DISTORTIONȱeffectsȱ(a.k.a.ȱOVERDRIVE,ȱSATURATION)10ȱradicallyȱalterȱthe
characterȱofȱovertonesȱinȱaȱsound’sȱfrequencyȱspectrumȱtoȱcreateȱtimȬ
bresȱthatȱhaveȱbeenȱvariouslyȱdescribedȱasȱrough,ȱgritty,ȱharsh,ȱrichȱand
fullȬbodied.ȱ FUZZ,ȱ asȱ inȱ theȱ famousȱ Satisfactionȱ riffȱ (Rollingȱ Stones,
1965),ȱproducesȱaȱslightlyȱmoreȱpiercingȱtypeȱofȱdistortionȱeffect.

9. Forȱconciseȱtechnicalȱ(poïetic)ȱdefinitionsȱandȱmoreȱdetailȱaboutȱeachȱeffectȱseeȱtheȱ
authoritativeȱ‘Effectsȱunit’ȱentryȱinȱWikipedia.ȱItȱalsoȱincludesȱMP3ȱdemonstrationsȱ
andȱreferencesȱtoȱrecordingsȱillustratingȱmanyȱofȱtheȱeffects.ȱ

10. DistortionȱisȱsometimesȱalsoȱcalledȱGAIN,ȱaȱtermȱthatȱhasȱseveralȱotherȱmeanings.ȱForȱ
theȱGUITARȱDISTORTIONȱ=ȱROCKȱBIKERȱDAREDEVILȱtrope,ȱseeȱTaggȱ(2011a).
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Filtersȱ

FILTERȱeffectsȱareȱthoseȱthatȱboostȱorȱweakenȱparticularȱpitchȱrangesȱin
anȱaudioȱsignal.ȱTheȱmostȱwidelyȱusedȱfilteringȱdeviceȱisȱtheȱEQUALISER
(abbr.ȱEQ).ȱEQȱsettingsȱcanȱbeȱusedȱtoȱmakeȱaȱsignalȱmoreȱorȱlessȱpromȬ
inentȱinȱtheȱmix,ȱtoȱgetȱridȱofȱunwantedȱsounds,ȱorȱtoȱcreateȱspecificȱefȬ
fectsȱlikeȱtheȱ ‘disconnected’,ȱdisembodied,ȱboxedȬinȱsortȱofȱtelephone
soundȱthatȱhasȱsometimesȱbeenȱappliedȱtoȱvocalȱtracks.11ȱ

TheȱTALKȱBOXȱisȱaȱfilterȱdeviceȱthatȱsendsȱinputȱaudioȱthroughȱaȱtube
intoȱtheȱinstrumentalist’sȱmouthȱwhich,ȱshapedȱtoȱproduceȱanyȱvowel

sound,ȱcreatesȱoutputȱaudioȱgivingȱtheȱimpressionȱthatȱtheȱinstrument

isȱtalking.12ȱ

TheȱWAHȬWAHȱpedalȱcreatesȱaȱsimilarȱeffectȱtoȱtheȱtalkȱbox,ȱexceptȱthat
itȱonlyȱcoversȱoneȱbinaryȱofȱvowelȱsoundsȱ—fromȱ‘OO’ȱtoȱ‘AH’ȱ[YC]ȱand
backȱ[C7].ȱWahȬwahȱprobablyȱderivedȱfromȱacousticȱmutingȱtechniques
developedȱbyȱjazzȱmusicians.ȱAsȱanȱeffectsȱunit,ȱwahȬwahȱisȱusuallyȱapȬ
pliedȱtoȱelectricȱguitarȱsoundsȱandȱisȱcommonȱinȱpsychedelicȱmusic,ȱas
wellȱasȱinȱcertainȱtypesȱofȱfunkȱandȱdisco.13ȱ

TheȱVOCODERȱmanipulatesȱfrequenciesȱinȱanȱaudioȱsignalȱtoȱproduceȱa
nonȬhuman,ȱroboticȱsortȱofȱsound.14

Modulationȱeffectsȱ

MODULATIONȱEFFECTSȱmixȱtwoȱorȱmoreȱaudioȱsignalsȱtoȱcreateȱaȱwhole

arrayȱofȱdifferentȱsounds.15ȱApartȱfromȱRINGȱMODULATION,ȱwhich,ȱdeȬ
pendingȱonȱtheȱinputȱsignal,ȱproducesȱbellȬlikeȱorȱsciȬfiȱsounds,16ȱmodȬ

11. TheȱTELEPHONEȱFILTERȱeffectȱisȱused,ȱforȱexample,ȱthroughoutȱCaliforniaȱ(Flashȱandȱ
theȱPan,ȱ1979)ȱandȱduringȱtheȱverseȱpartsȱofȱComeȱTogetherȱ(Beatles,ȱ1969).ȱ

12. TheȱTALKȬBOX’sȱmostȱassiduousȱexponentȱwasȱprobablyȱPeterȱFramptonȱ(e.g.ȱ1976);ȱitȱ
wasȱalsoȱusedȱinȱHaitianȱDivorceȱ(SteelyȱDan,ȱ1976).ȱ

13. WAHȬWAHȱturnsȱupȱinȱrockȱguitarȱsolosȱby,ȱforȱexample,ȱHendrixȱ(e.g.ȱ1968)ȱandȱ
Claptonȱ(e.g.ȱCream,ȱ1968);ȱand,ȱasȱ‘wackaȬwacka’ȱaccompaniment,ȱinȱbothȱtheȱ
themeȱfromȱShaftȱ(Hayes,ȱ1971)ȱandȱBarryȱWhite’sȱLove’sȱThemeȱ(1973).ȱ

14. VOCODERSȱwereȱmuchȱusedȱbyȱKraftwerk,ȱe.g.ȱinȱRadioactivityȱ(live,ȱ2004).
15. ‘Someȱmodulationȱeffectsȱmixȱ(‘modulate’)ȱanȱinstrumentȇsȱaudioȱsignalȱwithȱaȱsigȬ

nalȱgeneratedȱbyȱtheȱeffectȱcalledȱaȱcarrierȱwave.ȱOtherȱmodulationȱeffectsȱsplitȱanȱ
instrument’sȱaudioȱsignalȱinȱtwo,ȱalteringȱoneȱportionȱofȱtheȱsignalȱandȱmixingȱitȱ
withȱtheȱunalteredȱportion’.ȱ(Wikipediaȱentryȱ‘Effectsȱunit’ [110906]).
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ulationȱeffectsȱcanȱbeȱthoughtȱofȱinȱtwoȱmainȱaesthesicȱcategoriesȱthatȱI
callȱDIFFUSIVEȱandȱOSCILLATORY.ȱ

Diffusiveȱeffects

DIFFUSIVEȱEFFECTSȱareȱthoseȱthatȱuseȱvariousȱtechniquesȱtoȱdiffuseȱaȱsinȬ
gleȱsoundȱsoȱthatȱitsȱpositionȱonȱtheȱauralȱstageȱseemsȱlessȱprecise,ȱso
thatȱ itȱseemsȱ toȱfluctuateȱorȱcoverȱmoreȱacousticȱspace.ȱTheseȱeffects,
particularlyȱ PHASINGȱ andȱ FLANGING,ȱ createȱ aȱ sweeping,ȱ swishing,

swooshingȱ sortȱofȱ effect.ȱCHORUSȱ effectsȱ areȱ similarȱ exceptȱ thatȱ they
soundȱfullerȱandȱoftenȱseemȱtoȱshimmerȱratherȱthanȱswishȱorȱswoosh.

DUBBINGȱ(orȱDOUBLING)ȱisȱnotȱstrictlyȱaȱmodulationȱeffectȱbutȱitȱcan,ȱlike
CHORUS,ȱmakeȱaudioȱinputȱsoundȱbiggerȱ(notȱlouder)ȱandȱcreateȱtheȱimȬ
pressionȱthatȱthereȱisȱ‘moreȱofȱtheȱsoundȱoccupyingȱmoreȱspace’,ȱespeȬ
ciallyȱifȱtheȱoriginalȱandȱdubbedȱtracksȱareȱassignedȱdifferentȱpositions
onȱtheȱauralȱstage.ȱDigitalȱdubbingȱinvolvesȱcopyingȱtheȱinputȱsignal,
detuningȱitȱveryȱslightly,ȱoffsettingȱitȱbyȱaȱfewȱmillisecondsȱandȱmixing

thatȱcopyȱwithȱtheȱoriginal.ȱAppliedȱfrequentlyȱtoȱvocalȱtracks,ȱdubbing
canȱbeȱusedȱtoȱfleshȱoutȱaȱthinȱvoiceȱorȱtoȱmakeȱaȱsingleȱvoiceȱsoundȱlike
twoȱorȱmoreȱofȱtheȱsameȱvocalȱpersona,ȱorȱlikeȱtwoȱorȱmoreȱsidesȱofȱthe
sameȱvocalȱpersona.ȱDigitalȱdubbingȱhasȱnotȱreplacedȱ ‘real’ȱdubbing
practicesȱ inȱwhichȱtheȱartistȱphysicallyȱreȬrecordsȱtheȱsameȱpassageȱa
secondȱtimeȱonȱtoȱaȱdifferentȱtrack.ȱRealȱdubbingȱisȱusefulȱifȱaȱradically
differentȱoverdubȱisȱrequired,ȱforȱexampleȱifȱtheȱsingerȱneedsȱtoȱwhisȬ
perȱtheȱwordsȱhe/sheȱhasȱpreviouslyȱrecordedȱinȱsongȱsoȱthatȱlisteners
canȱhearȱtheȱmessageȱbothȱoutȱloudȱandȱinsideȱtheirȱheads.17ȱ

Oscillatoryȱeffectsȱ

OSCILLATORYȱEFFECTSȱareȱthoseȱthatȱaddȱrapidȱtoȬandȬfroȱmovementȱtoȱa
sound.ȱVIBRATOȱ involvesȱmicrotonalȱ oscillationȱ betweenȱ twoȱpitches
andȱ isȱusedȱ byȱ classicalȱ violinȱplayersȱ toȱ giveȱmoreȱ bodyȱ toȱ longer

16. Thereȱisȱmuchȱintersubjectiveȱagreementȱaboutȱtheȱringȱmodulator’sȱbellȬlikeȱeffect.ȱ
Theȱ‘sciȬfi’ȱconnotationȱisȱfromȱMcNameeȱ(2009)ȱwhoȱnotesȱthatȱringȱmodulationȱwasȱ
usedȱinȱ1963ȱtoȱproduceȱtheȱsoundȱofȱtheȱDaleksȱ(‘EXTERMINATE!’)ȱinȱtheȱBBCȱTVȱ
seriesȱDrȱWho.ȱStockhausen’sȱMixturȱ(1964)ȱisȱentirelyȱringȱmodulated,ȱasȱisȱtheȱguiȬ
tarȱsoloȱ(01:24Ȭ01:45)ȱinȱBlackȱSabbath’sȱParanoidȱ(1970).

17. ThisȱtechniqueȱwasȱusedȱextensivelyȱbyȱPeterȱGabriel,ȱforȱexampleȱtheȱlowerȱoctaveȱ
overdubbedȱinȱBigȱTimeȱandȱMercyȱStreetȱ(1986),ȱtheȱwhispersȱinȱIȱHaveȱTheȱTouchȱandȱ
RhythmȱOfȱTheȱHeatȱ(1982),ȱasȱwellȱasȱthoseȱmentionedȱinȱfootnoteȱ73,ȱp.ȱ300.
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tones.ȱTheȱwide,ȱwobbling,ȱslowȱvibratoȱthatȱwasȱonceȱfashionableȱasȱa
deviceȱofȱheightenedȱemotionȱamongȱMediterraneanȱoperaȱsingersȱ is
rareȱinȱpopularȱsong,ȱexceptȱforȱtheȱinfamousȱgospelȱjawȱwobbleȱapplied
toȱtheȱendȱofȱlongȱnotesȱbyȱvocalistsȱperformingȱslowȱballadsȱinvolving
theȱpublicȱpresentationȱofȱ‘deepȱpersonalȱfeelings’.18ȱTREMOLOȱinvolves
noȱchangeȱofȱpitchȱbutȱrapidȱoscillationsȱinȱtheȱLOUDNESSȱ(volume)ȱofȱa
note.ȱTremoloȱproducesȱmoreȱ ofȱ aȱpulsating,ȱ shuddering,ȱ or,ȱ asȱ the
nameȱsuggests,ȱtremblingȱratherȱthanȱwobblingȱsortȱofȱeffect.ȱ

Loudnessȱeffectsȱ

LOUDNESSȱEFFECTȱUNITSȱinȱcommonȱuseȱareȱCOMPRESSION,ȱLIMITING,ȱGATȬ
INGȱandȱtheȱVOLUMEȱPEDAL.ȱCOMPRESSIONȱbasicallyȱmakesȱloudȱsounds
weakerȱandȱweakȱsoundsȱ louder,ȱtherebyȱcompressingȱtheȱaudioȱsigȬ
nal’sȱ dynamicȱ range.ȱAnȱ audioȱ trackȱ canȱ beȱ compressedȱ toȱmakeȱ it
soundȱfullerȱandȱ‘tighter’ȱsoȱthatȱitȱstandsȱoutȱfromȱotherȱinputȱsources.
Compressionȱ isȱ alsoȱoftenȱ appliedȱ toȱ theȱ completeȱmix,ȱ toȱ anȱ entire
songȱorȱalbum,ȱevenȱtoȱtheȱentireȱoutputȱofȱaȱradioȱstation.ȱOverallȱcomȬ
pressionȱisȱusefulȱifȱtheȱmusicȱisȱtoȱbeȱheardȱinȱspacesȱcontainingȱaȱlot
ofȱextramusicalȱsound,ȱforȱexampleȱwhenȱdrivingȱaȱvehicle.19

LIMITERsȱ setȱaȱ ceilingȱ forȱ theȱmaximumȱ strengthȱofȱaȱ soundȱandȱare
mostlyȱusedȱtoȱavoidȱunwantedȱdistortion.ȱGATINGȱdoesȱtheȱopposite:ȱit
setsȱaȱminimumȱlevelȱofȱintensityȱbelowȱwhichȱnothingȱpassesȱthrough
intoȱaudioȱoutput.ȱByȱexcludingȱcertainȱelementsȱofȱaȱsound’sȱattack
andȱdecay,ȱgatingȱaltersȱtheȱtimbreȱofȱtheȱinputȱsignal.ȱAȱparticularly
commonȱgatingȱpracticeȱisȱtheȱGATEDȱREVERBȱthatȱhasȱoftenȱbeenȱapplied
toȱ drumȱ tracksȱ inȱ orderȱ toȱ createȱ aȱ bigger,ȱ moreȱ compactȱ sortȱ of
sound.20ȱStrongȱcompressionȱandȱgatedȱreverbȱonȱkickȱdrumȱtracksȱare
largelyȱresponsibleȱ forȱ theȱvoluminous,ȱsubȬbassȱBOOFȱsoundȱofȱelecȬ
tronicȱdanceȱmusic’sȱfourȬtoȬtheȬfloorȱ‘boochyȬboochy’ȱaesthetic.21ȱ

18. Thisȱpopȱvibratoȱmannerismȱwasȱusedȱby,ȱforȱexample,ȱtheȱlateȱWhitneyȱHoustonȱinȱ
TheȱBodyguardȱ(1992).ȱIt’sȱcalledȱgospelȱjawȱbecauseȱtheȱsinger’sȱjawȱisȱclearlyȱseenȱ
wobblingȱduringȱtheȱproductionȱofȱtheȱvibratoȱeffect.

19. Seeȱalsoȱnextȱparagraph,ȱincl.ȱftnt.ȱ21.ȱForȱexcessiveȱuseȱofȱcompressionȱandȱtheȱ
reductionȱofȱdynamicȱrange,ȱseeȱp.314ȱff.ȱ

20. Gatedȱreverbȱfiltersȱoutȱtheȱlater,ȱweakerȱandȱmoreȱdiffuseȱpartȱofȱreverberation.ȱ
Appliedȱtoȱdrumȱtracks,ȱit’sȱoftenȱcalledȱjustȱ‘gatedȱdrums’.ȱItȱcanȱbeȱheardȱinȱPeterȱ
Gabriel’sȱIntruderȱ(1980)ȱandȱinȱPhilȱCollins’ȱInȱTheȱAirȱTonightȱ(1981).
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TheȱVOLUMEȱPEDALȱletsȱinstrumentalistsȱadjustȱtheirȱoutputȱlevelȱwithȬ
outȱ havingȱ toȱ takeȱ theirȱ fingersȱ offȱ theȱ instrumentȱ they’reȱ playing.
Churchȱorganistsȱuseȱtheȱinstrument’sȱswellȱpedalȱtoȱadjustȱtheȱvolume

ofȱpassagesȱplayedȱonȱtheȱSwellȱmanualȱandȱguitaristsȱcanȱuseȱaȱvolume

pedalȱtoȱincreaseȱvolumeȱduringȱaȱsolo.ȱTheȱdeviceȱisȱalsoȱoftenȱusedȱto
changeȱtheȱtimbreȱofȱindividualȱnotes,ȱmostȱcommonlyȱbyȱweakening

orȱmutingȱ theirȱattackȱandȱshiftingȱ toȱfullȱvolumeȱforȱtheȱcontinuant.
Thisȱ technique,ȱ sometimesȱ calledȱ violining,ȱ canȱmakeȱ anȱ overdriven
electricȱguitarȱsoundȱaȱbitȱlikeȱaȱbowedȱviolin:ȱitȱproducesȱaȱswellȱeffect
thatȱseemsȱsmoother,ȱsofterȱ(notȱquieter),ȱrounder,ȱlessȱpercussive,ȱless
brash,ȱmoreȱetherealȱandȱmoreȱreflectiveȱthanȱtheȱuntreatedȱsound.22ȱ ȱ

Loudnessȱ

Theȱwordsȱ‘softerȱ(notȱquieter)’,ȱusedȱinȱtheȱpreviousȱsentence,ȱraiseȱthe
firstȱofȱseveralȱproblemsȱaboutȱtheȱadjectiveȱ loud.ȱTheȱfirstȱofȱtheseȱis
thatȱ loudȱ isȱaȱbitȱ likeȱ lightȱ(adj.),ȱwhoseȱoppositeȱcanȱbeȱeitherȱdarkȱor
heavy,ȱinȱthatȱitȱalsoȱhasȱtwoȱopposites:ȱsoftȱandȱquiet.ȱThereȱisȱinȱother
wordsȱaȱdifferenceȱbetweenȱtheȱmoreȱtimbralȬtactileȱ(loud/soft)ȱandȱthe
moreȱdynamicȬkineticȱ(loud/quiet)ȱaspectȱofȱ loud.ȱDynamicȬkineticȱhas
obviouslyȱtoȱdoȱwithȱenergy,ȱpowerȱandȱmovement,23ȱandȱthatȱisȱliterȬ
allyȱwhatȱLOUDNESSȱ isȱallȱabout,ȱatȱ leastȱinȱpoïeticȱterms.ȱItȱobviously
takesȱmoreȱenergyȱ toȱproduceȱaȱ loudȱ soundȱ thanȱaȱquietȱone:ȱ string
playersȱbowȱmoreȱenergetically,ȱpianistsȱhitȱtheȱkeysȱharder,ȱwindȱplayȬ
ersȱblowȱmoreȱforcefully,ȱandȱyourȱampȱusesȱmoreȱelectricityȱtoȱmake

strongerȱsoundȱwavesȱthatȱhaveȱgreaterȱamplitude.ȱThatȱmeansȱ inȱits
turnȱthatȱtheȱsoundsȱsoȱproducedȱcoverȱmoreȱthreeȬdimensionalȱspace
or,ȱtoȱbeȱmoreȱaccurate,ȱthatȱtheyȱliterallyȱoccupyȱaȱgreaterȱvolume.ȱVOLȬ
UMEȱandȱDYNAMICSȱareȱcommonlyȱusedȱasȱsynonymsȱforȱloudnessȱand
areȱconventionallyȱmeasuredȱinȱDECIBELSȱ(dB),ȱaȱunitȱwhich,ȱinȱacousȬ

21. SidechainingȱcompressedȱorȱgatedȱsoundsȱisȱalsoȱcommonȱinȱtheȱfourȬtoȬtheȬfloorȱ
aestheticsȱofȱelectronicȱdanceȱmusic.ȱTypicallyȱitȱinvolvesȱapplyingȱtheȱkickȱdrum’sȱ
inexorableȱpatternȱofȱreiteratedȱsubȬbassȱBOOFsȱtoȱotherȱtracksȱsoȱasȱtoȱcreateȱanȱ
effectȱofȱevenȱmoreȱrelentlessȱsynchronyȱandȱmonometricity;ȱseeȱalsoȱftnt.ȱ24.

22. MarkȱKnopflerȱusesȱtheȱvolumeȱpedalȱtoȱsuchȱeffectȱinȱBrothersȱInȱArmsȱ(DireȱStraits,ȱ
1985),ȱparticularlyȱatȱ2:15Ȭ2:21,ȱ2:39Ȭ2:45,ȱ3:58Ȭ4:04ȱandȱ4:11Ȭ4:22.ȱ

23. ̇ϾΑ΅ΐΖȱ(dynamis)ȱ=ȱpower/strength;ȱΎϟΑΗΖȱ(kinesis)ȱ=ȱmovement/motion.
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tics,ȱquantifiesȱsoundȱpressureȱlevelsȱinȱair.ȱTheseȱlevelsȱrangeȱfromȱthe
thresholdȱofȱhumanȱhearingȱ(0ȱdB),ȱthroughȱtheȱsoundȱof,ȱforȱexample,

rustlingȱleavesȱ(10ȱdB),ȱaȱwashingȱmachineȱ(60ȱdB),ȱaȱscreamingȱchild
(90ȱdB),ȱaȱhelicopterȱ(110ȱdB),ȱanȱaveragelyȱloudȱrockȱbandȱ(120ȱdB),ȱto
theȱthresholdȱofȱpainȱ(130ȱdB)ȱandȱaȱrocketȱlaunchȱ(180ȱdB).24ȱ

Anotherȱconceptualȱproblemȱwithȱloudnessȱisȱthatȱitȱisn’tȱjustȱaȱmatterȱof
simpleȱdecibels.ȱManyȱamplifiersȱusedȱtoȱcomeȱnotȱonlyȱwithȱtheȱstandȬ
ardȱvolumeȱcontrolȱ regulatingȱ theȱ totalȱaudioȱoutputȱ signalȱ strength
(measuredȱinȱdB),ȱbutȱalsoȱwithȱaȱknobȱorȱbuttonȱlabelledȱ ‘loudness’.
Theȱpointȱhereȱisȱthatȱsignalsȱatȱtheȱupperȱandȱlowerȱendsȱofȱtheȱaudible
frequencyȱrangeȱneedȱtoȱbeȱstrongerȱifȱtheyȱareȱtoȱbeȱheardȱasȱloudȱas
thoseȱinȱtheȱmiddle.ȱLoudnessȱcontrolȱcompensatedȱforȱthisȱidiosyncrasy
ofȱhumanȱhearingȱbyȱlettingȱlistenersȱboostȱ(moreȱdB)ȱthoseȱhighsȱand
lowsȱwithoutȱsimultaneouslyȱboostingȱmidȬrangeȱfrequencies.ȱByȱreguȬ
latingȱ theȱdecibelȱ levelȱofȱ soundsȱ atȱdifferentȱ frequencies,ȱ theȱ amp’s

loudnessȱcontrolȱalsoȱalteredȱtheȱtimbreȱofȱtheȱoverallȱoutput.ȱMoreȱreȬ
cently,ȱhowever,ȱloudnessȱhasȱbeenȱusedȱtoȱdenoteȱtheȱoverallȱeffectȱof
compressionȱ inȱaȱcompleteȱaudioȱproductionȱ(seeȱalsoȱp.312).ȱ Inȱ that
contextȱ it’sȱworthȱnotingȱ thatȱ theȱquestȱ forȱconstantȱmaximumȱ loudȬ
ness,ȱusingȱ radicalȱamountsȱofȱ compression,ȱhas,ȱ inȱmanyȱ recentȱ reȬ
cordingsȱ ofȱ rockȱ andȱ electronica,ȱ ledȱ toȱ aȱ reductionȱ inȱ theȱdynamic

rangeȱsoȱthatȱit’sȱnowȱinferiorȱtoȱthatȱofȱanȱEdisonȱcylinderȱrecording
fromȱ 1909ȱ (Vickers,ȱ 2010:ȱ 27).ȱWhetherȱ thisȱ trendȱ isȱ aȱmereȱ fadȱ or
whetherȱ itȱmeetsȱ aȱ needȱ amongȱ listenersȱ toȱ blockȱ theȱ extramusical

worldȱfromȱimpingingȱonȱanȱ‘absolute’ȱinternalȱexperienceȱinȱanȱexerȬ
ciseȱofȱacousticȱselfȬharmȱisȱaȱmatterȱthatȱcannotȱbeȱdiscussedȱhere.25ȱ

Soundȱsignalȱstrengthȱ(measurableȱinȱdB)ȱisȱonlyȱoneȱfactorȱdeterminȬ
ingȱtheȱrelativeȱloudnessȱorȱquietnessȱofȱwhatȱweȱhear.ȱTemporal,ȱtimȬ
bralȱ andȱ tonalȱparametersȱ areȱ allȱ atȱ leastȱ asȱ important,ȱ especiallyȱ if
loudnessȱisȱconsideredȱaesthesicallyȱinȱtermsȱofȱtheȱprominenceȱandȱauȬ
dibilityȱofȱoneȱstrandȱorȱ layerȱofȱsoundȱ inȱrelationȱ toȱothers.ȱMusical

24. dBȱmeasurementsȱtakenȱfromȱtheȱWikipediaȱentryȱdecibelȱandȱfromȱ‘Loudȱmusicȱandȱ
hearingȱdamage’ȱatȱabelard.org/hear/hear.php [both 110911].

25. Forȱaȱdiscussionȱofȱpossibleȱtonalȱaspectsȱofȱthisȱissue,ȱseeȱAntidepressantsȱandȱmusicalȱ
anguishȱmanagementȱ(Tagg,ȱ2004).



Tagg:ȱMusic’sȱMeaningsȱ—ȱ9.ȱTimbre,ȱloudnessȱandȱtonality 315

strandsȱwithȱclearȱrhythmic,ȱtonalȱandȱtimbralȱprofileȱsimplyȱstandȱout
moreȱthanȱthoseȱwithoutȱandȱcanȱseemȱlouder,ȱevenȱifȱtheirȱoutputȱsigȬ
nalȱ strengthȱ (dB)ȱ isȱ lowerȱ thanȱ thatȱofȱotherȱ strandsȱ inȱ theȱmusic.26

Loudnessȱisȱinȱshortȱaȱparameterȱofȱmusicalȱexpressionȱinȱwhichȱsignal
strengthȱ(dB)ȱisȱaȱcentralȱfactorȱbutȱwhichȱalsoȱreliesȱonȱcombinationsȱof
timbre,ȱpitch,ȱtoneȱandȱtimingȱtoȱproduceȱmaximumȱeffect.27

Takingȱloudnessȱasȱanȱaesthesicȱcategory,ȱtheȱobviousȱquestionsȱtoȱask
ofȱanȱanalysisȱpieceȱare:ȱHowȱloudȱisȱtheȱmusic?ȱIsȱtheȱmusicȱconstantly
loudȱorȱquiet?ȱIfȱnot,ȱwhichȱpassagesȱareȱlouderȱandȱwhichȱonesȱquiȬ
eter?ȱAreȱchangesȱfromȱloudȱtoȱquietȱorȱquietȱtoȱloudȱsuddenȱorȱgradȬ
ual?ȱWhich,ȱifȱany,ȱofȱtheȱstrandsȱinȱtheȱmusicȱareȱlouderȱthanȱothers?
Doȱanyȱindividualȱnotesȱorȱmotifsȱstandȱoutȱasȱlouderȱorȱstrongerȱthan
others?28ȱWhatȱeffectsȱareȱcreatedȱbyȱ theseȱdifferencesȱbetweenȱ loud
andȱquiet?ȱAreȱanyȱfeaturesȱofȱloudnessȱindicativeȱofȱaȱparticularȱtype
ofȱmusic?ȱ

Pitchȱandȱtonalityȱ

Pitchȱandȱtonality,ȱalreadyȱdefinedȱ(pp.275Ȭ276),ȱare,ȱalongȱwithȱnarraȬ
tiveȱformȱ(diataxis),ȱtheȱparametersȱofȱexpressionȱcoveredȱinȱmostȱdeȬ
tailȱbyȱconventionalȱmusicȱtheory.29ȱSinceȱI’veȱdealtȱatȱsomeȱlengthȱwith

tonalȱtopicsȱinȱEverydayȱTonalityȱ(Tagg,ȱ2009),ȱandȱsinceȱtheirȱexplanaȬ
tionȱisȱmoreȱlikelyȱtoȱinvolveȱpoïeticȱjargonȱthanȱhasȱbeenȱnecessaryȱso
farȱinȱthisȱbook,ȱthisȱsectionȱisȱstrippedȱtoȱitsȱbarestȱessentials.ȱ

26. Thisȱphenomenonȱisȱobviousȱinȱstreetȱdemonstrationsȱwhereȱslogansȱareȱcarriedȱ
muchȱmoreȱefficientlyȱaboveȱbackgroundȱtrafficȱnoiseȱifȱtheyȱareȱshoutedȱatȱaȱhigherȱ
pitch,ȱwithȱsharperȱtimbre,ȱandȱwithȱclearȱandȱconcertedȱrhythmicȱscanning.ȱ

27. SeeȱalsoȱunderȱREGISTERȱ(p.317).ȱTheȱrelationȱbetweenȱloudnessȱandȱtimbreȱisȱclearȱifȱ
youȱcompareȱtheȱsoundȱof,ȱsay,ȱaȱsoloȱviolinȱsampleȱwithȱthatȱofȱaȱrealȱviolin:ȱtheȱtimȬ
breȱofȱtheȱrealȱviolinȱplayedȱloudȱwillȱdifferȱfromȱthatȱofȱtheȱsameȱnoteȱplayedȱsoftȱ
whereasȱtheȱsample’sȱtimbreȱwillȱbeȱtheȱsameȱforȱboth.ȱThanksȱtoȱcomposerȱRayȱRusȬ
sellȱ()rayrussell.co.uk),ȱinȱconversationȱatȱHuddersfield,ȱ2012Ȭ01Ȭ13)ȱforȱthisȱinsight.ȱ

28. Seeȱalsoȱdynamicȱaccentȱunderȱ‘Emphasis/accentuation’ȱonȱpageȱ292.
29. Forȱexplanationsȱofȱthisȱgraphocentricȱphenomenonȱ(theȱ‘notatableȱparameters’),ȱseeȱ

‘Notation:ȱ“Iȱleftȱmyȱmusicȱinȱtheȱcar”’ȱ(pp.ȱ121Ȭ130).
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Pitchȱ

Pitchȱandȱoctaveȱ

PITCH,ȱasȱweȱalreadyȱsaw,ȱmeansȱtheȱperceivedȱ‘lowness’ȱorȱ‘highness’
ofȱaȱtoneȱandȱisȱmeasuredȱinȱcyclesȱperȱsecondȱorȱHertzȱ(Hz).ȱ440ȱHzȱis
internationallyȱagreedȱconcertȱpitch,ȱtheȱfrequencyȱofȱtheȱnoteȱaȱinȱthe
middleȱofȱtheȱhumanȱrangeȱofȱhearing.30ȱAsȱmentionedȱunderȱ‘Timbre’

(p.277),ȱtheȱfirstȱharmonicȱorȱovertoneȱ(2f)ȱhasȱaȱfrequencyȱtwiceȱthatȱof
itsȱfundamentalȱ(1f ).ȱForȱexample,ȱ880ȱHzȱ(a5,ȱtheȱnoteȱaȱinȱoctaveȱ5)ȱis
2fȱinȱrelationȱtoȱ1fȱatȱ440ȱHzȱ(a4,ȱaȱinȱoctaveȱ4)ȱwhich,ȱinȱitsȱturn,ȱisȱ2fȱin
relationȱtoȱ220ȱHzȱ(a3).ȱTheȱnoteȱnameȱforȱtheȱthreeȱpitchesȱ220ȱHz,ȱ440
Hzȱandȱ880ȱHzȱisȱidenticalȱ—a—ȱandȱtheȱpitchȱdifferenceȱbetweenȱany
givenȱpitchȱandȱanotherȱatȱtwiceȱorȱhalfȱitsȱfrequencyȱisȱoneȱOCTAVE.ȱSo,
a4ȱ(440ȱHz)ȱisȱoneȱoctaveȱaboveȱa3ȱ(220ȱHz)ȱandȱoneȱbelowȱa5ȱ(880ȱHz).

Anȱoctaveȱ isȱtheȱeighthȱnoteȱyouȱarriveȱatȱ ifȱyouȱascendȱaȱheptatonic
scaleȱstepȱbyȱstep,ȱforȱexample a b c d e f g a ,ȱwhereȱtheȱfirstȱa
isȱ‘1’ȱandȱtheȱsecondȱaȱisȱ‘8’,ȱorȱ‘1’ȱatȱtheȱstartȱofȱtheȱnextȱoctaveȱrange.

TheȱOCTAVEȱ isȱ aȱ centralȱ conceptȱ inȱmusicȱ forȱ atȱ leastȱ threeȱ reasons.
[1] Allȱknownȱmusicȱtraditionsȱtendȱtoȱtreatȱtwoȱpitchesȱanȱoctaveȱapart
asȱtheȱsameȱnoteȱinȱanotherȱregister :ȱmenȱareȱunderstoodȱtoȱbeȱsingingȱthe
sameȱtuneȱasȱwomenȱandȱchildrenȱifȱbothȱpartiesȱfollowȱtheȱsameȱpitch
contour.ȱ[2]ȱTheȱregisterȱandȱpitchȱrangeȱofȱaudibleȱfundamentalȱfreȬ
quenciesȱcanȱbeȱreferredȱtoȱbyȱoctaveȱ(a3,ȱb�4,ȱc�5,ȱetc.)ȱwithoutȱhaving
toȱthinkȱaboutȱcyclesȱperȱsecondȱ(Hz).31ȱ[3]ȱTheȱorganisationȱofȱpitchȱINȬ
TERVALS,ȱtheȱmostȱimportantȱdeterminantȱofȱdifferencesȱinȱtonalȱvocabȬ
ularyȱ (seeȱpp.ȱ322Ȭ332),ȱ isȱ conceptualisedȱwithinȱ theȱ frameworkȱofȱa
singleȱoctaveȱandȱisȱasȱaȱruleȱapplicableȱtoȱpitchesȱinȱanyȱoctave.

30. Humanȱhearingȱrangeȱ�ȱ20ȱHzȱȬȱ20,000ȱHzȱ(20ȱkHz).ȱRangesȱforȱotherȱmammals:ȱ40ȱȬȱ
60ȱkHzȱ(dogs),ȱ20ȱȬȱ10ȱkHzȱ(whales),ȱ20ȱHzȱȬȱ120ȱkHzȱ(bats),ȱ1ȱkHzȱȬȱ80ȱkHzȱ(mice).

31. Theȱpianoȱkeyboardȱspansȱjustȱoverȱeightȱoctavesȱfromȱa0ȱ(27.5ȱHz)ȱtoȱc8ȱ(4186ȱhz).ȱ
27.5ȱHzȱisȱnearȱtheȱlowerȱlimitȱofȱhumanȱhearingȱ(ftnt.ȱ30).ȱ4.2ȱkHzȱisȱfiveȱtimesȱlowerȱ
thanȱtheȱupperȱlimitȱbecauseȱperceptionȱofȱtimbreȱdifferenceȱbetweenȱhighȱnotesȱisȱ
impossibleȱifȱtheirȱovertonesȱexceedȱtheȱupperȱlimitȱofȱourȱtotalȱhearingȱrange.
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Pitchȱrangeȱandȱregisterȱ
PITCHȱRANGEȱmeansȱeither:ȱ[1]ȱtheȱrangeȱofȱpitchesȱbetweenȱtheȱlowest

andȱhighestȱnotesȱthatȱcanȱbeȱplayedȱonȱanȱinstrumentȱorȱsungȱbyȱaȱcerȬ
tainȱ(typeȱof)ȱvoice;ȱorȱ[2]ȱtheȱrangeȱofȱpitchesȱbetweenȱtheȱlowestȱand
highestȱnotesȱinȱaȱcertainȱstrandȱofȱmusic,ȱorȱinȱaȱparticularȱpassageȱor
pieceȱofȱmusic.ȱForȱexample,ȱtheȱpitchȱrangeȱofȱanȱoboeȱcoversȱalmost

threeȱoctavesȱ(fromȱb�3ȱ toȱg6),ȱandȱtheȱpitchȱrangeȱofȱtheȱ tuneȱHappy
Birthdayȱisȱtheȱsingleȱoctaveȱbetweenȱitsȱfirstȱnoteȱ(lowest)ȱandȱtheȱnote
onȱtheȱthirdȱoccurrenceȱofȱBIRTH[day]ȱ(highest).ȱMostȱpeopleȱhaveȱanȱefȬ
fectiveȱvocalȱrangeȱofȱjustȱunderȱtwoȱoctaves,ȱaȱrangeȱwhichȱnoȱwidely

sungȱmelodyȱexceeds.ȱTwoȱoctavesȱmayȱseemȱquiteȱpunyȱcomparedȱto
theȱtenȬoctaveȱrangeȱofȱaȱhumpbackȱwhale32ȱbutȱthereȱisȱanȱunmistakaȬ
bleȱdifferenceȱ inȱgesturalȱaffectȱbetweenȱtunesȱthatȱspanȱanȱoctaveȱor
moreȱ (expansive)ȱ andȱ thoseȱ thatȱ coverȱ noȱmoreȱ thanȱ aȱ thirdȱ (conȬ
strained).33ȱAlthoughȱpitchȱrangeȱ isȱmoreȱoftenȱappliedȱtoȱtheȱsortȱof
pitchȱspansȱjustȱmentioned,ȱitȱcanȱalsoȱbeȱusedȱ(seeȱChapterȱ12)ȱtoȱdeȬ
scribeȱoverallȱ impressionsȱofȱverticalȱ spaceȱ inȱ termsȱofȱorchestralȱor
chordalȱdensityȱandȱsparsity.
REGISTERȱisȱeasiestȱtoȱexplainȱbyȱexample.ȱDependingȱonȱhowȱyouȱcount
what,ȱ theȱaverageȱhumanȱvoiceȱusesȱbetweenȱ twoȱandȱfourȱregisters.
Apartȱ fromȱ theȱCHESTȱREGISTERȱandȱHEADȱREGISTER,ȱ soȱ calledȱbecause
that’sȱwhereȱtheȱsoundȱofȱ lowȱandȱhighȱnotesȱusuallyȱresonateȱinȱthe
singer’sȱbody,ȱit’sȱalsoȱpossibleȱtoȱspeakȱofȱaȱMIDȱREGISTERȱbetweenȱthe
two.ȱInȱaddition,ȱtheȱhumanȱvoiceȱhasȱaȱFALSETTOȱrangeȱthatȱbothȱoverȬ
lapsȱwithȱandȱextendsȱhigherȱthanȱtheȱheadȱregister.34ȱSinceȱdifferent
vocalȱregistersȱdrawȱonȱdifferentȱpartsȱofȱtheȱhumanȱanatomyȱtheyȱalso
produceȱdifferentȱtimbres:ȱREGISTERȱisȱinȱotherȱwordsȱaȱpitchȱrangeȱasȬ
sociatedȱwithȱparticularȱtimbralȱtraits.35

Theȱ largerȱ theȱ intervalȱ betweenȱ twoȱ consecutivelyȱ sungȱnotes,36ȱ the
moreȱlikelyȱitȱisȱthatȱthereȱwillȱbeȱaȱchangeȱofȱvocalȱregister.ȱForȱexamȬ

32. 20ȱHzȱ(bȬ1)ȱtoȱ10ȱkHzȱ(e9),ȱbeyondȱbothȱendsȱofȱaȱpianoȱkeyboardȱ(seeȱftnt.ȱ30).ȱ
33. Examplesȱofȱrestrictedȱpitchȱrange:ȱtheȱfirstȱtwoȱphrasesȱinȱChopin’sȱMarcheȱfunèbreȱ

(1839)ȱandȱtheȱmelodicȱlineȱofȱDaȱDooȱRonȱRonȱ(Crystals,ȱ1963)ȱcoverȱaȱthird.ȱAtȱtheȱ
expansiveȱendȱofȱtheȱspectrum,ȱtheȱMarseillaiseȱandȱAuldȱLangȱSyneȱspanȱaȱninth,ȱtheȱ
Internationaleȱaȱtenth,ȱSaintȱPatrick’sȱHymnȱanȱeleventh,ȱtheȱUSȱnationalȱanthemȱaȱ
twelfth,ȱandȱGabriel’sȱOboeȱ(Morricone,ȱ1986)ȱaȱthirteenth.ȱForȱexplanationȱofȱthirds,ȱ
fifths,ȱsixths,ȱelevenths,ȱetc.,ȱseeȱunderȱ‘Intervals’ȱ(p.ȱ322,ȱff.).ȱ
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ple,ȱaȱdeeplyȱfeltȱsighȱofȱrelief,ȱdelightȱorȱdespairȱhasȱtoȱdescendȱatȱleast
aȱ sixth,ȱ butȱ slidingȱ downȱ aȱmereȱ third,ȱ anȱ intervalȱ demandingȱ no
changeȱofȱvocalȱregister,ȱwillȱsoundȱmoreȱlikeȱanȱindifferentȱUHȬUHȱof
negationȱ orȱ acknowledgement.36ȱConversely,ȱ leapingȱ anȱ octaveȱ toȱ a
strongȱhighȱnoteȱ involvesȱaȱmoreȱexpansive,ȱproclamatoryȱUPWARDSȬ
ANDȬOUTWARDSȱgestureȱthanȱascendingȱaȱmereȱsecondȱorȱthird.36ȱSince
musicalȱinstrumentsȱalsoȱvaryȱinȱtimbreȱfromȱoneȱregisterȱtoȱanother,
patternsȱofȱvocalȱintonationȱandȱarticulation,ȱincludingȱ‘sighs’ȱandȱGOȬ
GETȬ’EMȱleaps,ȱcanȱbeȱexpressedȱwithoutȱinvolvingȱtheȱhumanȱvoice.37

Melodicȱcontourȱ
Melodicȱlines,ȱincludingȱmotifs,ȱbassȱlinesȱandȱriffs,ȱallȱhaveȱaȱpitchȱconȬ
tour,ȱi.e.ȱaȱpatternȱofȱupsȱandȱdownsȱofȱtheȱsortȱshownȱinȱFigureȱ9Ȭ1.
Contourȱpatternsȱcanȱbeȱtypicalȱforȱcertainȱmusicalȱstylesȱ(e.g.ȱtheȱtumȬ
blingȱstrainȱforȱblues)ȱandȱsomeȱcanȱbeȱrelatedȱtoȱconnotativeȱcategories
likeȱrecitationȱ(oftenȱ‘centric’)ȱorȱdreamȱ(‘wavy’).ȱInitialȱandȱfinalȱmotifs

(melodicȱcadenceȱfigures)ȱcanȱalsoȱbeȱindicativeȱofȱaȱparticularȱmusic

cultureȱorȱtypeȱofȱgesture.38ȱ

Hereȱareȱaȱfewȱbasicȱquestionsȱthatȱcanȱbeȱaskedȱaboutȱpitchȱinȱaȱpiece
ofȱmusic.ȱWhatȱareȱitsȱhighestȱandȱlowestȱpitches?ȱDoȱtheȱhighȱandȱlow

34. FALSETTOȱisȱnotȱstrictlyȱspeakingȱaȱvocalȱregisterȱbecauseȱitsȱphonationȱisȱdifferentȱtoȱ
thatȱofȱtheȱ‘normal’ȱsingingȱorȱspeakingȱvoice.ȱEachȱvocalȱregisterȱoverlapsȱtoȱsomeȱ
extentȱwithȱtheȱpitchȱrangeȱofȱitsȱneighbour[s].ȱDespiteȱthoseȱoverlaps,ȱit’sȱoftenȱhardȱ
toȱcontrolȱchangesȱfromȱoneȱregisterȱtoȱanother.ȱJustȱtryȱslidingȱsmoothlyȱ(glissando)ȱ
fromȱtheȱhighestȱtoȱtheȱlowestȱnoteȱyouȱcanȱproduceȱand,ȱasȱyourȱvoiceȱdescends,ȱ
you’llȱnoticeȱnotȱonlyȱchangesȱinȱtimbreȱbutȱalsoȱtheȱpointsȱatȱwhichȱyouȱhaveȱtoȱconȬ
trolȱyourȱvocalȱchordsȱsoȱasȱtoȱavoidȱsuddenȱbreaksȱorȱ‘hiccups’ȱasȱyouȱswitchȱfromȱ
oneȱregisterȱtoȱanotherȱ(passaggioȱorȱponticello).ȱYoungȱmenȱhaveȱtoȱlearnȱhowȱtoȱconȬ
trolȱthoseȱ‘hiccups’ȱofȱvocalȱregisterȱwhenȱtheirȱvoicesȱbreak.ȱLessȱcommonlyȱusedȱ
registersȱare:ȱ[1]ȱtheȱvocalȱfryȱregisterȱ(e.g.ȱRussianȱchoralȱbassȱaroundȱd2);ȱ[2]ȱtheȱ
whistleȱregisterȱ(e.g.ȱcoloraturaȱsopranosȱatȱc6ȱȬȱf6).ȱOtherȱvocalȱtechniquesȱincludeȱ
theȱsortsȱofȱovertoneȱsingingȱfoundȱinȱMongoliaȱ(‘throatȱsinging’/ˠ˽˽ːˆˇ)ȱandȱ
amongȱtheȱInuitȱ(katajjaq,ȱiirngaaq,ȱetc.).

35. Forȱorganists,ȱregistrationȱmeansȱtheȱdifferentȱsoundsȱobtainedȱbyȱpullingȱoutȱdifferȬ
entȱstopsȱorȱdrawbarsȱ(orȱbyȱselectingȱdifferentȱtabs).ȱThisȱuseȱofȱtheȱwordȱunderȬ
linesȱtheȱtimbralȱaspectȱofȱregister.

36. Intervalsȱareȱdiscussedȱonȱpagesȱ322Ȭ325.
37. Forȱsighingȱsixthsȱandȱproclamatoryȱhornȱwhoopsȱseeȱftnt.ȱ50ȱ(p.ȱ325).ȱ
38. SeeȱalsoȱLinguisticȱanaphones,ȱpp.ȱ489Ȭ491.ȱAllȱtheseȱparametersȱofȱexpressionȱareȱ

discussedȱinȱtheȱ‘Melody’ȱchapterȱofȱEverydayȱTonalityȱ(Tagg,ȱ2009:ȱ57Ȭ80).ȱ
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pitchesȱoccurȱatȱtheȱsameȱtime?ȱIfȱso,ȱhowȱwouldȱyouȱdescribeȱtheȱtexȬ
ture:ȱthin,ȱfull,ȱtopȱheavy,ȱbottomȱheavy,ȱallȱinȱtheȱmiddle,ȱwithȱnoȱmidȬ
dle?ȱIfȱpitchȱtextureȱvariesȱinȱtheȱpiece,ȱwhere,ȱhowȱandȱwhyȱdoesȱitȱdo
so?ȱWhichȱstrandsȱinȱtheȱmusicȱareȱinȱwhichȱregister[s]?ȱIsȱtheirȱpitch
rangeȱlargeȱandȱexpansiveȱorȱnarrowȱandȱconstrained?ȱAreȱthereȱany
noticeableȱintervallicȱupsȱorȱdownsȱ(disjunctȱmotionȱandȱchangesȱofȱregȬ
ister)ȱorȱdoȱtheȱmusic’sȱdifferentȱstrandsȱmoveȱinȱsmallȱstepsȱ(conjunct
motion)?ȱ Howȱ wouldȱ youȱ describeȱ theȱ pitchȱ contoursȱ ofȱ melodic

strandsȱinȱtheȱmusic?ȱDoȱtheyȱsuggestȱaȱcertainȱstyleȱofȱmusic?ȱDoȱany
ofȱtheȱaboveȱsuggestȱanyȱsortȱofȱgesturalȱaffect?ȱIfȱso,ȱwhich?ȱ

Fig. 9-1.Melodic phrase contour types 

Tonalityȱ
Tonalityȱmeansȱtheȱwayȱinȱwhichȱtonesȱ(notesȱwithȱdiscernibleȱfundaȬ
mentalȱpitch)ȱareȱconfigured.ȱNow,ȱsinceȱtheȱoctaveȱisȱcrossȬculturally
acceptedȱasȱpresentingȱtheȱsameȱnoteȱinȱanotherȱregister,ȱdifferencesȱof
tonalityȱbetweenȱmusicalȱstylesȱandȱculturesȱcanȱusuallyȱbeȱunderstood
byȱexaminingȱhowȱ tonesȱareȱarrangedȱwithinȱanyȱoctaveȱandȱ inȱhow
thoseȱtonesȱareȱtreated,ȱforȱexampleȱinȱtermsȱofȱwhichȱonesȱareȱheardȱas
soundingȱappropriateȱorȱinappropriateȱtogetherȱorȱinȱsequence.ȱ

Now,ȱ ifȱmusic,ȱasȱI’veȱrepeatedlyȱargued,ȱ isȱnoȱmoreȱaȱuniversalȱ lanȬ
guageȱthanȱlanguageȱitself,ȱitȱcanȱalsoȱbeȱarguedȱthatȱtonalityȱis,ȱwith

theȱexceptionȱofȱtheȱoctave,ȱtheȱleastȱuniversalȱaspectȱofȱmusicalȱstrucȬ
turationȱandȱexpression.ȱForȱexample,ȱthoseȱofȱusȱbroughtȱupȱinȱtheȱurȬ
banȱWestȱareȱlikelyȱtoȱhearȱmostȱnotesȱplayedȱonȱgamelanȱinstruments
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asȱoutȱofȱtune,ȱevenȱthoughȱgamelanȱmusiciansȱtakeȱgreatȱcareȱtoȱenȬ
sureȱtheirȱpitchesȱconformȱtoȱtheȱappropriateȱtraditionȱandȱfunctionȱof
theirȱmusic.39ȱCloserȱtoȱhome,ȱsomeȱofȱmyȱmusicȱstudentsȱhaveȱraised
eyebrowsȱatȱoldȱrecordingsȱofȱwhiteȱAppalachianȱorȱAfricanȬAmerican

vocalistsȱwhoȱtheyȱhearȱsingingȱ‘outȱofȱtune’,ȱorȱ‘inȱtheȱcracksȱbetween

notes’ȱwhenȱnothingȱoutȱofȱtuneȱorȱ‘inȬbetween’ȱwasȱeitherȱintendedȱor
heardȱinȱtheȱoriginalȱcontext.40ȱAsȱforȱnormsȱaboutȱwhichȱtonesȱsound
goodȱ togetherȱ orȱ inȱ succession,ȱ pleaseȱ listenȱ againȱ toȱ theȱ Bulgarian
womenȱ singingȱ theirȱhappyȱharvestȱ song:*ȱ theyȱderiveȱmuchȱ cheer
fromȱtheȱsortȱofȱsemitoneȱdyadsȱthatȱwe’reȱmoreȱusedȱtoȱhearȱasȱharsh
clashesȱinȱunderscoreȱforȱaȱhorrorȱfilm.41ȱInȱshort,ȱsinceȱtonalityȱvaries
soȱgreatlyȱfromȱoneȱstyleȱorȱcultureȱtoȱanother,ȱthereȱisȱnoȱgoodȱreason
toȱassumeȱ thatȱ theȱ tonalȱconventionsȱofȱourȱownȱ traditionȱ—ofȱwhat

constitutesȱbeingȱinȱorȱoutȱofȱtune,ȱofȱwhatȱsoundsȱconsonantȱorȱdissoȬ
nant,ȱpleasantȱorȱunpleasant,ȱetc.,ȱhoweverȱ‘natural’ȱorȱintuitiveȱitȱmay

allȱsoundȱtoȱus—ȱshouldȱapplyȱtoȱothers.42

Tonalityȱisȱalsoȱprobablyȱtheȱmostȱdifficultȱaspectȱofȱstructurationȱfor
nonȬmusosȱ tryingȱ toȱgetȱ toȱgripsȱwithȱmusicalȱmeaning.ȱThereȱareȱat
leastȱfourȱreasonsȱforȱthisȱproblem:ȱ[1]ȱconventionalȱmusicologyȱhasȱdeȬ
velopedȱaȱsizeableȱarsenalȱofȱtermsȱrelevantȱtoȱtonalityȱinȱtheȱeuroclasȬ
sicalȱ tradition;ȱ [2]ȱ thoseȱ termsȱcanȱbeȱproblematic,ȱevenȱethnocentric,
andȱneedȱcriticalȱdiscussion;43ȱ[3]ȱsuchȱdiscussionȱinvolvesȱotherȱspeȬ
cialistȱtermsȱinȱneedȱofȱexplanation;ȱ[4]ȱtonalȱphenomenaȱareȱvirtually
impossibleȱtoȱexplainȱinȱwritingȱwithoutȱresortingȱtoȱmusicalȱnotation
which,ȱasȱweȱsawȱearlier,ȱdevelopedȱ toȱgraphicallyȱencodeȱaspectsȱof
musicalȱstructureȱthatȱareȱhardȱtoȱmemorise,ȱespeciallyȱsequencesȱofȱpitch
(p.122).ȱThat’sȱwhy,ȱafterȱaȱfewȱinitialȱwordsȱofȱpracticalȱadvice,ȱtheȱnext
fewȱpagesȱprovideȱnoȱmoreȱthanȱanȱextremelyȱrudimentaryȱsummary

ofȱsomeȱofȱtheȱmostȱimportantȱaspectsȱofȱtonality.ȱ

39. SeeȱSimpsonȱ(2010)ȱSlendroȱ&ȱPelogȱTuningsȱ'3Ku9iH2pU9g [110917].
40. HearȱQuittin’ȱTimeȱSongȱ1ȱ(Lomaxȱ&ȱBotkin,ȱ1943)ȱandȱTheȱLostȱSoulȱ(Watson,ȱ1963).
41. MusikȱfrånȱBulgarienȱ(1965)ȱ'Taggȱ(2011e),ȱincludingȱdescription.ȱSeeȱalsoȱp.ȱ181.
42. Seeȱalsoȱsectionȱonȱmusicalȱuniversalsȱ(pp.ȱ47Ȭ50)ȱandȱonȱtheȱdifferenceȱbetweenȱ

instinctȱandȱintuitionȱ(pp.ȱ69Ȭ70).ȱ
43. Seeȱ‘TroublesȱwithȱTonalȱTerminology’ȱ(Tagg,ȱ2011).

http://www.youtube.com/watch?v=34ZHJj0lW0I
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So,ȱwhatȱ canȱ youȱdoȱ asȱ aȱ nonȬmusoȱ ifȱ yourȱ analysisȱpieceȱ contains
somethingȱyouȱhearȱ inȱ termsȱofȱaȱmood,ȱgestureȱorȱ connotationȱbut
whichȱseemsȱtoȱbeȱaȱtonalȱissueȱmoreȱthanȱaȱmatterȱofȱspeed,ȱrhythm,

periodicity,ȱ loudness,ȱ timbre,ȱnarrativeȱ formȱ (diataxis),ȱauralȱstaging,
orȱanyȱofȱ theȱotherȱparametersȱmoreȱconduciveȱ toȱaesthesicȱdescripȬ
tion?ȱCouldȱ itȱbeȱaȱquestionȱofȱmodeȱ (major,ȱminor,ȱpentatonic,ȱetc.),
harmonicȱ idiomȱ (e.g.ȱeuroclassical,ȱ romantic,ȱavantȬgarde,ȱ jazz,ȱ rock,
etc.)ȱ orȱwhat?ȱ Iȱwouldȱ initiallyȱ suggestȱ theȱ following.ȱ [1]ȱDon’tȱ be
alarmed:ȱ tonalȱ parametersȱ aren’tȱ necessarilyȱ theȱmostȱ importantȱ in
yourȱ analysisȱ piece.ȱ [2]ȱReadȱ relevantȱ passagesȱ inȱ Everydayȱ Tonality
(Tagg,ȱ2009)ȱtoȱseeȱifȱyouȱcanȱfindȱanyȱanswersȱtoȱyourȱproblem.ȱ[3]ȱUse
theȱUNEQUIVOCALȱTIMECODEȱPLACEMENTȱtipsȱ(p.ȱ256,ȱff.)ȱtoȱfocusȱonȱthe
tonalȱfeaturesȱyou’veȱidentifiedȱasȱpotentiallyȱmeaningfulȱand,ȱifȱneed
be,ȱaskȱaȱmusicianȱforȱhelpȱinȱidentifyingȱandȱnamingȱthem.ȱ[4]ȱMake

valiantȱeffortsȱtoȱreadȱandȱunderstandȱtheȱnextȱfewȱpages.

Tuningȱsystems
Muchȱofȱ theȱmusicȱweȱhearȱ inȱ theȱurbanȱWest

conformsȱtoȱtheȱconventionȱofȱEQUALȬTONEȱTUNȬ
INGȱ(a.k.a.ȱEQUALȬTONEȱTEMPERAMENT)ȱwhichȱdiȬ
videsȱ theȱoctaveȱ intoȱ twelveȱequalȱandȱslightly
doctoredȱsemitoneȱintervalsȱarrangedȱonȱaȱpiano
keyboardȱinȱtheȱfamiliarȱpatternȱofȱsevenȱwhite

andȱfiveȱblackȱnotes,ȱasȱshownȱinȱfigureȱ9Ȭ2.ȱThe
twelveȱpitchesȱinȱJUSTȬTONEȱTUNING,ȱonȱtheȱother

hand,ȱareȱbasedȱonȱmoreȱ‘natural’ȱfrequencyȱratios.ȱJustȬtoneȱtuningȱis
suitedȱtoȱstylesȱinvolvingȱnoȱmoreȱthanȱsevenȱdifferentȱnotesȱtoȱtheȱocȬ
tave,ȱ asȱwithȱmanyȱ typesȱofȱblues,ȱbluegrass,ȱbluesȬbasedȱ rock,ȱ folk
rock,ȱnotȱtoȱmentionȱtheȱtraditionalȱmusicsȱofȱAfrica,ȱtheȱArabȱworld,

theȱBalkans,ȱtheȱBritishȱIsles,ȱtheȱIndianȱsubcontinent,ȱScandinavia,ȱetc.
JustȬtoneȱ tuningȱ oftenȱ soundsȱmoreȱ ‘open’,ȱ ‘bright’ȱ andȱ ‘clean’ȱ than
equalȬtoneȱtuning,ȱespeciallyȱifȱdronesȱareȱinvolvedȱ(p.337,ff.).ȱ

Fig. 9-2. Piano keyboard: 
one octave
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Intervalsȱ

Inȱ everydayȱ speechȱ INTERVALȱmeansȱ theȱ ‘horizontal’ȱgapȱ inȱ timeȱbeȬ
tweenȱtwoȱevents.ȱInȱmusicȱtheory,ȱINTERVALȱrefersȱtoȱtheȱ‘vertical’ȱdisȬ
tanceȱ inȱ pitchȱ betweenȱ twoȱ tones.ȱ Inȱ Westernȱ musicȱ theory,ȱ pitch
intervalsȱ areȱ expressedȱ asȱ ordinalȱnumbersȱbasedȱ onȱ theȱheptatonic
(sevenȬnote)ȱscaleȱandȱonȱtheȱinclusiveȱprinciplesȱofȱRomanȱcounting.
Twoȱnotesȱatȱtheȱsameȱpitchȱ(noȱdifference)ȱareȱinȱUNISONȱ(unumȱ=ȱone),
aȱdifferenceȱofȱoneȱtoneȱbetweenȱtwoȱpitchesȱisȱcalledȱaȱsecond,ȱaȱdifferȬ
enceȱofȱtwoȱtonesȱaȱthird,ȱandȱsoȱonȱuntilȱyouȱreachȱaȱdifferenceȱofȱseven
tonesȱatȱanȱintervalȱcalledȱnotȱseventhȱbutȱoctave.44ȱOfȱcourse,ȱaȱquick
lookȱatȱtheȱpianoȱkeyboardȱ(fig.ȱ9Ȭ2,ȱp.ȱ321)ȱrevealsȱthatȱtheȱoctaveȱconȬ
tainsȱnotȱonlyȱsevenȱwhiteȱnotesȱbutȱalsoȱfiveȱblackȱones.ȱEachȱofȱthose
twelveȱnotesȱisȱatȱanȱintervalȱofȱoneȱsemitoneȱ(oneȱfretȱonȱguitar)ȱfrom
itsȱneighboursȱaboveȱandȱbelow.ȱThisȱmeansȱ thatȱ someȱofȱ theȱ seven
standardȱ intervalȱ namesȱ (especiallyȱ seconds,ȱ thirds,ȱ sixthsȱ andȱ sevȬ
enths)ȱneedȱsomeȱsortȱofȱqualification.ȱForȱexample,ȱtheȱdifferenceȱbeȬ
tweenȱaȱminorȱandȱmajorȱ thirdȱ inȱ relationȱ toȱ theȱmusic’sȱKEYNOTEȱor
TONIC,ȱanȱintervalȱofȱthreeȱandȱfourȱsemitonesȱrespectively,ȱisȱatȱtheȱbaȬ
sisȱofȱnotionsȱaboutȱtheȱcharacterȱofȱminorȱandȱmajorȱtonality.45ȱ

Intervalsȱcanȱalsoȱbeȱexpressedȱinȱtermsȱofȱfrequencyȱratio,ȱasȱshownȱin
columnȱ4ȱofȱtableȱ9Ȭ1ȱ(p.ȱ323)ȱwhichȱsetsȱoutȱtheȱtwelveȱintervalsȱinside
anȱoctaveȱwhoseȱtonicȱ(doh)ȱI’veȱsetȱtoȱtheȱnoteȱc.ȱColumnȱ1ȱshowsȱthe
namesȱofȱtheȱtwelveȱnotes,ȱbothȱwhiteȱandȱblack,ȱcolumnȱ2ȱtheȱnumber

ofȱsemitonesȱseparatingȱeachȱnoteȱfromȱtheȱlowȱtonicȱonȱc,ȱandȱcolumn

3ȱtheȱheptatonicȱscaleȱdegreeȱinȱrelationȱtoȱthatȱsameȱc,ȱforȱexampleȱ‘�3’
(‘flatȱthree’)ȱforȱtheȱnoteȱe�ȱ(‘Eȱflat’),ȱ‘5’ȱ(‘five’)ȱforȱg.ȱColumnȱ5ȱpresents
theȱfullȱnameȱofȱeachȱinterval,ȱaccordingȱtoȱconventionalȱWesternȱmusic

theory,ȱalsoȱinȱrelationȱtoȱtheȱlowȱtonicȱonȱc.

44. Romanȱ(inclusive)ȱcountingȱoccursȱalsoȱinȱexpressionsȱlikeȱquinzeȱjoursȱ(=ȱ15ȱdaysȱ
andȱFrenchȱforȱaȱfortnightȱorȱ14ȱdays)ȱasȱwellȱasȱinȱtheȱsubstringȱfunctionȱsyntaxȱofȱ
computerȱsourceȱcode,ȱe.g.ȱifȱx = "Monday" then SUBS(x,4,3) = "day".ȱNoteȱalsoȱthatȱtheȱ
musicalȱintervalsȱ9th,ȱ10th,ȱ11th,ȱ12th,ȱ13thȱandȱ15thȱareȱequivalentȱtoȱanȱoctaveȱplusȱ
aȱ2nd,ȱ3rd,ȱ4th,ȱ5th,ȱ6thȱandȱanȱoctaveȱrespectively.ȱ

45. Forȱmoreȱonȱmajorȱandȱminor,ȱseeȱp.ȱ264ȱandȱp.ȱ325,ȱff.ȱAnotherȱexampleȱofȱintervalȬ
licȱaffectȱisȱtheȱTRITONE,ȱanȱintervalȱofȱsixȱsemitones,ȱthatȱwasȱdubbedȱdiabolusȱinȱ
musicaȱfromȱtheȱmiddleȱagesȱuntilȱtheȱ19thȱcentury;ȱseeȱalsoȱTLTTȱ(580Ȭ588).ȱForȱ
intervallicȱaffectȱinȱeuroclassicalȱmusicȱseeȱCookeȱ(1959,ȱpassim).ȱ
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Table 9-1.Western intra-octave intervals: a selection in just temperament 
and descending order with tonic (keynote) set to C.46

Thisȱtableȱreveals,ȱforȱexample,ȱ thatȱe�ȱ(columnȱ1)ȱ isȱthreeȱsemitones

(columnȱ2)ȱaboveȱc.ȱAsȱshownȱinȱcolumnȱ5,ȱanȱintervalȱspanningȱthree
semitonesȱisȱalsoȱknownȱasȱaȱminorȱthird,ȱorȱ�3ȱ(‘flatȱthree’)ȱforȱshort
(columnȱ3).ȱGivenȱthatȱconcertȱpitchȱforȱmiddleȱcȱisȱ261.63ȱHz,ȱthatȱe�
isȱaȱminorȱthirdȱ(threeȱsemitones)ȱaboveȱcȱ(columnsȱ2,ȱ3,ȱ5),ȱandȱthatȱthe
pitchȱfrequencyȱratioȱforȱaȱminorȱthirdȱisȱ6:5ȱ(columnȱ4),ȱe�ȱshouldȱbe
pitchedȱatȱ313.96ȱHzȱ({6×261.63}÷5).ȱAndȱsoȱitȱis,ȱatȱleastȱ‘naturally’,ȱexȬ
ceptȱthat,ȱlikeȱtheȱmajorȱthirdȱ(5:4)ȱ—asȱwellȱasȱtheȱtwoȱsixths,ȱtheȱminor

seventhȱandȱtheȱmajorȱsecond—,ȱtheȱminorȱthirdȱhasȱbeenȱdoctoredȱto
fitȱ intoȱtheȱsystemȱofȱequalȬtoneȱtemperamentȱthatȱhasȱbeenȱ inȱwideȬ
spreadȱuseȱinȱtheȱWestȱsinceȱaroundȱ1800.47ȱIntervalsȱwithȱmoreȱcomȬ

1.ȱ
Noteȱname
(dohȱ=ȱc)

2.ȱSemiȬ
tones

aboveȱdoh

3.ȱScaleȱ
degree

shorthand

4.ȱFrequency
ratioȱtoȱ
lowerȱtonic

5.ȱMusicȱtheoryȱintervalȱname
(hereȱinȱrelation
toȱlowerȱtonicȱonȱc)

c 12 8 2:1 octave

b 11 �7ȱȱȱȱȱȱȱȱȱȱȱ 15:8 majorȱseventh
b� 10 �7 9:5 minorȱseventh
a 9 �6 5:3 majorȱsixth

a� 8 �6 8:5 minorȱsixth
g 7 5 3:2 perfectȱfifth
g�ȱ
f�

6

6

�5
�4

45:32

45:32

tritoneȱorȱdiminishedȱfifth
orȱaugmentedȱfourth

f 5 4 4:3 perfectȱfourth
e 4 �3 5:4 majorȱthird

e� 3 �3 6:5 minorȱthird
d 2 �2 9:8 majorȱsecondȱorȱwholeȱtone

d� 1 �2 25:24 minorȱsecondȱorȱsemitone

c 0 1 1:1 primeȱorȱunison

46. Pleaseȱnoteȱthatȱtheȱtonicȱcanȱbeȱsetȱtoȱanyȱofȱtheȱoctave’sȱtwelveȱpitchesȱbyȱshiftingȱ
theȱverticalȱpositionȱofȱnoteȱnamesȱinȱcolumnȱ1ȱbutȱleavingȱcolumnsȱ2Ȭ5ȱunchanged.ȱ
Pleaseȱalsoȱbeȱawareȱthatȱmusiciansȱandȱmusicȱscholarsȱoftenȱmentionȱintervalsȱ
largerȱthanȱtheȱoctaveȱ(ninths,ȱtenths,ȱetc.).ȱTheseȱrarelyȱextendȱbeyondȱtheȱthirteenthȱ
(anȱoctaveȱplusȱaȱsixth)ȱandȱneverȱbeyondȱtheȱfifteenthȱ(twoȱoctaves).ȱ

47. EqualȬtoneȱtemperamentȱstemsȱbasicallyȱfromȱdevelopmentsȱinȱeuroclassicalȱharȬ
mony.ȱForȱexample,ȱtheȱg�ȱinȱanȱEȱmajorȱtriadȱhadȱtoȱbeȱatȱexactlyȱtheȱsameȱpitchȱasȱ
theȱa�ȱinȱanȱFȱminorȱtriad.ȱPleaseȱnoteȱthatȱJ.ȱS.ȱBachȱcomposedȱexplicitlyȱforȱequalȬ
toneȱtemperamentȱasȱearlyȱasȱ1721ȱ(DasȱWohltemperierteȱKlavier)ȱbutȱthatȱthisȱworkȱ
didȱnotȱappearȱinȱprintȱbeforeȱ1801ȱ(Bach,ȱ1721,ȱ1744).ȱ
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plexȱpitchȱratiosȱthanȱ6:5ȱ—inȱparticularȱtheȱminorȱsecondȱ(25:24),ȱthe
majorȱseventhȱ(15:8)ȱandȱtheȱtritoneȱ(45:32)—ȱareȱsubjectedȱtoȱgreater
adjustmentȱ inȱequalȬtoneȱ temperament,ȱbutȱ theȱ fourthȱ (4:3)ȱandȱ fifth
(3:2)ȱareȱadjustedȱbyȱminimalȱamountsȱwhileȱtheȱoctaveȱratioȱofȱ2:1ȱis
leftȱentirelyȱinȱtact.ȱ

Now,ȱitȱmayȱwellȱbeȱthatȱtheȱsimpleȱacousticȱratiosȱforȱfourthsȱandȱfifths
makeȱthemȱmoreȱlikelyȱcandidatesȱthanȱmajorȱseventhsȱorȱminorȱsecȬ
ondsȱ (semitones)ȱ forȱ crossȬculturalȱ treatmentȱasȱ consonances.ȱWalter

Werzowa,ȱ creatorȱ ofȱ theȱ famousȱ fourȬnoteȱ Intelȱ Insideȱ audioȱ logo
d��g�!d��a�ȱcertainlyȱthoughtȱso:ȱ‘it’sȱtheȱfourthȱandȱtheȱfifthȱthat
areȱtheȱmostȱcommonȱintervalsȱinȱeveryȱculture’,ȱheȱsaid.48ȱHowever,ȱas
weȱalreadyȱknow,ȱfourthsȱandȱfifths,ȱwithȱtheirȱsimpleȱ ‘natural’ȱpitch
ratios,ȱareȱnotȱusedȱ inȱeveryȱmusicȱcultureȱevenȱ thoughȱ theyȱmayȱbe
commonȱinȱmost.49ȱWeȱalsoȱknow,ȱatȱtheȱoppositeȱendȱofȱtheȱspectrum,

thatȱsemitoneȱdyads,ȱwithȱ theirȱcomplexȱpitchȱratios,ȱareȱnotȱconsidȬ
eredȱdissonantȱ inȱeveryȱmusicȱcultureȱevenȱ ifȱ theyȱmayȱbeȱ treatedȱas
suchȱ inȱmanyȱ others.49ȱTurningȱ toȱ receivedȱwisdomȱ aboutȱ ourȱ own

Westernȱtonalȱtraditions,ȱmanyȱfindȱtheȱsuperimposedȱmajorȱandȱmiȬ
norȱdyadsȱconstitutingȱaȱmajorȱ‘commonȱtriad’ȱ(e.g.ȱcȬeȬg, dȬf�Ȭa)ȱso
intuitivelyȱnormalȱthatȱtheyȱassumeȱtheȱsoundsȱtoȱbeȱ‘natural’ȱconsoȬ
nancesȱevenȱthoughȱbothȱtypesȱofȱthirdȱhaveȱrelativelyȱcomplexȱpitch
ratiosȱ(5:4ȱandȱ6:5)ȱthatȱhaveȱalsoȱbeenȱdoctoredȱinȱequalȬtoneȱtuning.
ExtremeȱcautionȱisȱinȱotherȱwordsȱrecommendedȱsoȱthatȱculturallyȱacȬ
quiredȱ intuitionȱ isȱnotȱ confusedȱwithȱ theȱnaturalȱ scienceȱofȱacoustic
physics.ȱNoneȱofȱwhich,ȱofȱcourse,ȱpreventsȱparticularȱ intervalsȱfrom
havingȱparticularȱeffectsȱinsideȱoneȱandȱtheȱsameȱmusicalȱculture.

Althoughȱit’sȱimpossibleȱhereȱtoȱdoȱmoreȱthanȱscratchȱtheȱsurfaceȱofȱthe
topic,ȱtwoȱaspectsȱofȱINTERVALLICȱAFFECT,ȱbothȱrelatingȱtoȱtheȱlinguistic
domainȱofȱrepresentation,ȱareȱeasyȱ toȱobserveȱandȱusefulȱ inȱsemiotic

musicȱanalysis.50ȱTheȱfirstȱofȱtheseȱhasȱtoȱdoȱwithȱtheȱfactȱthatȱsomeone

48. Werzowaȱ(2008).ȱTheȱintervalȱbetweenȱd�ȱandȱg�ȱisȱaȱfourth,ȱbetweenȱd�ȱandȱa�ȱaȱ
fifth.ȱTheȱjingle’sȱinitialȱ‘blang’ȱchordȱprecedingȱtheȱfourȬnoteȱtransscansionȱ‘Intelȱ
inside’ȱ(seeȱpp.ȱ489Ȭ490)ȱconsistsȱofȱallȱthreeȱconstituentȱnotesȱ(d�,ȱg�,ȱa�ȱorȱ1,ȱ4,ȱ5).

49. I’mȱreferringȱtoȱgamelanȱtuningsȱandȱtoȱtheȱsemitoneȱdyadsȱsungȱbyȱwomenȱinȱpartsȱ
ofȱruralȱBulgaria;*ȱseeȱpp.ȱ47,ȱff.,ȱ180Ȭ182,ȱSimpsonȱ(2010)ȱandȱTaggȱ(2011e).

http://www.youtube.com/watch?v=34ZHJj0lW0I
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expressingȱsurprise,ȱenthusiasm,ȱfright,ȱfrustrationȱorȱindignationȱwill

normallyȱ speakȱusingȱaȱwiderȱpitchȱ rangeȱ thanȱ someoneȱ expressing
boredom,ȱdepression,ȱindifferenceȱorȱresignation.ȱInȱotherȱwords,ȱaȱmeȬ
lodicȱ line,ȱ instrumentalȱorȱvocal,ȱ thatȱ containsȱ largeȱ intervallicȱ leaps
andȱboundsȱisȱmoreȱlikelyȱtoȱbeȱheardȱinȱtermsȱofȱheightenedȱemotional

energyȱthanȱoneȱthatȱdoesn’t.ȱHowever,ȱtheȱaffectiveȱprecisionȱofȱthat
energyȱ(interestȱorȱindignation,ȱsurpriseȱorȱshock,ȱetc.)ȱwillȱdependȱon
mattersȱ ofȱ relativeȱ consonanceȱ orȱ dissonance,ȱ asȱwellȱ asȱ onȱ timbre,

loudness,ȱrhythm,ȱtempo,ȱsurfaceȱrate,ȱandȱofȱTONALȱVOCABULARY.ȱ

Tonalȱvocabulary:ȱmodesȱandȱkeysȱ

TONALȱ VOCABULARYȱ (a.k.a.ȱ ‘pitchȱ pool’)ȱmeansȱ theȱ storeȱ ofȱ different
pitchesȱusedȱtoȱcreateȱtonalȱstructuresȱinȱaȱbodyȱofȱmusic,ȱbeȱitȱaȱphrase,
passage,ȱworkȱorȱanȱentireȱstyle.ȱAsȱmentionedȱearlier,ȱsomeȱtraditions
useȱtonalȱvocabulariesȱunfamiliarȱtoȱWesternȱearsȱinȱthatȱtheyȱcontain
pitchesȱ thatȱdon’tȱmatchȱ theȱ twelveȱsemitonesȱofȱWesternȱequalȬtone
temperament,ȱ whileȱ otherȱ traditionsȱ useȱ ‘our’ȱ twelveȱ semitonesȱ in
waysȱthatȱcanȱstrikeȱusȱasȱstrangeȱorȱexotic.ȱOneȱwayȱofȱgettingȱtoȱgrips
withȱ theseȱ importantȱsemioticȱdifferencesȱ inȱ tonicalȱmusicȱ isȱ toȱdistil
tonalȱvocabularyȱdownȱtoȱsingleȱoccurrencesȱofȱeachȱconstituentȱpitch
andȱtoȱarrangeȱthoseȱpitches,ȱnormallyȱinȱascendingȱscalarȱorder,ȱinside
oneȱoctave.51ȱAȱMODEȱisȱsimplyȱtheȱmanageableȱconceptualȱunitȱresultȬ
ingȱ fromȱ thatȱ processȱ ofȱ distillationȱ andȱ ordering.ȱ Pleaseȱ noteȱ that
modesȱ canȱbeȱusedȱ toȱdesignateȱ tonalȱvocabulariesȱ inȱ termsȱofȱboth
melodyȱandȱharmonyȱbutȱthatȱtheȱfollowingȱaccountȱisȱbasedȱonȱsolely
melodicȱtheoriesȱofȱmode.52ȱ

50. Detailedȱdiscussionȱofȱintervallicȱaffectȱisȱoutȱofȱtheȱquestionȱbecauseȱthisȱchapterȱ
wouldȱswellȱtoȱevenȱmoreȱunwieldyȱproportionsȱandȱwouldȱhaveȱtoȱcontainȱtooȱ
muchȱmusicologicalȱgobbledygook.ȱPleaseȱseeȱCookeȱ(1959)ȱforȱintervallicȱaffectȱinȱ
theȱeuroclassicalȱtradition,ȱTaggȱ(2000a:ȱ188Ȭ200)ȱforȱhornȱwhoopsȱtoȱtheȱfifthȱandȱ
octave,ȱTaggȱ(2000b:ȱ50Ȭ59)ȱforȱmoreȱonȱtheȱtritone,ȱandȱTLTTȱfor:ȱ[1]ȱsighingȱsixthsȱ
andȱsevenths,ȱswoonsȱandȱdisjunctiveȱfloodingȱ(pp.ȱ217Ȭ230);ȱ[2]ȱminorȱsixthsȱandȱ
theȱanguishȱambitusȱ(442Ȭ452);ȱ[3]ȱtheȱflatȱfifthȱandȱcrimeȱstoriesȱ(580Ȭ588).ȱCrossȬ
domainȱrepresentationȱisȱexplainedȱinȱChapterȱ2,ȱpp.ȱ62Ȭ64.ȱ

51. Forȱexample,ȱtheȱascendingȱsequenceȱofȱnotesȱD�E�F�G�H�I�Jȱ[D]ȱcorrespondsȱtoȱscaleȱ
degreesȱ1ȱ2ȱ3ȱ4ȱ5ȱ6ȱ7ȱ[8]ȱofȱtheȱæolianȱmodeȱ(seeȱtableȱ9Ȭ2,ȱp.ȱ326).

52. ForȱaccountsȱofȱmodalȱharmonyȱseeȱTaggȱ(2009:ȱ115Ȭ136,ȱ173Ȭ240).ȱForȱmoreȱonȱ
modes,ȱseeȱChapterȱ3ȱ—’Modality’—ȱinȱTaggȱ(2009:ȱ45Ȭ56).ȱ
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Structuralȱtheory
Table 9-2.Western heptatonic modes on the seven white notes of a piano keyboard53

TheȱmostȱcommonlyȱusedȱmodesȱinȱtheȱurbanȱWestȱare,ȱinȱtermsȱofȱthe
numberȱofȱpitchesȱ theyȱcontainȱwithinȱoneȱoctave,ȱpentatonicȱ (5;ȱpp.
330Ȭ331),ȱhexatonicȱ(6)ȱandȱheptatonicȱ(7).ȱAllȱmodesȱhaveȱaȱkeynoteȱor
TONIC,ȱ theȱmainȱ tonalȱcentreȱorȱreferenceȱpointȱ forȱotherȱnotesȱ inȱ the
mode.ȱRestrictingȱthisȱpartȱofȱtheȱaccountȱtoȱtonalityȱcompatibleȱwith

WesternȱequalȬtoneȱtuningȱandȱtoȱtheȱsevenȱwhiteȱnotesȱonȱaȱpianoȱkeyȬ
boardȱinsideȱoneȱoctave,ȱtableȱ9Ȭ2ȱshowsȱtheȱsevenȱpossibleȱtonicsȱ(keyȬ
notes)ȱ inȱ capitalȱ lettersȱ aboveȱ andȱ belowȱ theȱ contentsȱ ofȱ theȱ table.
Readingȱ fromȱ theȱbottomȱup,ȱ theȱ tableȱ showsȱeachȱheptatonicȱmode

startingȱonȱeachȱofȱ thoseȱsevenȱnotesȱasȱ tonicȱandȱeachȱ includingȱ its
ownȱsevenȱstepsȱascendingȱfromȱ1ȱ(theȱtonic)ȱtoȱ8=1,ȱtheȱsameȱtonicȱnote
oneȱoctaveȱhigher.ȱTheȱcolumnsȱfarȱleftȱandȱrightȱshowȱtheȱwhiteȬnote
namesȱcorrespondingȱtoȱtheȱnumbersȱinȱeachȱmodeȱcolumn,ȱforȱexamȬ
pleȱD�E�F�G�H�I�J forȱscaleȱdegreesȱ1ȱtoȱ7ȱinȱtheȱæolianȱ(A)ȱmode,ȱF�G�H�I
J�D�E forȱ1ȱtoȱ7ȱinȱtheȱionianȱ(C).ȱ

Mode  A B C D E F G

N
ote
 

Note�> Æolian Locrian Ionian Dorian Phrygian Lydian Mixolydian

f �6 5 4 �3 �2 8=1 �7ȱ f
e 5 4 �3 2 8=1 �7ȱ �6 e
d 4 �3 2 8=1 �7ȱ �6 5 d
c �3 �2 8=1 �7ȱ �6 5 4 c
b 2 8=1 �7ȱ #6 5 �4 �3 b
a 8=1 �7ȱ �6 5 4 �3 2 a
g �7ȱ �6 5 4 �3 2 8=1 g
f �6 �5 4 �3 �2 1 �7ȱ f
e 5 4 �3 2 1 �7ȱ �6 e
d 4 �3 2 1 �7 �6 5 d
c �3 �2 1 �7 �6 5 4 c
b 2 1 �7 �6 5 �3 b
a 1 �7 �6 5 2 a
g �7 �6 5 1 g

Tonic   
sol-fa

A

La

B

Si

C

Doh

D

Ré

E

Mi

F

Fa

G

Sol

N
ote
�

53. Semitoneȱstepsȱ(bȬc,ȱeȬf)ȱhaveȱnoȱhorizontalȱseparatorȱinȱthisȱtable.
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TheȱwhiteȬnoteȱheptatonicȱmodesȱonȱAȱ (æolian,ȱ ‘theȱAȱmode’ȱorȱ ‘la
mode’)ȱandȱonȱCȱ(ionian,ȱ‘Cȱmode’ȱorȱ‘dohȱmode’)ȱareȱeasilyȱrecognised
byȱmostȱpeopleȱinȱtheȱWesternȱworld.ȱTheȱionianȱ(C/doh)ȱmodeȱisȱconȬ
figuredȱexactlyȱasȱtheȱWesternȱmajorȱscaleȱandȱtheȱæolianȱcorresponds
toȱoneȱvariantȱofȱtheȱWesternȱminorȱscale.54ȱStayingȱwithȱonlyȱtheȱseven
whiteȱnotesȱonȱaȱpianoȱkeyboard,ȱbothȱtheȱionianȱ(‘Cȱmajor’)ȱandȱthe
æolianȱ(‘Aȱminor’)ȱcontainȱtheȱsameȱsevenȱnotesȱ(D E�F�G�H�I�J),ȱbut c is
keynoteȱorȱtonicȱinȱCȱmajor,ȱtheȱionianȱmode,ȱwhile a isȱtonicȱinȱAȱmiȬ
norȱ(�ȱtheȱaeolianȱmode).ȱTheȱpointȱisȱthatȱtheȱsameȱsevenȱnotesȱhaveȱa
differentȱflavourȱifȱtheȱtonicȱchangesȱplaceȱfromȱCȱionianȱ(major)ȱtoȱA
aeolianȱ(minor),ȱorȱindeedȱtoȱanyȱofȱtheȱsevenȱnotesȱ—Dȱforȱtheȱdorian
mode,ȱEȱ forȱphrygian,ȱFȱ forȱ lydian,ȱGȱ forȱmixolydianȱ etc.ȱTableȱ 9Ȭ2
showsȱtheȱstructuralȱbasisȱofȱthoseȱconfigurationsȱinȱseveralȱways:ȱ[1]
theȱscalarȱpositionȱofȱtheȱtwoȱsemitoneȱintervalsȱE�Fȱand�H�I�isȱuniqueȱto
eachȱmodeȱ(e.g.ȱ2Ȭ�3ȱandȱ5Ȭ�6ȱforȱtheȱæolian,ȱ�3Ȭ4ȱandȱ�7Ȭ8ȱforȱtheȱioȬ
nian);ȱ [2]ȱ theȱpatternȱ ofȱ scalarȱ intervalsȱ—�ȱ (flat),ȱ �ȱ (sharp)ȱorȱunalȬ
tered—ȱisȱuniqueȱtoȱeachȱmodeȱ(e.g.ȱ1ȱ2ȱ�3ȱ4ȱ5ȱ�6ȱ�7ȱforȱtheȱæolianȱand
noneȱother,ȱ1ȱ2ȱ�3ȱ4ȱ5ȱ�6ȱ�7ȱforȱtheȱionianȱonly);ȱ[3]ȱtheȱpatternȱofȱwholeȬ
andȱhalfȬtoneȱscalarȱstepsȱisȱuniqueȱtoȱeachȱmode.ȱUsingȱsemitonesȱasȱa
unitȱ forȱ countingȱ intervalsȱ (‘1’ȱ =ȱ 1ȱ semitone),ȱ theȱ ascendingȱ interval
stepsȱofȱanȱæolianȱscaleȱcreateȱtheȱuniqueȱpatternȱ2ȱ1ȱ2ȱ2ȱ1ȱ2ȱ2,ȱthoseȱof
theȱionianȱ2ȱ2ȱ1ȱ2ȱ2ȱ2ȱ1,ȱtheȱdorianȱ2ȱ1ȱ2ȱ2ȱ2ȱ1ȱ2,ȱtheȱphrygianȱ1ȱ2ȱ2ȱ2ȱ1ȱ2ȱ2,
theȱlydianȱ2ȱ2ȱ2ȱ1ȱ2ȱ2ȱ1,ȱandȱtheȱmixolydianȱ2ȱ2ȱ1ȱ2ȱ2ȱ1ȱ2.55ȱ

Whenȱitȱcomesȱtoȱtheȱmodalȱspecificityȱofȱscalarȱintervalsȱinȱrelationȱtoȱa
tonic,ȱ tableȱ 9Ȭ2ȱ showsȱ thatȱ theȱ ionianȱ (Cȱ orȱ dohȱmode),ȱ lydianȱ (F/fa
mode)ȱandȱmixolydianȱ(G/solȱmode)ȱallȱcontainȱ�3ȱ(‘sharpȱthree’ȱorȱ‘maȬ
jorȱthird’),ȱaȱtraitȱwhichȱgivesȱriseȱtoȱtheirȱcommonȱqualificationȱasȱ‘maȬ
jorȱmodes’,ȱwhileȱtheȱlabelȱ‘minorȱmode’ȱisȱgivenȱtoȱtheȱdorianȱ(D/ré),
phrygianȱ(E/mi)ȱandȱaeolianȱ(A/la),ȱsinceȱtheseȱthreeȱallȱcontainȱ�3ȱ(‘flat

54. TheȱWesternȱminorȱscaleȱhasȱthreeȱvariantsȱofȱwhichȱonlyȱone,ȱ‘theȱdescendingȱ
melodicȱminor’ȱ(D�J�I�H�G�F�Eȱ[D]),ȱisȱtrulyȱaeolian;ȱseeȱalsoȱfootnoteȱ59,ȱp.ȱ329.

55. AnȱascendingȱæolianȱscaleȱonȱAȱconsistsȱofȱtheȱfollowingȱnumberȱofȱsemitoneȱstepsȱ
betweenȱconsecutiveȱpitches:ȱ2ȱsemitonesȱforȱtheȱwholeȱtoneȱD�E,ȱ1ȱsemitoneȱforȱE�F),ȱ
2ȱforȱtheȱwholeȱtoneȱF�G,ȱ2ȱagainȱforȱG�H,ȱ1ȱforȱtheȱsemitoneȱH�I,ȱ2ȱforȱtheȱwholeȱtoneȱI�
J,ȱandȱ2ȱagainȱforȱtheȱwholeȱtoneȱ(J�D),ȱi.e.ȱtheȱuniqueȱpatternȱ2ȱ1ȱ2ȱ2ȱ1ȱ2ȱ2.
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three’ȱorȱaȱ ‘minorȱ third’).ȱ It’sȱalsoȱworthȱnotingȱ thatȱ theȱ lydianȱ isȱ the
onlyȱoneȱofȱ theȱ sevenȱdiatonicȱheptatonicȱmodesȱ toȱ includeȱaȱ raised
fourthȱ(�4)ȱandȱthatȱtheȱlocrianȱisȱaloneȱwithoutȱaȱnormalȱ‘perfect’ȱfifth,
whichȱisȱtheȱmostȱlikelyȱreasonȱforȱitȱbeingȱusedȱsoȱrarelyȱandȱwhyȱit
isn’tȱincludedȱinȱtheȱdiscussionȱthatȱfollows.56

Allȱtheseȱdryȱfactsȱaboutȱmodeȱmayȱseemȱnerdyȱandȱarcaneȱbutȱthey
canȱ beȱusefulȱ inȱunderstandingȱ theȱ semioticȱpotentialȱ ofȱ tonality,ȱ at
leastȱifȱthisȱtheoreticalȱknowledgeȱisȱrootedȱinȱsomeȱpracticalȱfamiliarity

withȱrealȱsounds.ȱSuchȱfamiliarityȱisȱeasyȱtoȱacquireȱevenȱifȱyouȱaren’tȱa
musician,ȱorȱifȱyouȱhaveȱnoȱaccessȱtoȱaȱpianoȱkeyboard,ȱbecauseȱmany

userȬfriendlyȱMIDIȱkeyboardȱappsȱcanȱbeȱdownloadedȱfreeȱtoȱyourȱcomȬ
puter,ȱtabletȱorȱsmartphone.ȱToȱ‘checkȱoutȱtheȱfeel’ȱofȱaȱmodeȱusingȱonly
theȱwhiteȱnotesȱofȱtheȱkeyboard,ȱallȱyouȱneedȱtoȱdoȱis:ȱ

1. Holdȱdownȱorȱrepeatȱtheȱtonicȱnoteȱ(cȱforȱionian,ȱdȱforȱdorian,ȱetc.)ȱ
likeȱaȱdroneȱinȱtheȱbassȱregister.57ȱ

2. Withȱtheȱkeynoteȱ(tonic)ȱsoundingȱconstantly,ȱplayȱshortȱmelodicȱ
patterns,ȱcirclingȱfirstȱroundȱtheȱkeynote,ȱthenȱventuringȱfurtherȱ
afield,ȱusingȱrisingȱandȱfallingȱpatterns,ȱorȱanyȱofȱtheȱmelodicȱconȬ
toursȱshownȱinȱfigureȱ9Ȭ1ȱ(p.ȱ319).

3. ListenȱoutȱforȱhowȱtheȱmodeȱsoundsȱwhenȱyouȱincludeȱtheȱsemiȬ
toneȱintervalsȱH�I orȱE�F inȱshortȱphrasesȱthatȱfinishȱonȱtheȱkeynoteȱ
orȱonȱtheȱfifth.58

4. ApplyȱtheseȱwhiteȬnotesȬonlyȱtricksȱtoȱanyȱofȱtheȱsevenȱmodesȱ
shownȱinȱtableȱ9Ȭ2ȱ(p.ȱ326).ȱ

Eachȱofȱtheȱsevenȱheptatonicȱmodesȱinȱtableȱ9Ȭ2ȱcanȱbeȱtransposedȱso
thatȱanyȱofȱtheȱWesternȱoctave’sȱtwelveȱconstituentȱsemitoneȱstepsȱcan

56. Mostȱmusicȱculturesȱ(butȱnotȱall,ȱseeȱpassageȱonȱgamelan,ȱp.ȱ319,ȱincl.ȱftnt.ȱ39)ȱtreatȱaȱ
normalȱ(‘perfect’)ȱfifthȱasȱaȱconsonance.ȱTheȱlocrianȱmode’sȱdiminishedȱfifthȱ(�5)ȱ
meansȱthatȱnoȱnormalȱconsonance,ȱnotȱevenȱaȱheavyȱmetalȱpowerȱchord,ȱaȱHighlandȱ
bagpipeȱdroneȱorȱcommonȱtriad,ȱcanȱbeȱconstructedȱonȱitsȱtonic.ȱ

57. Useȱfigureȱ9Ȭ2ȱonȱpageȱ321ȱifȱyouȱdon’tȱknowȱwhichȱnoteȱnameȱcorrespondsȱtoȱwhichȱ
keyȱonȱtheȱpianoȱkeyboard.ȱRememberȱthatȱtheȱblackȱkeysȱcanȱeachȱbeȱnamedȱinȱtwoȱ
ways,ȱusingȱ�ȱ(sharp)ȱtoȱsignalȱthatȱtheȱblackȱnoteȱisȱaȱsemitoneȱhigherȱandȱ�ȱaȱsemiȬ
toneȱlowerȱthanȱtheȱwhiteȱnoteȱwhoseȱnameȱitȱcarries,ȱe.g.ȱbothȱF�ȱandȱG�ȱdesignateȱ
theȱsameȱblackȱkeyȱbetweenȱcȱandȱd.ȱToȱknowȱwhyȱtheseȱnotesȱhaveȱtwoȱnames,ȱseeȱ
theȱaddendumȱonȱenharmonicsȱinȱTaggȱ(2009:ȱ270Ȭ272).

58. ȱ‘5’ȱis,ȱforȱexample,ȱeȱinȱtheȱæolianȱ‘Aȱmode’,ȱgȱinȱtheȱionianȱ‘Cȱmode’,ȱbȱinȱtheȱphryȬ
gianȱ‘Eȱmode’,ȱdȱinȱtheȱmixolydianȱ‘Gȱmode’ȱandȱsoȱonȱ(seeȱtableȱ9Ȭ2).
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actȱasȱ tonic,ȱ justȱasȱ longȱasȱ theȱmode’sȱuniqueȱsequenceȱofȱ tonesȱand
semitonesȱ isȱretained.ȱForȱexample,ȱ theȱ ionianȱmodeȱorȱ ‘majorȱscale’,
withȱitsȱuniqueȱascendingȱpatternȱofȱsteps,ȱ2ȱ2ȱ1ȱ2ȱ2ȱ2ȱ1ȱ(stillȱcountingȱin
semitoneȱunits),ȱandȱofȱintervalsȱ(1ȱ2ȱ�3ȱ4ȱ5ȱ�6ȱ�7),ȱproduces,ȱwithȱcȱas
itsȱtonic,ȱtheȱnotesȱF�G�H�I�J�D�Eȱ(plusȱcȱanȱoctaveȱhigher).ȱTransposing
thatȱsameȱmode,ȱwithȱthoseȱsameȱpatternsȱofȱstepȱandȱintervalȱupȱone
semitoneȱfromȱCȱtoȱD�ȱproducesȱanȱionianȱmodeȱonȱd�ȱ(theȱD�ȱmajor

scale):ȱG��H��I�J��D��E��F.ȱThen,ȱifȱyouȱtransposeȱtheȱsameȱpatternȱdown

aȱminorȱthirdȱfromȱCȱtoȱAȱyouȱendȱupȱwithȱtheȱionianȱmodeȱinȱAȱ(AȱmaȬ
jor:ȱD�E�F��G�H�I��J�).ȱIfȱyouȱcarryȱoutȱthoseȱtwoȱtranspositionsȱofȱtheȱioȬ
nianȱmode,ȱyouȱwillȱhaveȱplayedȱtheȱsameȱscaleȱinȱthreeȱdifferentȱKEYS:
Cȱmajor,ȱD�ȱmajorȱandȱAȱmajor.ȱ

MinorȱkeysȱareȱmoreȱproblematicȱforȱreasonsȱtooȱcomplicatedȱtoȱdisȬ
cussȱhere.ȱSimplifyingȱmattersȱdrasticallyȱitȱcanȱbeȱsaidȱthatȱinȱWestern

musicȱtheory,ȱbasedȱonȱtheȱeuroclassicalȱtradition,ȱanyȱmodeȱincluding
aȱminorȱthirdȱ(dorian,ȱphrygian,ȱæolian,ȱlaȬpentatonic,ȱmiȬpentatonic,
etc.)ȱisȱunderstoodȱasȱgenericallyȱminorȱinȱaȱsimpleȱmajorȬminorȱdualȬ
ism.ȱTheȱonlyȱ criterionȱ forȱqualifyingȱmusicȱasȱmajorȱorȱminorȱ isȱ in
otherȱwordsȱwhetherȱtheȱthirdȱscaleȱdegreeȱisȱthreeȱorȱfourȱsemitones

aboveȱtheȱtonic.59ȱInȱfact,ȱifȱaȱeuroclassicalȱpieceȱisȱbilledȱasȱbeingȱinȱthe
keyȱofȱAȱminor,ȱyouȱareȱunlikelyȱtoȱhearȱtheȱdorianȱorȱphrygianȱmodes

andȱyouȱwillȱprobablyȱhearȱtheȱæolianȱmodeȱonlyȱinȱdescent.60ȱDespite
thisȱidiosyncrasyȱofȱeuroclassicalȱtonalityȱit’sȱpossibleȱtoȱconsiderȱany
musicalȱpassageȱorȱpieceȱasȱbeingȱ‘inȱaȱKEY’ȱprovidedȱthatȱitȱisȱ[i]ȱtonical

59. ThisȱblanketȱcharacterisationȱofȱallȱnonȬmajorȱmodesȱasȱ‘minor’ȱcanȱapparentlyȱ
extendȱtoȱmodesȱcontainingȱnoȱthirdȱatȱall.ȱForȱexample,ȱTheȱFemaleȱDrummerȱ(trad.ȱ
English;ȱSteeleyeȱSpan,ȱ1971)ȱisȱinȱréȬpentatonicȱCȱ(F�G�I�J�E�,ȱi.e.ȱ1ȱ2ȱ4ȱ5ȱ�7;ȱseeȱtableȱ
9Ȭ3,ȱp.ȱ331)ȱwithȱanȱadditionalȱunaccentedȱ�6ȱ(D)ȱusedȱasȱneighbourȱtoȱ�7ȱ(E�).ȱWhenȱ
askedȱtoȱidentifyȱtheȱtune’sȱmode,ȱsomeȱmusicȱstudentsȱreplyȱ‘dorian’,ȱdespiteȱtheȱ
totalȱabsenceȱofȱ��ȱ(orȱ��)ȱthroughoutȱtheȱrecording.ȱ
AnotherȱpointȱofȱconfusionȱisȱthatȱthereȱisȱinȱconventionalȱmusicȱtheoryȱnoȱequivaȬ
lentȱtoȱtheȱsimpleȱcorrespondenceȱbetweenȱionianȱmodeȱandȱtheȱmajorȱscaleȱbecauseȱ
theȱeuroclassicalȱtraditionȱusesȱthreeȱminorȱscaleȱvariants,ȱonlyȱoneȱofȱwhichȱ(theȱ
‘melodicȱdescending’)ȱmatchesȱanyȱofȱtheȱthreeȱminorȬkeyȱmodesȱjustȱmentioned.

60. ȱAscendingȱminorȬkeyȱlinesȱandȱharmoniesȱwillȱcontainȱmajorȱseventhsȱ(��)ȱandȱ
sixthsȱthatȱcanȱbeȱeitherȱmajor������orȱminorȱ������Anȱeasy,ȱcorrectȱandȱamusingȱ
explanationȱofȱtonicsȱandȱkeysȱcanȱbeȱfoundȱonȱlineȱinȱ‘KeyȱChangeȱSongs’ȱatȱ
) losdoggies.com/archives/140 [111218].ȱ

http://www.losdoggies.com/archives/140
http://www.youtube.com/watch?v=MSuuVqxEhRA
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—itȱhasȱaȱkeynote,ȱaȱcentralȱpointȱofȱtonalȱreference—ȱandȱ[ii]ȱthatȱthe
keynoteȱcanȱbeȱdesignatedȱinȱabsoluteȱtermsȱ(A,ȱB�,ȱC,ȱetc.).ȱIndications
ofȱkeyȱalsoȱoftenȱreferȱtoȱtheȱmusic’sȱtonalȱvocabulary,ȱforȱexample:ȱ‘God
SaveȱTheȱQueenȱisȱinȱGȱmajor’,ȱ‘Beethoven’sȱfifthȱisȱinȱCȱminor’,ȱ‘Steeleye
Span’sȱ1971ȱversionȱofȱTheȱBlacksmithȱisȱinȱC�ȱdorian’.61

Ofȱcourse,ȱsomeȱintervalsȱinȱtheȱheptatonicȱmodesȱpresentedȱaboveȱcan
beȱalteredȱandȱothersȱaddedȱbyȱornamentation,ȱ inflectionȱorȱ through
adjustmentȱtoȱtonalȱcontext,ȱbutȱtheȱbasicȱprinciplesȱ justȱsummarised

holdȱgoodȱforȱtheseȱandȱforȱotherȱmodes.ȱOneȱofȱthoseȱ‘other’ȱmodesȱis
theȱheptatonicȱ‘Gypsyȱscale’ȱofȱflamencoȱmusic,ȱaȱmixtureȱofȱtheȱphryȬ
gianȱandȱHijazȱmodes.62ȱTwoȱwellȱknownȱ ‘otherȱmodes’,ȱbyȱsoundȱ if
notȱbyȱname,ȱareȱtheȱhexatonicȱwholeȬtoneȱscale,ȱwhoseȱuniqueȱinterval
patternȱrunsȱ(inȱsemitones)ȱ2ȱ2ȱ2ȱ2ȱ2ȱ2,ȱandȱtheȱoctatonicȱscaleȱwhich

runsȱinȱalternateȱstepsȱofȱwholeȱandȱhalfȱtonesȱ(2ȱ1ȱ2ȱ1ȱ2ȱ1ȱ2ȱ1).63ȱBothȱare
commonȱinȱHollywoodȱfilmȱmusicȱmysteryȱcues.ȱ

PENTATONICISMȱ isȱ theȱmostȱwidespreadȱ familyȱ ofȱ ‘otherȱmodes’.ȱ It’s
commonȱinȱtraditionalȱmusicsȱfromȱsuchȱfarȬflungȱpartsȱofȱtheȱworldȱas
WestȱAfrica,ȱtheȱAndes,ȱmanyȱpartsȱofȱEastȱAsiaȱ(includingȱChina,ȱJaȬ
panȱandȱIndonesia),ȱtheȱBritishȱIslesȱandȱHungary.ȱIt’sȱalsoȱcommonly

usedȱ amongȱNativeȱAmericansȱ andȱ theȱ Sami.64ȱMoreover,ȱ it’sȱ often
heardȱinȱblues,ȱgospelȱandȱinȱtraditionalȱmusicȱfromȱtheȱAppalachians.
Theȱmostȱwidelyȱusedȱtypeȱofȱpentatonicismȱisȱanhemitonicȱ(=ȱwithout

semitones),ȱanȱeasyȱconceptȱtoȱgraspȱifȱyouȱlookȱatȱtheȱpianoȱkeyboard’s
fiveȱblackȱnotes,ȱconvenientlyȱarrangedȱwithinȱtheȱoctaveȱinȱoneȱgroup

61. Sources:ȱ‘GodȱSaveȱTheȱQueen’:ȱNationalȱAnthemsȱ(1986);ȱSymphonyȱno.ȱ5:ȱBeetȬ
hovenȱ(1808a);ȱTheȱBlacksmith:ȱSteeleyeȱSpanȱ(1971).

62. SetȱinȱE,ȱtheȱscaleȱascendsȱH�I�J��D�E�F�Gȱ[H]ȱ(1ȱ�2ȱ��ȱ4ȱ5ȱ�6ȱ�7ȱ[8])ȱwhichȱproducesȱtheȱ
characteristicȱpatternȱofȱheptatonicȱsteps,ȱcountedȱinȱsemitones,ȱ1ȱ3ȱ1ȱ2ȱ1ȱ2ȱ2ȱ(��ȱoftenȱ
replacesȱ���inȱdescent).ȱTheȱpresenceȱofȱthreeȬsemitoneȱandȱsingleȬsemitoneȱstepsȱisȱ
whatȱmakesȱtheȱmodeȱsoundȱ‘Gypsy’ȱorȱ‘Arab’ȱtoȱnonȬRomaȱorȱnonȬArabȱlisteners.ȱ
Evenȱ‘moreȱArab’ȱinȱWesternȱearsȱisȱtheȱmaqamȱ(�mode)ȱShad 'Arabanȱ(Ҹҳ�ҽҵҬҫӅ).ȱThisȱ
mode,ȱknownȱunderȱmanyȱdifferentȱnames,ȱisȱusedȱwidelyȱinȱtheȱBalkansȱandȱ
throughoutȱtheȱeasternȱMediterranean.ȱItsȱownȱpatternȱofȱsevenȱstepsȱisȱ1ȱ3ȱ1ȱ2ȱ1ȱ3ȱ1ȱ
(H�I�J��D�E�F�G��[H]ȱinȱE).ȱMisirlouȱ(Dale,ȱ1962),ȱusedȱinȱPulpȱFictionȱ(1994),ȱisȱinȱthisȱ
mode,ȱasȱisȱmuchȱKlezmerȱandȱBulgarianȱchalgaȱmusic.ȱ

63. Examples:ȱF�G�H�I��J��D��E�ȱ[F]ȱ(wholeȬtone);ȱF�G�H��I�I��J��D�Eȱ[F]ȱ(octatonic).
64. TheȱSamiȱliveȱinȱnorthernȱScandinavia,ȱLaplandȱandȱtheȱKolaȱPeninsula.

http://www.youtube.com/watch?v=QZv_kshV_7s
http://www.youtube.com/watch?v=erOk3YHE2kg
http://www.youtube.com/watch?v=-y3h9p_c5-M
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ofȱthreeȱnotesȱ(J��D��E�)ȱandȱtheȱotherȱofȱtwoȱ(G��H�).ȱTheȱgapȱbetween

adjacentȱblackȱnotesȱisȱaȱwholeȱtoneȱ(2ȱsemitones)ȱwhileȱthatȱbetween

theȱtwoȱgroupsȱofȱblackȱnotesȱisȱaȱminorȱthirdȱ(threeȱsemitones).ȱColȬ
umnȱ4ȱ inȱtableȱ9Ȭ3ȱshowsȱhowȱtheȱfiveȱanhemitonicȱpentatonicȱscales
containȱthreeȱintervalȱstepsȱofȱaȱwholeȱtoneȱ(=ȱ2ȱsemitones),ȱtwoȱthreeȬ
semitoneȱ intervalsȱ (‘3’),ȱ butȱ noȱ singleȬsemitoneȱ stepsȱ (anhemitonic).

Eachȱofȱtheȱfiveȱmodesȱhasȱitsȱownȱuniqueȱconfigurationȱofȱthoseȱtwo

typesȱofȱinterval.ȱTheȱbottomȱlineȱinȱtableȱ9Ȭ3ȱisȱquiteȱdifferent.ȱItȱshows

theȱnotesȱinȱaȱhemitonicȱpentatonicȱmodeȱusedȱinȱtraditionalȱmusicȱfrom
Japan.ȱAsȱ shownȱ inȱ columnȱ 4,ȱ itȱ containsȱ twoȱ singleȬsemitoneȱ steps
(‘1’),ȱoneȱwholeȬtoneȱstepȱ(‘2’)ȱandȱtwoȱstepsȱofȱaȱmajorȱthirdȱorȱfour
semitonesȱ(‘4’).

Table 9-3.The five anhemitonic pentatonic modes (doh, ré, mi, sol, la) plus 
one hemitonic pentatonic mode. 

Theȱdifferentȱ‘feels’ȱofȱtheseȱpentatonicȱmodesȱcanȱbeȱtestedȱusingȱthe
tricksȱ listedȱonȱpageȱ328ȱ forȱheptatonicȱmodes.ȱ Justȱ ensureȱ thatȱyou
holdȱdownȱtheȱkeynoteȱ(shownȱinȱboldȱfont)ȱinȱtheȱbassȱandȱthatȱyou
thenȱplayȱnoȱotherȱnotesȱthanȱthoseȱshownȱinȱcolumnȱ2,ȱifȱyouȱprefer
justȱblackȱnotes,ȱorȱinȱcolumnȱ5,ȱifȱyou’dȱratherȱstickȱtoȱwhiteȱnotes.65ȱ

1.ȱ
Modeȱname

2.ȱ
Blackȱnotesȱonly

3.ȱHeptatonicȱ
scaleȱdegrees

4.ȱ½Ȭtonesȱ
betw.ȱnotes

5.ȱWhiteȱ
notesȱonly

dohȬpentatonic*

*ȱTheȱdohȱandȱlaȱmodesȱareȱalsoȱcalledȱmajorȱpentatonicȱandȱminorȱpentatonicȱrespectively.

J��D��E��G��H��[J�] ������������[8] 2ȱ2ȱ3ȱ2ȱ3 F�G�H�J�Dȱ[F]

réȬpentatonic D��E��G��H��J��[D�] ���������� [8] 2ȱ3ȱ2ȱ3ȱ2 G�H�J�D�Fȱ[G]

miȬpentatonic E��G��H��J��D��[E�] �������������[8] 3ȱ2ȱ3ȱ2ȱ2 H�J�D�Fȱdȱ[H]

solȬpentatonic G��H��J��D��E��[G�] �����������[8] 2ȱ3ȱ2ȱ2ȱ3 J�D�F�G�Hȱ[J]

laȬȱpentatonic* H��J��D��E��G��[D�] ����������� [8] 3ȱ2ȱ2ȱ3ȱ2ȱ D�F�G�H�J�[D]

‘Trad.ȱJapanese’†

†ȱThisȱmodeȱisȱatȱpositionȱ4ȱinȱtheȱHirajoshiȱpentatonicȱsystem.65ȱ

J��D�F��G��H�[J�] ������������[8] 1ȱ4ȱ2ȱ1ȱ4 H�I�D�E�Fȱ[H]

65. ThisȱmodeȱcanȱbeȱplayedȱentirelyȱonȱwhiteȱnotesȱonlyȱifȱyouȱsetȱitsȱtonicȱtoȱE.ȱSeeȱ'ȱ
6POutd5xJ3cȱ(sounding),ȱKjU52ZFPeX8ȱ(theory)ȱandȱSappȱ(n.d.)ȱforȱfurtherȱdetails.ȱ
Sinceȱallȱfiveȱhirajoshiȱmodesȱareȱhemitonicȱnoneȱofȱthemȱcanȱbeȱplayedȱusingȱonlyȱ
theȱblackȱnotesȱofȱaȱpianoȱkeyboard.ȱ

http://koto.sapp.org/dict/hirajoshi/
http://koto.sapp.org/dict/hirajoshi/
http://www.youtube.com/watch?v=6POutd5xJ3c
http://www.youtube.com/watch?v=KjU52ZFPeX8
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Modeȱandȱconnotationȱ

AnhemitonicȱpentatonicȱmodesȱmayȱnotȱhaveȱmuchȱgeoȬethnicȱspecifiȬ
cityȱ butȱ theȱ Aeolians,ȱ Locrians,ȱ Dorians,ȱ Ionians,ȱ Phrygiansȱ and
Lydiansȱwereȱallȱethnicȱgroupsȱheardȱandȱseenȱfromȱtheȱperspectiveȱof
theȱrulingȱclassȱinȱAncientȱAthens.ȱThoseȱpeoplesȱaren’tȱaloneȱinȱproȬ
vidingȱmodeȱ labels.ȱSeveralȱArabȱmodesȱalsoȱhaveȱethnicȱorȱregional
namesȱ—ȱHijazȱ( ұҰҫҶ ),ȱIraqȱ( ҽҵҫӁ ),ȱKurdȱ(ӂҵҳ ),ȱforȱexample—ȱandȱmixȬ
turesȱofȱtheȱphrygianȱandȱHijazȱmodesȱareȱoftenȱreferredȱtoȱasȱGYPSY,

FLAMENCOȱorȱARAB.ȱWesternersȱareȱ alsoȱ likelyȱ toȱhearȱ theȱhemitonic

pentatonicȱhirajoshiȱmodeȱvariant,ȱshownȱinȱtheȱbottomȱlineȱofȱtableȱ9Ȭ3,
asȱtypicallyȱJapanese.66ȱNow,ȱifȱyou’reȱJapaneseȱyou’llȱmoreȱlikelyȱhear
thatȱmodeȱasȱOLDȱorȱTRADITIONALȱratherȱthanȱasȱjustȱJAPANȱbecause,ȱunȬ
likeȱ theȱoutsider,ȱyou’reȱ familiarȱwithȱallȱ theȱotherȱmodes,ȱ including
thoseȱofȱtheȱurbanȱWest,ȱthatȱareȱmoreȱwidelyȱusedȱ inȱtheȱmusicȱyou
hearȱonȱaȱdailyȱbasisȱandȱjustȱasȱmuchȱJAPANȱtoȱyouȱasȱtheȱtraditional
mode.ȱToȱtheȱoutsider,ȱhowever,ȱJapanȱcannotȱbeȱmusicallyȱrepresented
asȱspecificallyȱJAPANȱifȱitȱisn’tȱtreatedȱasȱdifferentȱfromȱus,ȱasȱ‘another’.
That’sȱwhyȱ‘exotic’ȱinstrumentalȱtimbreȱ(e.g.ȱkoto,ȱshakuhachi)ȱandȱ‘exȬ
otic’ȱmodesȱcontainingȱscalarȱstepsȱofȱfourȱsemitonesȱ(majorȱthirds)ȱand
semitonesȱareȱheardȱinȱtheȱWestȱasȱJapanese.ȱIt’sȱalsoȱwhyȱweȱhearȱhepȬ
tatonicȱmodesȱlikeȱHijazȱandȱShadȱȇArabanȱ(Ҹҳ�ҽҵҬҫӅ),ȱwithȱtheirȱthreeȬ
semitoneȱ andȱ singleȬsemitoneȱ scaleȱ steps,ȱ asȱmoreȱ ‘typicallyȱ Arab’
modesȱthanȱAjamȱ( ҽҰӄ )ȱorȱRastȱ( ҵҫҷҮ )ȱwhichȱresembleȱtheȱWesternȱioȬ
nianȱandȱæolianȱmodesȱrespectively.67ȱ

66. Iȱbaseȱtheseȱobservationsȱonȱethnicȱconnotationsȱprovidedȱbyȱstudentsȱinȱpopularȱ
musicȱanalysisȱclassesȱgivenȱbetweenȱ1971ȱandȱ2009.ȱTheȱGreekȱnamesȱforȱmodesȱ
haveȱforȱmanyȱcenturiesȱbeenȱentirelyȱconventionalȱ(arbitrary)ȱsignsȱbecause:ȱ[a]ȱtheȱ
ethnicȱgroupsȱreferredȱtoȱhaveȱeitherȱbeenȱassimilatedȱorȱnoȱlongerȱexist;ȱ[b]ȱEuroȬ
peanȱmusicȱtheorists,ȱwhoseȱcenturiesȬoldȱlabellingȱweȱstillȱuseȱtodayȱforȱtheȱheptaȬ
tonicȱdiatonicȱmodes,ȱwronglyȱidentifiedȱtheȱAncientȱGreekȱmodes.ȱ

67. SeeȱMAQAMȱinȱRefAppxȱforȱdemonstrationsȱofȱAjam,ȱHijaz,ȱRastȱandȱShadȱȇAraban.ȱ
Tkachenkaȱ(2011)ȱpresentsȱ‘overȱ50ȱdifferentȱscales’ȱmanyȱofȱwhichȱareȱgivenȱethnicȱ
orȱregionalȱlabelsȱlikeȱ‘Egyptian’,ȱ‘Japanese’ȱandȱ‘Chinese’ȱinȱtheȱpentatonicȱcategory,ȱ
‘Persian’,ȱ‘Spanish’,ȱ‘Neapolitan’,ȱ‘Hungarian’,ȱ‘Gypsy’,ȱ‘Balinese’,ȱ‘Arabian’,ȱ
‘Hindu’,ȱ‘Algerian’,ȱ‘Javanese’,ȱ‘Hawaiian’,ȱ‘Isfahan’,ȱandȱ‘Oriental’.

http://www.youtube.com/watch?v=ZcHN7VqEgFM
http://www.youtube.com/watch?v=erOk3YHE2kg
http://www.youtube.com/watch?v=ZcHN7VqEgFM


Tagg:ȱMusic’sȱMeaningsȱ—ȱ9.ȱTimbre,ȱloudnessȱandȱtonality 333

Modesȱcontainingȱaȱflatȱseventhȱ(�7)ȱandȱnoȱsemitonesȱnextȱtoȱtheȱtonic
(noȱ�2,ȱnoȱ�7),ȱi.e.ȱtheȱæolian,ȱdorianȱandȱmixolydianȱ(seeȱfig.ȱ9Ȭ2,ȱp.ȱ326)
andȱhexatonicȱmodesȱwithȱnoȱsixthȱdegree,ȱare,ȱalongȱwithȱdohȬȱandȱlaȬ
pentatonicismȱ(p.ȱ331),ȱmoreȱcommonȱinȱtheȱpopularȱsongȱrepertoireȱof
preȬindustrialȱBritain,ȱ IrelandȱandȱAppalachiaȱ thanȱ inȱmostȱmusicȱof
continentalȱ Europeanȱ origin.68ȱ Theseȱ sortsȱ ofȱmodeȱ areȱ oftenȱ nebuȬ
louslyȱassociatedȱwithȱeitherȱ‘Celtic’ȱorȱoldȱanglophoneȱ‘folk’ȱtraditions
evenȱthough,ȱforȱexample,ȱmixolydianȱtunesȱareȱtwoȱaȱpennyȱinȱbaião
musicȱ fromȱNortheasternȱBrazil.69ȱ It’sȱworthȱaddingȱ thatȱdorianȱand
mixolydianȱharmoniesȱareȱextremelyȱcommonȱinȱrockȱmusicȱandȱthat
certainȱtypesȱofȱmixolydianȱchordȱprogressionsȱareȱoftenȱusedȱasȱstyle
flagsȱinȱHollywoodȱWesterns.70

Butȱconnotationsȱofȱmodeȱareȱnotȱsolelyȱethnicȱorȱregional.ȱAfterȱall,ȱthe
wordsȱmoodȱandȱmodeȱareȱetymologicallyȱinterrelated.

68. Hereȱareȱsomeȱexamplesȱofȱtraditionalȱtunesȱinȱthoseȱthreeȱmodes.ȱAEOLIAN:ȱGodȱ
RestȱYouȱMerry,ȱGentlemen,ȱJohnȱBarleycorn.ȱDORIAN:ȱWhatȱShallȱWeȱDoȱWithȱTheȱ
DrunkenȱSailor?ȱTheȱBlacksmith.ȱMIXOLYDIANȱ(ENG.):ȱTheȱLarkȱInȱTheȱMorningȱ(Steeleyeȱ
Span,ȱ1971)ȱ'ȱOM7jISbR_ps,ȱand,ȱfromȱTheȱPenguinȱBookȱofȱEnglishȱFolkȱSongsȱ(1959),ȱ
TheȱBanksȱofȱNewfoundlandȱ(p.16),ȱTheȱFalseȱBrideȱ(p.37),ȱRoundingȱTheȱHornȱ(p.90),ȱTheȱ
YoungȱGirlȱCutȱDownȱInȱHerȱPrimeȱ(p.108).ȱMIXOLYDIANȱ(SCOT.):ȱCampbell’sȱFarewell,ȱ
SoorȱPloomsȱInȱGalashiels,ȱTheȱWeeȱManȱFromȱSkye,ȱTheȱKiltȱIsȱMyȱDelight,ȱTheȱAtholeȱ
Highlanders,ȱandȱTheȱFlowresȱOfȱTheȱForrestȱ(allȱinȱCampin,ȱ2009),ȱplusȱA.ȱA.ȱCameron’sȱ
Strathspey,ȱAnȱnochdȱgurȱfaoinȱmoȱchodalȱdhomhȱ(bothȱinȱKuntz,ȱ2009),ȱTaladhȱChriosdaȱ
(RankinȱSisters,ȱ1999),ȱplusȱcountlessȱothers,ȱrememberingȱthatȱtheȱHighlandȱbagȬ
pipeȱchanterȱisȱsetȱtoȱproduceȱtunesȱinȱAȱmixolydian.ȱMIXOLYDIANȱ(IRISH):ȱMugȱOfȱ
BrownȱAleȱandȱTheȱLamentationȱofȱHughȱReynoldsȱ(inȱIrishȱStreetȱBallads,ȱ1939:ȱ132).

69. [a]ȱForȱtheȱbaiãoȱmixolydianȱandȱlydianȱflatȱseventhȱmodes,ȱseeȱFariaȱ(1995:ȱ62Ȭ64).ȱ
[b]ȱThereȱisȱwidespreadȱconfusionȱwithȱtheȱgeoȬethnicȱidentificationȱofȱBritish/Irishȱ
modes.ȱEvenȱifȱmusicȱinȱsuchȱaȱmodeȱmayȱbeȱofȱEnglishȱratherȱthanȱScottishȱorȱIrishȱ
originȱ(e.g.ȱtheȱbasicallyȱréȬpentatonicȱtuneȱTheȱFemaleȱDrummer:ȱYorkshireȱTrad.,ȱ
SteeleyeȱSpanȱ(1971)),ȱlisteners,ȱespeciallyȱinȱNorthȱAmerica,ȱareȱsoȱusedȱtoȱpigeonȬ
holingȱsuchȱtonalityȱasȱ‘Irish’ȱorȱotherwiseȱ‘Celtic’ȱasȱtoȱeffectivelyȱwriteȱtheȱEnglishȱ
ruralȱproletariatȱoutȱofȱhistory.ȱSeeȱ'ȱTaggȱ(2011b:ȱ0:41:05ȱff.,ȱ0:58:18ȱandȱ1:03:22,ȱff.).ȱ

70. Styleȱflags:ȱseeȱpp.ȱ522Ȭ528;ȱseeȱalsoȱ‘BigȬcountryȱmodalismsȱandȱhighȬplainsȱharmoȬ
nies’,ȱpp.ȱ357Ȭ362ȱinȱTaggȱ&ȱClaridaȱ(2003).ȱForȱæolian,ȱdorianȱandȱmixolydianȱharȬ
monyȱinȱrock,ȱseeȱchaptersȱ‘Chordȱshuttles’ȱandȱ‘Modalȱloopsȱandȱbimodality’ȱinȱ
Taggȱ(2009),ȱespeciallyȱpassagesȱaboutȱdorian,ȱæolian,ȱandȱmixolydianȱshuttlesȱ(pp.ȱ
177Ȭ182,ȱ185Ȭ195);ȱaboutȱmixolydianȱloopsȱ(pp.ȱ221Ȭ226),ȱandȱrockȱdorianȱchordsȱ
(underȱ‘Mediantalȱharmony’,ȱpp.ȱ235Ȭ240).ȱForȱaȱsimpleȱdemonstrationȱofȱmixolyȬ
dianȱchordȱloopsȱinȱrock,ȱseeȱMixolydianȱMiniȬMontageȱ('ȱTagg,ȱ2009b).ȱ

http://www.youtube.com/watch?v=OM7jISbR_ps
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TheȱmostȱobviousȱconventionȱofȱmodalȱconnotationȱinȱtheȱurbanȱWest

isȱofȱcourseȱtheȱmajorȬminorȱdualismȱandȱtheȱwidespreadȱnotionȱthat
MAJORȱKEYȱ=ȱHAPPYȱandȱMINORȱKEYȱ=ȱSAD.ȱThisȱnotion,ȱIȱarguedȱearlierȱ(p.
264,ȱff.),ȱisȱaȱcommonȱcauseȱofȱmistakenȱconnotativeȱidentityȱbecauseȱof
allȱtheȱsadȱmusicȱweȱhearȱinȱaȱmajorȱkey,ȱandȱhappyȱmusicȱweȱhearȱin
theȱminor.ȱThatȱsaid,ȱtheȱmajorȬminorȱdualismȱdoesȱhaveȱsomeȱvalidity
inȱeuroclassicalȱandȱjazzȱrepertoiresȱwhereȱaȱminorȬkeyȱpieceȱisȱprobaȬ
blyȱ(butȱnotȱnecessarily)ȱmoreȱlikelyȱtoȱinvolveȱstatesȱofȱmindȱlikeȱdejecȬ
tion,ȱmelancholy,ȱsadnessȱandȱfury.71

Otherȱmusicalȱtraditionsȱare,ȱorȱhaveȱbeen,ȱmuchȱmoreȱdetailedȱabout
linksȱbetweenȱparticularȱmodesȱandȱparticularȱstatesȱofȱmind.ȱForȱexȬ
ample,ȱinȱTheȱRepublicȱ(c.ȱ380ȱBC)ȱPlatoȱreportsȱthatȱSocratesȱwantedȱto
banȱtheȱlydianȱandȱionianȱmodesȱfromȱhisȱidealȱcityȱstateȱbecauseȱthey
wereȱallegedlyȱtooȱsad,ȱrelaxed,ȱeffeminateȱorȱdrunken,ȱandȱtoȱpromote

insteadȱtheȱtoughness,ȱcourage,ȱmoderation,ȱprudence,ȱopennessȱand
humilityȱthatȱwereȱapparentlyȱassociated,ȱinȱthatȱculturalȱcontext,ȱwith

theȱdorianȱandȱphrygianȱmodes.72ȱ

MuchȱmusicȱfromȱtheȱArabȱworldȱandȱtheȱIndianȱsubcontinentȱhasȱover
centuriesȱdevelopedȱaȱdegreeȱofȱmelodicȱsophisticationȱnotȱfoundȱinȱthe
CentralȱEuropeanȱtradition,ȱmuchȱofȱwhoseȱtonalȱinterestȱisȱharmonic.

Thisȱ isȱperhapsȱwhyȱmelodicȱ tonalityȱ inȱArabianȱandȱ Indianȱmusics

seemȱtoȱofferȱaȱmoreȱdetailedȱandȱvariedȱrangeȱofȱconnotationsȱthanȱwe

Westernersȱareȱusedȱto.ȱForȱexample,ȱtheȱArabianȱtonalȱconfiguration
Rastȱ isȱ supposedlyȱ relatedȱ toȱmasculinity,ȱ prideȱ andȱ aȱ stableȱmind,

whileȱBayatiȱ isȱ thoughtȱ toȱ evokeȱ joyȱandȱ femininity,ȱSikahȱ love,ȱSaba
painȱandȱsadness,ȱandȱHijazȱtheȱdistantȱdesert.73ȱSimilarly,ȱtheȱr¬gasȱof
NorthernȱIndianȱclassicalȱmusicȱwereȱtraditionallyȱlinkedȱwithȱcertain
seasons,ȱ timesȱofȱ theȱdayȱandȱ toȱparticularȱmoodsȱorȱ statesȱofȱmind

(rasa),ȱeachȱwithȱtheirȱresidentȱdeity,ȱcolour,ȱetc.74ȱ ȱ

71. Seeȱp.ȱ264ȱff.ȱForȱdetailedȱdiscussionȱofȱminorȬkeyȱconnotations,ȱseeȱTLTT:ȱ310Ȭ336.ȱ
72. Pleaseȱbeȱawareȱthat:ȱ[1]ȱtheȱmodeȱnamesȱusedȱinȱPlato’sȱRepublicȱ(380ȱBC)ȱdoȱnotȱ

designateȱtheȱsameȱtonalȱvocabulariesȱasȱthoseȱdesignatedȱbyȱtheȱsameȱnamesȱtodayȱ
(seeȱfootnoteȱ66.);ȱ[2]ȱthisȱparagraphȱisȱmyȱownȱprécisȱofȱrelevantȱpassagesȱinȱbookȱ
IVȱofȱTheȱRepublicȱ(partȱofȱtheȱdialogueȱbetweenȱSocratesȱandȱGlaucon).

73. Toumasȱ(1996:ȱ43Ȭ44),ȱcitedȱinȱWikipediaȱarticleȱ‘Arabianȱmaqam’ȱ[120708]. 
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Melodyȱ

MelodiesȱareȱMONODICȱtonalȱsequencesȱperceivedȱasȱmusicalȱstatements

withȱdistinctȱrhythmicȱprofileȱ(p.291),ȱpitchȱcontourȱ(p.318)ȱandȱtonal
vocabularyȱ(mode).ȱSinceȱmelodyȱisȱgivenȱextensiveȱcoverageȱinȱEveryȬ
dayȱTonalityȱ(Tagg,ȱ2009:ȱ57Ȭ79),ȱ thisȱaccountȱ isȱ limitedȱ to:ȱ[1]ȱaȱ listȱof
melody’sȱmostȱimportantȱgeneralȱcharacteristics;ȱ[2]ȱanȱexplanationȱof
melismaticȱ andȱ syllabicȱ singing;ȱ [3]ȱ someȱpertinentȱquestionsȱ toȱ ask
aboutȱtheȱ‘meaning’ȱofȱaȱmelodicȱstatement.

Melodyȱhasȱtheȱfollowingȱfiveȱimportantȱcharacteristics.
1. It’sȱusuallyȱtheȱeasiestȱpartȱofȱtheȱmusicȱtoȱrecognise,ȱappropriateȱ

andȱreproduceȱvocally.
2. Itsȱphrasesȱcoverȱtheȱdurationȱofȱanȱexhalationȱ(theȱextendedȱ

presentȱagain).
3. It’sȱnormallyȱdeliveredȱatȱaȱrateȱrangingȱfromȱthatȱofȱmediumȱtoȱ

veryȱslowȱspeech.
4. It’sȱoftenȱarticulatedȱwithȱrhythmicȱfluidityȱandȱunbrokenȱdeliveryȱ

ofȱtonalȱmaterialȱwithinȱoneȱsequence.ȱTheseȱpropertiesȱmeanȱthatȱ
melody,ȱasȱtonalȱmonodicȱmovement,ȱisȱoftenȱunderstoodȱasȱaȱ
heightenedȱformȱofȱhumanȱspeechȱandȱasȱthatȱaspectȱofȱmusicȱmostȱ
closelyȱconnectedȱtoȱhumanȱutterance,ȱbothȱgesturalȱandȱvocal.75

5. InȱmostȱmusicȱtraditionsȱofȱtheȱurbanȱWest,ȱmelodyȱisȱtheȱmonodicȱ
musicalȱforegroundȱtoȱwhichȱaccompanimentȱandȱharmonyȱareȱgenerȬ
allyȱunderstoodȱasȱprovidingȱtheȱbackground.ȱTheȱsemioticȱimporȬ
tanceȱofȱthisȱdualismȱisȱdiscussedȱinȱChapterȱ12ȱ(p.ȱ425,ȱff.).ȱ

74. [a]ȱFourȱrasasȱwillȱserveȱhereȱtoȱillustrateȱtheȱprinciple:ȱH¬syamȱ( ֛֚֭֞)ȱ=ȱlaughter,ȱjolȬ
lityȱȬȱPramataȱ(theȱdeity)ȱȬȱwhite;ȱRaudramȱ( ֒֬ֈ֭ ֒ե)ȱ=ȱfuryȱȬȱRudraȱ(theȱgod)ȱȬȱred;ȱ
BÎbhatsamȱ(֎֠֏ֆ֭֚ե)ȱ=ȱdisgustȱȬȱShivaȱȬȱblue;ȱVÎramȱ(֗֠֒ե)ȱ=ȱheroic;ȱIndraȱȬȱyellow.ȱOtherȱ
rasasȱhaveȱareȱcharacterisedȱbyȱdisgust,ȱlove,ȱterror,ȱwonder,ȱspiritualȱdevotion,ȱtranȬ
quillity,ȱandȱparentalȱlove.ȱForȱmoreȱaboutȱrasaȱseeȱftnt.ȱ56,ȱp.ȱ72.ȱ
[b]ȱPleaseȱnoteȱthatȱneitherȱIndianȱr¬gasȱnorȱArabȱmaqamatȱ(pluralȱofȱmaq¬mȱ(ӄӁҫӄ),ȱaȱ
conceptȱsimilarȱtoȱr¬ga),ȱareȱmereȱmodes.ȱTheirȱidentityȱisn’tȱdeterminedȱsolelyȱbyȱ
tonalȱvocabulary,ȱthoughȱthatȱisȱaȱkeyȱissue,ȱbutȱalsoȱonȱtheȱbasisȱofȱsuchȱfactorsȱas:ȱ
[1]ȱtheȱrelativeȱimportanceȱofȱtonesȱinȱtheȱmode;ȱ[2]ȱspecificȱmelodicȱmotifsȱconsidȬ
eredȱtypicalȱforȱtheȱr¬ga/maq¬mȱinȱuse;ȱ[3]ȱspecificȱrisingȱandȱfallingȱpatternsȱofȱ
melodicȱstatement;ȱ[4]ȱtheȱregisterȱusedȱorȱpitchȱrangeȱcoveredȱinȱperformance.ȱ

75. ForȱmoreȱextensiveȱdiscussionȱofȱmelodyȱseeȱChapterȱ12,ȱ(esp.ȱpp.ȱ424Ȭ433)ȱandȱTaggȱ
(2009:ȱ57Ȭ79).ȱ
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AȱusefulȱconceptualȱpairȱwhenȱconsideringȱvocalȱmelodyȱisȱSYLLABICȱl
MELISMATIC.ȱAȱMELISMAȱisȱaȱstringȱofȱseveralȱconsecutiveȱnotesȱsungȱto
theȱsameȱsyllable;ȱsingingȱoneȱsyllableȱperȱnoteȱisȱsimplyȱcalledȱsyllabic.
SyllabicȱsingingȱisȱcommonȱinȱHOMOPHONICȱ(p.338)ȱsettingsȱofȱhymns,

asȱwellȱasȱinȱtheȱverseȱpartsȱofȱrecordingsȱbyȱsingerȬsongwriters.ȱMelisȬ
masȱareȱcommonȱinȱrockȱandȱgospelȱphrasesȱlikeȱ‘ohȱyeah!’,ȱandȱinȱliȬ
turgicalȱsettingsȱofȱ‘Kyrieȱeleison’ȱandȱ‘Alleluia’.76

Apartȱ fromȱprofilesȱofȱpitch,ȱ rhythm,ȱ tonalityȱandȱmelisma,ȱ together
withȱwhateverȱtheyȱmayȱsuggestȱbyȱwayȱofȱgesture,ȱaffectȱandȱconnotaȬ
tion,ȱit’sȱalsoȱworthȱconsideringȱtheȱoverallȱ‘melodicity’ȱofȱtheȱmusicȱunȬ
derȱanalysis.ȱForȱinstance:
• IsȱmelodyȱimportantȱinȱyourȱAOȱorȱisȱthereȱgreaterȱfocusȱonȱriffsȱ

andȱrhythms,ȱorȱonȱlong,ȱheldȱsonorities?ȱ
• Isȱtheȱmelodyȱmixedȱupȱfrontȱandȱcentreȱstageȱorȱisȱitȱmoreȱlikeȱanȱ

equalȱpartȱamongȱallȱtheȱotherȱstrandsȱofȱtheȱmusic?ȱ
• Areȱmelodicȱlinesȱperformedȱbyȱtheȱsameȱvoice[s]ȱorȱinstrument[s]ȱ

throughout?ȱIfȱnot,ȱdoȱtheȱmelodicȱlinesȱoccurȱatȱtheȱsameȱtimeȱ
(‘tonalȱpolyphony’),ȱorȱinȱsuccession,ȱorȱdoȱtheyȱpartiallyȱoverlap?ȱ

• Whatȱeffectsȱareȱcreatedȱbyȱsuchȱwaysȱofȱtreatingȱmelody?

• Howȱdoesȱtheȱtreatmentȱofȱmelodyȱ(includingȱitsȱabsence)ȱrelateȱtoȱ
theȱexpressionȱofȱnotionsȱofȱfigureȱandȱgroundȱ(seeȱpp.ȱ425Ȭ481)?ȱ

Thereȱmayȱalsoȱbeȱotherȱsignificantȱmelodicȱtraits.ȱForȱexample:

• Areȱanyȱmotifs,ȱmelodicȱcadences,ȱturnsȱofȱmelodicȱphrase,ȱorȱanyȱ
‘licks’ȱindicativeȱofȱaȱparticularȱmusicalȱtraditionȱorȱlanguage?
Ifȱsoȱisȱitȱdueȱtoȱlanguageȱrhythmȱorȱtonalȱvocabularyȱ(mode)?ȱOrȱ
both?ȱOrȱneither?77ȱ

• Doesȱanyȱofȱtheȱmelodicȱmaterialȱinȱanyȱwayȱresembleȱanyȱtypeȱofȱ
vocalȱstatementȱorȱmodeȱofȱphonation,ȱforȱexampleȱaffirming,ȱ
announcing,ȱbewailing,ȱcelebrating,ȱcomplaining,ȱconfiding,ȱconfirming,ȱ
cursing,ȱcrying,ȱencouraging,ȱgiggling,ȱgroaning,ȱgrowling,ȱgrunting,ȱ
hicupping,ȱlaughing,ȱmoaning,ȱmourning,ȱmumbling,ȱpleading,ȱpraising,ȱ
praying,ȱpreaching,ȱproclaiming,ȱranting,ȱreciting,ȱsighing,ȱstammering,ȱ
whining?77ȱ

76. Forȱmoreȱonȱmelisma,ȱseeȱTaggȱ(2009:ȱ76Ȭ79).
77. Forȱmoreȱonȱtheseȱquestions,ȱseeȱChapterȱ13ȱunderȱ‘Linguisticȱvocalȱanaphones’ȱ(pp.ȱ

489Ȭ491)ȱandȱ‘Paralinguisticȱanaphones’ȱ(pp.ȱ492Ȭ494);ȱseeȱalsoȱTaggȱ(2009:ȱ67Ȭ70).ȱ
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Tonalȱpolyphonyȱ
POLYPHONYȱ(withoutȱtheȱ‘tonal’)ȱsimplyȱmeansȱmoreȱthanȱoneȱsoundȱat
theȱsameȱtime.ȱSingingȱwithoutȱaccompanimentȱisȱmonophonicȱbutȱas
soonȱasȱyouȱstampȱyourȱfootȱinȱtimeȱwithȱtheȱtune,ȱtheȱmusicȱbecomes

polyphonic.ȱIfȱyouȱgetȱoutȱyourȱguitarȱandȱstrumȱaȱfewȱaccompanying

chordsȱtoȱyourȱsong,ȱorȱifȱsomeoneȱelseȱstartsȱsingingȱalongȱinȱparallel
thirds,ȱyou’reȱcreatingȱTONALȱPOLYPHONY.78ȱ

Droneȱ

Oneȱsimpleȱandȱveryȱcommonȱformȱofȱtonalȱpolyphonyȱisȱtheȱuseȱofȱa
droneȱtoȱaccompanyȱmelody.ȱDRONESȱareȱeasiestȱtoȱunderstandȱasȱthe
continuousȱ notesȱ thatȱ soundȱ atȱ theȱ sameȱ pitchȱ throughoutȱ partȱ or
wholeȱofȱaȱpieceȱofȱmusic.ȱTheyȱactȱasȱtonalȱreferenceȱpointȱandȱbackȬ
groundȱforȱtheȱchangingȱpitchȱofȱtheȱmusic’sȱotherȱstrands.ȱDronesȱocȬ
curȱ inȱbagpipeȱmusicȱfromȱmanyȱpartsȱofȱtheȱworldȱandȱusuallyȱ(not
always)ȱfeatureȱtheȱKEYNOTEȱorȱTONICȱofȱwhicheverȱmelodicȱmodeȱthey
accompany.79ȱLowerȱstringsȱonȱtheȱguitarȱorȱfiddleȱareȱalsoȱusedȱtoȱcreȬ
ateȱdroneȱeffectsȱthatȱhaveȱaȱmoreȱrhythmicȱcharacterȱinȱthatȱnote[s]ȱof
identicalȱpitchȱareȱrepeatedȱatȱshortȱintervals.ȱDronesȱareȱalsoȱusedȱin
audiovisualȱproductionsȱasȱaȱsuspensionȱdeviceȱtoȱsuggestȱeitherȱstasis
(e.g.ȱtheȱstillnessȱofȱwideȱopenȱspaces)ȱor,ȱifȱboomingȱinȱtheȱbassȱregisȬ
ter,ȱanȱongoing,ȱoppressiveȱthreat.80ȱ

78. PleaseȱnoteȱthatȱthisȱcommonsenseȱdefinitionȱofȱPOLYPHONYȱisȱnotȱnecessarilyȱthatȱ
usedȱinȱconventionalȱWesternȱmusicology.ȱParallelȱthirds:ȱsequenceȱofȱnotesȱconsistȬ
entlyȱdoubledȱbyȱanotherȱvoiceȱorȱinstrumentȱatȱtheȱintervalȱofȱoneȱthird,ȱe.g.ȱcȱandȱeȱ
together,ȱthenȱdȱandȱfȱorȱf�,ȱthenȱeȱandȱg,ȱetc.

79. Seeȱp.325ȱff.ȱforȱTONICȱandȱKEYNOTE.ȱOnȱtheȱ(Scottish)ȱHighlandȱpipesȱtheȱtonicȱ
droneȱisȱsometimesȱsilencedȱandȱtheȱdroneȱatȱtheȱfifthȱisȱusedȱonȱitsȱownȱtoȱcaterȱforȱ
theȱrangeȱandȱmodeȱofȱmelodiesȱincompatibleȱwithȱstandardȱdroneȱarrangementȱ
(Tagg,ȱ2011b:ȱ07:50Ȭ08:35).

80. Forȱmoreȱonȱdrones,ȱseeȱTaggȱ(2009:82Ȭ84).ȱTheȱDOOMSDAYȱMEGADRONE,ȱaȱphraseȱ
coinedȱinȱtheȱ1980sȱbyȱAndersȱWintzéusȱ(Göteborg)ȱtoȱdenoteȱthisȱsortȱofȱthreateningȱ
subȬbassȱrumble,ȱwasȱusedȱextensivelyȱinȱȱpopularȱTVȱproductionsȱlikeȱVȱ(1983)—forȱ
theȱanthropophagousȱreptileȱaliens’ȱgiantȱflyingȱsaucersȱcastingȱtheirȱshadowȱoverȱ
majorȱworldȱmetropoles—ȱandȱinȱTwinȱPeaksȱ(Badalmenti,ȱ1989)ȱ—forȱtheȱomnipresȬ
entȱevilȱofȱ‘Bob’ȱinȱtheȱoutwardlyȱidyllicȱbutȱdeeplyȱdisturbingȱsmallȬtownȱ‘Americanȱ
dream’,ȱwithȱitsȱcreepyȱconsumerism,ȱdepravedȱpromȱqueensȱandȱdepressiveȱJamesȱ
DeanȱlookȬalikes.ȱ
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Heterophonyȱ

Heterophonyȱisȱpolyphonyȱresultingȱfromȱsimultaneousȱdifferencesȱof
pitchȱproducedȱwhenȱtwoȱorȱmoreȱpeopleȱsingȱorȱplayȱmoreȱorȱlessȱthe
sameȱmelodicȱlineȱatȱroughlyȱtheȱsameȱtime.ȱHeterophonyȱcanȱdenote
everythingȱfromȱtheȱunintentionalȱpolyphonicȱeffectȱofȱunsynchronised
unisonȱsingingȱtoȱtheȱintentionalȱdiscrepanciesȱbetweenȱvocalȱlineȱand
itsȱ instrumentalȱembellishmentȱ thatȱareȱcharacteristicȱofȱmuchȱmusic

fromȱGreece,ȱTurkeyȱandȱtheȱArabȱworld.ȱAnotherȱtypeȱofȱheterophony
canȱoccurȱ inȱtheȱfinalȱchorusȱofȱtradȱ jazzȱperformancesȱwhenȱplayers
improviseȱtheirȱindividualȱvariantsȱofȱtheȱsameȱtuneȱatȱtheȱsameȱtime.

AnȱextremeȱexampleȱofȱmultiȬstrandȱheterophonyȱcanȱbeȱheardȱinȱtraȬ
ditionalȱ‘homeȱworship’ȱsingingȱfromȱtheȱScottishȱHebridesȱwhereȱeach
floridȱimprovisationȱonȱtheȱsameȱhymnȱtuneȱisȱthoughtȱtoȱpresentȱeach
individual’sȱ‘relationȱtoȱGodȱonȱaȱpersonalȱbasis’.81ȱ

Homophonyȱandȱcounterpointȱ

HOMOPHONYȱ (pp.ȱ 453Ȭ454)ȱ isȱ theȱ typeȱ ofȱ tonalȱ polyphonyȱ (different
pitchesȱsoundingȱatȱ theȱsameȱ time)ȱ inȱwhichȱdifferentȱstrandsȱofȱ the
musicȱmoveȱinȱtheȱsameȱrhythmȱatȱtheȱsameȱtime.ȱIt’sȱtheȱantithesisȱof
COUNTERPOINTȱ(pp.ȱ454Ȭ456),ȱmeaningȱpolyphonyȱwhoseȱinstrumental

orȱvocalȱ linesȱclearlyȱdifferȱ inȱmelodicȱand/orȱrhythmicȱprofile.ȱMost

hymnsȱandȱnationalȱanthemsȱareȱhomophonic.

Polyphonyȱ isȱhomophonicȱ orȱ contrapuntalȱ onlyȱ byȱdegree.ȱTheȱ less
concurrentȱsimilarityȱofȱrhythmicȱandȱmelodicȱprofileȱbetweenȱtheȱmuȬ
sic’sȱ strands,ȱ theȱmoreȱ contrapuntalȱ itȱ becomes.ȱ Forȱ example,ȱ Bach
fugues,ȱRenaissanceȱmotets,ȱrockȱrecordings,ȱ funkȱgroovesȱandȱoverȬ
lappingȱcallȬandȬresponseȱphrasesȱinȱgospelȱmusicȱallȱexhibitȱvarying
degreesȱofȱcounterpointȱ(withȱsomeȱhomophony),ȱwhileȱhymns,ȱnursȬ
eryȱrhymeȱharmonisationsȱandȱSousaȱmarchesȱdisplayȱvaryingȱdegrees
ofȱhomophonyȱ(withȱsomeȱcounterpoint).ȱ

81. SeeȱKnudsenȱ(1968)ȱandȱWicksȱ(1989).ȱForȱpolyphonyȱandȱsocialisation,ȱseeȱp.446,ȱff.
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Harmonyȱ

Harmonyȱisȱpopularlyȱthoughtȱofȱasȱthatȱaspectȱofȱtonalityȱwhichȱhasȱto
doȱwithȱchords.ȱCHORDȱjustȱmeansȱtheȱsimultaneousȱsoundingȱofȱtwoȱor
moreȱtonesȱwithȱdifferentȱnoteȱnames.ȱAȱchordȱconsistingȱofȱtwoȱdifferȬ
entȱnotesȱisȱcalledȱaȱdyad,ȱofȱthreeȱaȱtriad,ȱofȱfourȱaȱtetrad,ȱetc.,ȱandȱa
chordȱofȱseveralȱneighbouringȱnotesȱisȱcalledȱaȱcluster.ȱ

IfȱCOUNTERPOINTȱisȱimaginedȱasȱtheȱ‘horizontal’ȱorȱdiachronicȱaspectȱof
tonalȱpolyphony,ȱHARMONYȱ isȱoftenȱthoughtȱofȱasȱitsȱ ‘vertical’ȱorȱsynȬ
chronicȱaspect,ȱasȱ‘theȱchords’.ȱThisȱdistinctionȱcanȱbeȱmisleading,ȱnot
onlyȱ becauseȱ tonalȱ counterpointȱ producesȱ chordsȱ inȱ theȱ senseȱ just
givenȱbutȱalsoȱbecauseȱevenȱtheȱmostȱhomophonicȱtypesȱofȱtonalȱpolyȬ
phonyȱareȱinevitablyȱdiachronic.ȱThereȱareȱtwoȱbasicȱreasonsȱwhyȱharȬ
monyȱneedsȱalsoȱtoȱbeȱconsideredȱ‘horizontally’,ȱoneȱbeingȱtheȱfactȱthat
theȱindividualȱnotesȱinȱoneȱchordȱleadȱtoȱindividualȱnotesȱinȱtheȱnext
oneȱ(‘voiceȱleading’).82ȱTheȱotherȱreasonȱisȱthatȱtheȱsameȱsetȱofȱchords,
eachȱofȱaȱparticularȱnoteȱlengthȱpresentedȱinsideȱaȱparticularȱoverallȱduȬ
ration,ȱdon’tȱsoundȱ theȱsame,ȱorȱhaveȱ theȱsameȱeffect,ȱasȱ thoseȱsame

chordsȱsoundedȱinȱaȱdifferentȱorderȱwithȱdifferentȱdurations.ȱTheȱpoint
hereȱisȱthatȱchordȱprogressionsȱconstituteȱaȱdiachronicȱparameterȱofȱmuȬ
sicalȱexpressionȱthatȱcanȱsignalȱaȱmusicalȱstyleȱasȱwellȱasȱaȱsenseȱofȱmuȬ
sicalȱmovement,ȱflowȱorȱdirection.ȱStill,ȱlet’sȱfirstȱconsiderȱtheȱsynchronic
aspectsȱofȱharmony.

Chordȱtypesȱandȱharmonicȱidiomȱ

IfȱIȱplayȱtheȱJAMESȱBONDȱCHORDȱ((PA�)ȱonȱaȱpianoȱratherȱthan,ȱasȱwas

originallyȱintended,ȱonȱaȱFenderȱStratocasterȱtreatedȱwithȱslightȱtremȬ
oloȱ andȱ someȱ reverb,ȱmanyȱ nonȬmusosȱ areȱ stillȱ ableȱ toȱ identifyȱ the
soundȱinȱtermsȱofȱaȱSPYȱCHORD,ȱDETECTIVEȱCHORD,ȱetc.83ȱSuchȱcodalȱcomȬ
petenceȱsuggestsȱthatȱaȱchord’sȱtonalȱinformationȱcanȱonȱitsȱown,ȱatȱleast
underȱcertainȱconditions,ȱcarryȱculturallyȱspecificȱconnotations.ȱInȱfact,

82. Ifȱyou’veȱeverȱbeenȱanȱaltoȱorȱtenorȱinȱaȱchoirȱyouȱmayȱhaveȱnoticedȱthatȱwhatȱyouȱ
haveȱtoȱsingȱisȱsometimesȱveryȱboringȱorȱdifficult.ȱSuchȱmomentsȱofȱfrustrationȱareȱ
usuallyȱdownȱtoȱpoorȱvoiceȱleadingȱbyȱaȱcomposerȱorȱarrangerȱwhoȱhasȱprobablyȱ
thoughtȱtooȱmuchȱverticallyȱ(aboutȱ‘chords’)ȱandȱnotȱenoughȱaboutȱcreatingȱaȱsingaȬ
bleȱlineȱwithȱanyȱsenseȱofȱitsȱownȱmusicalȱflowȱ(horizontally).

83. ForȱmoreȱonȱtheȱJamesȱBondȱDETECTIVEȱorȱSPYȱchord,ȱseeȱpp.ȱ116ȱandȱ257.
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choosingȱtheȱrightȱchordȱtypeȱcanȱbeȱ justȱasȱeffectiveȱasȱ instrumental

timbreȱ(p.307ȱff.)ȱorȱmelodicȱmodeȱ(p.325ȱff.)ȱinȱestablishingȱaȱmusical

idiom,ȱasȱwellȱasȱ inȱsuggestingȱmoodsȱandȱenvironments.ȱ I’veȱ found
thatȱmanyȱ students,ȱmusoȱ andȱ nonȬmuso,ȱ can,ȱ ifȱ theirȱ attentionȱ is
drawnȱtoȱtheȱsonorityȱinȱquestion,ȱrecogniseȱnotȱonlyȱdetectiveȱchords
butȱ alsoȱ otherȱ aesthesicallyȱ labelledȱ sonoritiesȱ likeȱ theȱ BITTERȬSWEET

CHORD,ȱ theȱ ROMANTICȱ PATHOSȱ CHORDȱ andȱ BURTȱ BACHARACHȱ CHORDS.

Theyȱ canȱ alsoȱ usuallyȱ distinguishȱ betweenȱ droneȬbasedȱ andȱ busily
overȬharmonisedȱarrangementsȱofȱfolkȱtunes,ȱbetweenȱtheȱharmonicȱidȬ
iomsȱofȱ tradȱ jazzȱandȱbebop,ȱbetweenȱElizabethanȱandȱ lateȱRomantic

harmonies,ȱetc.ȱTheȱproblemȱisȱinȱotherȱwordsȱnotȱoneȱofȱauralȱcompeȬ
tenceȱbutȱofȱpoïeticȱnomenclatureȱ (likeȱ ‘minorȱmajorȱnine’ȱ (PA�))ȱbeȬ
causeȱaesthesicȱdescriptorsȱ likeȱBITTERȬSWEET,ȱROMANTICȱPATHOS,ȱBURT
BACHARACHȱandȱTWANGYȱFOLKȱchordsȱhaveȱ(asȱyet,ȱifȱever)ȱlittleȱorȱno
validityȱinȱinstitutionsȱofȱconventionalȱmusicalȱlearning.84

Chordȱprogressionsȱ

Likeȱtheȱtypesȱofȱchordȱjustȱdescribed,ȱCHORDȱPROGRESSIONSȱoftenȱhave
semioticȱsignificance.ȱTheyȱcanȱindicateȱaȱhomeȱstyle,ȱreferȱoutȱtoȱaȱ‘forȬ
eign’ȱstyleȱandȱsometimesȱsuggestȱaȱmood.ȱTheyȱcanȱalsoȱactȱkinetically
andȱsyntacticallyȱbyȱcontributingȱtoȱtheȱestablishmentȱofȱmetre,ȱphrase,
periodȱandȱdiataxis.ȱItȱmayȱbeȱusefulȱtoȱthinkȱofȱchordȱprogressionsȱas
existingȱatȱthreeȱlevelsȱofȱduration:ȱ[1]ȱshortȬtermȱshuttlesȱorȱloopsȱconȬ
tainedȱwithinȱoneȱorȱtwoȱboutsȱofȱtheȱextendedȱpresent;ȱ[2]ȱmediumȬ
termȱloopsȱorȱmatricesȱcoveringȱatȱleastȱoneȱperiodȱ(severalȱphrases);ȱ[3]
longȬtermȱharmonicȱnarrative.85

84. Forȱhelpȱwithȱauralȱchordȱrecognition,ȱseeȱEverydayȱTonalityȱ(Tagg,ȱ2009:ȱ141Ȭ144).ȱ
ForȱchordalȱcommutationsȱofȱtheȱKojakȱthemeȱtune,ȱseeȱTaggȱ(2000a:ȱ211Ȭ221),ȱaurallyȱ
illustratedȱinȱTheȱKojakȱThemeȱCommutationsȱ(Tagg,ȱ2011c)ȱasȱ[1]ȱ‘classical’,ȱ[2]ȱPalestȬ
rinaȱmotet,ȱ[3]ȱJamesȱBond/PeterȱGunnȱdetective,ȱ[4]ȱnostalgicȱpastoralȱromanceȱàȱlaȱ
Zamfirȱandȱ[5]ȱbossaȱnovaȱcocktailȱloungeȱmood.ȱForȱdiscussionȱofȱtheȱBITTERȬSWEETȱ
CHORDȱ(PDGG�),ȱseeȱTLTTȱ(422Ȭ3,ȱ453Ȭ466,ȱ566ȱff.).ȱTheȱROMANTICȱPATHOSȱCHORDȱP���ȱ
isȱdiscussedȱinȱTLTTȱ(180Ȭ216)ȱandȱillustratedȱaurallyȱinȱTheȱMinorȱSevenȱFlatȱFiveȱ
Montageȱ(Tagg,ȱ2011d).ȱTypicalȱBURTȱBACHARACHȱCHORDSȱareȱ_A�,ȱP�ȱandȱ_DGG�.ȱInȱ
Mayȱ2012ȱIȱlearnedȱfromȱArisȱLanaridesȱthatȱsomeȱGreekȱmusiciansȱreferȱtoȱtheȱ
BacharachȬstyleȱmajorȱsevenȱsonorityȱ(_A�)ȱasȱ‘theȱpornoȱchord’.ȱForȱmoreȱaboutȱ
dronedȱ“folk”ȱharmonisationȱseeȱTaggȱ(2009:130Ȭ134)ȱandȱ('2009a).

85. ForȱlongȬtermȱharmonicȱnarrative,ȱseeȱpp.ȱ410Ȭ411ȱ(inȱsectionȱonȱsonataȱform).
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Chordȱshuttlesȱ

‘SHUTTLE’ȱdenotesȱanȱongoingȱoscillationȱbetweenȱtwoȱchords,ȱ‘LOOP’ȱa
repeatedȱsequenceȱofȱ (typically)ȱ threeȱorȱ fourȱchords.ȱChordȱshuttles
andȱloopsȱareȱcommonȱinȱmanyȱtypesȱofȱpopularȱsongȱandȱdanceȱmuȬ
sic.ȱForȱexample,ȱtheȱAEOLIANȱSHUTTLE,ȱasȱheardȱinȱAllȱAlongȱTheȱWatchȬ
towerȱ (Dylan,ȱ 1968;ȱHendrix,ȱ 1968),ȱWhisperingȱThunderȱ (Cain,ȱ 1972),
Moneyȱ(PinkȱFloyd,ȱ1973)ȱandȱChopin’sȱMarcheȱfunèbreȱ(1839),ȱis,ȱinȱslow
toȱmoderateȱtempo,ȱaȱhabitualȱharbingerȱofȱthingsȱdarkȱandȱominous.86

Onȱtheȱotherȱhand,ȱtheȱ‘FLOATINGȱDORIANȱSHUTTLE’ȱ—asȱheardȱinȱHe’sȱSo
Fineȱ(Chiffons,ȱ1963),ȱOh!ȱHappyȱDayȱ(Hawkins,ȱ1972),ȱMyȱSweetȱLord
(Harrison,ȱ1972)ȱand,ȱmostȱnotablyȱatȱseveralȱBRIGHTNESSȱpointsȱonȱthe
PinkȱFloydȱalbumȱDarkȱSideȱofȱtheȱMoonȱ(1972)—ȱisȱaȱlessȱominousȱand
aȱmuchȱmoreȱopenȬendedȱsortȱofȱaffair.87ȱ

Chordȱloops

AmongȱtheȱmostȱfamiliarȱLOOPȱprogressionsȱmustȱsurelyȱbeȱtheȱthreeȬ
chordȱLAȱBAMBAȱPATTERN,ȱsoȱcommonȱinȱmanyȱtypesȱofȱLatinȬAmerican

musicȱandȱtheȱchordalȱbasisȱofȱtunesȱlikeȱGuantanamera,ȱPataȱPata,ȱDo
YouȱLoveȱMe?,ȱTwistȱAndȱShout,ȱHangȱOnȱSloopyȱandȱWildȱThing.88ȱJustȱas
commonȱ isȱ theȱ fourȬchordȱ VAMPȱ loopȱ (alsoȱ knownȱ asȱ ‘vampȱ until
ready’)ȱthatȱaccompaniedȱcountlessȱ‘milksap’ȱnumbersȱrecordedȱinȱthe
USAȱaroundȱ1960.ȱI’mȱreferringȱtoȱ‘TEENȱANGEL’ȱhitsȱlikeȱDiana,ȱTeenager
InȱLove,ȱPoetryȱInȱMotion,ȱOh!ȱCarol,ȱHappyȱBirthdayȱSweetȱSixteen,ȱDream

86. TheȱFATEFULȱaeolianȱshuttleȱwasȱfirstȱdiscussedȱasȱanȱaeolianȱ‘pendulum’ȱbyȱBjörnȬ
bergȱ(1984:ȱ371Ȭ386);ȱseeȱalsoȱTaggȱ(2009:186Ȭ188).ȱAmongȱotherȱtunesȱfeaturingȱtheȱ
shuttleȱare:ȱSouthernȱManȱandȱRockin’ȱInȱTheȱFreeȱWorldȱ(NeilȱYoung,ȱ1970,ȱ1989);ȱ1984ȱ
(Bowie,ȱ1974);ȱWallȱStreetȱShuffleȱ(Tenȱcc,ȱ1974);ȱWatchingȱTheȱDetectivesȱ(Costello,ȱ
1977);ȱBarnȱavȱvårȱtidȱ(Nationalteatern,ȱ1978);ȱCaliforniaȱ(FlashȱandȱtheȱPan,ȱ1979);ȱInȱ
TheȱAirȱTonightȱ(PhilȱCollins,ȱ1981);ȱSomethingȱInȱTheȱWayȱ(Nirvana,ȱ1991).

87. Theȱ‘floatingȱopenȬendedness’ȱofȱthisȱchordȱshuttleȱisȱexplainedȱinȱTaggȱ(2009:177Ȭ
182).ȱTheȱPMFCsȱforȱgreaterȱopennessȱareȱparticularlyȱclearȱinȱconjunctionȱatȱ‘Breathe,ȱ
breatheȱtheȱair’ȱandȱ‘Home,ȱhomeȱagain’ȱonȱtheȱPinkȱFloydȱalbum.ȱManyȱotherȱcomȬ
monȱchordȱshuttleȱtypesȱ(e.g.ȱplagal,ȱquintal,ȱsubtonic,ȱmixolydian,ȱ‘nonȬfloating’ȱ
variantsȱofȱtheȱdorian)ȱareȱdiscussedȱinȱTaggȱ(2009:ȱ173Ȭ198).ȱ

88. LaȱBambaȱ(Valens,ȱ1958;ȱLosȱLobos,ȱ1987);ȱGuantanameraȱ(Fernandez,ȱ1949;ȱSeeger,ȱ
1963;ȱSandpipers,ȱ1966;ȱJean,ȱ1997;ȱCruz,ȱ1999);ȱPataȱPataȱ(Makeba,ȱ1967);ȱDoȱYouȱLoveȱ
Me?ȱ(Poole,ȱ1963);ȱTwistȱ&ȱShoutȱ(TopȱNotes,ȱ1961;ȱBeatles,ȱ1963);ȱHangȱOnȱSloopyȱ
(McCoys,ȱ1965);ȱWildȱThingȱ(Troggs,ȱ1966).ȱSeeȱalsoȱGuantanameraȱEndingsȱ(Tagg,ȱ
2011g)ȱand,ȱforȱmoreȱaboutȱtheȱLAȱBAMBAȱLOOP,ȱTaggȱ(2009:ȱ217Ȭ225).ȱ
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LoverȱandȱSherry,ȱasȱwellȱasȱtheȱ‘A’ȱsectionsȱofȱ jazzȱstandardsȱlikeȱBlue
Moonȱ(p.398)ȱandȱAtȱLast.89ȱ

AȱMEDIUMȬTERMȱrepeatedȱchordȱprogressionȱcoveringȱseveralȱboutsȱof
presentȬtimeȱcanȱbeȱcalledȱaȱHARMONICȱMATRIXȱorȱCHORDȱMATRIX.ȱOneȱof
theȱmostȱwellȬknownȱchordȱmatricesȱisȱtheȱstandardȱtwelveȬbarȱblues
patternȱwhoseȱsimplestȱformȱrunsȱ^IȱIȱIȱIȱIVȱIVȱI ȱI ȱVȱIVȱI ȱI`ȱwhereȱ‘I’
meansȱaȱchordȱbasedȱonȱtheȱtonicȱ(keynote,ȱtheȱmode’sȱfirstȱdegree),ȱ‘IV’
aȱchordȱonȱdegreeȱ4ȱofȱtheȱtonic’sȱmajorȱorȱminorȱmodeȱandȱ‘V’ȱaȱchord
basedȱonȱscaleȱdegreeȱ5.ȱThatȱmeansȱtheȱchordsȱofȱaȱsimpleȱ12Ȭbarȱblues
inȱEȱrunȱ^EȱEȱEȱEȱAȱAȱEȱEȱBȱAȱEȱE`ȱandȱinȱFȱ^FȱFȱFȱFȱB�ȱB�ȱFȱFȱCȱB�ȱF
F`.ȱPerformedȱatȱ120ȱbpm,ȱaȱtwelveȬbarȱbluesȱmatrixȱlastsȱ24ȱseconds,
theȱmatrix’sȱ threeȱ fourȬbarȱ periodsȱ eachȱ occupyingȱ eightȱ seconds.90
AmongȱotherȱcommonȱcyclicalȱharmonicȱmatricesȱareȱtheȱNewȱOrleans
R&BȱeightȬbarȱpatternȱ(e.g.ȱIȱ IVȱI ȱIȱVȱIVȱI ȱI)ȱandȱtheȱwideȱvariationȱof
chaconneȱandȱpassacagliaȱsequencesȱfoundȱ inȱ theȱeuroclassicalȱ tradiȬ
tion,ȱforȱexampleȱinȱtheȱeverȬpopularȱPachelbel’sȱCanon.91ȱ

LargeȬscaleȱharmonicȱprogressionȱthatȱlendsȱoverallȱtonalȱstructureȱto
theȱmegaȬdurationsȱofȱentireȱpiecesȱofȱmusicȱisȱdealtȱwithȱinȱChapterȱ11
underȱ‘Generalȱdiatacticȱschemes’,ȱespeciallyȱinȱtheȱsectionsȱonȱtheȱ32Ȭ
barȱjazzȱstandardȱ(p.ȱ397,ȱff.)ȱandȱsonataȱformȱ(p.ȱ409,ȱff.).ȱ

89. Songȱreferences:ȱDianaȱ(Anka,ȱ1957);ȱTeenagerȱInȱLoveȱ(Dion,ȱ1959),ȱPoetryȱInȱMotionȱ
(Tillotson,ȱ1960),ȱOh!ȱCarolȱ(Sedaka,ȱ1959),ȱHappyȱBirthdayȱSweetȱSixteenȱ(Sedaka,ȱ
1961),ȱDreamȱLoverȱ(Darin,ȱ1959),ȱSherryȱ(FourȱSeasons,ȱ1962),ȱBlueȱMoonȱ(RȱRodgers,ȱ
1934;ȱMarcels,ȱ1961),ȱAtȱLastȱ(Warren,ȱ1940/James,1961).ȱForȱmoreȱonȱtheȱvampȱloopȱ
seeȱTaggȱ(2009:ȱ202Ȭ216).ȱForȱaȱ12½Ȭminuteȱbarrageȱofȱsongsȱillustratingȱtheȱvampȱ
loopȱinȱpop,ȱseeȱTaggȱ(2007).ȱOtherȱcommonȱandȱeasilyȱrecognisableȱchordȱloopsȱ
includeȱtheȱmixolydianȱpatternȱinȱpop/rockȱtracksȱlikeȱWithȱAȱLittleȱHelpȱFromȱMyȱ
Friendsȱ(Beatles,ȱ1967a),ȱSweetȱHomeȱAlabamaȱ(LynyrdȱSkynyrd,ȱ1974),ȱandȱGimmeȱAllȱ
YourȱLovingȱ(ZȱZȱTop,ȱ1983);ȱseeȱalsoȱTaggȱ(2009:ȱ221Ȭ226ȱandȱ2009b).ȱ

90. TheȱtwelveȬȱandȱeightȬbarȱbluesȱmatricesȱgivenȱhereȱareȱtheȱsimplest,ȱmostȱgeneralȬ
isedȱforms.ȱForȱaȱfewȱotherȱvariants,ȱseeȱTaggȱ(2009:ȱ159,ȱ167Ȭ171).ȱPleaseȱnoteȱthatȱ
theȱeachȱofȱtheȱthreeȱfourȬbarȱperiodsȱinȱaȱtwelveȬbarȱbluesȱconsistsȱofȱtwoȱphrases,ȱ
oftenȱoverlapping,ȱinȱcallȱandȱresponseȱstyle,ȱeachȱphraseȱoccupyingȱnoȱmoreȱthanȱ
oneȱboutȱofȱtheȱextendedȱpresentȱ(typicallyȱ3Ȭ5ȱseconds).

91. Pachelbel’sȱCanonȱhasȱtheȱsequenceȱIȱVȱviȱiiiȱIVȱIȱIVȱV.ȱIt’sȱusedȱbyȱHandelȱinȱOrganȱ
ConcertoȱOp.7ȱNo.5,ȱbyȱHaydnȱinȱtheȱminuetȱofȱStringȱQuartetȱOp.ȱ50ȱNo.ȱ2,ȱbyȱ
MozartȱinȱPianoȱConcertoȱNo.ȱ23ȱ(K488)ȱand,ȱmostȱnotably,ȱbyȱTheȱFarmȱinȱAllȱ
TogetherȱNowȱ(1991);ȱseeȱalsoȱParavonianȱ(2008).ȱTheȱbarnȱbuildingȱsequencesȱinȱWitȬ
nessȱ(Paramount)ȱareȱunderscoredȱusingȱaȱdifferentȱpassacagliaȱpatternȱ(Jarre,ȱ1985).ȱ
ForȱmoreȱexamplesȱofȱPachelbel’sȱCanonȱseeȱpageȱ413.
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10.ȱVocalȱpersonaȱ

HEȱVOICEȱisȱmankind’sȱprimaryȱmusicalȱinstrument.1ȱItsȱimporȬ
tanceȱhasȱalreadyȱbeenȱmentionedȱinȱconjunctionȱwithȱprosody,
withȱ timbreȱandȱauralȱ staging,ȱwithȱpitchȱ rangeȱandȱ register,

andȱofȱcourseȱwithȱmelody.ȱAsȱwe’llȱseeȱinȱChapterȱ13,ȱvoiceȱisȱalsoȱat
theȱbasisȱofȱseveralȱmusicalȱsignȱtypes,ȱ includingȱtransscansions,ȱlanȬ
guageȱ identifiersȱ andȱ paralinguisticȱ anaphones.ȱTheȱ purposeȱ ofȱ this
chapterȱisȱtoȱsuggestȱwaysȱofȱdenotingȱperceptionsȱofȱtheȱnonverbalȱasȬ
pectsȱofȱvoice.ȱ

BeforeȱgoingȱanyȱfurtherȱIȱneedȱtoȱclarifyȱtwoȱpoints.ȱOneȱisȱtheȱmeanȬ
ingȱ ofȱ PERSONA,ȱ theȱ otherȱ anȱ explanationȱ ofȱ theȱmainlyȱ vernacular
sourceȱofȱideasȱpresentedȱinȱthisȱchapter.

Personaȱ
PERSON,ȱwithoutȱ theȱ finalȱA,ȱmeansȱanȱ individualȱhumanȱbeingȱand
PERSONALITYȱ‘theȱdistinctiveȱcharacterȱorȱqualitiesȱofȱaȱperson’.ȱInȱLatin,
ItalianȱandȱSpanishȱPERSONAȱ(withȱtheȱfinalȱA)ȱjustȱmeansȱPERSONȱbutȱin
EnglishȱPERSONAȱdenotesȱ‘anȱaspectȱofȱtheȱpersonalityȱasȱshownȱtoȱorȱperȬ
ceivedȱbyȱothers’.2ȱActors,ȱsingersȱandȱotherȱtypesȱofȱperformerȱaren’tȱthe
onlyȱonesȱtoȱpresentȱpersonas2ȱbecauseȱweȱallȱhaveȱtoȱassumeȱdifferent
rolesȱinȱdifferentȱsituationsȱatȱdifferentȱtimesȱofȱlife.ȱHereȱareȱsixteenȱexȬ
amplesȱfromȱmyȱownȱlife:ȱ[1]ȱchildȱinȱrelationȱtoȱparents;ȱ[2]ȱparentȱin
relationȱtoȱaȱchild;ȱ[3]ȱstudentȱinȱrelationȱtoȱteachersȱandȱ[4]ȱfellowȱstuȬ
dents;ȱ[5]ȱteacherȱinȱrelationȱtoȱstudentsȱandȱ[6]ȱcolleaguesȱasȱwellȱasȱ[7]
administrators;ȱ[8]ȱlover;ȱ[9]ȱhusband;ȱ[10]ȱgoodȱfriend;ȱ[11]ȱreasonably

1. Forȱtheȱcentralityȱofȱvoice,ȱsee,ȱforȱexample,ȱtheȱKodályȱApproachȱ(n.d.)ȱatȱ
) britishkodalyacademy.org/ [120117].ȱTheȱtermȱ‘vocalȱpersona’ȱoriginatesȱwithȱConeȱ
(1974).ȱItsȱvariousȱmeaningsȱareȱinstructivelyȱdiscussedȱbyȱFrithȱ(1996:ȱ196Ȭ200).ȱ

2. PERSONAȱisȱconceptuallyȱopposedȱtoȱANIMA,ȱtheȱindividual’sȱinnerȱpersonality.ȱI’llȱbeȱ
usingȱtheȱEnglishȱ(orȱSpanish)ȱpluralȱformȱPERSONASȱratherȱthanȱtheȱetymologicallyȱ
correctȱLatinȱpluralȱpersonaeȱwhichȱisȱrarelyȱusedȱwhenȱtalkingȱaboutȱtheȱphenomeȬ
non.ȱAllȱquotedȱdefinitionsȱareȱfromȱTheȱConciseȱOxfordȱDictionaryȱ(1995).
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‘angryȱyoungȱman’;ȱ [12]ȱevenȱmoreȱreasonablyȱ (andȱcheerful)ȱ ‘angry
oldȱman’,ȱlatterlyȱalsoȱ‘benevolentȱbutȱeccentricȱpatriarch’;ȱ[13]ȱ‘oneȱof
theȱguys’;ȱ[14]ȱclassicalȱmusician;ȱ[15]ȱrockȱmusician;ȱ[16]ȱsolitaryȱwriter

ofȱacademicȱtextsȱlikeȱthis.ȱ

It’sȱnotȱalwaysȱeasyȱtoȱadoptȱtheȱrightȱpersonaȱinȱtheȱrightȱsituation,ȱesȬ
peciallyȱifȱtheȱroleȱexpectedȱofȱusȱhasȱtoȱchange,ȱforȱexampleȱfromȱchild
toȱparentȱorȱ fromȱstudentȱ toȱ teacher,ȱbutȱ there’sȱnothingȱ intrinsically
dishonestȱorȱschizophrenicȱaboutȱourȱabilityȱtoȱadaptȱtoȱtheȱappropriate
roleȱinȱtheȱappropriateȱsituation.ȱOnȱtheȱcontrary,ȱit’sȱanȱessentialȱsocial
skill.ȱThat’sȱwhyȱVOCALȱPERSONAȱshouldȱnot,ȱinȱwhatȱfollows,ȱbeȱprimaȬ
rilyȱunderstoodȱasȱroleȱplayȱinȱtheȱsenseȱofȱputtingȱonȱaȱvocalȱfront,ȱalȬ
thoughȱthatȱmayȱsometimesȱbeȱtheȱcase,ȱbutȱasȱanyȱaspectȱofȱpersonality
asȱshownȱtoȱorȱperceivedȱbyȱothersȱthroughȱtheȱmediumȱofȱeitherȱprosodyȱorȱof
theȱsingingȱvoice.ȱ

Vernacularȱsourcesȱ
TheȱideasȱpresentedȱinȱthisȱchapterȱderiveȱlessȱfromȱtheȱwealthȱofȱscholȬ
arlyȱwritingȱonȱvoice,ȱmuchȱmoreȱfromȱhavingȱrunȱpopularȱmusicȱanalȬ
ysisȱclassesȱ forȱmanyȱyears.ȱ Insightsȱgainedȱ fromȱ thatȱexperienceȱare
supplementedȱwithȱ observationsȱ aboutȱ howȱ voiceȱ seemsȱ toȱ beȱ deȬ
scribedȱ inȱmusicȱ reviews,ȱ albumȱ inlays,ȱ inȱ adsȱ forȱvoiceoverȱ artists,
evenȱinȱcasualȱconversation.3ȱAllȱtheseȱvernacularȱsourcesȱforȱtheȱverbal
descriptionȱofȱvoiceȱshareȱaȱcommonȱtrait:ȱunlikeȱtheȱpoïeticȱtermsȱdesȬ
ignatingȱmusicalȱstructureȱdefinedȱbyȱparametersȱofȱpitch,ȱtonality,ȱmeȬ
treȱ andȱ episodicity,ȱ descriptionsȱ ofȱ voice,ȱ likeȱ thoseȱ ofȱ timbre,ȱ are
mainlyȱaesthesic.ȱThisȱtendencyȱmayȱwellȱbeȱdueȱtoȱtheȱfactȱthatȱconvenȬ
tionalȱmusicȱstudiesȱhaveȱyetȱtoȱestablishȱaȱsystematicȱandȱwidelyȱacȬ
ceptedȱpoïeticȱ terminologyȱ forȱvocalȱexpression.ȱThere’sȱ simplyȱvery
littleȱbyȱwayȱofȱsuchȱ jargonȱtoȱintimidateȱnonȬmusos,ȱmanyȱofȱwhom

mayȱstruggleȱwithȱtheȱdesignationȱofȱmusic’sȱtonalȱaspectsȱandȱwhoȱare
muchȱlessȱinhibitedȱaboutȱdescribingȱtimbreȱandȱvocalȱsound.ȱ

3. TwoȱreasonsȱforȱprioritisingȱpersonalȱexperienceȱoverȱscholarlyȱwritingȱinȱthisȱchapȬ
ter:ȱ[1]ȱAȱsufficientlyȱauthoritativeȱsurveyȱofȱrelevantȱliteratureȱwouldȱtakeȱsoȱmuchȱ
timeȱthatȱI’dȱneverȱfinishȱthisȱbookȱwhichȱisȱalreadyȱlongȱenough.ȱ[2]ȱI’mȱmoreȱlikelyȱ
toȱaddȱtoȱtheȱgeneralȱbodyȱofȱknowledgeȱaboutȱvoiceȱbyȱfocusingȱonȱmyȱownȱexperiȬ
enceȱandȱknowledgeȱthanȱbyȱsummarisingȱthoseȱofȱothers.



Tagg:ȱMusic’sȱMeaningsȱ—ȱ10.ȱVocalȱpersona 345

Anotherȱ‘democratic’ȱaspectȱofȱvoiceȱasȱpartȱofȱmusicalȱanalysisȱisȱthat
it’sȱanȱinstrumentȱweȱallȱuseȱinȱaȱmusicalȱwayȱ—prosodicallyȱ—ȱevery
timeȱweȱspeak.ȱMostȱofȱusȱareȱexpertsȱatȱusingȱourȱvoices,ȱnotȱjustȱtoȱutȬ
terȱwordsȱbutȱalsoȱtoȱpresentȱourȱindividualȱorȱgroupȱidentity,ȱandȱto
expressȱemotions,ȱattitudesȱandȱbehaviouralȱpositionsȱ(vocalȱpersonas).
That’sȱwhyȱI’llȱstartȱwithȱtheȱmusicȱofȱtheȱspokenȱvoice,ȱmoreȱprecisely
withȱmyȱmother,ȱfollowedȱcloselyȱbyȱRobertȱDeȱNiro.

‘Don’tȱworryȱaboutȱme’ȱ

Whenȱ Iȱwasȱaȱ childȱmyȱmotherȱwouldȱ sometimesȱ sayȱ ‘DON’TȱWORRY

ABOUTȱMEȱ—ȱI’MȱFINE’ȱinȱaȱveryȱsadȱvoice.ȱIȱrememberȱtheȱconfusionȱthat
statementȱcausedȱme.ȱDidȱsheȱmeanȱtheȱwordsȱDON’TȱWORRYȱABOUTȱME

—ȱI’MȱFINEȱorȱshouldȱIȱpayȱmoreȱattentionȱtoȱtheȱmusicȱ(prosody)ȱinȱher
statement:ȱPLEASEȱWORRYȱABOUTȱMEȱ—ȱI’MȱMISERABLE?

Theȱsecondȱinterpretationȱwasȱprobablyȱnearerȱtheȱtruthȱthanȱtheȱfirst,
notȱ leastȱbecauseȱsheȱwasn’tȱalwaysȱaȱhappyȱperson.ȱSheȱmightȱhave
beenȱfeelingȱunwellȱorȱhaveȱjustȱbeenȱinvolvedȱinȱaȱdomesticȱdisagreeȬ
ment.ȱAnotherȱreasonȱforȱprioritisingȱtheȱ‘music’ȱofȱherȱstatementȱwas

thatȱherȱfacialȱexpression,ȱbodyȱpostureȱandȱgesturesȱ(inȱthisȱcaseȱaȱlack
ofȱgesture),ȱallȱalignedȱwithȱherȱvocalȱtimbre,ȱvolume,ȱintonation,ȱdicȬ
tionȱandȱspeechȱ rhythmȱbutȱcontradictedȱ theȱmeaningȱofȱherȱwords.

Withȱaȱchild’sȱunderstandingȱofȱwordsȱandȱreasonȱasȱprivilegedȱmodes

ofȱsymbolicȱ interactionȱamongȱgrownȬupsȱ (althoughȱ Iȱwouldn’tȱhave
putȱ itȱ thatȱwayȱatȱ theȱ time),ȱ Iȱ rememberȱoptingȱ toȱ takeȱmyȱmother’s

DON’Tȱ WORRYȱ ABOUTȱ MEȱ atȱ lexicalȱ faceȱ value.ȱ Thatȱ decisionȱ once
promptedȱmyȱfatherȱ toȱchideȱmeȱ forȱbeingȱ insensitive.ȱIȱdidn’tȱknow
whatȱ ‘insensitive’ȱmeantȱbutȱ itȱdidn’tȱ soundȱgood,ȱ soȱ Iȱ revertedȱ toȱa
moreȱinstinctiveȱ(orȱchildish?)ȱmodeȱofȱinterpretation,ȱpayingȱmoreȱatȬ
tentionȱtoȱmother’sȱ‘music’ȱandȱlessȱtoȱherȱwords.ȱUnfortunately,ȱreadȬ
ingȱ herȱ statementsȱ onȱ theȱ basisȱ ofȱ theirȱ ‘music’ȱ (timbre,ȱ volume,

inflexion,ȱposture,ȱfacialȱexpression,ȱetc.)ȱandȱignoringȱherȱwordsȱalso
turnedȱoutȱtoȱbeȱwrong,ȱbecauseȱifȱIȱrespondedȱtoȱherȱplaintiveȱtoneȱby
askingȱ‘What’sȱtheȱmatter?’ȱinȱaȱsympatheticȱtoneȱofȱvoice,ȱIȱriskedȱinȬ
sultingȱherȱprideȱandȱhearingȱherȱretort:ȱ‘IȱsaidȱIȱwasȱfine.ȱWhyȱdoȱyou
neverȱlistenȱtoȱwhatȱIȱsay?’



346 Tagg:ȱMusic’sȱMeaningsȱ—ȱ10.ȱVocalȱpersona

Itȱ tookȱmeȱmanyȱyearsȱ toȱ realiseȱ thatȱ Iȱ couldȱ interpretȱmyȱmother’s

[plaintiveȱvoiceȱo]ȱDON’TȱWORRYȱABOUTȱMEȱ—ȱI’MȱFINEȱ[normalȱo]ȱasȱan
integralȱstatement,ȱdespiteȱitsȱmixedȱmessage.ȱSheȱactuallyȱmeant:

I’mȱveryȱsadȱandȱIȱfindȱitȱhardȱtoȱputȱonȱtheȱbraveȱfaceȱofȱselfȬcontrolȱI
knowȱthatȱgrownȬupsȱshould.ȱSo,ȱpleaseȱshowȱmeȱsomeȱkindnessȱwhile

respectingȱtheȱfactȱthatȱIȱatȱleastȱknowȱI’mȱsupposedȱtoȱputȱonȱaȱbrave
face,ȱevenȱifȱIȱexpectȱyouȱtoȱseeȱthroughȱit.ȱ

Thatȱstatementȱwouldȱhaveȱ takenȱmotherȱmuchȱ longerȱandȱhaveȱdeȬ
mandedȱ anȱunrealisticȱ amountȱ ofȱ reflectiveȱ selfȬcontrol.ȱHerȱ ‘mixed

message’ȱwasȱinȱthatȱsenseȱmoreȱefficient.ȱIȱwasȱsimplyȱslowȱtoȱlearn
thatȱyouȱcouldȱconsiderȱtheȱnarrativeȱcontext,ȱscene,ȱbodyȱlanguage,ȱthe
wordsȱandȱtheȱmusicȱofȱmyȱmother’sȱmixedȱmessagesȱasȱaȱwhole.ȱItȱwas

aȱmusogenicȱstatementȱlikeȱtheȱclearȱbutȱcomplexȱmusicalȱmoodsȱmenȬ
tionedȱ inȱChapterȱ2.ȱ I’mȱ referringȱ toȱ thoseȱ ‘pallidȱverbalȱapproximaȬ
tions’ȱlikeȱDESPERATELYȱTROUBLEDȱINȱTHEȱMIDSTȱOFȱCALMȱANDȱBEAUTY, or
SICKȱOFȱTHEȱWORLDȱANDȱFEELINGȱALIVEȱBECAUSEȱOFȱTHATȱDISGUST.4

TheȱDON’TȱWORRYȱABOUTȱMEȱanecdoteȱillustratesȱthreeȱimportantȱpoints
aboutȱmusicalȱmeaning,ȱtheȱfirstȱtwoȱofȱwhichȱhaveȱbeenȱdiscussedȱearȬ
lier.ȱThisȱchapterȱfocusesȱonȱtheȱthirdȱpoint.

1. Musicalȱmeaningȱisȱneverȱcreatedȱbyȱtheȱsoundsȱonȱtheirȱown.ȱTheyȱ
alwaysȱexistȱinȱaȱsyntactic,ȱsemanticȱandȱsocioculturallyȱpragmaticȱ
contextȱuponȱwhichȱtheirȱsemiosisȱdepends.

2. Precisionȱofȱmusicalȱmeaningȱdoesȱnotȱequalȱprecisionȱofȱverbalȱ
meaningȱorȱthatȱofȱanyȱotherȱsymbolicȱsystem.ȱMusic’sȱapparentȱ
contradictionsȱofȱverbalȱmeaningȱ(pp.ȱ66Ȭ68;ȱ167,ff.)ȱshouldȱbeȱ
understoodȱasȱmusicallyȱcoherent.

3. Vocalȱtimbre,ȱpitch,ȱintonation,ȱinflexion,ȱaccentuation,ȱdictionȱandȱ
volume,ȱplusȱtheȱspeed,ȱmetre,ȱrhythmȱandȱperiodicityȱofȱvocalȱ
deliveryȱareȱparametersȱofȱexpressionȱconveyingȱinformationȱaboutȱ
theȱsocioculturalȱandȱpersonalȱidentityȱ(includingȱmetaȬidentity)ȱ
presentedȱbyȱspeakersȱorȱsingers,ȱasȱwellȱasȱaboutȱtheirȱattitudes,ȱ
feelingsȱandȱemotionsȱ(i.e.ȱtheirȱvocalȱpersona).ȱ

4. Forȱmoreȱonȱtheseȱlinguisticallyȱcontradictoryȱapproximationsȱofȱunequivocalȱmusicalȱ
moodȱseeȱpp.ȱ66Ȭ68.ȱSeeȱalsoȱtheȱMendelssohnȱquoteȱonȱpageȱ237.
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‘Areȱyouȱtalkingȱtoȱme?’ȱ
TheȱthirdȱpointȱjustȱlistedȱisȱillustratedȱinȱtheȱvideoȱVocalȱPersonaȱComȬ
mutationsȱ(' OL7uc6L5nMQ)ȱwhichȱusesȱaȱtwelveȬsecondȱextractȱfromȱthe
filmȱ TaxiȱDriverȱ (1976)ȱ toȱ highlightȱ centralȱ aspectsȱ ofȱ linksȱ between

voiceȱandȱpersonality.ȱInȱthatȱtwelveȬsecondȱextract,ȱTravisȱBickle,ȱthe
film’sȱ taxiȬdrivingȱmainȱcharacterȱplayedȱbyȱRobertȱDeȱNiro,ȱhasȱ just
exercisedȱhisȱsecondȬamendmentȱrightȱandȱacquiredȱaȱgunȱ toȱbolster
hisȱconfidenceȱwhenȱfacedȱwithȱtheȱmiscreantsȱheȱmeetsȱinȱhisȱjob.ȱIn
theȱclipȱheȱpreparesȱ toȱconfrontȱsuchȱscumbagsȱbyȱrehearsingȱ theȱfaȬ
mousȱlineȱ‘AREȱYOUȱTALKINGȱTOȱME?’ȱinȱtheȱmirror.ȱIt’sȱworthȱexamining

theȱtwelveȱsecondsȱitȱtakesȱDeȱNiroȱtoȱaskȱtheȱquestionȱthreeȱtimes,ȱinȬ
cludingȱpauses,ȱinȱorderȱtoȱdiscoverȱwhichȱparametersȱofȱvocalȱexpresȬ
sionȱcommunicateȱwhat.ȱ It’sȱalsoȱworthȱ testingȱwhichȱvoicesȱcanȱand
cannotȱbeȱsubstitutedȱforȱDeȱNiro’sȱinȱthatȱfamousȱsceneȱsoȱasȱtoȱreveal
theȱ extentȱ toȱwhichȱvocalȱpersonaȱ isȱdependentȱonȱ congruenceȱwith

suchȱfactorsȱasȱgender,ȱethnicity,ȱage,ȱsocialȱposition,ȱpersonality,ȱclothȬ
ing,ȱopinionȱandȱattitude,ȱacousticȱdistanceȱandȱsetting.ȱ

Leavingȱasideȱgesture,ȱpostureȱandȱ facialȱexpressionȱ forȱ theȱmoment

andȱconcentratingȱsolelyȱonȱtheȱsoundȱofȱDeȱNiro’sȱvoice,ȱminorȱdifferȬ
encesȱ ofȱ inflection,ȱ intonation,ȱ volumeȱ andȱ accentuationȱ canȱ beȱdisȬ
cernedȱbetweenȱtheȱthreeȱvariantsȱofȱAREȱYOUȱTALKINGȱTOȱME?ȱInȱtheȱfirst
variantȱhisȱvoiceȱisȱlowȬkeyȱbutȱquiteȱrapidȱwithȱtheȱquickȱbutȱsubstanȬ
tialȱriseȱofȱpitchȱnormallyȱusedȱinȱEnglishȱtoȱposeȱquestionsȱexpecting
theȱanswerȱyesȱorȱno;ȱbutȱitȱdoesȱsoundȱsudden,ȱasȱifȱheȱhadȱbeenȱtaken
offȱguard.ȱTheȱsecondȱutteranceȱisȱslightlyȱslower,ȱaȱlittleȱmoreȱdeliberȬ
ateȱandȱhasȱclearerȱdiction,ȱsuggestingȱthatȱtheȱimaginaryȱlowȬlifeȱinterȬ
locutorȱdidȱnotȱtakeȱhimȱseriouslyȱtheȱfirstȱtime.ȱTheȱthirdȱutteranceȱis
onceȱagainȱquiteȱcontainedȱbutȱincludesȱmoreȱemphasisȱonȱ‘me’ȱandȱa
littleȱlessȱonȱ‘talking’.ȱThisȱshiftȱinȱaccentuationȱunderlinesȱpersonalȱinȬ
volvementȱinȱtheȱimaginedȱencounter.ȱApartȱfromȱtheseȱminorȱvariants,
itȱshouldȱbeȱnotedȱthatȱDeȱNiroȱdoesȱnotȱraiseȱ(theȱvolumeȱof)ȱhisȱvoice
inȱangerȱorȱ frustration,ȱandȱ thatȱhisȱ isȱ theȱnormalȱvoiceȱofȱaȱyoung,
probablyȱwhite,ȱNorthȱAmerican,ȱEnglishȬspeakingȱmale.ȱInȱfact,ȱwithȬ
outȱtheȱnarrativeȱcontextȱandȱwithoutȱDeȱNiro’sȱbodyȱlanguage,ȱthereȱis
nothingȱ remarkableȱ aboutȱhisȱvocalȱpersonaȱ inȱ thisȱ sceneȱ anyȱmore

http://www.youtube.com/watch?v=OL7uc6L5nMQ
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thanȱ thereȱ isȱaboutȱTravisȱhimself,ȱevenȱ thoughȱhisȱ lackȱofȱcharisma

mayȱbeȱwhatȱmakesȱhimȱnarrativelyȱinteresting.

Givenȱthatȱthisȱrelativelyȱnormal,ȱneutralȱandȱuncharismaticȱpersonalȬ
ityȱhasȱaȱcorrespondinglyȱnormal,ȱneutralȱandȱuncharismaticȱvocalȱperȬ
sona,ȱitȱoughtȱtoȱbeȱpossibleȱtoȱreplaceȱhisȱvoiceȱwithȱothersȱinȱorderȱto
discoverȱwhichȱ vocalȱ elementsȱ areȱ compatibleȱ orȱ incompatibleȱwith

whichȱotherȱsimultaneousȱaspectsȱofȱnonȬverbalȱcommunication.ȱ

Theȱfactȱthatȱwe’reȱinȱaȱnoisyȱkitchenȱandȱthatȱTravisȱisȱwhite,ȱunshaven
andȱwearingȱwhatȱappearsȱtoȱbeȱaȱgreyȱflannelȱairȬforceȱjacketȱtellsȱus
quiteȱaȱlot.ȱItȱcertainlyȱrulesȱoutȱseveralȱofȱtheȱpersonaȱsubstitutionsȱin
theȱVocalȱCommutationsȱvideo.ȱIt’sȱobviousȱthatȱwe’reȱnotȱhearing/seeing
aȱchild,ȱnorȱaȱwomanȱorȱoldȱman.ȱItȱisn’tȱanyoneȱAfricanȬAmericanȱor
EastȱAsian,ȱ norȱ anyoneȱ fromȱ theȱ higherȱ echelonsȱ ofȱ societyȱ (unless
they’reȱslummingȱit).ȱNorȱcanȱitȱbeȱaȱsamuraiȱwarriorȱfromȱtheȱsixteenth
centuryȱorȱaȱyoungȱexecutiveȱ inȱQatarȱorȱSaudiȱArabia.5ȱTheȱvisuals
alsoȱruleȱoutȱrobots,ȱdeathȬmetalȱmonsters,ȱchipmunksȱorȱanythingȱelse
thatȱdoesn’tȱlookȱorȱsoundȱlikeȱaȱCaucasianȱmale,ȱaȱmemberȱofȱtheȱpopȬ
ularȱclasses,ȱandȱagedȱbetweenȱ25ȱandȱ45.6ȱButȱthere’sȱmoreȱvisualȱinforȬ
mationȱrestrictingȱtheȱvocalȱcommutationȱpossibilities.

SinceȱDeȱNiroȱisȱaboutȱoneȱmetreȱawayȱfromȱtheȱcamera,ȱconvincingȱalȬ
ternativeȱvoiceoversȱcannotȱsoundȱtooȱcloseȱorȱtooȱdistant.ȱForȱexample,

theȱ repugnantȱ intimacyȱofȱ theȱ lecherousȱDIRTYȱOLDȱMANȱvoiceȱ inȱ the
commutationȱvideoȱonlyȱworksȱifȱDeȱNiro’sȱfaceȱisȱinȱextremeȱcloseȬup.
Obviously,ȱthen,ȱoneȱparameterȱofȱexpressionȱforȱvocalȱpersonaȱisȱperȬ
ceivedȱproximity.ȱAnotherȱparameterȱisȱacousticȱspace.ȱTheȱcommutaȬ
tionȱvideo’sȱMONSTERȱandȱEVILȱGODȱvoices,ȱforȱinstance,ȱhaveȱbeenȱgiven
cavernousȱreverbȱincompatibleȱwithȱtheȱsizeȱandȱacousticȱpropertiesȱof
theȱclutteredȱkitchenȱweȱseeȱonȱscreen.

5. ThereȱareȱmanyȱamusingȱpastichesȱofȱDeȱNiro’sȱAREȱYOUȱTALKINGȱTOȱME?ȱTheseȱ
include:ȱ[1]ȱanȱinfantȱimitatingȱhisȱauntȱȬȱ'LqmeArdgeOI;ȱ[2]ȱDeȱNiroȱlampooningȱ
himselfȱȬȱ'epZxUhCE5l8;ȱ[3]ȱspokenȱinȱArabicȱbyȱaȱmanȱinȱaȱSaudiȱthobeȱwhoȱemergesȱ
fromȱanȱairportȱtoiletȱandȱbrandishesȱaȱbananaȱinsteadȱofȱaȱgunȱȬȱ'CK7WCKpeVic;ȱ[4]ȱ
WrestleȱManiaȱ21ȱcommercialsȱȬȱ'Cw39KMcrJBU;ȱ[5]ȱinȱFrenchȱ—‘C’estȱavecȱmoiȱ
queȱtuȱparles?—ȱfromȱLaȱHaineȱ(1995)ȱȬȱ'okQJPUTQMqA.

6. Monsterȱandȱrobotȱvoiceoversȱworkȱbetterȱifȱyouȱmanipulateȱtheȱvisualsȱ(6:50Ȭ7:10).
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TheȱfirstȱtimeȱTravisȱasksȱtheȱfamousȱquestionȱheȱisȱatȱtheȱfarȱrightȱedge
ofȱtheȱscreenȱwithȱhisȱbodyȱfacingȱscreenȱleft.ȱHeȱturnsȱhisȱheadȱtowards

us,ȱasȱifȱjustȱhavingȱheardȱsomethingȱcomingȱfromȱtheȱdirectionȱofȱthe
camera.ȱHeȱ looksȱ surprised,ȱ hisȱ eyebrowsȱ areȱ raisedȱ andȱ hisȱ head
tossedȱbackȱaȱbit.ȱIt’sȱtheȱlookȱofȱsomeoneȱliterallyȱtakenȱaback.ȱHowȬ
ever,ȱthereȱisȱnothingȱexceptȱtheȱimmediateȱnarrativeȱcontextȱthatȱrules
outȱtheȱpossibilityȱofȱpleasantȱsurprise,ȱwhichȱisȱwhyȱtheȱcommutation

video’sȱ firstȱ BABYȱ TALKȱ voiceoverȱworksȱwellȱ ifȱ viewersȱ imagineȱ the
cameraȱbeingȱtheȱbaby’sȱpointȱofȱviewȱandȱthatȱtheȱDeȱNiroȱcharacterȱis
aȱproudȱ father,ȱsuprisedȱandȱdelightedȱbyȱhisȱ infant’sȱcontentedȱgurȬ
glingȱasȱheȱwalksȱpast.ȱ

ForȱtheȱsecondȱversionȱofȱtheȱquestionȱDeȱNiroȱhasȱhalfȱturnedȱtoward

theȱmirror/camera,ȱtossedȱhisȱheadȱbackȱaȱbitȱmoreȱandȱraisedȱhisȱeyeȬ
browsȱhigher.ȱOnceȱagain,ȱ it’sȱmainlyȱ theȱnarrativeȱcontextȱ thatȱrules
outȱ aȱpossiblyȱpositiveȱ interpretationȱ ofȱTravis’sȱbodyȱ languageȱ and
whichȱleadȱusȱtoȱbelieveȱthatȱthisȱmoreȱclearlyȱ‘takenȱaback’ȱpostureȱis
moreȱ likelyȱ toȱ expressȱ affrontȱ andȱ irritationȱ thanȱ surprisedȱ delight.
Evenȱhisȱteeth,ȱvisibleȱforȱaȱshortȱmomentȱinȱanȱunsmilingȱmouth,ȱsugȬ
gestȱconfrontation.ȱHeȱalsoȱseemsȱtoȱbeȱlookingȱdownȱhisȱnoseȱatȱhisȱimȬ
aginedȱinterlocutor,ȱandȱsinceȱhisȱdictionȱandȱaccentuationȱareȱslightly
moreȱforcefulȱthanȱbefore,ȱtheȱBABYȱTALKȱvoiceoverȱofȱtheȱdelightedȱdad
isȱ lessȱconvincingȱhere.ȱFurthermore,ȱ theȱdespondent,ȱdepressedȱand
weakȱvocalȱpersonaȱsubstitutionsȱalignȱbadlyȱwithȱDeȱNiro’sȱposture,
facialȱexpression,ȱaccentuationȱandȱdictionȱduringȱtheseȱthreeȱseconds.

Theȱthirdȱversionȱisȱgesturallyȱtheȱclearest.ȱHisȱbodyȱisȱturnedȱaȱlittle
moreȱtowardsȱtheȱcameraȱasȱheȱpointsȱtoȱhisȱownȱchestȱinȱsyncȱwithȱ‘to
me’.ȱAgain,ȱpriorȱ knowledgeȱ ofȱ theȱTravisȱ characterȱwillȱ likelyȱ lead
viewersȱtoȱseeȱhisȱgrinȱasȱinsolent,ȱandȱhisȱhandȱgestureȱasȱexpressing
personalȱaffront.ȱHowever,ȱwithoutȱsuchȱpriorȱknowledgeȱandȱwithȱthe
additionȱofȱaȱfewȱsonicȱcorrectivesȱtoȱtheȱnarrativeȱ(gurglingȱbaby,ȱthe
mother’sȱ‘aaah!’),ȱAREȱYOUȱTALKINGȱTOȱME?,ȱspokenȱbyȱaȱdelightedȱand
proudȱfather,ȱalignsȱquiteȱconvincinglyȱwithȱthisȱthirdȱvariantȱofȱtheȱfaȬ
mousȱquestion.

Severalȱvocalȱpersonaȱcommutationsȱdon’tȱworkȱbecauseȱofȱproblems

withȱlipȱsync.ȱForȱexample,ȱstereotypicalȱrobotȱvoices,ȱasȱweȱsawȱearlier
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(pp.ȱ281Ȭ282),ȱapplyȱequalȱdurationsȱforȱeachȱsyllable,ȱwhileȱdepressed
andȱdespondentȱstatementsȱareȱdeliveredȱatȱaȱslowerȱrateȱthanȱthatȱof
AREȱYOUȱTALKINGȱTOȱME?ȱspokenȱnormally.ȱBesides,ȱaȱdepressedȱvoiceȱis
usuallyȱaccompaniedȱbyȱdepressedȱbodyȱpostureȱandȱfacialȱexpression
—droopingȱshoulders,ȱheadȱhungȱlow,ȱeyesȱlookingȱdown,ȱnoȱeyeȱconȬ
tact,ȱ etc.ȱ LipȬsyncȱ problemsȱ alsoȱ demonstrateȱ thatȱ whisperingȱ and
otherȱtypesȱofȱvocalȱcloseȬupȱareȱincompatibleȱnotȱonlyȱwithȱtheȱlackȱof
extremeȱvisualȱcloseȬupȱ inȱ theȱTaxiȱDriverȱ sequenceȱbutȱalsoȱwithȱ its
speedȱofȱdelivery.ȱWhisperingȱhasȱtoȱbeȱslowerȱthanȱtalkingȱbecauseȱit
mustȱ compensateȱ forȱ theȱ absenceȱ ofȱ voicedȱ consonantsȱ andȱ theȱ full
transientsȱthatȱidentifyȱvowelȱsounds,ȱwhileȱintimateȱstatementsȱdelivȬ
eredȱforcefullyȱatȱbreakneckȱspeedȱsoundȱridiculous.ȱ

Poïetic,ȱacousticȱandȱaesthesicȱdescriptorsȱ
NoneȱofȱtheȱobservationsȱjustȱmadeȱaboutȱAREȱYOUȱTALKINGȱTOȱME?ȱin
theȱVocalȱPersonaȱCommutationsȱclipȱshouldȱcomeȱasȱaȱsurprise.

‘[L]istenersȱwhoȱhearȱvoiceȱsamplesȱcanȱ inferȱtheȱspeaker’sȱsocioȬecoȬ
nomicȱstatus…,ȱpersonalityȱtraits,…ȱandȱemotionalȱandȱmentalȱstate…
Listenersȱexposedȱ toȱvoiceȱsamplesȱareȱalsoȱcapableȱofȱestimatingȱ the
age,ȱheight,ȱandȱweightȱofȱspeakersȱwithȱtheȱsameȱdegreeȱofȱaccuracy
achievedȱbyȱexaminingȱphotographs…ȱIndependentȱratersȱareȱalsoȱcaȬ
pableȱofȱmatchingȱaȱspeaker’sȱvoiceȱwithȱtheȱperson’sȱphotographȱover
75%ȱofȱtheȱtime.’ȱ(Hughesȱetȱal.,ȱ2004:ȱ296)ȱ

Indeed,ȱ theȱ relationshipȱbetweenȱanȱ individualȱvoiceȱandȱ itsȱunique
personalȱidentityȱhasȱgivenȱriseȱtoȱtheȱvoiceȱprintȱbranchȱofȱtheȱsecurity
industryȱwithȱitsȱbiometricȱclaimsȱaboutȱdefeatingȱcreditȱcardȱfraudȱor
ensuringȱ‘thatȱprisonersȱincarceratedȱinȱtheirȱhomesȱorȱoutȱonȱtempoȬ
raryȱpassesȱ[are]ȱwhereȱtheyȱwereȱsupposedȱtoȱbe’.7ȱWhetherȱorȱnotȱthe
salesȱ spielȱ ofȱvoiceȱprintȱmarketeersȱhasȱ anyȱvalidityȱ isn’tȱ theȱpoint
here,ȱalthoughȱincredulityȱmayȱbeȱwarranted,ȱbearingȱinȱmindȱtheȱtechȬ
nicalȱcrudityȱandȱsocioȬlinguisticȱstupidityȱofȱmostȱcorporateȱ‘voiceȱrecȬ
ognition’ȱsystems.8ȱTheȱpointȱisȱthatȱinsightsȱaboutȱcongruenceȱbetween

7. SearchSecurity.comȱ)searchsecurity.techtarget.com/sDefinition/0,,sid14_gci944937,00.html 
[2008-02-11].ȱ‘Voiceȱauthenticationȱproducts’,ȱtheȱsiteȱinformsȱus,ȱ‘areȱavailableȱfromȱaȱ
numberȱofȱvendors,ȱincludingȱVocent,…ȱCourionȱCorp.,ȱandȱVoiceVault’.
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individualȱvoiceȱ andȱpersonalȱ identityȱ areȱnothingȱnew.ȱ Indeed,ȱ the
veryȱwordȱ personȱ containsȱ theȱmorphemeȱ son,ȱmeaningȱ sound,ȱ and
Latin’sȱ personareȱ literallyȱmeansȱ toȱ soundȱ (sonare)ȱ throughȱ (per),ȱ to
soundȱforth,ȱetc.ȱMoreover,ȱtheȱoriginalȱmeaningȱofȱtheȱLatinȱwordȱperȬ
sonaȱisȱ‘aȱmask…ȱasȱwarnȱbyȱactorsȱinȱGreekȱandȱRomanȱdrama’.9ȱIts
transferredȱmeaningsȱofȱperformedȱrole,ȱpersonality,ȱetc.ȱderiveȱ from
theȱfactȱthatȱrevealingȱtheȱtrueȱnatureȱofȱaȱdramaticȱcharacterȱinvolved
projectingȱtheȱvoiceȱofȱthatȱindividualȱthroughȱtheȱmaskȱwornȱbyȱthe
actorȱplayingȱthatȱrole.ȱHisȱorȱherȱvoiceȱhadȱliterallyȱtoȱsoundȱ(sonare)
throughȱ(per)ȱtheȱmaskȱ—voxȱpersonans—ȱoutȱintoȱtheȱauditorium,ȱinto
theȱaudience’sȱearsȱandȱbrains.ȱ

LinksȱbetweenȱvoiceȱandȱpersonalityȱareȱalsoȱclearȱfromȱnumerousȱonȬ
lineȱsearchesȱforȱtermsȱlikeȱVOICE,ȱVOCAL,ȱPERSONAȱandȱPERSONALITY.ȱAlȬ
thoughȱdescriptiveȱadjectivesȱofȱvoicesȱwere,ȱasȱweȱshallȱsee,ȱfarȱfrom
uncommon,ȱanotherȱfrequentlyȱrecurringȱtypeȱofȱvoiceȱcharacterisation
related,ȱunsurprisingly,ȱvoiceȱtoȱpersonality.ȱAmongȱtheȱmoreȱstriking
examplesȱ foundȱ ofȱ personaȱ descriptorsȱ ofȱAngloȬUSȱ singingȱ voices
wereȱ (artistsȱ inȱ brackets)ȱ HARDȬEDGEDȱ SEXUALȱ EXUBERANCEȱ (Chaka
Khan),ȱ IMPISHȱCHIRPȱ (Katrynaȱ inȱTheȱNields),ȱ [theyȱ lookedȱandȱ sang
like]ȱBARBIEȱDOLLSȱ (WilsonȱPhilips),ȱCUDDLYȱVOCALȱPERSONALITYȱ (BevȬ
erlyȱ Sill),ȱ aȱ NERVOUSȱ TEENAGER,ȱ FEARFULȱ OFȱ BEINGȱ REJECTEDȱ (Buddy
Holly),ȱanȱANGRYȱSMURFȱ (Eminem)ȱandȱTHEȱWESTERNȱMYTHICALȱGIRL/
WOMAN,ȱHEARTBROKENȱYETȱRESILIENTȱANDȱENTIRELYȱFEMININE…ȱ[withȱan]
EDGEȱBETWEENȱVULNERABILITYȱANDȱWILLFULNESSȱ(LindaȱRonstadt).10

Theȱvoiceȱdescriptionsȱ justȱ listedȱsoundȱneitherȱseriousȱnorȱscientific.
They’reȱmoreȱlikelyȱtoȱcomeȱacrossȱasȱspuriouslyȱsubjective,ȱatȱbestȱas
amusingȱ orȱ imaginative.ȱ That’sȱ anȱ understandableȱ objectionȱ butȱ it
needsȱtoȱbeȱmoderatedȱinȱtheȱlightȱofȱfourȱpointsȱmadeȱsoȱfar:ȱ[1]ȱthe
factȱ thatȱ ‘[i]ndependentȱ ratersȱare…ȱcapableȱofȱmatchingȱaȱ speaker’s
voiceȱwithȱtheȱperson’sȱphotographȱoverȱ75%ȱofȱtheȱtime’;ȱ[2]ȱtheȱapparȬ
entȱ commercialȱ successȱofȱvoiceȱprintȱ companies;ȱ [3]ȱ theȱpatternsȱof
congruenceȱandȱincongruenceȱinȱtheȱTaxiȱDriverȱcommutationȱclip;ȱ[4]

8. Forȱdocumentaryȱevidenceȱofȱ‘voiceȱrecognition’ȱincompetenceȱseeȱTaggȱ(2008b).
9. Cassell’sȱLatinȬEnglishȱDictionary,ȱLondon,ȱ1968.ȱSeeȱalsoȱLacasseȱ(2000:ȱ42Ȭ46).
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theȱetymologyȱofȱ theȱwordȱperson[a]ȱ itself.ȱThoseȱ fourȱpointsȱsuggest
thatȱpatternsȱofȱ linkingȱvoiceȱwithȱpersonalityȱdoȱexistȱandȱthatȱsuch
linksȱcanȱbeȱverifiedȱintersubjectivelyȱinȱgivenȱculturalȱcontexts.ȱWe’ll

returnȱtoȱtheseȱlinksȱandȱtoȱtheirȱusefulnessȱinȱdiscussingȱtheȱ‘meaning’

ofȱsingingȱvoices,ȱbutȱit’sȱusefulȱtoȱbeȱfirstȱawareȱofȱotherȱapproachesȱto
theȱissueȱofȱdescribingȱvocalȱsound.

Theȱ‘musical’ȱpropertiesȱofȱvocalȱsound,ȱspokenȱorȱsung,ȱcanȱinȱgeneral
beȱunderstoodȱandȱverbalisedȱusingȱoneȱorȱmoreȱofȱthreeȱmainȱperspecȬ
tives:ȱ[1]ȱtheȱphysicalȱtechniquesȱofȱitsȱproductionȱ(poïeticȱperspective);
[2]ȱitsȱmeasurableȱphysicalȱattributesȱasȱsoundȱ(acoustic);ȱ[3]ȱitsȱpercepȬ
tion,ȱinterpretationȱandȱeffectsȱ(aesthesic).ȱ

TheȱPOÏETICȱPERSPECTIVEȱfocusesȱbyȱdefinitionȱonȱhowȱparticularȱpartsȱof
theȱhumanȱbodyȱareȱusedȱtoȱproduceȱparticularȱvocalȱsounds,ȱe.g.ȱlarȬ
ynx,ȱ throat,ȱmouth,ȱ jaw,ȱ tongue,ȱnose,ȱ lungs,ȱdiaphragm,ȱ shoulders,
chest,ȱhead.ȱRecurrentȱconceptsȱareȱbreathing,ȱcontrol,ȱprojectionȱand
registerȱ (chest,ȱmixed,ȱhead,ȱ falsetto).ȱNow,ȱ asȱwe’llȱ seeȱ laterȱ inȱ this
chapterȱ (p.ȱ376ȱ ff.),ȱ theȱabilityȱ toȱ reproduce,ȱatȱ leastȱ roughly,ȱaȱvocal
soundȱcanȱhelpȱusȱunderstandȱitsȱmeaning.ȱThat’sȱwhyȱsomeȱfamiliarity

withȱtheȱphysicalȱimplicationsȱofȱtheȱtermsȱjustȱmentionedȱcanȱbeȱuseȬ
fulȱinȱidentifyingȱtheȱbodyȱpostureȱ(shoulders,ȱchest,ȱhead,ȱetc.)ȱandȱfaȬ
cialȱ expressionȱ (mouth,ȱ jaw,ȱ nose,ȱ etc.)ȱ mostȱ conduciveȱ toȱ the
productionȱofȱaȱparticularȱvocalȱsound.ȱThatȱknowledgeȱinȱitsȱturnȱconȬ
tributesȱ toȱ insightsȱaboutȱ theȱemotionalȱstateȱofȱ theȱperson[a]ȱbehind
theȱvocalȱsoundȱinȱquestion.ȱ

10. Theȱfirstȱthreeȱcommentsȱwereȱonlineȱat:ȱ[1] ) rollingstone.com/artists/chakakhan/albums/
album/243746/review/5945280/chaka;ȱ[2]ȱ) furia.com/page.cgi?type=twas&id=twas0196;ȱ
[3]ȱ)whiteperil.com/posts/1093202710.shtm.TheȱBuddyȱHollyȱcommentȱisȱinȱBradbyȱ&ȱ
Torodeȱ(1984)ȱandȱtheȱEminemȱdescriptionȱcomesȱfromȱoneȱofȱmyȱstudentsȱinȱLiverȬ
poolȱ(c.1997).ȱTheȱRonstadtȱwordsȱwereȱatȱ)superseventies.com/spronstadt.html.ȱHereȱ
areȱaȱfewȱmoreȱcolourfulȱdescriptorsȱofȱpopularȱmusicȱvocalȱpersonasȱculledȱfromȱ
theȱinternet:ȱ‘Dylanȱonȱtooȱmuchȱcoffeeȱandȱnotȱenoughȱsleep’;ȱ‘forlornȱfoghorn’;ȱ
‘aboutȱasȱhumanȱasȱaȱvoiceȬmail’;ȱ‘smoothȬsailingȱloveȱman’;ȱ‘flittingȱfromȱfolksyȱ
romanticȱtoȱcuteȱlittleȱgirlȱtoȱabrasiveȱspiteȬmonger’;ȱ‘jauntilyȱdevilish’;ȱ‘husky,ȱmorȬ
dant’;ȱ‘downȬandȬdirty’;ȱ‘allȱdressedȱupȱforȱaȱlateȬnightȱsmokyȱjazzȱclubȱorȱanȱ
upscaleȱbluesȱjoint’;ȱ‘worldȬwearyȬcoolȬkitty’;ȱ‘ultraȬsnideȱandȱconfrontational’;ȱ
‘fromȱplayfulȱcoquetteȱtoȱvintageȱjazzȱdiva’;ȱ‘vulnerableȱtoughȱguy’;ȱ‘schizoȬbarmyȱ
[and]ȱspeedballȬbonkers’;ȱ‘fromȱtheȱoldȬdogȱcroon…ȱtoȱtheȱgruff,ȱstaccatoȱbark’ȱ
(sourceȱdetailsȱsearchableȱinȱ) tagg/articles/VocPersUnsystNotes.txt [120117]).
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TheȱACOUSTICȱPERSPECTIVEȱ focusesȱonȱ theȱphysicalȱpropertiesȱofȱvocal
sound,ȱi.e.ȱonȱvolumeȱ(dynamics,ȱintensity)ȱandȱtimbreȱ(attack,ȱdecay,
fundamentalȱpitch,ȱovertones,ȱetc.).ȱTheȱnumberȱofȱpossibleȱvariations
inȱtheseȱquantifiableȱparametersȱisȱvirtuallyȱinfinite;ȱtheirȱcombination

formsȱtheȱphysicalȱbasisȱofȱtheȱenormousȱvariationȱofȱsoundsȱthatȱhuȬ
manȱvoicesȱcanȱproduceȱandȱofȱhowȱthoseȱsoundsȱareȱperceived.ȱNow,

there’sȱnoȱroomȱhereȱtoȱexplainȱevenȱtheȱrudimentsȱofȱacousticȱphysics
inȱrelationȱtoȱtheȱhumanȱvoiceȱandȱitsȱperception.ȱReadersȱareȱinstead
referredȱtoȱaȱwealthȱofȱliteratureȱdealingȱwithȱcorrelationsȱbetweenȱthe
measurableȱphysicalȱpropertiesȱofȱparticularȱsoundsȱandȱtheirȱpercepȬ
tion.11ȱThatȱsaid,ȱbasicȱawarenessȱofȱparametersȱlikeȱfundamentalȱpitch,
overtones,ȱintensity,ȱattackȱandȱenvelopeȱcan,ȱbyȱdrawingȱattentionȱto
theȱphysicalȱpropertiesȱofȱaȱparticularȱsound,ȱrefineȱproceduresȱofȱcomȬ
mutationȱ (e.g.ȱ changingȱ timbreȱ toȱ checkȱonȱpossibleȱ changesȱofȱperȬ
ceivedȱeffect)ȱandȱleadȱtoȱgreaterȱprecisionȱofȱsemioticȱanalysis.12ȱ

Theȱ AESTHESICȱ PERSPECTIVEȱ isȱ characterisedȱ byȱ howȱ soundsȱ areȱ perȬ
ceived,ȱinterpreted,ȱreactedȱtoȱandȱusedȱbyȱthoseȱwhoȱhearȱthem.ȱSince
thisȱbookȱisȱaimedȱprimarilyȱatȱmusic’sȱusersȱI’llȱtry,ȱinȱwhatȱcomesȱnext,
toȱsortȱoutȱtheȱvariousȱwaysȱinȱwhichȱweȱseemȱtoȱverbaliseȱourȱpercepȬ
tionȱofȱdifferentȱvoices.ȱThen,ȱafterȱanȱexcursionȱdiscussingȱbasicȱdifferȬ
encesȱ betweenȱ speakingȱ andȱ singing,ȱ theȱ chapterȱ willȱ endȱ with

suggestionsȱaboutȱhowȱcategoriesȱofȱvocalȱpersonaȱcanȱbeȱusedȱinȱthe
semioticȱanalysisȱofȱmusic.

Aesthesicȱdescriptorsȱ
Betweenȱ2005ȱandȱ2008,ȱIȱtrawledȱcyberspaceȱforȱwebsitesȱcontaining
variousȱ combinationsȱ ofȱ VOICE,ȱ VOCALȱ orȱ VOICEOVERȱ andȱ including
wordsȱlikeȱQUALITY,ȱTIMBRE,ȱPERSONA,ȱPERSONALITY,ȱATTITUDEȱandȱCHARȬ
ACTER.ȱInȱadditionȱtoȱhavingȱannoyedȱstudents,ȱfriendsȱandȱcolleagues
byȱaskingȱthemȱtoȱdescribeȱvoicesȱtoȱme,ȱIȱalsoȱtookȱanȱinterestȱinȱvocal
casting,ȱ aȱ specialistȱprofessionȱ inȱwhichȱverbalȱdescriptionsȱofȱvoice
playȱanȱessentialȱpart.ȱForȱexample:

11. SeeȱSundbergȱ(1987);ȱseeȱalso,ȱforȱexample,ȱBouchardȱ(2010),ȱLacasseȱ(2000),ȱLomaxȱ
(1968),ȱMcHughȱetȱal.ȱ(1997),ȱMcPhersonȱ(2005),ȱMossbergȱ(2005),ȱRidingȱetȱal.ȱ(2006).

12. SeeȱChaptersȱ8ȱandȱ9,ȱespeciallyȱpp.ȱ277Ȭ283,ȱ305Ȭ315,ȱ317Ȭ318.ȱ
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‘Seekingȱvoiceoverȱtalentȱwhoȱcanȱrecreateȱaȱfemaleȱwitchȱvoice…ȱ[The]
projectȱ involvesȱanȱEnglishȱdubȱofȱaȱRussianȱanimatedȱ feature…ȱThe
witchȱ isȱveryȱold,ȱaroundȱ70.13ȱAlsoȱseekingȱaȱcounsellorȱvoice.ȱHigh

pitchedȱandȱwhiny,…ȱmiddleȬaged.’13

Here’sȱaȱcharacterȱdescriptionȱcirculatedȱbyȱaȱHollywoodȱagencyȱlookȬ
ingȱforȱcomputerȱgameȱvoiceoverȱartists.

‘Xȱisȱtheȱcomicallyȱannoying,ȱshapeȬshiftingȱspiritȱofȱanȱancientȱDruid
Priestȱwhoȱservesȱasȱaȱkindȱofȱguideȱtoȱ[theȱhero]ȱthroughoutȱtheȱages,
asȱwellȱasȱbeingȱaȱbothersomeȱpest.ȱHeȱpopsȱupȱunexpectedlyȱtoȱgiveȱadȬ
vice,ȱfrequentlyȱatȱlessȱthanȱopportuneȱmoments,ȱalthoughȱheȱbasically
meansȱwell.ȱHeȱhasȱaȱsarcastic,ȱdryȱwitȱandȱisȱanȱirritating,ȱamusing,ȱocȬ
casionallyȱcaringȱandȱsincereȱpresenceȱthatȱ[theȱhero]ȱhasȱ littleȱchoice
butȱ toȱ tolerateȱ throughoutȱ time.ȱSinceȱheȱcanȱbecomeȱanyoneȱorȱanyȬ
thing,ȱheȱexhibitsȱaȱwideȱvarietyȱofȱvoicesȱandȱpersonalities.ȱ[ThisȱcharȬ
acterȱis]ȱ“aȱsophisticatedȱelder”ȱvoiceȱinȱtheȱrangeȱofȱSeanȱConneryȱor
IanȱMcKellan,ȱasȱGandalfȱinȱLordȱofȱtheȱRings,ȱwithȱcomedicȱundertones.
VocalȱQuality:ȱshouldȱbeȱolderȱandȱwiseȬsounding,ȱbutȱalsoȱwithȱaȱ“CeltȬ
ic”Ȭtypeȱaccent.´14

Thatȱneitherȱofȱtheseȱadvertsȱdescribeȱvoiceȱfromȱtheȱpoïeticȱorȱacoustic
perspectiveȱisȱhardlyȱsurprisingȱsinceȱtheȱjobsȱaren’tȱforȱmusicologists,

singingȱteachersȱorȱacousticians;ȱbutȱtheȱpaucityȱofȱaesthesicȱsoundȬdeȬ
scriptiveȱwordsȱ doesȱ seemȱ aȱ littleȱ strangeȱ—justȱ HIGHȬPITCHEDȱ and
WHINYȱforȱtheȱcounsellorȱandȱnothingȱelse.ȱIsȱthisȱtypeȱofȱdescriptorȱless
relevantȱthanȱothersȱwhenȱadvertisingȱforȱaȱvoiceȱrelatingȱtoȱaȱspecific
dramaticȱpersonality?ȱToȱanswerȱthatȱquestionȱit’sȱbestȱtoȱhaveȱanȱoverȬ
viewȱofȱtheȱbasicȱcategoriesȱofȱaesthesicȱvoiceȱdescription.ȱTheseȱcateȬ
goriesȱareȱbasedȱonȱobservationsȱmadeȱfrom:ȱ[1]ȱstudentȱcommentsȱin
popularȱmusicȱanalysisȱseminarsȱsinceȱ1992;ȱ[2]ȱonlineȱdescriptionsȱof
speakingȱandȱsingingȱvoices;ȱ[3]ȱcommentsȱfromȱaȱvoiceȱcastingȱagent
inȱdirectȱresponseȱtoȱspecificȱquestionsȱ(p.359).14ȱExamplesȱofȱdescripȬ
torsȱ fromȱ theseȱ threeȱ sourcesȱ areȱ shownȱ inȱ Tableȱ 10Ȭ1ȱ (pp.356Ȭ357)
whereȱtheyȱareȱgroupedȱintoȱtheȱfollowingȱthreeȱprincipalȱcategories.ȱ

13. voice123.com/lv/3093614.html [2006-04-20] (errors of English corrected).
14. ThanksȱtoȱDawnȱHersheyȱofȱBlindlightȱ(blindlight.com,ȱDecemberȱ2007),ȱforȱinvaluableȱ

helpȱwithȱchartingȱvoiceȬdescriptiveȱlanguageȱinȱtheȱcastingȱprofession.ȱThanksȱtoȱ
PeterȱDȱKayeȱ(SantaȱMonica)ȱforȱputtingȱmeȱinȱtouchȱwithȱBlindlight.
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[1]ȱSOUNDȱDESCRIPTORSȱdenoteȱperceivedȱqualitiesȱofȱsoundȱandȱareȱof
twoȱtypes:ȱ[1a]ȱDIRECTLYȱSOUNDȬDESCRIPTIVEȱADJECTIVESȱANDȱVERBS;ȱ[1b]
GENREȱDESCRIPTORSȱreferringȱtoȱtheȱmusicalȱstyleȱandȱbyȱextensionȱtoȱthe
genreȱassociatedȱwithȱparticularȱtypesȱofȱvoice.ȱ

[2]ȱTRANSMODAL/SYNAESTHETICȱMETAPHORSȱlikeȱROUGH,ȱSMOOTH,ȱVELVETY
andȱGRAVELLYȱconnoteȱsoundȱonȱtheȱbasisȱofȱhomologiesȱfromȱsenses
otherȱthanȱhearing.ȱTheseȱsynaestheticȱdescriptorsȱareȱlikeȱanaphones15
inȱreverseȱinȱthatȱtheyȱdenoteȱmainlyȱkineticȱandȱtactileȱsensationsȱthat
areȱtransferredȱtoȱtheȱperceptionȱofȱsound.ȱ

[3]ȱPERSONAȱDESCRIPTORSȱ seemȱ toȱbeȱ theȱmostȱcommonȱ typeȱofȱvocal
characterisation.ȱTheyȱcanȱbeȱdividedȱintoȱfourȱsubcategories.ȱ

Subcategoryȱ3aȱinȱTableȱ10Ȭ1ȱ(p.357),ȱNAMEDȱPERSONSȱWITHȱDISTINCTIVE

VOICES,ȱisȱoftenȱfoundȱinȱreviews,ȱpresumablyȱtoȱgiveȱreadersȱanȱideaȱof
whatȱsortȱofȱvocalȱsoundȱtoȱexpectȱfromȱaȱrecordingȱtheyȱhaveȱyetȱto
hear.ȱMyȱunjustifiablyȱdisparagingȱremarkȱthatȱPortishead’sȱBethȱGibȬ
bons,ȱ inȱWesternȱEyesȱ (1997),ȱsoundsȱ likeȱanȱunderȬageȱBillieȱHoliday

belongsȱtoȱthisȱdescriptiveȱsubcategory.16

Subcategoryȱ 3bȱ inȱ Tableȱ 10Ȭ1,ȱ DEMOGRAPHICȱ DESCRIPTORS,ȱ coversȱ the
genderȱ andȱ age,ȱ asȱwellȱ asȱ theȱ ethnic,ȱ cultural,ȱ socialȱ andȱ economic

background,ȱofȱ theȱvocalȱpersonaȱ inȱquestion.ȱTheseȱdescriptorsȱ are
veryȱcommonȱinȱcharacterisationsȱofȱbothȱsingingȱandȱspeakingȱvoices.

Subcategoryȱ 3c,ȱ PSYCHOLOGICAL,ȱ PSYCHOSOMATICȱANDȱ EMOTIONALȱDEȬ
SCRIPTORSȱ(p.356),ȱareȱtheȱmostȱcommonȱofȱall.ȱTheyȱqualifyȱorȱalludeȱto
theȱfeelings,ȱattitudeȱandȱmorality,ȱandȱtoȱtheȱstateȱofȱmindȱorȱbodyȱof
theȱvocalȱpersonaȱinȱquestion.17

15. AnaphonesȱareȱdiscussedȱinȱdetailȱinȱChapterȱ13,ȱpp.ȱ487Ȭ514.
16. Taggȱ&ȱClaridaȱ(2003:456).ȱ
17. EarȬNoseȬThroatȱspecialistsȱdocumentȱlinksȱbetweenȱphonationȱandȱemotionalȱstate.ȱ

Dearyȱetȱal.,ȱ(2003:374)ȱdescribeȱhowȱ‘[v]oiceȱproductionȱisȱsubjectȱtoȱandȱindicativeȱ
ofȱpsychologicalȱstatus’.ȱSeeȱalsoȱMcHughȬMunierȱetȱal.ȱ(1997)ȱonȱlinksȱbetweenȱcopȬ
ingȱstrategies,ȱpersonalityȱandȱvoiceȱinȱfemaleȱsubjects.



356 Tagg:ȱMusic’sȱMeaningsȱ—ȱ10.ȱVocalȱpersona

Table 10-1. (a) Aesthesic voice description categories with examples18 

Subcategoryȱ3d,ȱARCHETYPALȱDESCRIPTORS,ȱcombinesȱtraitsȱfromȱallȱthe
otherȱcategoriesȱintoȱpersonalityȱtropes,ȱsometimesȱinȱtheȱguiseȱofȱproȬ
fessionsȱ(priests,ȱteachers,ȱetc.),ȱmoreȱoftenȱasȱnarrativeȱrolesȱ(heroes,
villains,ȱvictims,ȱ lovers,ȱparents,ȱsages,ȱwitches,ȱwizards,ȱ fools,ȱ trickȬ
sters,ȱetc.).ȱThisȱsubcategoryȱhasȱobviousȱadvantagesȱandȱdrawbacks.

Consider,ȱforȱexample,ȱtheȱfollowingȱextractȱfromȱaȱreviewȱofȱtheȱ2005
AudioȱBullysȱalbumȱGeneration.

‘[T]heȱintroȱwelcomesȱbackȱSimonȱFranks’ȱpotȬsmoking,ȱpillȬpopping,
wifeȬbeating,ȱbottleȬlobbing,ȱ“yesȱIȱdoȱliveȱonȱaȱcouncilȱestateȱthankȱyou
veryȱmuch”,ȱvocalȱpersona’…19

1. Sound descriptors 

1a.ȱDirectlyȱ
soundȬ
descriptive
adjectivesȱ
andȱverbs

highȬpitched,*ȱwhiny;*ȱsqueaky,ȱbooming,ȱlowȬpitched,ȱdeep,ȱfullȬ
throated,ȱgruff,ȱbreathy,ȱhusky,ȱguttural,ȱdistinct,ȱharsh,ȱindistinct,ȱ
muffled,ȱplaintive,ȱrasping,ȱroaring,ȱshrill,ȱstammering,ȱloud,ȱdeclamȬ
atory,ȱsoft,ȱquiet,ȱmonotone,ȱlispy,ȱbirdȬlike,ȱhoarse,ȱthroaty.

*ȱ Wordȱtakenȱfromȱtheȱvoiceoverȱadsȱcitedȱonȱpageȱ354.

babble,ȱbark,ȱbawl,ȱbelch,ȱbellow,ȱbleat,ȱblubber,ȱboom,ȱbuzz,ȱcackle,ȱ
caterwaul,ȱchant,ȱchatter,ȱchuckle,ȱchirp,ȱcluck,ȱcomplain,ȱcough,ȱ
croak,ȱcroon,ȱcry,ȱdeclaim,ȱdenounce,ȱdrone,ȱexclaim,ȱgargle,ȱgasp,ȱgigȬ
gle,ȱgrowl,ȱgrumble,ȱgurgle,ȱhiccup,ȱhiss,ȱhoot,ȱhowl,ȱhum,ȱlament,ȱ
laugh,ȱlilt,ȱmoan,ȱmumble,ȱmutter,ȱpraise,ȱpreach,ȱproclaim,ȱproȬ
nounce,ȱquack,ȱquip,ȱrant,ȱrap,ȱrecite,ȱroar,ȱscream,ȱscreech,ȱshout,ȱ
shriek,ȱsigh,ȱsnapȱ[at],ȱsnarl,ȱsnigger,ȱsnore,ȱsnort,ȱsob,ȱspit,ȱsplutter,ȱ
squawk,ȱsqueak,ȱstammer,ȱstutter,ȱtwitter,ȱululate,ȱwail,ȱwarble,ȱweep,ȱ
wheeze,ȱwhimper,ȱwhine,ȱwhinge,ȱwhisper,ȱwhistle,ȱwhoop,ȱyammer,ȱ
yap,ȱyawn,ȱyell,ȱyelp,ȱyowl

1b.ȱGenreȬ
specific
descriptors

e.g.ȱbluesȱshouter,ȱBollywoodȱvocalist,ȱcantautore,ȱcantor,ȱchansonȬ
nier,ȱcrooner,ȱdeathȱmetalȱgrowler,ȱdramaticȱballadȱstar,ȱfadista,ȱfolkȱ
singer,ȱgospelȱartist,ȱIrishȱtenor,ȱjazzȱvocalist,ȱlyricalȱsoprano,ȱmuezzin,ȱ
operaȱdiva,ȱpayador,ȱrapper,ȱsingerȬsongwriter,ȱtroubadourȱ

2. Transmodal descriptors (anaphonic/synaesthetic descriptors) 

abrasive,ȱangular,ȱbouncy,ȱbrassy,ȱclean,ȱclear,ȱcreamy,ȱeffortless,ȱfullȱ(Ȭbodied),ȱgrainy,ȱ
gravelly,ȱhollow,ȱlaidȱback,ȱmeaty,ȱpiercing,ȱrasping,ȱrelaxed,ȱrobotic,ȱrough,ȱrounded,ȱ
sandpapery,ȱscratchy,ȱshaky,ȱsharp,ȱsmooth,ȱstilted,ȱstrained,ȱsweet,ȱtextured,ȱthick,ȱ
thin,ȱvelvety,ȱwobbly,ȱ

18. Theȱaesthesicȱdescriptorsȱinȱthisȱtableȱareȱmerelyȱexamplesȱthatȱinȱnoȱwayȱconstituteȱaȱ
reliableȱscientificȱsample,ȱletȱaloneȱanȱexhaustiveȱlisting.

19. ReviewȱbyȱJamilȱAhmadȱ—ȱmusicomh.com/albums/audio-bullys_1005.htm [070225].ȱ
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Table 10-1. (b) Aesthesic voice description categories with examples18 

EvenȱthoughȱPOTȬSMOKING,ȱPILLȬPOPPING,ȱWIFEȬBEATINGȱandȱBOTTLEȬLOBȬ
BINGȱmayȱderiveȱfromȱtheȱduo’sȱlyrics,ȱthoseȱepithetsȱalsoȱconnoteȱthe
sortȱofȱvoiceȱmanyȱurbanȱUKȱresidentsȱwould,ȱinȱ2005,ȱassociateȱwith

(male)ȱslobȱbehaviourȱ(uneducated,ȱcareless,ȱthoughtless,ȱselfȬcentred),
notȱleastȱbecauseȱtheȱactivitiesȱofȱwifeȱbeatingȱandȱbottleȱlobbingȱimply

aȱparticularȱ(andȱparticularlyȱimpaired)ȱemotionalȱstate,ȱasȱwellȱasȱspeȬ
cificȱbodyȱpostures,ȱbreathingȱpatterns,ȱetc.20ȱRestrictingȱourselvesȱ to
wordsȱlistedȱinȱTableȱ10Ȭ1,ȱit’sȱmuchȱmoreȱlikelyȱthatȱtheȱvocalȱpersona
inȱquestionȱ isȱ loudȱandȱboomingȱ ratherȱ thanȱ softȱorȱmuffled,ȱbrassy

3. Persona descriptors

3a.ȱNamed
personsȱwith
distinctiveȱ
voices

e.g.ȱSeanȱConneryȱorȱIanȱMcKellan;*ȱClintȱEastwood,ȱtheȱCLINTȬEASTȬ
WOODȬISȬDIRTYȱHARRYȱguy,ȱTheȱSmurfs,ȱDonaldȱDuck,ȱR2ȬD2,ȱRichardȱ
Attenborough,ȱOrsonȱWelles,ȱMorganȱFreedman,ȱBillieȱHoliday;ȱElvisȱ
Presley,ȱAdele,ȱKateȱBush,ȱBjörk,ȱMariaȱCallas,ȱElbaȱRamalho

3b.ȱDemoȬ
graphic

e.g.|ȱfemale,ȱmale;ȱ|ȱveryȱold,ȱaroundȱ70,ȱmiddleȬaged,ȱolder;ȱyoung,ȱ
childȱ|ȱ‘Celtic’ȱaccent;ȱAfricanȱAmerican,ȱFrench,ȱAsian,ȱSouthernȱ
[US],ȱBritish,ȱupperȱclass,ȱworkingȱclass,ȱwellȱspoken,ȱfromȱtheȱcounȬ
try/slums,ȱslang,ȱregionalȱaccent

3c.ȱ
PsychoȬ
logical,
psychoȬ
somaticȱ&
emotional
traits

meansȱwell*,ȱcaring*,ȱsincere*,ȱkind,ȱfriendly|ȱcute,ȱcuddly,ȱsweet,ȱniceȱ
|ȱwise,ȱintelligent,ȱcontrolled,ȱconfident,ȱregalȱ|ȱarrogant,ȱdramatic,ȱ
overȬtheȬtop,ȱextravert,ȱprovocative,ȱecstatic,ȱorgasmicȱ|ȱwillful,ȱdeterȬ
mined,ȱcourageousȱ|ȱenergetic,ȱflamboyant,ȱbubbly,ȱcheeky,ȱcheery,ȱ
comical*,ȱcoquette,ȱjaunty,ȱplayful,ȱkeen,ȱeager,ȱsassy,ȱinterested|ȱinterȬ
esting,ȱcomplicated,ȱquirky,ȱannoying,*ȱbothersome,*ȱeccentric,ȱcarȬ
toonyȱ|ȱhip,ȱcool,ȱsophisticated,*ȱsensual,ȱseductive,ȱsexyȱ|ȱvulnerable,ȱ
embarrassed,ȱscared,ȱedgy,ȱnervous,ȱangry,ȱfrustrated,ȱirritated,ȱexasȬ
perated,ȱbitterȱ|ȱdark,ȱmysterious,ȱintrovertȱ|ȱsad,ȱdepressed,ȱheartȬ
broken,ȱmiserable,ȱanguishedȱ|ȱmelancholy,ȱbored,ȱbland,ȱnondeȬ
script,ȱneutralȱ|intimate,ȱsubdued,ȱlaidȬback,ȱrelaxed,ȱsoftȱspoken,ȱ
humble,ȱsimple,ȱinnocent,ȱchildlikeȱ|ȱangelic,ȱetherealȱ|ȱraw,ȱrude,ȱ
tough,ȱrugged,ȱgritty,ȱmacho,ȱaggressiveȱ|ȱdevious,ȱslimy,ȱsleazy,ȱ
nasty,ȱevil,ȱpettyȱ|ȱsardonic,ȱsarcastic,*ȱdryȱwit,*ȱironic,ȱacerbicȱ

3d.
Professions,ȱ
rolesȱand
archetypes

witch,*ȱcounsellor,*ȱDruidȱPriest,*ȱguide,*ȱelder*ȱ|ȱlittleȱgirl,ȱheroine,ȱ
leadingȱwoman,ȱlovingȱmother,ȱdevotedȱwife|ȱevilȱqueen,ȱwitch,ȱvioȬ
lentȱbitch,ȱprettyȱprincess,ȱBarbieȱdoll,ȱvampȱ|ȱvillain,ȱbigȱboss,ȱgangȬ
ster,ȱlagerȱlout,ȱhooligan,ȱdirtyȱoldȱmanȱ|ȱlittleȱboy,ȱhero,ȱfatherȱfigure,ȱ
leadingȱman,ȱwiseȱoldȱmanȱ|ȱmonster,ȱalien,ȱrobotȱ|ȱsissy,ȱmiser,ȱimp,ȱ
evilȱchild,ȱsuicidalȱstudent,ȱnervousȱteenager,ȱwiseguy,ȱnerd,ȱgeek.

20. Thisȱvoiceȱhasȱaȱlotȱinȱcommonȱwithȱtheȱ‘narcissisticȬaggressiveȱtype’ȱ(Benis,ȱ2005). 
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ratherȱ thanȱwobbly,ȱworkingȬclassȱ ratherȱ thanȱ upperȬclass,ȱ arrogant
ratherȱthanȱhumble,ȱoverȬtheȬtopȱratherȱthanȱsubdued,ȱetc.,ȱinȱfactȱthe
sortȱofȱvoiceȱassociatedȱwithȱfootballȱ(soccer)ȱhooligansȱ(typicallyȱloud,
maleȱ andȱworkingȬclass)ȱ andȱ lagerȱ loutsȱ (vocallyȱ similarȱ toȱ football
hooligansȱbutȱwithȱbottleȱlobbingȱasȱaȱlikelyȱadditionalȱtrait).ȱ

TheȱadvantageȱofȱepithetsȱlikeȱBOTTLEȬLOBBINGȱandȱLAGERȱLOUTȱisȱthat
theyȱeachȱencapsulateȱinȱaȱsingleȱconceptȱaȱwealthȱofȱbehavioural,ȱpsyȬ
choȬsocialȱandȱvocalȱcharacteristics.ȱTheȱdisadvantageȱisȱthatȱdescripȬ
torsȱlikeȱLAGERȱLOUTȱareȱculturallyȱrestrictive:ȱonlyȱthoseȱfamiliarȱwith

particularȱaspectsȱofȱUKȱpopularȱcultureȱinȱtheȱpostȬThatcherȱeraȱwill

graspȱtheȱrelevantȱsocialȱandȱvocalȱimplications.ȱAsȱforȱtheȱfinalȱepithet,
theȱ‘YESȱIȱDOȱLIVEȱONȱAȱCOUNCILȱESTATEȱTHANKȱYOUȱVERYȱMUCHȱvocalȱperȬ
sona’,ȱ itȱwouldȱtakeȱanotherȱchapterȱtoȱconvincinglyȱexplainȱCOUNCIL

ESTATEȱandȱ itsȱ relevantȱconnotations,ȱyetȱanotherȱ toȱprovideȱaȱviable
socioȬlinguisticȱanalysisȱofȱ ‘YESȱIȱDOȱLIVE’…ȱandȱtheȱfinalȱ ‘THANKȱYOU
VERYȱMUCH’.21ȱInȱshort,ȱwhileȱtheȱsemanticȱefficiencyȱofȱsuchȱepithetsȱis
undeniableȱwithinȱaȱrestrictedȱsocioȬculturalȱsphere,ȱtheirȱconnotations
mayȱwellȱ beȱmeaninglessȱ toȱ theȱ restȱ ofȱ humanity,ȱ unlessȱ adequate
equivalentsȱcanȱbeȱidentifiedȱinȱotherȱculturalȱcontexts.22ȱ ȱ

Despiteȱproblemsȱofȱculturalȱspecificity,ȱ thereȱ isȱ littleȱdoubtȱ thatȱaesȬ
thesicȱdescriptorsȱareȱinȱmuchȱwiderȱgeneralȱuseȱthanȱtheirȱpoïeticȱor
acousticȱcounterpartsȱandȱthatȱpersonaȱdescriptors,ȱespeciallyȱtheȱdeȬ
mographic,ȱ psychologicalȱ andȱ archetypalȱ subcategories,ȱ areȱ particuȬ
larlyȱpopular.ȱThisȱobservationȱwasȱsubstantiatedȱbyȱDawnȱHershey,ȱa
Hollywoodȱprofessionalȱspecialisingȱinȱvocalȱcastingȱforȱvideoȱgames

andȱanimatedȱproductionsȱforȱfilmȱandȱTV.ȱHereȱareȱtwoȱabbreviated
extractsȱfromȱemailȱcorrespondenceȱIȱhadȱwithȱDawnȱonȱtheȱsubject.23

21. Here’sȱaȱdrasticallyȱsimplifiedȱandȱpallidȱsummaryȱofȱimpliedȱconnotationsȱwithȱ
whoseȱ‘logic’ȱIȱdon’tȱnecessarilyȱagree.ȱCouncilȱestatesȱareȱareasȱofȱlowȬcostȱrentableȱ
housingȱinȱtheȱUK.ȱLivingȱonȱaȱcouncilȱestateȱimpliesȱlowerȱeconomicȱandȱeducaȬ
tionalȱstatus.ȱProclaimingȱ‘yesȱIȱdoȱliveȱonȱaȱcouncilȱstate’ȱimpliesȱbeingȱproudȱofȱnotȱ
aspiringȱtoȱhigherȱsocialȱstatus.ȱAddingȱ‘thankȱyouȱveryȱmuch’ȱtoȱtheȱstatementȱisȱ
ironic.ȱTheȱspeakerȱseemsȱ‘proudȱtoȱbeȱignorant,ȱhappyȱtoȱbeȱaȱslob’,ȱetc.ȱ

22. Forȱmoreȱonȱthisȱrecurrentȱproblemȱofȱculturalȱspecificityȱinȱaesthesicȱdenotation,ȱseeȱ
theȱ‘wetȱecho’ȱissueȱonȱpageȱ216.ȱ

23. ThanksȱtoȱDawnȱHersheyȱofȱBlindlightȱ(blindlight.com,ȱDecemberȱ2007).ȱ
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Whatȱproblemsȱdoȱ[producers]ȱhaveȱinȱdescribingȱtheȱtypeȱofȱvoiceȱtheyȱwant?

Theȱbiggestȱproblemȱtheyȱhaveȱwhenȱtheyȱfirstȱcontactȱmeȱisȱthatȱthey…
describeȱbodyȱ type,ȱhairȱcolorȱ [etc.]…ȱ Iȱoftenȱneedȱ toȱaskȱmoreȱquesȬ
tions,ȱsuchȱasȱage,ȱaccent,ȱvocalȱquality,ȱpersonalityȱtraits,ȱquirks,ȱand
temperament…

Howȱoftenȱdoȱyouȱorȱtheyȱreferȱtoȱvoicesȱinȱtermsȱofȱcharacterȱarchetypes?…

Almostȱalways.ȱMostȱfrequentlyȱrequestedȱareȱLITTLEȱBOY,ȱLITTLEȱGIRL,ȱ20S
HEROINE,ȱ20SȱHERO,ȱLEADINGȱMAN,ȱEVILȱQUEEN,ȱVILLAIN,ȱMONSTER,ȱALIEN,
SOLDIER,ȱWISEȱOLDȱMAN,ȱBIGȱBOSS,ȱFATȱCAT,ȱGANGSTER.ȱ

Ofȱcourse,ȱnoneȱofȱtheȱaesthesicȱvocalȱdescriptionȱcategoriesȱdiscussed
soȱfarȱareȱmutuallyȱexclusive.ȱForȱexample,ȱaȱparticularȱkindȱofȱWITCH

voiceȱ (descriptionȱ categoryȱ 3d)ȱ mightȱ alsoȱ beȱ describedȱ asȱ HIGHȬ
PITCHEDȱ andȱ CACKLINGȱ (categoryȱ 1),ȱ SCRATCHYȱ andȱ PIERCINGȱ (2),ȱ as
soundingȱlikeȱanȱANGRYȱandȱEVILȱ(3c)ȱEIGHTYȬYEARȬOLDȱ(3b)ȱversionȱof
theȱANNETTEȱBENNINGȱCHARACTERȱINȱAMERICANȱBEAUTYȱ(3a).ȱMoreover,

manyȱdescriptorsȱbridgeȱtwoȱorȱmoreȱcategories:ȱRASPING,ȱforȱexample,

mayȱbeȱmostȱcommonlyȱusedȱtoȱqualifyȱsoundȱ(categoryȱ1),ȱbutȱtheȱact
ofȱraspingȱ(usingȱaȱraspȱasȱaȱcoarseȱfileȱinȱtheȱoriginalȱsenseȱofȱtheȱword)

hasȱ asȱmuchȱ toȱ doȱwithȱ touchȱ andȱmovementȱ (categoryȱ 2)ȱ asȱwith

sound.ȱSimilarȱobservationsȱapplyȱ toȱwordsȱ likeȱ SCRATCHY,ȱPIERCING,

CLEAN,ȱSHAKY,ȱSTRAINEDȱandȱGRAVELLY.ȱInȱfactȱtheȱtheȱideaȱbehindȱintroȬ
ducingȱtheȱcategoriesȱjustȱmentionedȱisn’tȱtoȱcreateȱsomeȱsortȱofȱwaterȬ
tightȱ taxonomyȱ —aȱ fruitlessȱ taskȱ inȱ viewȱ ofȱ music’sȱ synaesthetic
propertiesȱ(p.62ȱff.)—ȱbutȱtoȱprovideȱinsightsȱintoȱtheȱvariousȱwaysȱthat
vocalȱsoundȱisȱpopularlyȱperceivedȱandȱdescribedȱonȱanȱeverydayȱbaȬ
sis.ȱTheȱaimȱofȱthatȱexerciseȱisȱinȱitsȱturnȱtoȱdevelopȱricherȱandȱmoreȱnuȬ
ancedȱdescriptionsȱofȱwhatȱaȱvocalȱsoundȱcanȱcommunicate.

Asȱendnoteȱtoȱthisȱsectionȱit’sȱworthȱmentioningȱtheȱrichȱstoreȱofȱvocal
personasȱexploitedȱinȱconsumeristȱpropaganda.ȱYouȱonlyȱneedȱthinkȱof
theȱMOTIVATIONALȱ FOOTBALLȱCOACHȱvoiceȱhyperventilatingȱ aboutȱ ‘all
theȱfantasticȱbargains’ȱ(‘Onlyȱ99.99!’…ȱ‘Andȱthat’sȱnotȱall!’…ȱ‘Hurry!’…

‘Getȱyoursȱnow!’,ȱetc.),ȱorȱofȱtheȱHARDȬBOILEDȱSERIOUSȬBUSINESSȱTOUGH
MANȱofȱactionȱfilmȱtrailersȱ(‘CLINTȱEASTWOODȱISȱDIRTYȱHARRY’ȱetc.)ȱtoȱget
theȱ idea.ȱThenȱ there’sȱ theȱ FEMALEȱBESTȬFRIENDȱvoiceȱ tellingȱ ‘theȱgirls’
howȱ toȱ loseȱ weightȱ byȱ buyingȱ lowȬfatȱ cerealȱ brandȱ X,ȱ theȱ HUSKY
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TONGUEȬINȬYOURȬEARȱvoiceȱseducingȱyouȱtoȱbuyȱsuperȬsilkyȱshampooȱY
orȱtoȱstuffȱyourȱfaceȱwithȱsuperȬsmoothȱcreamyȱchocolateȱZ.ȱAndȱdon’t
forgetȱ theȱ CHEERFULȱ BUTȱ MATTERȬOFȬFACTȱ YOUNGȱ MOTHERȱ enthusing
aboutȱsupermarketȱAȱorȱmicrowaveȱmealȱbrandȱB.ȱTheȱlistȱcouldȱgoȱon
forever.ȱTheȱpointȱisȱthatȱthisȱsupplyȱofȱregrettablyȱrecurrentȱandȱoften
regressiveȱvocalȱstereotypesȱinȱcommodityȱfetishismȱcanȱbeȱaȱveryȱuseȬ
fulȱsourceȱofȱvocalȱpersonaȱdescriptors,ȱasȱlongȱasȱyou’reȱsharingȱyour
observationsȱaboutȱvoice,ȱspokenȱorȱsung,ȱwithȱothersȱinvoluntarilyȱexȬ
posedȱtoȱtheȱsameȱsadȱsortȱofȱconsumeristȱculture.24 ȱ ȱ

Vocalȱcostumeȱ
‘[C]lothingȱforȱaȱparticularȱactivity’ȱorȱ‘anȱactor’sȱclothesȱforȱaȱpart’ȱare,
accordingȱtoȱTheȱOxfordȱConciseȱEnglishȱDictionaryȱ(1995),ȱtwoȱcommon

meaningsȱofȱtheȱwordȱCOSTUME.ȱWithȱexpressionsȱ likeȱNATIONALȱCOSȬ
TUME,ȱnotionsȱofȱgroupȱ identityȱareȱaddedȱ toȱ theȱ concept.ȱ Inȱ simple

termsȱofȱperception,ȱsomeoneȱwearingȱaȱswimmingȱcostumeȱisȱprobaȬ
blyȱ dressedȱ forȱ swimmingȱ (althoughȱ itȱmayȱ beȱ justȱ aȱ photoȱ shoot),
someoneȱwearingȱ theȱ garbȱ ofȱ aȱ sixteenthȬcenturyȱ Italianȱ nobleman

mightȱbeȱactingȱ inȱShakespeare’sȱRomeoȱ andȱ Julietȱ (orȱ justȱgoingȱ toȱa
fancyȱdressȱparty),ȱandȱaȱmanȱinȱaȱtartanȱkiltȱandȱtweedȱ jacketȱmight

haveȱintimateȱtiesȱwithȱtheȱScottishȱHighlandsȱ(orȱbeȱaȱtartanryȱfake).
COSTUMEȱisȱetymologicallyȱrelatedȱtoȱCUSTOMȱ(‘aȱparticularȱestablished
wayȱofȱbehaving’)ȱandȱsemanticallyȱtoȱtheȱnounȱUNIFORM,ȱmeaningȱ‘disȬ
tinctiveȱclothingȱwornȱbyȱmembersȱofȱtheȱsameȱbody’,ȱi.e.ȱanotherȱtype
ofȱcostumeȱsignallingȱgroupȱidentity.ȱ

Vocalȱcostume25ȱisȱaȱmetaphoricalȱexpressionȱmeaningȱthoseȱaspectsȱof
phonationȱservingȱtheȱthreeȱsameȱsortsȱofȱfunctionȱasȱliteralȱcostumes

do:ȱ[1]ȱtoȱmoreȱeasilyȱcarryȱoutȱaȱparticularȱactivity;ȱ[2]ȱtoȱassumeȱaȱrole
orȱtoȱactȱaȱpart;ȱ[3]ȱtoȱsignalȱaȱparticularȱgroupȱidentityȱand/orȱtoȱconȬ
formȱ toȱaȱgivenȱsetȱofȱculturalȱnorms.ȱVocalȱcostumesȱareȱsomething

peopleȱputȱonȱlikeȱclothesȱforȱanyȱorȱallȱofȱtheȱreasonsȱjustȱmentioned:

24. Adsȱforȱtheȱsameȱproductȱareȱoftenȱmarketedȱdifferentlyȱforȱdifferentȱtargetȱgroups.ȱ
SeeȱalsoȱculturalȱspecificityȱofȱLAGERȱLOUTȱ(p.ȱ358)ȱandȱWETȱECHOȱ(p.216).

25. Itȱtookȱaȱyearȱofȱsporadicȱreflexionȱtoȱcomeȱupȱwithȱtheȱtermȱvocalȱcostume.ȱVocalȱ
mould,ȱuniform,ȱhabitus,ȱtemplate,ȱetc.ȱwereȱallȱdumpedȱforȱaȱvarietyȱofȱreasons.
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theyȱareȱusedȱonȱanȱeverydayȱbasisȱinȱbothȱspeakingȱandȱsinging,ȱas,ȱI
hope,ȱtheȱnextȱsectionȱwillȱillustrate.

Spokenȱcostumesȱ

PHONEȱ VOICESȱ provideȱ aȱ richȱ resourceȱ forȱ studyingȱ vocalȱ costumes,

mostȱprobablyȱbecauseȱtalkingȱonȱtheȱphoneȱinvolvesȱaȱparticularȱtype
ofȱsensoryȱdislocation.ȱIt’sȱoneȬtoȬoneȱaudioȱcloseȬupȱ(ifȱtheȱlineȱisȱgood)
butȱwithoutȱtheȱvisual,ȱkineticȱandȱpotentiallyȱtactileȱaspectsȱofȱoneȬtoȬ
oneȱcloseȱencounters.ȱAȱphoneȱcallȱtakesȱplaceȱinȱtheȱintimateȱacoustic
spaceȱdeterminedȱbyȱtheȱminimalȱdistancesȱbetweenȱearpieceȱandȱearȬ
drum,ȱbetweenȱlipsȱandȱmouthpiece.ȱLikeȱitȱorȱnot,ȱweȱareȱatȱsonicȱkissȬ
ingȱ distanceȱ fromȱ ourȱ telephonicȱ interlocutorȱ downȱ theȱ roadȱ orȱ on
anotherȱ continent.ȱSuchȱ sensoryȱdislocationȱmayȱbeȱ lessȱproblematic

whenȱphoningȱ‘friendsȱandȱfamily’ȱbutȱitȱrequiresȱcorrectiveȱmeasures

ifȱwe’reȱonȱtheȱphoneȱtoȱsomeoneȱweȱdon’tȱknow,ȱmaybeȱtalkingȱtoȱa
representativeȱ forȱ aȱ largeȱ corporationȱ orȱ publicȱ institution.ȱ Inȱ these
typesȱofȱtelephoneȱencounterȱvocalȱcostumesȱcanȱcomeȱinȱhandy.

WhenȱphonesȱwereȱaȱnoveltyȱinȱUKȱhomesȱafterȱWorldȱWarȱII,ȱmany

peopleȱofȱmyȱparents’ȱgenerationȱputȱonȱaȱspecialȱvocalȱcostumeȱwhen

answeringȱtheȱphone.ȱItȱwasȱaȱmoreȱposh,ȱmoreȱofficialȬsoundingȱvoice
whoseȱdiction,ȱvowelȱsoundsȱandȱintonationȱresembledȱthatȱofȱBBCȱraȬ
dioȱ announcersȱ orȱnewsreadersȱofȱ theȱday.ȱTheseȱ closelyȱmikedȱbut
widelyȱbroadcastȱofficialȱvoices,ȱbyȱoccupyingȱtheȱpublicȱspaceȱofȱthe
thenȱcontemporaryȱmedia,ȱseemȱtoȱhaveȱbeenȱtakenȱtoȱrepresentȱaȱsort
ofȱcommonȱgroundȱforȱcloseȬupȱspeakingȱwithȱwhichȱeveryoneȱwasȱfaȬ
miliar.ȱOfȱcourse,ȱsinceȱthisȱvocalȱcostumeȱwasȱalsoȱthatȱofȱtheȱoldȱBritȬ
ishȱestablishment,ȱitȱwasȱnotȱtheȱmostȱcomfortableȱclothingȱtoȱwearȱand
wasȱusuallyȱdroppedȱwhenȱtheȱpersonȱatȱtheȱotherȱendȱofȱtheȱlineȱwas

identifiedȱasȱmoreȱ‘friendsȱandȱfamily’ȱthanȱ‘authority’.ȱMoreover,ȱthe
oldȬestablishmentȱBBCȱvoiceȱlaterȱbecameȱanȱanomalyȱinȱtheȱwakeȱof
socioȬeconomicȱ changeȱ leadingȱ toȱ theȱ useȱ ofȱ otherȱ vocalȱ costumes.

Technologicalȱdevelopmentȱplayedȱaȱcentralȱroleȱinȱthisȱprocess.

Asȱtheȱnumberȱofȱradioȱchannelsȱincreased,ȱandȱasȱTVȱandȱhiȬfiȱrecordȬ
ingsȱbecameȱpartȱofȱbothȱindividualȱandȱdomesticȱacousticȱspace,ȱthe
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repertoireȱofȱcloselyȱmikedȱbutȱwidelyȱdisseminatedȱvoiceȱtypesȱavailȬ
ableȱforȱuseȱasȱvocalȱcostumesȱexpandedȱradically.ȱConsumeristȱpropaȬ
gandaȱwasȱnotȱslowȱtoȱstartȱusingȱparticularȱvoiceȱtypesȱcorresponding
toȱtheȱintersubjectivelyȱverifiableȱandȱexploitableȱdesiresȱofȱaȱparticular
demographic.ȱ Thoseȱ voiceȱ typesȱ areȱ oftenȱ usedȱ todayȱ inȱ automatic

phoneȱ ‘dialogue’ȱ andȱ ‘voiceȱ recognition’ȱ systems.ȱ Or,ȱ asȱ oneȱ EUȬ
fundedȱeCommerceȱdocumentȱputsȱit:26

‘Advertisersȱadoptȱdifferentȱstrategiesȱdependingȱonȱtheȱproductȱthey
areȱsellingȱandȱtheȱintendedȱaudience.ȱTheȱsameȱisȱtrueȱforȱcreatingȱauȬ
tomatedȱtelephoneȱserviceȱdialogues.…ȱTwoȱofȱtheȱ[phoneȱanswering]

personalitiesȱ [‘John’ȱandȱ ‘Kate’]ȱwereȱ createdȱwithȱ theȱ intentionȱ that
theyȱwouldȱportrayȱyounger,ȱmoreȱstreetwiseȱ[bank]ȱagentsȱandȱthereȬ
foreȱwouldȱappealȱtoȱyoungerȱusers.’ȱ

ThisȱsortȱofȱvocalȱcostumeȱmarketingȱhasȱledȱtoȱtelecommunicationsȱcaȬ
tastrophesȱ likeȱ ‘Simone’ȱ(VirginȱMobileȱUSA),ȱ ‘Claire’ȱ(Sprint),ȱ ‘Julie’
(Amtrak)ȱandȱ‘Emily’ȱ(BellȱCanada).ȱWhileȱeachȱpreȬprogrammedȱvoȬ
calȱpersonaȱinitiallyȱsoundsȱlikeȱanȱattractive,ȱengaging,ȱeducated,ȱhelpȬ
fulȱyoungȱwoman,ȱsheȱturnsȱout,ȱinȱtheȱrealityȱofȱdialogue,ȱtoȱhaveȱthe
brainsȱofȱaȱpeaȱandȱtheȱsocioȬlinguisticȱskillsȱofȱaȱdrainpipe.ȱSoȱblindȱis
theȱfaithȱofȱcorporationsȱinȱtheȱhocusȬpocusȱofȱvocalȱpseudoȬpersonaliȬ
sationȱthatȱhugeȱamountsȱofȱconsumerȱtimeȱandȱcorporateȱmoneyȱare
wastedȱ byȱ replacingȱ humanȱ beingsȱwithȱmachines.27ȱ Thatȱ said,ȱ alȬ
thoughȱ‘John’,ȱ‘Kate’,ȱ‘Simone’,ȱ‘Claire’,ȱ‘Julie’ȱandȱ‘Emily’ȱareȱmereȱvoȬ
calȱdrapesȱcoveringȱdummiesȱinȱaȱsonicȱshopȱwindow,ȱvocalȱcostumes

canȱserveȱsomeȱpurpose,ȱevenȱinsideȱtheȱfieldȱofȱtelephony,ȱasȱlongȱas
noȱfalseȱclaimsȱareȱmadeȱaboutȱ‘interactiveȱdialogueȱsystems’.ȱForȱexȬ
ample,ȱcallingȱMilan’sȱRadioȱTaxiȱ8585ȱinȱ2008ȱtriggeredȱaȱholdȱmessage

advisingȱyouȱnotȱtoȱloseȱyourȱplaceȱinȱtheȱphoneȱqueue.ȱTheȱrecorded
voiceȱsoundedȱlikeȱthatȱofȱaȱcoquettishȱfemaleȱsecretaryȱwithȱaȱhidden
laughȱofȱflirtatiousȱcomplicityȱinȱherȱtone;ȱor,ȱasȱaȱMilaneseȱfriendȱputȱit:

‘It’sȱasȱifȱshe’sȱsayingȱtoȱmaleȱcustomersȱ“whoȱknowsȱwhatȱyouȱandȱI
couldȱgetȱupȱtoȱwhileȱyouȱwait?”…ȱIt’sȱnotȱtheȱvoiceȱofȱaȱmotherȱ—that

26. Spotlightȱprojectȱ1999Ȭ10314:ȱ‘MassȱMarketȱeCommerceȱServicesȱusingȱMultiȬlanȬ
guageȱNaturalȱSpokenȱDialogues’ȱ) spotlight.ccir.ed.ac.uk/ [080224].ȱ

27. Bell’sȱ‘Emily’(2003)ȱcostȱ$10ȱmillion;ȱseeȱ) speechtechmag.com/Articles/Editorial~Fea-
ture~Its-a-Persona,-Not-a-Personality-36311.aspxandȱ) tagg.org/zmisc/FidoCallTranscr.htm.

http://www.speechtechmag.com/Articles/Editorial/Feature/Its-a-Persona-Not-a-Personality-36311.aspx
http://www.speechtechmag.com/Articles/Editorial/Feature/Its-a-Persona-Not-a-Personality-36311.aspx
http://tagg.org/zmisc/FidoCallTranscr.htm
http://www.spotlight.ccir.ed.ac.uk/
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wouldȱsoundȱtooȱold—ȱorȱofȱaȱwifeȱbecauseȱthatȱwouldȱbeȱnoȱfun.ȱIt’s
closerȱtoȱtheȱvoiceȱofȱanȱattractiveȱandȱwellȬspokenȱlover…ȱTheyȱassume

ofȱcourse…ȱthatȱmostȱcustomersȱareȱmenȱinȱneedȱofȱflattery.’28ȱ

Outsideȱ theȱweirdȱworldȱofȱbrandȬfixated,ȱmarketȬdrivenȱautomated

telephony,ȱvocalȱcostumesȱareȱsimplyȱaȱveryȱrealȱpartȱofȱeverydayȱlife.
Ifȱyouȱhaveȱtoȱaddressȱaȱcrowdȱofȱpeopleȱandȱthere’sȱnoȱmicrophone,ȱor
ifȱyouȱhaveȱtoȱkeepȱorderȱinȱaȱprimaryȱschoolȱclass,ȱorȱifȱyouȱhaveȱto
makeȱyourȱbidȱheardȱinȱaȱcapitalistȱcasinoȱ(stockȱexchange),ȱyou’llȱhave
toȱputȱonȱaȱvocalȱcostumeȱtoȱdoȱyourȱjobȱandȱtoȱavoidȱcausingȱlongȬterm
damageȱtoȱyourȱlarynx.ȱHopefully,ȱyou’llȱchangeȱintoȱaȱsofter,ȱhappier,
moreȱ singȬsongȱ costumeȱ (‘motherese’)ȱwhenȱ youȱ talkȱ toȱ yourȱ baby
child,ȱintoȱsomethingȱlessȱliltingȱwhenȱyouȱhaveȱtoȱanswerȱimportant

jobȱinterviewȱquestions,ȱintoȱsomethingȱmoreȱCONTRITEȱYETȱCOMPETENT

whenȱyouȱhaveȱ toȱexplainȱwhyȱyouȱareȱ lateȱdeliveringȱworkȱ toȱyour
boss,ȱ andȱ soȱ on.ȱOrȱperhapsȱ you’reȱ aȱ psychoanalystȱ dealingȱwithȱ a
highlyȱstrungȱpatient,ȱinȱwhichȱcaseȱyouȱmayȱwellȱbeȱtemptedȱtoȱputȱon
yourȱpsychologist’sȱVOCALȱVALIUMȱcostume.ȱIfȱyouȱdo,ȱyourȱpatientȱwill

hopefullyȱbeȱlessȱlikelyȱtoȱthrowȱaȱfitȱand,ȱevenȱifȱhe/sheȱdoesȱstartȱkickȬ
ingȱandȱscreaming,ȱyouȱcanȱatȱleastȱpretendȱtoȱkeepȱyourȱcalm.

AttentiveȱreadersȱwillȱalreadyȱhaveȱnotedȱthatȱPUBLICȱSPEAKINGȱvoice,
PRIMARYȱ SCHOOLȱ TEACHERȱvoice,ȱ aȱ liltingȱ PARENTȱvoiceȱ (motherese),29

theȱPSYCHOLOGISTȱvoiceȱ (‘vocalȱvalium’)ȱandȱ theȱEARNESTȱ INTERVIEWEE

voiceȱ areȱ allȱ aesthesicȱ vocalȱdescriptors,ȱmoreȱpreciselyȱpersonaȱdeȬ
scriptorsȱdesignatingȱprofessions,ȱ rolesȱorȱ archetypes.30ȱThoseȱ labels
actȱasȱshorthandȱnotȱjustȱforȱaȱtypeȱofȱpersonȱ(teacher,ȱtrader,ȱpsycholoȬ
gist,ȱparent,ȱetc.)ȱbutȱalsoȱforȱtheȱtypeȱofȱvoiceȱassociatedȱwithȱthatȱtype
ofȱpersonȱinȱparticularȱcircumstances.ȱOneȱfinalȱexampleȱofȱspokenȱvoȬ
calȱcostumeȱshouldȱclarifyȱtheȱissueȱonceȱandȱforȱall.

BeforeȱIȱfirstȱwentȱsearchingȱforȱvocalȱpersonaȬrelatedȱconceptsȱinȱ2005,
I’dȱneverȱheardȱofȱtheȱGIRLFRIENDȱVOICE.ȱTheȱonlineȱUrbanȱDictionaryȱdeȬ

28. ThanksȱtoȱAlessandraȱGalloneȱ(Milan)ȱforȱansweringȱquestionsȱaboutȱprerecordedȱ
phoneȱvoicesȱinȱItalyȱ[080225].ȱ‘Stiamoȱcercandoȱilȱvostroȱtaxi.ȱRestateȱinȱlineaȱperȱ
nonȱperdereȱlaȱprioritàȱacquisita’ȱisȱwhatȱtheȱflirtingȱsecretaryȱvoiceȱsays.

29. MoreȱaboutȱsingȬsongȱmothereseȱonȱpageȱ368.
30. SeeȱTableȱ10Ȭ1,ȱp.357,ȱsubcategoryȱ3d.
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finesȱitȱasȱ‘[t]heȱchangeȱinȱpitchȱorȱtoneȱofȱaȱman’sȱvoiceȱwhenȱtalkingȱto
theirȱsignificantȱother’.31ȱTheȱdictionaryȱcontinues:

‘TheȱgirlfriendȱvoiceȱisȱcharacterisedȱbyȱaȱhigherȱpitchȱandȱaȱmoreȱefȬ
feminateȱtoneȱwithȱspeechȱpatternsȱscatteredȱwithȱpetȱnamesȱandȱchildȬ
ishȱwords.ȱThisȱtypeȱofȱspeechȱisȱusuallyȱfrownedȱuponȱwhenȱusedȱin
theȱpresenceȱofȱotherȱmen’.…ȱ ‘Whenȱheȱanswersȱhisȱphoneȱandȱ itȇsȱa
guy,ȱheȱusesȱhisȱnormalȱvoice,ȱbutȱwhenȱheȱseesȱthatȱitȇsȱhisȱgirlfriend
calling,ȱhisȱvoiceȱinstantlyȱclimbsȱseveralȱoctavesȱandȱacquiresȱaȱwhiny,

pleaseȬdonȇtȬbeȬmadȬatȬmeȱtone.ȱHeȇsȱalsoȱtheȱkindȱofȱguyȱwho,ȱwhen

heȱgetsȱonȱtheȱphoneȱwithȱhisȱgirl,ȱimmediatelyȱwalksȱawayȱfromȱthe
group,ȱleavesȱtheȱroom,ȱorȱtellsȱeverybodyȱtoȱshutȱupȱsoȱheȱcanȱtalk.’

Evenȱifȱ‘severalȱoctaves’ȱisȱaȱgrossȱexaggeration,ȱthisȱexplanationȱofȱthe
girlfriendȱvoiceȱprovidesȱaȱclearȱexampleȱofȱallȱthreeȱfunctionsȱofȱvocal
costume.ȱ Itȱ involvesȱ traitsȱ ofȱ phonationȱ thatȱ firstlyȱ enableȱ theȱman

adoptingȱitȱtoȱmoreȱeasilyȱcarryȱoutȱaȱparticularȱactivity,ȱinȱthisȱcaseȱthatȱof
talkingȱtoȱhisȱ‘significantȱother’ȱinȱtheȱwayȱheȱimaginesȱwillȱpleaseȱher.
Secondly,ȱtheȱsameȱmanȱvocallyȱassumesȱtheȱroleȱandȱactsȱtheȱpartȱofȱboyȬ
friendȱratherȱthanȱthatȱofȱ‘oneȱofȱtheȱguys’.ȱThirdly,ȱheȱsignalsȱthatȱhe
belongsȱtoȱtheȱsocialȱsphereȱofȱtheȱcoupleȱbyȱvocallyȱconformingȱtoȱtheȱculȬ
turalȱnormsȱofȱconversationȱconsideredȱappropriateȱ forȱ thatȱsphereȱof
interaction,ȱevenȱtoȱtheȱextentȱofȱwalkingȱawayȱfromȱhisȱmaleȱpeersȱand
tellingȱthemȱtoȱshutȱup.ȱ ȱ

Sungȱcostumesȱ

Althoughȱpitch,ȱloudness,ȱtimbreȱandȱtempoȱareȱparametersȱofȱexpresȬ
sionȱcommonȱtoȱbothȱspeechȱandȱmusic,ȱandȱalthoughȱprosodyȱisȱaȱkey
elementȱ inȱmusic’sȱcrossȬdomainȱmodeȱofȱ representationȱ (p.ȱ62ȱ ff.),32
thereȱ isȱ apparentlyȱnoȱ languageȱunableȱ toȱdistinguishȱ inȱ someȱ clear
wayȱbetweenȱwhatȱweȱcallȱspeakingȱandȱsinging.33ȱIfȱthatȱisȱso,ȱwhat’s

theȱactualȱdifferenceȱbetweenȱtheȱtwo?

31. )urbandictionary.com/define.php?term=girlfriend+voice [080224].
32. Forȱneurologicalȱbasisȱofȱtheseȱsimilarities,ȱseeȱÖzdemirȱetȱal.ȱ(2006).
33. ‘[I]tȱisȱusuallyȱeasyȱtoȱtellȱwhenȱsomeoneȱstartsȱsinging.ȱAnthropologistsȱsayȱthisȱisȱ

trueȱinȱallȱcultures.’ȱ(Sparshott,ȱ1997:ȱ199).

http://www.urbandictionary.com/define.php?term=girlfriend+voice
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Singingȱasȱcostumeȱ ȱ

Differencesȱbetweenȱspeakingȱandȱsingingȱcanȱbeȱunderstoodȱ inȱ two

generalȱways:ȱ[1]ȱinȱtermsȱofȱuse,ȱfunction,ȱcontextȱandȱconnotation;ȱ[2]
inȱsonicȱterms.ȱWe’llȱstartȱwithȱtheȱfirstȱofȱthose.

Ifȱsomeoneȱchangesȱvocalȱmodeȱ fromȱ talkingȱ toȱsingingȱyouȱcanȱsay
theyȱ‘burstȱintoȱsong’ȱbutȱnoȬoneȱeverȱsaysȱthatȱtheyȱ‘burstȱintoȱspeech’
fromȱsongȱbecauseȱspeechȱisȱinȱmostȱsituationsȱtheȱdefaultȱvocalȱmode.

Theȱideaȱofȱsongȱasȱanȱexceptional,ȱspecialȱorȱheightenedȱformȱofȱvocal
expressionȱcanȱbeȱunderstoodȱinȱfourȱways.ȱ
1. Beingȱairborne.ȱThisȱisȱtheȱpopularȱnotionȱofȱsongȱasȱvocalȱexpresȬ

sionȱatȱliterallyȱaȱhigherȱlevel,ȱeitherȱasȱairȱ(AIRȱisȱaȱsynonymȱandȱ
ariaȱ(=ȱair)ȱtheȱItalianȱforȱaȱtune),ȱorȱasȱsomethingȱcarryingȱusȱupȱintoȱ
theȱair,ȱsoȱthatȱweȱareȱborneȱonȱtheȱ‘wingsȱofȱsong’,ȱ‘flying’ȱ(volare),ȱ
singingȱ(cantare),ȱ‘inȱtheȱblue’ȱ(nelȱblu),ȱ‘happyȱtoȱbeȱupȱthere’ȱ(feliceȱ
diȱstareȱlassù),ȱetc.34ȱ

2. Specialȱoccasions.ȱPeopleȱinȱtheȱurbanȱWestȱtendȱtoȱsingȱmoreȱonȱspeȬ
cialȱoccasionsȱthanȱinȱtheirȱdayȬtoȬdayȱlives.ȱWeȱdon’tȱusuallyȱburstȱ
intoȱsongȱwhileȱfillingȱoutȱtaxȱreturnsȱorȱhavingȱlunchȱwithȱworkȬ
mates;ȱbutȱweȱmightȱwellȱsingȱatȱbirthdays,ȱweddings,ȱfunerals,ȱtheȱ
NewȱYear,ȱorȱonȱaȱnightȱoutȱinȱaȱkaraokeȱclub.ȱWeȱareȱalsoȱmoreȱ
likelyȱtoȱsingȱinȱpatrioticȱorȱreligiousȱcontextsȱwhereȱsomeȱaspectȱofȱ
ritualisedȱtranscendenceȱisȱtheȱorderȱofȱtheȱday.35ȱ

3. Heightenedȱemotion.ȱCircumstancesȱofȱheightenedȱemotionȱsuchȱasȱ
lullingȱyourȱlittleȱchildȱtoȱsleep,ȱfallingȱinȱorȱoutȱofȱlove,ȱrighteousȱ
indignation,ȱeroticȱarousal,ȱdeepȱsympathyȱorȱsorrow,ȱpainfulȱsepaȬ
ration,ȱgreatȱelation,ȱbitterȱresentment,ȱangryȱalienation,ȱwondrousȱ
amazement,ȱblissfulȱcontentment,ȱetc.ȱareȱmoreȱliableȱtoȱbringȱonȱaȱ

34. ‘High,ȱhigh,ȱlikeȱaȱbirdȱinȱtheȱsky’ȱ(Abba,ȱ1977b).ȱForȱ‘WingsȱofȱSong’ȱ(AufȱFlügelnȱdesȱ
Gesänges):ȱseeȱMendelssohnȱ(1833).ȱ‘Flying,ȱsinging’,ȱetc.ȱisȱaȱliteralȱtranslationȱofȱtheȱ
hookȱlinesȱinȱVolareȱ/ȱNelȱbluȱdipintoȱdiȱbluȱ(Modugno,ȱ1958).ȱVolareȱisȱoneȱofȱtheȱmostȱ
frequentlyȱcoveredȱpostwarȱsongs.ȱTheȱ1958ȱDeanȱMartinȱversionȱincludesȱotherȱ
vocallyȱairborneȱlines:ȱ‘Let’sȱflyȱwayȱupȱtoȱtheȱclouds,ȱAwayȱfromȱtheȱmaddeningȱ
crowds’,…ȱ‘Noȱwonderȱmyȱhappyȱheartȱsings,ȱYourȱloveȱhasȱgivenȱmeȱwings’,ȱetc.ȱ
SeeȱalsoȱtheȱextremelyȱpopularȱGipsyȱKingsȱversionȱonȱtheȱCDȱMosaïqueȱ(1989).

35. Suchȱvocalȱtranscendenceȱoccursȱinȱreligiousȱandȱnationalisticȱritualȱ(e.g.ȱChristmas,ȱ
internationalȱsportsȱevents),ȱasȱwellȱasȱinȱgroupȬtribalistȱsituationsȱlikeȱfootballȱ(socȬ
cer)ȱmatches,ȱe.g.ȱYou’llȱNeverȱWalkȱAloneȱ(LiverpoolȱFC,ȱ1972).
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songȱthanȱwhatȱyouȱfeelȱwhenȱreadingȱanȱinstructionȱmanualȱorȱ
attendingȱaȱcommitteeȱmeeting.ȱPutȱtersely,ȱitȱcanȱbeȱ‘worthȱmakingȱ
aȱsongȱandȱdance’ȱaboutȱsomeȱexperiencesȱbutȱnotȱaboutȱothers.36ȱ

4. Religiousȱchanting.ȱBeforeȱtheȱadventȱofȱPAȱsystems,ȱspeakingȱwasȱ
forȱcenturiesȱreplacedȱbyȱchantingȱinȱreverbȬrichȱvenuesȱlikeȱcatheȬ
dralsȱandȱlargeȱmosques.ȱTheȱWordȱofȱGodȱmerelyȱspokenȱbyȱanȱ
officiantȱunderȱsuchȱacousticȱconditionsȱcouldȱeasilyȱendȱupȱasȱanȱ
incomprehensibleȱsonicȱblurȱinȱtheȱearsȱofȱtheȱcongregation.37ȱTheȱ
fixedȱpitchesȱandȱmeasuredȱdeliveryȱofȱchantingȱhelpedȱovercomeȱ
thisȱprosaicȱproblem.ȱThisȱhistoricalȱobservationȱreinforcesȱtheȱ
notionȱofȱsongȱasȱ‘transcendent’,ȱmoreȱ‘otherworldly’ȱthanȱspeech.

Althoughȱthoseȱfourȱobservationsȱclearlyȱsuggestȱthatȱsongȱisȱaȱspecial
orȱheightenedȱmodeȱofȱvocalisation,ȱitȱcouldȱalsoȱbeȱarguedȱthatȱsinging
isȱmoreȱdownȬtoȬearth,ȱmoreȱ somatic,ȱorȱatȱ leastȱmoreȱdirectlyȱemoȬ
tional,ȱthanȱtalking,ȱtheȱdominantȱorȱdefaultȱmodeȱofȱvocalȱinteraction
amongȱgrownȬups.ȱHowever,ȱjustȱasȱfallingȱinȱloveȱcanȱbeȱregardedȱas
regressionȱ toȱemotionsȱofȱ infancyȱandȱatȱ theȱsameȱ timeȱanȱ important

stepȱ forwardsȱ inȱ theȱpersonalȱdevelopmentȱofȱ adults,38ȱ singingȱproȬ
videsȱ anȱ instantaneousȱdirectȱ connectionȱbetween,ȱonȱ theȱoneȱhand,
preverbalȱand/orȱnonverbalȱ(infantȱand/orȱanimal)ȱvocalisationȱand,ȱon
theȱother,ȱverbalȱvocalisation,ȱallȱinȱtheȱsociallyȱconstructedȱculturalȱenȬ
vironmentȱofȱaȱmusicalȱgenre.39ȱ

36. Forȱmoreȱonȱbasicȱdifferencesȱbetweenȱsingingȱandȱtalking,ȱseeȱSparshottȱ(1997),
37. Thisȱphenomenonȱcanȱbeȱstillȱbeȱobservedȱtoday,ȱevenȱwithȱPAȱsystemsȱinȱplace.ȱForȱ

example,ȱannouncementsȱinȱlargeȱVictorianȱrailwayȱstationsȱcanȱbeȱveryȱdifficultȱtoȱ
understand.ȱTheyȱareȱmoreȱdecipherableȱinȱlessȱreverbȬrichȱplacesȱlikeȱairportsȱandȱ
supermarkets,ȱevenȱinȱcathedralsȱifȱdecentȱspeakersȱareȱplaced,ȱasȱinȱYorkȱMinster,ȱatȱ
headȱheightȱonȱeveryȱpillarȱinȱtheȱnave.

38. Fallingȱinȱloveȱ(Wikipedia)ȱreferringȱtoȱGordonȱ(2008:ȱxivȬxv)ȱandȱSaloniaȱ(1991:ȱ58).
39. Whatȱpassesȱasȱ‘music’ȱorȱ‘singing’ȱinȱoneȱcultureȱneedȱnotȱcorrespondȱwithȱpheȬ

nomenaȱlabelledȱsimilarlyȱinȱanother.ȱForȱexample,ȱifȱIȱvisitȱaȱMuslimȬownedȱcornerȱ
shopȱatȱtheȱtimeȱofȱtheȱeveningȱcallȱtoȱprayer,ȱIȱhearȱtheȱrecordedȱmuezzinȱ‘singing’,ȱ
butȱsince,ȱaccordingȱtoȱclericsȱlikeȱImamȱAbuȱHanifah,ȱsingingȱisȱharamȱ(forbidden,ȱ
anȱabomination)ȱ) islamnewsroom.com/news-we-need/493 [120124],ȱIȱcannotȱbeȱhearingȱ
‘song’.ȱMuslimȱdefinitionsȱofȱsongȱmay,ȱhowever,ȱbeȱchanging,ȱatȱleastȱifȱtheȱBBCȱ
reportȱ‘Istanbulȇsȱtunelessȱmuezzinsȱgetȱvoiceȱtraining’ȱ(2010Ȭ05Ȭ11)ȱisȱanythingȱtoȱgoȱ
byȱ) news.bbc.co.uk/1/hi/world/europe/8665977.stm [120124].ȱInȱeitherȱcase,ȱtheȱobservaȬ
tionȱaboutȱsocioculturalȱspecificityȱofȱwhatȱpassesȱforȱsongȱisȱstillȱvalid.
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Turningȱtoȱsonicȱdifferencesȱbetweenȱspeechȱandȱsong,ȱit’sȱpossibleȱto
makeȱtheȱfollowingȱfiveȱgeneralȱobservationsȱaboutȱtypicalȱtraits.
1. Singingȱisȱmoreȱtonalȱthanȱtalking:ȱsungȱpitchesȱareȱlongerȱand,ȱifȱ

freeȱfromȱwideȱvibrato,ȱmoreȱstableȱthanȱspokenȱpitches.ȱ
2. Whenȱwordsȱareȱsung,ȱvowelsȱ(and,ȱsometimes,ȱvoicedȱcontinuȬ

ants)ȱtendȱtoȱbecomeȱlongerȱwhileȱdurationsȱofȱnonȬcontinuant,ȱ
unvoicedȱconsonantsȱremainȱmuchȱcloserȱtoȱthoseȱofȱspeech.40

3. Sungȱstatementsȱ(phrases)ȱtendȱtoȱbeȱlongerȱandȱmoreȱfluidȱthanȱ
thoseȱofȱspeech.ȱ

4. Disjointed,ȱstaccatoȱdeliveryȱcontainingȱshortȱbreaksȱisȱlessȱcomȬ
monȱinȱsongȱthanȱinȱspeech,ȱwhileȱbreaksȱbetweenȱphrasesȱorȱperiȬ
odsȱareȱgenerallyȱlongerȱinȱsongȱthanȱinȱspeech.

5. Singingȱusesȱmoreȱregularȱandȱrecurrentȱpatternsȱofȱaccentuation,ȱ
metreȱandȱperiodicityȱthanȱdoesȱspeech.ȱ

Thereȱareȱofȱcourseȱhybridȱvocalȱmodesȱmixingȱtraitsȱfromȱbothȱspeech
andȱsong.ȱI’mȱthinkingȱhereȱofȱfourȱsuchȱmodes:ȱmetricȱchanting,ȱrecitȬ
ative,ȱintonedȱchantingȱandȱSprechgesang.
1. InȱMETRICȱCHANTINGȱspeechȱreplacesȱtheȱtonalȱtraitsȱofȱsongȱwhileȱ

rhythmicȱandȱmetricȱtraitsȱofȱsongȱremainȱinȱtact,ȱasȱinȱrap,ȱinȱtheȱ
scannedȱslogansȱofȱstreetȱdemonstrations,ȱandȱinȱsomeȱtypesȱofȱ
poetryȱreading.

2. InȱRECITATIVEȱ(recitativoȱ�ȱsungȱsoloȱdialogueȱinȱoperaȱorȱoratorio)ȱ
theȱtonalȱtraitsȱofȱsongȱ(fixedȱpitches)ȱareȱretainedȱandȱaȱfullȱ
melodicȱtonalȱrangeȱisȱinȱoperationȱbutȱspeechȱrhythmȱreplacesȱthatȱ
ofȱsongȱandȱthereȱisȱnoȱclearȱmusicalȱmetreȱ(parlando;ȱsenzaȱmisura).

3. InȱINTONEDȱCHANTING,ȱwhere,ȱasȱinȱrecitative,ȱspeechȱrhythmsȱdomȬ
inateȱandȱtheȱtonalȱtraitsȱofȱsongȱareȱinȱclearȱevidence,ȱmelodicȱ
rangeȱisȱeitherȱveryȱrestrictedȱ(sometimesȱtoȱjustȱoneȱnote)ȱand/orȱ
highlyȱformulaicȱ(e.g.ȱconsistingȱofȱaȱstartȱmotif,ȱaȱrecitationȱtoneȱ
andȱaȱfinalȱmotif).ȱNonȬmetricȱpsalmȱandȱcanticleȱsinging,ȱsynaȬ
gogueȱcantillation,ȱasȱwellȱasȱQurȇanicȱrecitationȱandȱcallsȱtoȱprayerȱ
areȱallȱexamplesȱofȱintonedȱchanting.ȱIncantationȱusuallyȱtakesȱtheȱ
formȱofȱintonedȱchanting.41

40. Voicedȱcontinuants:ȱ/O/,ȱ/P/ȱetc.;ȱunvoicedȱcontinuants:ȱ/H/,ȱ/U/ȱetc;ȱnonȬcontinuantȱ
voicedȱconsonants:ȱ/D/,ȱ/F/,ȱ/I/ȱetc.ȱUnvoicedȱconsonantsȱ(/R/,ȱ/V/,ȱ/M/ȱetc.)ȱconsonantsȱ
areȱproportionallyȱevenȱshorterȱbecauseȱtheyȱcannotȱbeȱsung.
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4. InȱSPRECHGESANG,ȱaȱtechniqueȱusedȱonlyȱbyȱindividualȱvoices,ȱpitchȱ
rangeȱcanȱbeȱextensive,ȱtheȱoverallȱpitchȱprofileȱofȱaȱphraseȱwellȱ
definedȱandȱtheȱrhythmicȱpatterningȱmoreȱsimilarȱtoȱthatȱofȱsongȱ
thanȱspeech,ȱbutȱtheȱindividualȱpitchesȱofȱeachȱsyllableȱareȱunfixedȱ
andȱmuchȱcloserȱtoȱthoseȱtypicalȱofȱspeech.42ȱ

Toȱendȱthisȱsectionȱit’sȱworthȱconsideringȱtheȱuseȱofȱsungȱtonesȱonȱcerȬ
tainȱwordsȱinȱeverydayȱspeech.ȱOneȱofȱtheȱmostȱcommonȱexamplesȱin
standardȱUKȱEnglishȱmustȱsurelyȱbeȱ theȱsuddenȱapplicationȱofȱsingȬ
songȱmothereseȱintonation,ȱfeaturingȱaȱdescendingȱthird43ȱdeliveredȱin
aȱhighishȱregister,ȱonȱtoȱaȱparticularȱdisyllabicȱinȱutterancesȱlike:ȱ‘Baby
goȱbyeȬbyes!’,ȱ‘OhȬoh!’,ȱ‘That’sȱnaughȬty’,ȱ‘You’llȱbeȱsorȬry!’,ȱ‘[I]ȱloveȱyou!’,
‘BoȬring!’ȱ(singȬsongȱdisyllabicsȱinȱitalics).ȱThisȱuseȱofȱoverȬintonedȱ‘kidȬ
dieȬspeak’ȱ canȱ haveȱ effectsȱ rangingȱ fromȱ humorousȱ andȱ childishȱ to
rudeȱandȱpatronising.ȱHowȱsuchȱeffectsȱareȱcreatedȱandȱwhyȱtheyȱare
usedȱwouldȱbeȱtheȱsubjectȱofȱanotherȱentireȱbook.ȱTheȱpointȱhereȱisȱthat
thereȱ isȱ aȱmomentaryȱ butȱmarkedȱ changeȱ fromȱ normalȱ speechȱ into
song,ȱintoȱaȱdemonstrablyȱdifferentȱvocalisationȱmodeȱtoȱcreateȱaȱparȬ
ticularȱeffect.

Talkingȱisȱdefinitelyȱmoreȱcommonȱthanȱsinging.ȱThat’sȱwhy,ȱwhenȱwe

burstȱintoȱsong,ȱwe’reȱadoptingȱaȱspecialȱhumanȱmodeȱofȱvocalisation
inȱaȱwayȱthatȱtoȱsomeȱextentȱresemblesȱchangingȱclothesȱforȱaȱspecial
occasion.ȱIt’sȱinȱthatȱsenseȱpossibleȱtoȱthinkȱofȱsingingȱitselfȱasȱaȱvocal
costume.ȱNow,ȱthere’sȱmoreȱtoȱitȱthanȱthatȱbecauseȱthere’sȱaȱclearȱdifferȬ
enceȱbetweenȱtheȱgeneralȱ‘singingȱcostume’ȱthatȱwe’veȱallȱwornȱatȱsome

timeȱandȱthatȱofȱaȱsingerȱperformingȱforȱanȱaudience.ȱHowever,ȱsince
musicȱsemioticsȱratherȱthanȱpsychoȬsocialȱroleȱanalysisȱisȱatȱtheȱcoreȱof

41. EnchantmentȱandȱincantationȱbothȱderiveȱfromȱLatinȱincantare,ȱmeaningȱliterallyȱtoȱ
singȱ(cantare)ȱsomeoneȱintoȱ(in)ȱanotherȱstateȱofȱmind.ȱ

42. Sprechgesangȱ(literallyȱ=ȱ‘speechȱsong’)ȱoriginallyȱmeantȱwhatȱIȱjustȱcalledȱrecitative.ȱ
SprechstimmeȱwasȱtheȱtermȱSchönbergȱandȱBergȱwouldȱhaveȱusedȱtoȱdenoteȱwhatȱ
mostȱpeopleȱtodayȱcallȱSprechgesang.ȱActȱ3ȱsceneȱ4ȱofȱBerg’sȱWozzeckȱ(1925)ȱcontainsȱ
dramaticȱexamplesȱofȱSprechgesangȱ(e.g.ȱ‘Blut!ȱDasȱWasserȱistȱblut!’).ȱSprechgesangȱisȱ
moreȱwidelyȱknownȱasȱtheȱmeasuredȱtalkingȱvoiceȱoftenȱusedȱinȱasidesȱbyȱGermanȱ
cabaretȱartistsȱlikeȱLotteȱLenyaȱinȱDreigroschenȱOpferȱ(Weill,ȱ1928).ȱTheȱtechniqueȱwasȱ
parodiedȱbyȱMadeleineȱKahnȱinȱ‘Tired’ȱfromȱBlazingȱSaddlesȱ(1974).

43. Minorȱorȱmajorȱthird.ȱAȱdescendingȱminorȱthirdȱisȱtheȱsameȱintervalȱasȱtheȱdingȬ
dongȱFriedlandȱdoorȱchimesȱusedȱinȱUSȱsitcomsȱc.ȱ1960:ȱ‘Honey,ȱI’mȱhoȬome!’
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thisȱbook,ȱI’llȱleaveȱissuesȱofȱvocalȱstardomȱtoȱcolleaguesȱinȱmediaȱstudȬ
iesȱandȱfocusȱhereȱonȱvocalȱcostumeȱandȱpersonaȱinȱtermsȱofȱlinksȱbeȬ
tweenȱmusicȱasȱsoundȱandȱitsȱperceivedȱmeanings.ȱ ȱ

Suitingȱupȱforȱoperaȱ

Manyȱvocalȱcostumesȱusedȱ inȱ singingȱ relateȱ toȱ theȱ firstȱdefinitionȱof
COSTUMEȱ(p.ȱ360)ȱinȱtheȱsenseȱofȱwhatȱyouȱwearȱtoȱcarryȱoutȱaȱparticular
taskȱ(theȱ‘swimmingȱcostume’ȱfunction).ȱCLASSICALȱOPERAȱSINGING,ȱfor
example,ȱdemandsȱtechniquesȱofȱbreathing,ȱdictionȱandȱphonationȱalȬ
lowingȱtheȱunmikedȱvoiceȱtoȱbeȱprojectedȱacrossȱtheȱorchestraȱpitȱand
stallsȱtoȱreachȱlistenersȱhighȱupȱandȱfarȱawayȱ inȱtheȱoperaȱhouseȱbalȬ
cony.ȱItȱcanȱtakeȱyearsȱofȱtrainingȱtoȱmasterȱtheseȱsomaticȱamplification

andȱprojectionȱtechniques.ȱInsideȱthatȱtraditionȱthereȱareȱcostumeȱvariȬ
antsȱlikeȱtheȱdramaticȱsoprano,ȱtheȱheroicȱtenor;ȱandȱinside,ȱorȱacross,
thoseȱcategoriesȱthereȱareȱidiosyncraticȱdifferencesȱofȱvocalȱtimbreȱand
styleȱlettingȱyouȱdistinguishȱbetween,ȱsay,ȱdramaticȱtenorsȱlikeȱPavarȬ
otti,ȱDomingoȱandȱCarreras.ȱ Ifȱyouȱenjoyȱandȱ listenȱ toȱaȱ lotȱofȱopera
you’llȱhearȱthoseȱdifferencesȱinstantaneously;ȱifȱnot,ȱyouȱmayȱwellȱhear
noȱmoreȱthanȱgenericȱ‘maleȱoperaȱsingers’.44ȱ

AlthoughȱIȱoughtȱtoȱknowȱbetter,ȱI’veȱalwaysȱhadȱaȱproblemȱwithȱclasȬ
sicalȱopera’sȱdislocationȱofȱvocalȱsoundȱfromȱnarrativeȱrealityȱandȱpsyȬ
chologicalȱverisimilitude.ȱI’mȱthinkingȱhereȱofȱtheȱfollowingȱtwoȱtypes
ofȱintimateȱscene.ȱ[1]ȱOnȬstageȱloversȱembraceȱandȱperformȱaȱduetȱdeȬ
claringȱtheirȱundyingȱdevotionȱtoȱeachȱother.ȱThisȱpatentlyȱprivateȱdecȬ
larationȱisȱevenȱmoreȱpatentlyȱpublicȱbecauseȱtheȱsoloistsȱbeltȱoutȱthe
duetȱforȱtheȱbenefitȱofȱlistenersȱfiftyȱmetresȱawayȱinȱtheȱbalcony,ȱnotȱfor
theȱnarrativelyȱrealisticȱ ‘nearestȱandȱdearest’ȱpartnerȱwho,ȱ ifȱ theȱrole
andȱsituationȱwereȱreal,ȱwouldȱsurelyȱ takeȱoffenseȱ ifȱhis/herȱbeloved
wereȱtoȱbellowȱinȱhis/herȱear.ȱ[2]ȱAȱheroineȱinȱaȱsmallȱroomȱbreathesȱher
lastȱ fewfaintȱbreathsȱbutȱneverthelessȱmanagesȱ toȱmusterȱmaximum

lungȱpowerȱtoȱperformȱaȱfinalȱariaȱforȱaȱlargeȱcrowdȱinȱaȱlargeȱauditoȬ

44. Aȱvisualȱanalogy:ȱtryȱdistinguishingȱatȱaȱdistanceȱbetweenȱuniformedȱsoldiersȱinȱaȱ
group.ȱIfȱyouȱdon’tȱknowȱtheȱnicetiesȱofȱrankȱindicatedȱbyȱminorȱdifferencesȱonȱtheirȱ
uniforms,ȱorȱifȱyouȱcan’tȱseeȱtheȱrelevantȱinsignia,ȱandȱifȱyouȱdon’tȱknowȱtheȱsoldiersȱ
asȱindividuals,ȱyou’dȱbeȱhardȱpushedȱtoȱtellȱaȱlanceȱcorporalȱfromȱaȱsecondȱlieutenȬ
ant,ȱletȱaloneȱpickȱoutȱSteve,ȱDave,ȱKieranȱorȱevenȱAmyȱfromȱtheȱrestȱofȱtheȱcompany.
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rium.45ȱSuchȱoperaticȱanomalies,ȱhoweverȱsillyȱtheyȱmayȱseem,ȱareȱsimȬ
plyȱdramaticȱconventionsȱthatȱcauseȱoperaȱloversȱnoȱproblem.ȱAfterȱall,
itȱcouldȱbeȱargued,ȱtheȱsheerȱpowerȱandȱdramaȱofȱoperaticȱvocalȱcosȬ
tumeȱcanȱbeȱheardȱasȱcongruentȱwithȱtheȱpowerȱofȱemotionsȱfeltȱinȱsuch
dramaticȱ circumstancesȱ asȱ fallingȱ inȱ loveȱ orȱdying:ȱ bothȱ areȱ inȱ that
senseȱ‘worthȱshoutingȱabout’.ȱTheȱanomaliesȱareȱinȱfactȱnoȱmoreȱabsurd
thanȱthoseȱofȱhearingȱextremeȱvocalȱcloseȬupsȱcarryingȱintimateȱlyrics
thatȱareȱsung,ȱrecordedȱandȱbroadcastȱorȱsoldȱtoȱmillionsȱofȱpeopleȱall
overȱtheȱworld.ȱ

SoȱwhyȱdoȱI,ȱandȱmanyȱothersȱbesidesȱme,ȱaccept,ȱwithoutȱbattingȱan
eyelid,ȱPeterȱGabriel’sȱdubbingȱofȱaȱwhisperȱonȱtoȱaȱfullȬthroatedȱvocal
lineȱ—theȱvoiceȱsimultaneouslyȱinsideȱtheȱheadȱandȱoutȱloudȱ(p.311)—
butȱnotȱopera’sȱwayȱofȱdealingȱvocallyȱwithȱtheȱdynamicȱbetweenȱinterȬ
nalȬprivateȬsubjectiveȱandȱexternalȬpublicȬobjectiveȱaspectsȱofȱexpresȬ
sion?46ȱIȱthinkȱmyȱproblemȱwithȱoperaȱtreatmentȱofȱthatȱdualityȱstems

fromȱbeingȱbornȱaȱgenerationȱafterȱtheȱ inventionȱofȱcoilȱmicrophones

andȱtheȱamplificationȱtechniquesȱthatȱbroughtȱsingingȱvoicesȱupȱclose
toȱtheȱearsȱofȱindividualȱlisteners.ȱHavingȱreachedȱadulthoodȱinȱtheȱera
ofȱmultitrackȱrecording,ȱI’mȱsimplyȱusedȱtoȱhearingȱaȱvocalistȱbreathe,
whisper,ȱcroonȱandȱsoȱon,ȱnotȱjustȱdeclaim,ȱexclaimȱorȱproclaim.ȱIȱexȬ
pectȱintimacyȱtoȱsoundȱintimate.47ȱ

Theȱwealthȱofȱvocalȱdetailȱaudible,ȱandȱmanipulable,ȱ throughȱmultiȬ
trackȱrecordingȱisȱaȱprerequisiteȱforȱtheȱinfiniteȱvarietyȱofȱvocalȱpersoȬ
nasȱwhichȱhaveȱbecomeȱkeyȱelementsȱinȱtheȱaestheticsȱofȱpopularȱmuȬ
sic.ȱThisȱisȱaȱtopicȱtoȱwhichȱwe’llȱshortlyȱreturnȱ(p.ȱ376).ȱHere,ȱthough,
itȱservesȱasȱanȱexampleȱofȱhowȱdifferencesȱ inȱ theȱperceptionȱofȱvocal
costume,ȱand,ȱbyȱextension,ȱinȱtheȱfunctionsȱandȱmeaningȱofȱthatȱcosȬ
tume,ȱ canȱ arise.ȱ Putȱ simply,ȱ loversȱ ofȱ classicalȱ operaȱ hearȱ operatic
voicesȱasȱ standardȱVOCALȱCLOTHINGȱ SUITEDȱTOȱAȱPARTICULARȱACTIVITY

45. Examples:ȱtheȱloveȱduetȱatȱtheȱendȱofȱActȱ1ȱinȱVerdi’sȱOtelloȱ(1887);ȱtheȱheroine’sȱ
deathȱariaȱ‘Conȱonorȱmuore’ȱinȱActȱ3ȱofȱMadameȱButterflyȱ(Puccini,ȱ1904).ȱForȱillustraȬ
tionȱofȱtheȱproblemȱIȱhaveȱwithȱattitudesȱtoȱoperaȱsingingȱtryȱtheȱFlorenceȱFosterȱ
JenkinsȱcollectedȱrecordingsȱMurderȱonȱtheȱHighȱCsȱ(n.d./2003).ȱ

46. Seeȱalsoȱ‘formal’ȱandȱ‘informal’ȱzonesȱofȱcommunicationȱinȱLeeuwenȱ(1999:ȱ27).
47. Seeȱunderȱ‘Auralȱstaging’,ȱp.ȱ299ȱff.ȱMyȱproblemȱwithȱoperaȱsingingȱisn’tȱsoȱmuchȱaȱ

symptomȱofȱcodalȱincompetenceȱasȱofȱcodalȱinterferenceȱ(pp.ȱ174,ȱ179Ȭ185).
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(singingȱopera)ȱandȱdifferentiateȱeasilyȱbetweenȱindividuals,ȱbothȱperȬ
formersȱandȱtheȱrolesȱtheyȱperformȱwhileȱwearingȱthatȱvocalȱclothing,
inȱtheȱsameȱsortȱofȱwayȱthatȱaȱlaboratoryȱassistantȱrecognisesȱtheȱdifferȬ
entȱrolesȱandȱ identitiesȱofȱotherȱwhiteȬcoatedȱ individualsȱworkingȱ in
theȱsameȱlab.ȱIȱmean:ȱmostȱofȱusȱwillȱjustȱseeȱ‘whiteȱcoatsȱinȱaȱlab’ȱand
thinkȱof,ȱ say,ȱmicrobiologyȱorȱgenetics,ȱunawareȱ thatȱoneȱ coȬworker,

Emily,ȱgramȬstainsȱbacteriaȱandȱlikesȱhillȱwalking,ȱwhileȱanother,ȱRyan,
modelȬbuildsȱphenotypesȱandȱplaysȱcricket.ȱTheȱsemioticsȱofȱvocalȱcosȬ
tumeȱareȱinȱotherȱwordsȱdependentȱonȱdegreesȱofȱfamiliarityȱwithȱthe
realȱorȱpotentialȱvariationsȱofȱfunctionȱandȱmeaningȱinsideȱtheȱsphereȱof
activityȱ linkedȱ withȱ theȱ costumeȱ inȱ question.ȱ Lessȱ familiarityȱ and
greaterȱdistanceȱtendȱtoȱshiftȱtheȱtypeȱofȱperceivedȱvocalȱcostumeȱfrom
SUITEDȱTOȱAȱPARTICULARȱACTIVITYȱ (moreȱ familiar)ȱ towardsȱ SIGNALLING

GROUPȱIDENTITYȱ(lessȱfamiliar).ȱ

Groupȱandȱgenreȱidentityȱcostumesȱ

TheȱGROUPȱIDENTITYȱFUNCTIONȱofȱvocalȱcostumeȱperceptionȱisȱperhaps
clearestȱwhenȱvocalȱstylesȱareȱheardȱbyȱunfamiliarȱears.ȱInȱ theȱurban
WestȱweȱoftenȱapplyȱethnicȱlabelsȱtoȱsingingȱstylesȱȰ´Arabic’,ȱ‘BulgarȬ
ian’,ȱ ‘Indian’,ȱ ‘Mongolian’,ȱ ‘NativeȱAmerican’,ȱ etc.ȱ asȱ ETHNICȱ VOCAL
COSTUMES,ȱsoȱtoȱspeak—ȱbecauseȱweȱseemȱtoȱhearȱtheȱunfamiliarȱsingȬ
ingȱvoicesȱprimarilyȱinȱtermsȱofȱ‘otherȱpeopleȱelsewhere’.ȱThatȱpercepȬ
tionȱ ofȱ othernessȱ filteredȱ throughȱ ourȱ ownȱ familiarȱ framesȱ ofȱ vocal
referenceȱtendsȱtoȱmakeȱusȱdeafȱtoȱvariantsȱofȱstyleȱorȱgenreȱthatȱmemȬ
bersȱofȱthoseȱforeignȱmusicȱculturesȱhearȱasȱdistinctiveȱandȱsignificant.
Indeed,ȱasȱweȱsawȱinȱtheȱcrossȬculturalȱ‘deathȱmusic’ȱexperimentȱ(pp.
49Ȭ50),ȱwe’reȱliableȱtoȱidentifyȱparticularȱfunctionsȱandȱmeaningsȱinȱa
foreignȱmusicȱ cultureȱ notȱwithȱ thoseȱ functionsȱ andȱmeaningsȱ—FUȬ
NERALȱandȱDEATHȱinȱthatȱcase—butȱwithȱtheȱforeignnessȱweȱperceiveȱin
theȱmusicȱ—AFRICA,ȱARAB,ȱCHINA,ȱGREECE,ȱINDIA,ȱTURKEY,ȱYEMEN,ȱBAȬ
ZAAR,ȱDESERT,ȱJUNGLE,ȱetc.ȱ

Weȱalsoȱtendȱtoȱprojectȱtheȱsemioticȱnormsȱofȱfamiliarȱvocalȱstylesȱonȱto
unfamiliarȱones.ȱHearingȱBulgarianȱwomenȱsingingȱtraditionalȱsongsȱin
semitoneȱdyadsȱasȱharshȱandȱdiscordantȱratherȱthanȱasȱstandardȱproceȬ
dureȱorȱgoodȬnaturedȱfunȱ(pp.ȱ180Ȭ182)ȱ isȱoneȱexample.*ȱAnotherȱ is

http://www.youtube.com/watch?v=34ZHJj0lW0I


372 Tagg:ȱMusic’sȱMeaningsȱ—ȱ10.ȱVocalȱpersona

whenȱweȱ talkȱaboutȱ theȱBollywoodȱGIRLIEȱVOICE,ȱevenȱ thoughȱ Indian
film’sȱmostȱ famousȱ femaleȱsingersȱwereȱ inȱ theirȱseventiesȱwhenȱ they
wereȱstill,ȱquiteȱ recently,ȱ recordingȱvocalsȱ forȱ rolesȱ lipȬsyncedȱbyȱacȬ
tressesȱinȱtheirȱtwenties.48ȱIt’sȱalsoȱworthȱnotingȱthatȱLataȱMangeshkar

andȱ Ashaȱ Bhosle,ȱ preȬeminentȱ vocalȱ doyennesȱ ofȱ Bollywood,ȱwere

trainedȱinȱtheȱIndianȱclassicalȱmusicȱtradition.ȱInȱthatȱtraditionȱaȱstrong,
straightȱhighȬsopranoȱvoiceȱisȱpreferredȱbecauseȱitȱtracesȱaȱcleanerȱand
clearerȱmelodicȱprofileȱagainstȱ theȱovertoneȬrichȱ instrumentalȱdrones
thanȱwouldȱaȱdeeper,ȱmoreȱmellowȱvocalȱtoneȱandȱtimbreȱsubjectedȱto
WesternȬstyleȱvibrato.49ȱIfȱthatȱisȱso,ȱtheȱGIRLIEȱVOICEȱnotionȱmakesȱlittle
senseȱbecauseȱwe’reȱnotȱdealingȱwithȱaȱparticularȱfemaleȱvocalȱpersona
(GIRLIE),ȱbutȱwithȱaȱvocalȱcostumeȱSUITEDȱTOȱAȱPARTICULARȱACTIVITY,ȱthat
ofȱ presentingȱ theȱ femaleȱ vocalȱ lineȱ inȱ tuneȱ andȱ harmonyȱwithȱ the
droneȬfilledȱaccompanimentȱsoȱthatȱtheȱmelodyȱisȱclearlyȱaudible.

Noneȱofȱthisȱmeansȱthatȱwe’reȱ‘wrong’ȱtoȱhearȱBulgarianȱsemitoneȱdiaȬ
phonyȱasȱdiscordantȱorȱBollywoodȱ femaleȱvocalsȱasȱgirlishȱanyȱmore

thanȱIȱamȱtoȱhearȱoperaticȱvoicesȱasȱtonallyȱblurred,ȱwobbly,ȱloudȱand
generallyȱ‘overȱtheȱtop’.50ȱIt’sȱjustȱthatȱcodalȱincompetenceȱorȱinterferȬ
enceȱisȱinȱactionȱpreventingȱusȱfromȱhearingȱtheȱunfamiliarȱsortȱofȱvoice
inȱanȱunfamiliarȱsettingȱasȱweȱwouldȱifȱitȱwereȱaȱfamiliarȱsortȱofȱvoiceȱin
aȱfamiliarȱsetting.51ȱNow,ȱifȱyouȱfindȱsuchȱculturalȱrelativityȱ(orȱrespect)
uncomfortable,ȱyouȱmightȱlikeȱtoȱconsiderȱtheȱworkȱofȱAlanȱLomaxȱand
hisȱ Cantometricsȱ collaboratorsȱ who,ȱ inȱ Folkȱ Songȱ Styleȱ andȱ Culture
(1968),52ȱdocumentedȱcorrelationsȱbetweenȱvocalȱstyleȱpreferencesȱand

48. AȱGoogleȱsearchȱforȱ|+Bollywood +voice +("girly voice" OR "girlie voice")| producedȱoverȱ
14,000ȱhitsȱ[120119].ȱAsȱforȱtheȱGIRLIEȱ=ȱOLDȱWOMANȱissue,ȱsee,ȱforȱexample,ȱyoungȱ
actressȱGracyȱSinghȱlipȬsyncingȱvocalistȱLataȱMangeshkar’sȱrenderingȱofȱAȱRȱRachȬ
man’sȱOȱPaalanhaareȱinȱLagaanȱ(2001).ȱLataȱMangeshkarȱwasȱ72ȱinȱ2001.ȱ

49. Thisȱexplanationȱandȱanotherȱsuggestingȱthatȱclearȱdifferencesȱofȱsoundȱbetweenȱ
maleȱandȱfemaleȱvocalistsȱwasȱnecessaryȱbecauseȱofȱmediocreȱaudioȱplaybackȱwhenȱ
filmsȱwereȱshownȱbyȱitinerantȱmovieȱprojectionistsȱinȱIndianȱvillagesȱareȱatȱ
) ask.metafilter.com/168017/Shiva-me-Timbres[120119].

50. Toȱbeȱquiteȱfrank,ȱIȱknowȱforȱaȱfactȱthatȱI’mȱnotȱtheȱonlyȱoneȱtoȱchangeȱchannelsȱasȱ
soonȱasȱIȱhearȱanȱoperaticȱsopranoȱonȱradioȱorȱTV.ȱIȱfindȱtheȱsoundȱoverbearingȱandȱ
hysterical,ȱoftenȱoutȱofȱtuneȱ(dueȱtoȱexcessiveȱvibrato!)ȱandȱgenerallyȱunpleasant.ȱ

51. Codalȱincompetenceȱandȱinterference:ȱseeȱpagesȱ179Ȭ189.
52. SeeȱalsoȱthousandsȱofȱLomax’sȱrecordings,ȱfreeȱatȱ)research.culturalequity.org [120909].

http://ask.metafilter.com/168017/Shiva-me-Timbres
http://research.culturalequity.org/
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modesȱofȱfoodȱproductionȱinȱdifferentȱtypesȱofȱpreȬindustrialȱsocietyȱin
differentȱpartsȱofȱtheȱworld.ȱTheirȱfindingsȱdescribeȱhow,ȱforȱexample,

theȱhuntingȱcommunitiesȱstudiedȱinȱtheȱprojectȱtendedȱtoȱshowȱaȱgenȬ
eralȱpreferenceȱforȱaȱraspyȱsoloȱmaleȱsound,ȱwhileȱtheȱhorticulturalȱsoȬ
cietiesȱseemedȱmoreȱlikelyȱtoȱfavourȱmellowȱmixedȬvoiceȱchorality.ȱTo
conclude,ȱunlikeȱLomaxȱandȱhisȱcollaborators,ȱthatȱtheseȱobservations
demonstrateȱtheȱexistenceȱofȱaȱuniversallyȱviableȱvocalȱpersonaȱforȱ‘the
hunter’ȱandȱanotherȱforȱ‘theȱgardener’ȱwouldȱbeȱoutȱofȱorderȱbutȱsome

ofȱtheȱproject’sȱfindingsȱcouldȱprovideȱsomeȱideasȱaboutȱcrossoversȱbeȬ
tweenȱvocalȱcostumeȱandȱvocalȱpersona.ȱ

GenreȬspecificȱvocalȱcostumesȱ

MaleȱsingerȬsongwritersȱ

FabrizioȱdeȱAndré,ȱWolfȱBiermann,ȱJacquesȱBrel,ȱJohnnyȱCash,ȱLeonard
Cohen,ȱ Bobȱ Dylan,ȱ Sergeȱ Gainsbourg,ȱ Socratesȱ Málamas,ȱ Caetano
Veloso,ȱTomȱWaitsȱandȱAtahualpaȱYupanqui,ȱtoȱnameȱbutȱaȱfew,ȱareȱall
maleȱsingerȬsongwriters,ȱeachȱwithȱaȱveryȱdistinctiveȱvoice.ȱSo,ȱwhat

vocalȱcostume,ȱifȱany,ȱdoȱtheyȱallȱwearȱthatȱcouldȱpossiblyȱidentifyȱeach
oneȱasȱbelongingȱtoȱtheȱsameȱoverallȱgenre?

‘Inȱtheȱcanzoneȱdȇautoreȱ[�ȱsingerȬsongwriting],ȱthingsȱthatȱmightȱbeȱconȬ
sideredȱasȱmistakesȱofȱ intonation,ȱdeliveryȱandȱbadȱpronunciationȱ in
otherȱgenresȱareȱacceptedȱasȱcharacteristicsȱofȱ individualȱpersonality,
whichȱisȱofȱprimaryȱimportanceȱinȱthisȱgenre.’ȱ(Fabbri,ȱ1982:ȱ67)

DifferenceȱandȱnonȬconformityȱcanȱ inȱotherȱwordsȱbeȱunderstoodȱas
theȱsingerȬsongwriter’sȱvocalȱcostume.53ȱIt’sȱaȱsortȱofȱ‘antiȬuniformȱuniȬ
form’ȱatȱtheȱoppositeȱendȱofȱtheȱspectrumȱfromȱtheȱrelativeȱuniformity

ofȱoperaticȱvocalȱcostumes,ȱasȱwellȱasȱfromȱthatȱofȱallȱthoseȱyoungȱhopeȬ
fulsȱgivenȱtheȱMelodyneȱautoȬtuningȱtreatmentȱonȱTVȱtalentȱshowsȱlike
TheȱXȬFactorȱ(2011).54ȱBeingȱoccasionallyȱ‘outȱofȱtune,ȱorȱtooȱshy,ȱorȱtoo

53. Examplesȱbyȱtheȱartistsȱjustȱmentioned:ȱKhorakhanèȱandȱDolceneraȱ(Andrè,ȱ1996),ȱ
Ermutigungȱ(Biermann,ȱ1968),ȱLaȱvalseȱàȱmilleȱtemps;ȱLeȱmoribond;ȱNeȱmeȱquitteȱpasȱ(Brel,ȱ
1959,ȱ1961,ȱ1972),ȱIȱWalkȱTheȱLineȱandȱRingȱOfȱFireȱ(Cash,ȱ1964,ȱ1963),ȱSuzanneȱandȱ
Hallelujahȱ(Cohen,ȱ1967,ȱ1984),ȱBlowin’ȱInȱTheȱWindȱandȱSubterraneanȱHomesickȱBluesȱ
(Dylan,ȱ1963,ȱ1965),ȱLesȱamoursȱperduesȱandȱGlassȱSecuritȱ(Gainsbourg,ȱ1961,ȱ1987),ȱ
̓Ε·ΎΔνΗ΅ȱ(Málamas,ȱ2000),ȱVocêȱéȱlindaȱ(Veloso,ȱ1981),ȱMarthaȱandȱShoreȱLeaveȱ
(Waits,ȱ1973,ȱ1983),ȱCaminoȱdelȱIndioȱ(Yupanqui,ȱ1973).
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“shouty”’,ȱwritesȱFabbriȱ(2005:ȱ145),ȱareȱvocalȱtraitsȱcontributingȱtoȱthe
singerȬsongwriter’sȱcredibilityȱasȱaȱ‘realȱperson’,ȱanȱ‘authenticȱvoice’,ȱa
‘trueȱ character’,ȱ completeȱwithȱ allȱ theȱ imperfectionsȱ thatȱ inevitably
comeȱwithȱeveryȱoneȱofȱusȱandȱwithȱourȱvoices.ȱItȱdoesn’tȱseemȱtoȱmatȬ
terȱ ifȱ theȱmaleȱ singerȬsongwriter’sȱ voiceȱ coversȱ onlyȱ aȱ limitedȱ bass
rangeȱ(e.g.ȱCash,ȱCohen,ȱGainsbourg,ȱWaits),ȱorȱifȱheȱstaysȱinȱmidȱregisȬ
terȱ (e.g.ȱBiermann,ȱDylan,ȱYupanqui),ȱ orȱ ifȱheȱ coversȱ aȱmuchȱwider

rangeȱ(e.g.ȱDeȱAndré,ȱBrel,ȱMálamas,ȱVeloso).ȱNorȱdoesȱitȱmatterȱifȱhe
soundsȱlikeȱaȱrantingȱpreacherȱ(Dylan),ȱorȱaȱruefulȱruminatorȱ(Cohen),
orȱaȱgruffȱdrunkardȱonȱsixtyȱcigarettesȱaȱdayȱ(Waits),ȱorȱlikeȱaȱdegenerȬ
ateȱrogueȱwithȱlittleȱmoreȱthanȱaȱDIRTYȱOLDȱMANȱGROWLȱleftȱbyȱwayȱofȱa
voiceȱ(lateȱGainsbourg),ȱorȱlikeȱaȱwiseȱandȱsimpleȱbutȱenigmaticȱbard
(Yupanqui),ȱorȱlikeȱaȱfullȬbloodedȱbutȱvulnerableȱthinkerȱwithȱaȱmellow

voiceȱthatȱcanȱbreakȱoutȱintoȱpassionateȱexclamationȱ(DeȱAndré,ȱBrel,
Málamas).55ȱAlmostȱanyȱvoiceȱwillȱwork,ȱjustȱasȱlongȱasȱtheȱfollowing

stylisticȱconditionsȱareȱmet:ȱ[1]ȱtheȱvoiceȱisȱnoȬoneȱelse’sȱandȱdoesȱnot
appearȱtoȱconformȱtoȱnormsȱestablishedȱthroughȱformalȱtrainingȱorȱauȬ
dioȱtechnology;ȱ[2]ȱtheȱwordsȱareȱintelligentȱorȱenigmatic,ȱthoughtfulȱor
provocative,ȱpoeticȱorȱwittyȱandȱusuallyȱaudible:ȱtheȱartist’sȱvoiceȱisȱup
frontȱandȱcentreȱstage;ȱ[3]ȱtheȱsong,ȱrecordedȱorȱperformedȱlive,ȱshould
notȱbearȱobviousȱtracesȱofȱintricateȱarrangement,ȱorchestrationȱorȱaudio
signalȱprocessingȱevenȱifȱitȱmayȱwellȱhaveȱbeenȱsubjectedȱtoȱsuchȱtypes
ofȱtreatment.ȱAndȱtheȱsingerȬsongwriterȇsȱ ‘noȬfrills’ȱperformance,ȱ live
orȱrecorded,ȱwillȱbeȱevenȱmoreȱeffectiveȱifȱreinforcedȱbyȱsartorial,ȱbeȬ
havioural,ȱlinguisticȱandȱotherȱrulesȱofȱtheȱgenre,ȱespeciallyȱifȱtheȱlines
betweenȱperformingȱandȱnonȬperformingȱpersonaȱareȱblurred.ȱWithȱall
theseȱattributesȱtheȱsingerȬsongwriterȱisȱeasyȱtoȱidentify,ȱnotȱjustȱasȱan
‘honestȱartist’ȱbutȱalsoȱasȱ theȱ songȱ lyric’sȱauthoritativeȱandȱauthorial
firstȱpersonȱ(Fabbri,ȱ2005:ȱ145). ȱ

54. ForȱdemonstrationȱofȱautoȬtuningȱseeȱXȱFactor:ȱHowȱAutoȬTuneȱworksȱ('2010).

55. TheȱthumbnailȱcharacterisationsȱcomeȱpartlyȱfromȱanȱinformalȱphoneȱconversationȱIȱ
hadȱwithȱFrancoȱFabbriȱinȱJanuaryȱ2012.ȱ
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OtherȱgenreȬspecificȱvocalȱcostumes

Itȱgoesȱwithoutȱsayingȱthatȱotherȱvocalȱgenreȱcostumesȱexhibitȱdifferent
traitsȱ toȱ thoseȱofȱ theȱsingerȬsongwriter.ȱNevertheless,ȱwhetherȱ itȱbeȱa
cantautore,ȱaȱchansonnier,ȱaȱ fadista,ȱaȱpayador,56ȱorȱanȱoperaȱdiva,ȱorȱfeȬ
maleȱBollywoodȱsingingȱstar;ȱor,ȱinȱtheȱanglophoneȱworldȱofȱpopular
song,ȱaȱsingerȬsongwriter,ȱaȱdeathȱmetalȱgrowler,ȱaȱfemaleȱgospelȱartist,
aȱdramaticȱballadȱ star,ȱ aȱbluesȱ shouter,ȱ aȱ crooner,ȱ aȱ rapper,ȱ aȱmainȬ
streamȱ jazzȱvocalist,ȱaȱriotȱgrrlȱorȱaȱfolkȱrevivalȱsongster,ȱoneȱthingȱis
certain:ȱeveryȱoneȱofȱ thoseȱdifferentȱ typesȱofȱvocalistȱwillȱbeȱwearing

someȱ sortȱ ofȱ vocalȱ costumeȱ identifyingȱ him/herȱwithȱ theȱ styleȱ and
genreȱinȱquestion.ȱAsȱexplainedȱearlier,ȱsomeȱvocalȱcostumesȱmayȱexist,
atȱleastȱpartly,ȱoutȱofȱacousticȱnecessityȱ(operaticȱvoices,ȱtheȱBollywood

‘girlie’ȱvoice,ȱ intonedȱchantingȱetc.),57ȱbutȱeveryȱoneȱofȱtheȱvocalȱcosȬ
tumesȱjustȱmentionedȱwillȱbeȱsignallingȱsomeȱkindȱofȱgenreȱgroupȱidenȬ
tity.ȱ‘But’,ȱasȱtheȱadvertisersȱsay,ȱ‘that’sȱnotȱall’.

Ifȱyou’reȱfamiliarȱwithȱtheȱmusicalȱgenreȱandȱstyleȱinȱquestionȱyou’llȱnot
onlyȱrecogniseȱtheȱvocalȱstyleȱasȱaȱgenreȱcostume:ȱyou’llȱalsoȱbeȱableȱto
distinguishȱtheȱvoicesȱofȱindividualȱsingersȱandȱtoȱrecogniseȱdifferences
ofȱ vocalȱ personaȱperformedȱ byȱ thoseȱ singersȱ inȱ thoseȱ genres.ȱVocal
genreȱcostumesȱtendȱtoȱbeȱbetterȱsuitedȱthanȱothersȱtoȱtheȱpresentation
ofȱcertainȱtypesȱofȱvocalȱpersona.ȱForȱexample,ȱaȱdeathȱmetalȱgrowler

(e.g.ȱCarcass,ȱ1990)ȱisȱincompatibleȱwithȱtheȱsmoothȱMrȱNiceȬGuyȱsort
ofȱpersonaȱaȱconvincingȱcroonerȱcanȱcreateȱ (e.g.ȱBowlly,ȱ1933);ȱandȱa
crooner,ȱinȱhisȱturn,ȱwouldȱbeȱnotȱbeȱmuchȱuseȱasȱaȱhoodieȱgangstaȬrapȬ
pingȱaboutȱ‘slappinȇȱupȱdeȱhoesȱȇnȇȱbitches’ȱ(e.g.ȱEazyȱE,ȱ1987),ȱwhoȱin
hisȱturnȱwouldȱbeȱuselessȱasȱaȱ‘sincere’ȱlovestruckȱtorchȱballadȱpersona
(e.g.ȱHouston,ȱ1992),ȱwhoȱwouldȱmakeȱaȱlousyȱriotȱgrrlȱ(e.g.ȱBikiniȱKill,
1996),ȱandȱsoȱon.

ȱ

56. Cantautoreȱ(Italy),ȱchansonnierȱ(francophoneȱworld),ȱfadistaȱ(Portugal),ȱpayadorȱ
(Argentina,ȱUruguay,ȱsouthernȱBrazil),ȱtrubadurȱ(Sweden)ȱareȱallȱtypesȱofȱsingerȱ
sharingȱmanyȱtraitsȱinȱcommonȱwithȱsingerȬsongwritersȱofȱtheȱanglophoneȱworld.

57. Seeȱtheȱ‘swimmingȱcostume’ȱfunctionȱ‘suitedȱtoȱaȱparticularȱactivity’,ȱpp.ȱ369Ȭ372.ȱ
Intonedȱchantingȱisȱexplainedȱonȱpp.ȱ367Ȭ367.ȱ
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Graspingȱvocalȱpersonaȱ

Despiteȱtheȱvernacularȱtermsȱstudentsȱuse,ȱoftenȱwithȱconsiderableȱinȬ
sightȱofȱlateralȱ(transmodal)ȱthinking,ȱtoȱdescribeȱtheȱcharacterȱofȱvocal
sounds,ȱI’veȱalsoȱoftenȱregisteredȱblankȱfacesȱinȱresponseȱtoȱquestions
likeȱ‘Whatȱdoesȱtheȱvoiceȱactuallyȱexpressȱhere?’ȱorȱ‘Whatȱsortȱofȱperson
isȱsingingȱtoȱus?’ȱIȱneverȱinterpretȱthoseȱblankȱfacesȱasȱaȱsignȱofȱincomȬ
petenceȱ becauseȱ I’veȱ learntȱ thatȱ allȱ hearingȱ individualsȱ intuitively
know,ȱwithinȱtheȱsameȱbroadȱmusicȱculture,ȱwhatȱaȱvoiceȱisȱcommuniȬ
catingȱandȱwhatȱsortȱofȱpersonȱisȱbehindȱit.ȱTheȱblankȱfacesȱseemȱrather
toȱexpressȱaȱreticenceȱthatȱprobablyȱstemsȱfromȱtheȱdiscomfortȱofȱbeing
askedȱtoȱverbaliseȱpersonalȱimpressionsȱofȱemotionsȱinȱfrontȱofȱaȱcohort
ofȱfellowȱstudents:ȱnoȬoneȱwantsȱtoȱriskȱmakingȱaȱfoolȱofȱthemselvesȱby
revealingȱ tooȱmuchȱofȱ theirȱ emotionalȱ sensitivityȱ inȱ theȱ companyȱof
peers.ȱThatȱpeerȱpressureȱproblemȱisȱcompoundedȱbyȱtheȱfactȱthatȱtalkȬ
ingȱaboutȱvoiceȱ inȱ termsȱ likeȱNERVOUSȱTEENAGER,ȱBARBIEȱDOLLȱorȱSUIȬ
CIDALȱ STUDENTȱ isn’tȱ regardedȱ asȱ commensurateȱwithȱ theȱ seriousȱ or
grownȬupȱsortȱofȱimpressionȱimaginedȱappropriateȱinȱtheȱsupposedly
seriousȱgrownȬupȱ contextȱofȱ aȱuniversityȱ analysisȱ seminar.ȱTheȱ retiȬ
cenceȱisȱinȱotherȱwordsȱaȱsymptomȱofȱtheȱdualȱconsciousnessȱinȱwhich

‘ourȱsenseȱofȱidentityȱandȱagencyȱinȱprivateȱisȱdissociatedȱfromȱwhatever

senseȱweȱmayȱhaveȱofȱourselvesȱinȱtheȱpublicȱsphere’ȱ(p.ȱ2).ȱForȱwhileȱwe

seemȱtoȱacceptȱthatȱaȱsuccessfulȱartistȱcanȱuseȱvoiceȱtoȱexpressȱallȱsortsȱofȱinȬ
timate,ȱemotionalȱandȱpersonalȱthingsȱ(private)ȱtoȱmillionsȱofȱlistenersȱall
overȱtheȱworldȱ(public),ȱsomeȱindividualsȱstillȱfindȱtheȱverbalȱdescriptionȱof
feelingsȱandȱimpressionsȱevokedȱinȱthemȱbyȱtheȱsameȱartist’sȱvoiceȱtooȱperȬ
sonal,ȱtooȱprivateȱtoȱtalkȱaboutȱ‘live’,ȱevenȱinȱfrontȱofȱjustȱaȱsmallȱgroupȱof
people,ȱandȱevenȱthoughȱthoseȱsubjectiveȱimpressionsȱareȱalmostȱcertainly
sharedȱbyȱthousandsȱofȱotherȱhumanȱsubjects.ȱThisȱcontradictoryȱvicious
circleȱofȱdualȱconsciousnessȱhasȱ toȱbeȱbrokenȱ inȱsemioticȱmusicȱanalysis.
Discussionȱofȱvocalȱmeaningȱtacklesȱtheȱproblemȱheadȱon,ȱasȱwe’llȱsoonȱsee,
inȱaȱclearȱandȱtangibleȱway.ȱSo,ȱhowȱcanȱtalkingȱaboutȱvocalȱpersonaȱhelp
breakȱthatȱviciousȱcircleȱofȱdualȱconsciousness?ȱThereȱare,ȱIȱthink,ȱtwoȱmain

waysȱofȱapproachingȱtheȱproblem,ȱoneȱtheoretical,ȱtheȱotherȱpractical.
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Fromȱtheȱtheoreticalȱangleȱit’sȱfirstlyȱreasonableȱtoȱassumeȱthatȱfamiliarȬ
ityȱwithȱ issuesȱ ofȱdualȱ consciousnessȱ (seeȱPreface)ȱ andȱ intersubjectivity
(Chapterȱ6)ȱwillȱmakeȱtheȱdiscussionȱofȱvoiceȱlessȱembarrassing.ȱThat’s
becauseȱunderstandingȱ theȱsociallyȱobjectiveȱcharacterȱofȱsubjectivity
(intersubjectivity)ȱ givesȱ greaterȱ confidenceȱ inȱ consideringȱ personal
emotionsȱ andȱ impressionsȱ inȱ relationȱ toȱ thoseȱ ofȱ others.ȱ Secondly,
knowledgeȱaboutȱpsychoȬsomaticȱlinksȱbetweenȱvoice,ȱmindȱandȱbody
canȱhelpȱliberateȱnotionsȱofȱsubjectivityȱfromȱtheirȱconceptualȱisolation
andȱbringȱthemȱoutȱ intoȱcontactȱwithȱtheȱexternal,ȱobjective,ȱmaterial

world.ȱHereȱareȱfiveȱbroadȱcategoriesȱofȱsuchȱlinks:ȱ[1]ȱtheȱvocalȱbehavȬ
iourȱofȱ traumaȱ sufferers;58ȱ [2]ȱ theȱvocalȱ characteristicsȱofȱdepression
andȱofȱParkinson’sȱdisease;59ȱ[3]ȱconnectionsȱbetweenȱvoiceȱdisorders
andȱotherȱphysicalȱorȱpsychoȬsomaticȱconditions;60ȱ[4]ȱgenderȱvariation
andȱ attractivenessȱ inȱ voiceȱ quality;61ȱ [5]ȱ personalityȱ inferenceȱ from
voiceȱquality.62ȱ

Thoseȱareȱallȱareasȱinȱwhichȱit’sȱabsurdȱtoȱactȱasȱifȱpersonal,ȱsubjective
experiencesȱhadȱnoȱempiricallyȱdemonstrableȱconnectionȱwithȱexternal,
objective,ȱphysicalȱrealities.ȱ

58. Parsonȱ(1999)ȱdiscussesȱ‘theȱsubjectiveȱelementsȱofȱvoiceȱinȱtrauma…ȱforȱvictimsȱofȱ
extreme,ȱcatastrophicȱevents.’ȱTheseȱtypesȱofȱvoiceȱcaptureȱ‘dissociatedȱrepresentaȬ
tionalȱexperience…ȱrepleteȱwithȱ“traumaȱmessages”ȱfromȱtheȱdepthȱofȱsomatopsyȬ
chicȱprocesses,ȱexpressedȱinȱtheȱpatientȇsȱ“nonverbalȱtalking”ȱinȱgestures,ȱtoneȱofȱ
voice,ȱposture,ȱsilences,ȱfacialȱexpressions…’.

59. Seeȱ‘VocalȱIndicatorsȱofȱMoodȱChangeȱinȱDepression’ȱ(Hellgringȱ&ȱSchererȱ(1996);ȱ
Breslowȱ(2007)ȱonȱParkinson’sȱdisease;ȱtheȱarticleȱDoȱyouȱgetȱdepressed?ȱ(n.d.),ȱetc.

60. Forȱaȱselectionȱofȱbooksȱonȱthisȱbroadȱtopic,ȱvisitȱ) books.google.co.uk/books/about/
Understanding_and_treating_psychogenic_v.html?id=ShMBq6LwHp0C [120116].ȱSeeȱalsoȱ
‘GastroenterologicalȱConditionsȱthatȱcanȱaffectȱtheȱVoice’ȱ(Bowen,ȱ2012b),ȱasȱwellȱasȱ
studiesȱofȱvoiceȱdisordersȱinȱchildrenȱ(Bowen,ȱ2012a;ȱHooper,ȱ2004).ȱ

61. Seeȱ‘Genderȱvariationȱinȱvoiceȱquality’ȱ(Biemans,ȱ2000)ȱandȱarticlesȱdiscussingȱtheȱ
traitsȱofȱvocalȱattractiveness,ȱe.g.ȱDeBruineȱetȱal.ȱ(2005,ȱ2006);ȱseeȱalsoȱHughesȱetȱal.ȱ
(2004)ȱandȱRidingȱetȱal.ȱ(2006).

62. Seeȱ‘PersonalityȱandȱVoiceȱInference’ȱitselfȱ(Hellgringȱ&ȱScherer,ȱ1996);ȱSchererȱ
(1987)ȱonȱtheȱextravertȱvoice,ȱandȱ‘AudiovisualȱPersonalityȱCuesȱforȱEmbodiedȱ
Agents’ȱ(Krahmerȱetȱal.ȱ2003),ȱwhichȱincludesȱdiscussionȱofȱextravertȱandȱintrovertȱ
vocalȱtypes;ȱseeȱalsoȱHughesȱetȱal.ȱ(2004).ȱThereȱareȱnumerousȱotherȱtypesȱofȱconnecȬ
tionȱbetweenȱvoice,ȱmind,ȱbodyȱpersonalityȱthatȱthereȱisȱnoȱroomȱforȱhere.ȱMoreȱ
detailsȱcanȱbeȱgleanedȱfromȱperusingȱtheȱrawȱtextȱfileȱ‘Unsystematicȱnotesȱfromȱ
vocalȱpersonaȱsources’ȱatȱ) tagg.org/articles/VocPersUnsystNotes.txt [120116].

http://books.google.co.uk/books/about/Understanding_and_treating_psychogenic_v.html?id=ShMBq6LwHp0C
http://books.google.co.uk/books/about/Understanding_and_treating_psychogenic_v.html?id=ShMBq6LwHp0C
http://tagg.org/articles/VocPersUnsystNotes.txt
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Turningȱtoȱtheȱpracticalȱsideȱofȱanalysingȱvocalȱpersona,ȱI’veȱfoundȱthe
followingȱtenȱsimpleȱstepsȱusefulȱinȱteachingȱsituations.ȱ
1. IsolateȱaȱshortȱpassageȱinȱtheȱAOȱwhereȱtheȱvocalȱcharacteristicsȱtoȱ

beȱstudiedȱareȱparticularlyȱclear.
2. Playȱbackȱthatȱpassageȱasȱaȱloop.
3. Listeningȱeyesȱclosedȱtoȱtheȱrepeatedȱloop,ȱuseȱyourȱownȱvoiceȱtoȱ

impersonateȱ(i.e.ȱtoȱimitateȱandȱtoȱappropriate)ȱtheȱvocalȱsound[s]ȱ
whoseȱmeaningȱyouȱwantȱtoȱfocusȱon.ȱYouȱdon’tȱneedȱtoȱactuallyȱ
sing,ȱjustȱtoȱmakeȱtheȱgeneralȱsoundȱofȱtheȱvoiceȱwhoseȱmeaningȱ
youȱwantȱtoȱdescribe.ȱDoȱNOTȱsingȱtheȱlyricsȱatȱthisȱstage!ȱTheȱobjectȱ
ofȱthisȱexerciseȱisȱtoȱunderstandȱtheȱconnotativeȱmeaningȱofȱaȱvocalȱ
sound,ȱnotȱtheȱlexicalȱmeaningȱofȱwordsȱcarriedȱbyȱthatȱsound.

4. Whenȱyou’reȱreasonablyȱsatisfiedȱthatȱtheȱsoundsȱyou’reȱmakingȱ
sufficientlyȱresembleȱtheȱvocalȱsoundȱinȱtheȱloop,ȱstopȱplaybackȱbutȱ
carryȱonȱdoingȱyourȱvocalȱimpersonationȱwithȱyourȱhandsȱcuppedȱ
roundȱyourȱearsȱasȱyouȱcontinueȱtoȱgrowl,ȱmoan,ȱchirp,ȱbellow,ȱ
warbleȱorȱvocaliseȱinȱanyȱotherȱappropriateȱandȱconvincingȱmanner.

5. Stillȱimpersonatingȱtheȱappropriateȱvocalȱsound,ȱrunȱaȱquickȱpoïeticȱ
check.ȱAreȱyouȱusingȱfalsetto,ȱheadȱregisterȱorȱchestȱregister?ȱIsȱtheȱ
soundȱyou’reȱproducingȱatȱallȱnasalȱorȱguttural?ȱIsȱyourȱvoiceȱ
pitchedȱhigh,ȱlowȱorȱinȱbetween?ȱAreȱyouȱusingȱaȱnarrowȱorȱwideȱ
pitchȱrange?ȱDoesȱtheȱpitchȱofȱyourȱimpersonationȱchangeȱoften,ȱ
suddenly,ȱgradually,ȱorȱnotȱatȱall?ȱDoesȱyourȱvocalȱimpersonationȱ
soundȱloudȱorȱsoft?ȱIsȱyourȱbreathingȱshortȱandȱfastȱorȱdeepȱandȱ
slow,ȱorȱinȱbetween?ȱIfȱyouȱaddȱwords,ȱhowȱisȱyourȱdiction?ȱMufȬ
fledȱandȱmumblingȱorȱcrispȱandȱclear?ȱHowȱmuchȱofȱyourȱimperȬ
sonationȱisȱlikeȱsongȱandȱhowȱmuchȱlikeȱspeech?

6. Freezeȱfaceȱandȱbodyȱatȱsomeȱpointȱwhileȱimpersonatingȱtheȱ
recordedȱvoice.ȱIsȱyourȱheadȱheldȱhigh,ȱhungȱdown,ȱtossedȱback,ȱ
leaningȱtoȱoneȱside?ȱAreȱyourȱeyesȱwideȱopen,ȱshutȱorȱsquinting?ȱ
Areȱtheyȱcastȱdown,ȱrolledȱupwards,ȱlookingȱstraightȱinȱfrontȱorȱtoȱ
oneȱside?ȱIsȱyourȱmouthȱopenȱorȱshut?ȱAreȱyourȱlipsȱpursed?ȱWhatȱ
shapeȱisȱyourȱmouth?ȱAreȱyourȱteethȱclenched?ȱAreȱyourȱteethȱvisiȬ
ble?ȱAreȱyourȱfaceȱmusclesȱtautȱandȱwrinkledȱorȱrelaxed?ȱAreȱyouȱ
frowning?ȱIsȱyourȱchinȱpointingȱforwardsȱorȱhasȱyourȱjawȱdropped?ȱ
Isȱthereȱtensionȱinȱyourȱshouldersȱorȱareȱtheyȱrelaxed,ȱorȱdrooping?ȱ



Tagg:ȱMusic’sȱMeaningsȱ—ȱ10.ȱVocalȱpersona 379

Areȱyourȱarmsȱoutstretched,ȱfolded,ȱbyȱyourȱside,ȱorȱheldȱinȱfrontȱofȱ
you?ȱAreȱyourȱfistsȱclenched?ȱAreȱyourȱhandsȱcupped?ȱAreȱyourȱ
fingersȱstretchedȱandȱsplayedȱorȱareȱtheyȱrelaxedȱandȱtogether?ȱAreȱ
theȱpalmsȱofȱyourȱhandsȱopenȱandȱvisibleȱorȱclosedȱandȱhidden?ȱDoȱ
yourȱpostureȱandȱfacialȱexpressionȱfitȱbetterȱwithȱstanding,ȱsitting,ȱ
kneeling,ȱlying,ȱwalking,ȱrunning,ȱetc.?ȱInȱshortȱdoesȱanythingȱinȱ
yourȱfacialȱandȱbodilyȱexpressionȱcorrespondȱtoȱanyȱparticularȱ
emotion,ȱstateȱofȱmindȱorȱattitude?ȱ

7. Whatȱwordsȱbestȱfitȱtheȱvocalȱsoundȱyou’reȱimitating?ȱIsȱitȱanyȱofȱ
these?ȱIȱLOVEȱYOU.ȱIȱHATEȱYOU.ȱLIFEȱISȱPOINTLESS.ȱTHISȱISȱFUN.ȱI’Mȱ
BORED.ȱDON’TȱMESSȱWITHȱME!ȱDON’TȱYOUȱTHINKȱI’MȱSEXY?ȱI’MȱAȱCREEP.ȱ
I’MȱCOMINGȱTOȱGETȱYOU.ȱCOMEȱCLOSER!ȱGOȱAWAY!ȱYOU’REȱGORGEOUS.ȱ
YOU’REȱSTUPID.ȱTHISȱMAKESȱMEȱLAUGH.ȱIȱDESPISEȱYOU.ȱI’MȱSICKȱOFȱIT.ȱ
I’MȱWORRIED.ȱI’MȱTERRIFIED.ȱIȱWON’TȱGIVEȱIN.ȱIȱDON’TȱCARE.ȱTHISȱISȱFANȬ
TASTIC.ȱWhatȱwordsȱsoundȱridiculousȱorȱareȱimpossibleȱtoȱsayȱwithȱ
theȱfacialȱexpressionȱandȱbodyȱpostureȱyou’veȱadoptedȱtoȱproduceȱ
yourȱimpersonation?ȱIfȱthereȱareȱlyrics,ȱhowȱdoesȱtheirȱmeaningȱfitȱ
withȱtheȱwordsȱyouȱthinkȱbestȱcorrespondȱtoȱtheȱvocalȱsound?ȱ

8. Whatȱsortȱofȱpersonȱ(age,ȱgender,ȱnationality,ȱoccupation,ȱetc.)ȱ
mightȱtypicallyȱbeȱtalkingȱinȱthatȱway?ȱIsȱitȱaȱlover,ȱsister,ȱbrother,ȱ
teacher,ȱpreacher,ȱbestȱfriend,ȱenemy,ȱtrickster,ȱphilosopher,ȱorȱanyȱ
ofȱthoseȱlistedȱinȱsectionȱ3ȱofȱtheȱtableȱonȱpageȱ356?ȱOrȱisȱitȱsomeoneȱ
orȱsomethingȱcompletelyȱdifferent?ȱPerhapsȱit’sȱanȱanimalȱorȱaȱ
machine?ȱWhoȱmightȱtheȱvocalȱpersonaȱyou’reȱimitatingȱbeȱ
addressing?ȱHim/her/itselfȱorȱsomeoneȱelse?ȱJustȱoneȱotherȱperson,ȱ
orȱseveral,ȱorȱmany?ȱWhatȱsortȱofȱrelationshipȱcouldȱthereȱbeȱ
betweenȱtheȱvocalȱpersonaȱandȱwhoeverȱthey’reȱaddressing?ȱ

9. Whereȱisȱtheȱvoiceȱyou’reȱimpersonatingȱmostȱlikelyȱtoȱbeȱheard?ȱ
Indoors,ȱoutdoorsȱorȱinsideȱyourȱhead,ȱorȱallȱthree?ȱInȱaȱbedroomȱorȱ
aȱchurch?ȱInȱaȱbar,ȱcarȱorȱclub,ȱorȱatȱschool?ȱInȱtheȱstreetȱorȱcountryȬ
side?ȱAtȱtheȱfarȱendȱofȱaȱlongȱcorridorȱorȱbreathingȱinȱyourȱear?63

10.Whatȱwordsȱbestȱdescribeȱtheȱvocalȱsoundȱyou’reȱimpersonating?ȱIsȱ
itȱanyȱofȱtheȱconceptsȱshownȱinȱTableȱ10Ȭ1ȱ(pp.ȱ356Ȭ357)?

63. Seeȱpp.ȱ298Ȭ303ȱforȱdiscussionȱofȱspatialȱparametersȱinȱmusic.
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TheȱmainȱvalueȱofȱthisȱtenȬstepȱexerciseȱisȱthatȱitȱtangiblyȱrelatesȱnonȬ
verbalȱvocalȱsoundȱwithȱotherȱtypesȱofȱexpressionȱinsideȱtheȱlistening
subject.ȱVocalȱ impersonationȱ concretisesȱ theȱ attitudeȱ andȱ emotional

stateȱofȱtheȱvoiceȱunderȱanalysis.ȱTheȱexerciseȱprovidesȱdirectȱaccessȱto
theȱidentificationȱandȱmeaningsȱofȱvocalȱpersonaȱandȱmakesȱitȱeasierȱto
overcomeȱtheȱnegativeȱeffectsȱofȱdualȱconsciousness.ȱ

Andȱfinally:ȱparody
If,ȱdespiteȱ theȱ tipsȱ justȱpresented,ȱ theȱ taskȱofȱdenotingȱvocalȱpersona
stillȱseemsȱdifficultȱorȱembarrassing,ȱwhyȱnotȱtryȱsomeȱhumour?ȱJust
lookȱonȱ lineȱ forȱparodiesȱofȱ theȱsortȱofȱvoiceȱyou’reȱstrugglingȱ toȱdeȬ
scribe.ȱParodyȱ involvesȱ theȱhumorousȱ exaggerationȱofȱ stylisticȱ traits
which,ȱlikeȱcaricatures,ȱbecomeȱlargerȱthanȱlifeȱandȱwhichȱmakeȱsalient
featuresȱofȱtheȱstyleȱandȱgenreȱextremelyȱclear.ȱHereȱareȱaȱfewȱexamples

ofȱvocalȱpersonaȱparodyȱthatȱIȱfoundȱusefulȱwhileȱputtingȱthisȱchapter
together:ȱ[1]ȱReggieȱWatts’sȱrapȱspoofȱFuckȱShitȱStack,ȱhisȱ‘IrishȱfolkȱbalȬ
lad’ȱFieldsȱOfȱDonegalȱ(bothȱ2010a),ȱand,ȱsharpestȱofȱall,ȱBigȬAssȱPurse
(2010b);ȱ [2]ȱ vocalȬinstrumentalȱ gagsȱ byȱ Billȱ Bailey,ȱ forȱ exampleȱ his
BryanȱAdamsȱ lampoonȱHatsȱOffȱToȱZebras,ȱorȱhisȱBillyȱBraggȱparody
ChipȱShop,ȱorȱDrȱQui,ȱtheȱ‘JacquesȱBrel/Belgianȱ jazz’ȱversionȱofȱtheȱDr
Whoȱthemeȱ(allȱ2000);ȱ[3]ȱJonȱLajoie’sȱboyȱbandȱparodyȱPopȱSongȱ(2009),
completeȱwithȱobligatoryȱrapperȱforȱ‘aȱsliceȱofȱtheȱurbanȱmarket’ȱandȱa
verseȱforȱtheȱ‘gayȱvoiceȱtoȱletȱyouȱknowȱI’mȱsensitive’.ȱ

Thenȱthereȱareȱtheȱacrobatic,ȱecstatic,ȱpostȬgospelȱprincessȱcaricatures
inȱNileȱRodgers’ȱ‘SoulȱGlo’ȱspoofȱadȱinȱComingȱtoȱAmericaȱ(1988)ȱandȱin
StevieȱVanȱLange’sȱorgasmicȱ ‘Whoaa!’ȱ forȱ theȱ1993ȱBodyformȱTVȱad
(Tagg,ȱ 2008c).ȱ Addȱ toȱ thatȱ theȱ loopedȱ coloraturaȱ phraseȱ fromȱ The
QueenȱofȱtheȱNight’sȱariaȱinȱTheȱMagicȱFluteȱ(Mozart,ȱ1791)ȱsetȱtoȱvisuals
ofȱ‘perfectlyȱgroomedȱyoungȱwomenȱinȱtheȱbackȬarching,ȱpupilsȬdilatȬ
ingȱthroesȱofȱcarnalȱabandon’ȱ(Service,ȱ2008)ȱforȱtheȱDurexȱPlayȬOȱTV
advertȱ (2008),ȱ andȱyouȱhaveȱ aȱ fascinatingȱbutȱgenderȬpoliticallyȱdisȬ
turbingȱcanȱofȱsemioticȱwormsȱthatȱshouldȱbe,ȱifȱitȱisn’tȱalready,ȱtheȱsubȬ
jectȱofȱaȱcompleteȱbookȱdiscussingȱ‘auditeurism’,ȱtheȱaudioȱequivalentȱof
voyeurismȱ(seeȱCorbettȱandȱKapsalis,ȱ1996).64ȱIȱcan’tȱdealȱwithȱanyȱof
thatȱhereȱbutȱtheȱissueȱcertainlyȱsuggestsȱthatȱtheȱpowerȱofȱvocalȱperȬ
sonaȱshouldȱneverȱbeȱunderestimated.ȱ  
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Ofȱcourse,ȱmusicalȱparodyȱisn’tȱjustȱlimitedȱtoȱtheȱhumorousȱexaggeraȬ
tionȱofȱvocalȱtraits.ȱVocal,ȱinstrumentalȱandȱcompositionalȱstyleȱareȱparȬ
odiedȱinȱdifferentȱwaysȱbyȱdifferentȱentertainersȱwhoȱdrawȱlargerȬthanȬ
lifeȱmusicalȱcartoonsȱofȱsoundsȱyouȱmayȱneedȱtoȱdescribeȱinȱyourȱanalȬ
ysis.ȱTherefore,ȱtoȱendȱthisȱchapterȱonȱaȱusefullyȱfrivolousȱnote,ȱIȱtake
theȱ libertyȱofȱ listingȱaȱ fewȱartistsȱ fromȱ theȱanglophoneȱworldȱwhose

musicalȱparodiesȱmightȱbeȱusefulȱifȱyouȱneedȱtoȱpinpointȱstyleȬspecific
musicalȱtraits.ȱInȱadditionȱtoȱtheȱinstrumentalȱasȱwellȱasȱvocalȱmannerȬ
ismsȱparodiedȱbyȱReggieȱWatts,ȱBillȱBaileyȱandȱJonȱLajoieȱ(p.ȱ380)ȱthose
fewȱexamplesȱwouldȱbeȱDudleyȱMooreȱ (1961),ȱPeterȱSchickeleȱ (1967,
1971),ȱStanȱFrebergȱ(1957)ȱandȱFrankȱZappaȱ(1965,ȱ1967,ȱ1981).ȱIȱwould

alsoȱrecommendȱmockumentariesȱlikeȱTheȱRutlesȱ(1978)ȱandȱSpinalȱTap
(1984),ȱasȱwellȱasȱsketchesȱfromȱMadȱTV,ȱnotȱtoȱmentionȱstyleȬspecific
noveltyȱsongsȱsuchȱasȱDiscoȱDuckȱ(Dees,ȱ1976).65ȱFinally,ȱdifferentȱstylisȬ
ticȱversionsȱofȱtheȱsameȱtuneȱautomaticallyȱdrawȱattentionȱtoȱparameȬ
tersȱ ofȱmusicalȱ expressionȱ likeȱ instrumentation,ȱ vocalȱ personaȱ and
auralȱstagingȱthatȱcanȱbeȱmissedȱwhenȱtheȱmelodicȱlineȱandȱitsȱlyricsȱare
theȱmainȱfocusȱofȱinterest.ȱOneȱstrikingȱsetȱofȱmultipleȱexamplesȱofȱthe
sameȱtuneȱwasȱbroadcastȱinȱtheȱAustralianȱTVȱseriesȱTheȱMoneyȱorȱthe
Gunȱ(1989Ȭ1990).ȱItȱfeaturedȱaȱradicallyȱdifferentȱversionȱofȱStairwayȱTo
Heavenȱ(LedȱZeppelin,ȱ1971)ȱeveryȱweekȱoverȱaȱsixȬmonthȱperiodȱ(see
StairwaysȱtoȱHeavenȱ1992).65ȱWhoȱsaidȱmusicȱanalysisȱwasȱaȱdrag?

64. Howȱdoesȱthisȱissueȱrelateȱto:ȱ[1]ȱsongsȱlikeȱBlackȱSnakeȱMoanȱ(Spivey,ȱ1926)ȱandȱ
Moanin’ȱLowȱ(Holman,ȱ1929);ȱ[2]ȱreligiousȱecstasyȱandȱblackȱfemaleȱgospelȱsingersȱ
fromȱBessieȱJohnsonȱ(e.g.ȱ1927)ȱtoȱMahaliaȱJacksonȱ(e.g.ȱ1947);ȱ[3]ȱtheȱsecularisationȱ
ofȱgospelȱfemaleȱvocalȱstyleȱintoȱsoulȱ(e.g.ȱArethaȱFranklin,ȱ1967)ȱandȱitsȱovertȱsexuȬ
alisationȱinȱdiscoȱ(e.g.ȱDonnaȱSummer’sȱ1975ȱLoveȱToȱLoveȱYouȱBaby)?ȱAndȱwhatȱaboutȱ
GloriaȱGaynorȱ(e.g.ȱ1978)ȱreturningȱtoȱgospelȱfromȱdisco?ȱThen,ȱwhatȱaboutȱoperaȱ
vocalȱacrobatics,ȱlesȱdanseusesȱduȱCorpsȱdeȱballetȱandȱtheȱsimultaneousȱprivatisationȱ
andȱprostitutionalisationȱofȱCoventȱGardenȱandȱL’OpéraȱdeȱParisȱinȱtheȱnineteenthȱ
century?ȱAnotherȱquestion:ȱwhatȱlinkȱisȱthereȱbetweenȱtheȱdivaȱasȱvocalȱpersonaȱandȱ
theȱdivaȱ(maleȱorȱfemale)ȱasȱtypicalȱofȱtheȱ‘narcissisticȬaggressiveȱtype’ȱ(Benis,ȱ2005)ȱ
and,ȱifȱthereȱisȱany,ȱwhatȱcouldȱthatȱtellȱus,ȱifȱanything,ȱaboutȱgenderȱrelations?ȱ
Finally,ȱwhyȱareȱtheȱmale’sȱorgasmicȱgruntsȱandȱyellsȱseeminglyȱsoȱmuchȱlessȱinterȬ
estingȱthanȱtheȱsoundsȱofȱaȱsexuallyȱarousedȱwomanȱwhenȱitȱcomesȱtoȱsellingȱaȱ
recording,ȱaȱperformanceȱorȱanyȱotherȱproduct?ȱ
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65. •ȱOnȱBeyondȱTheȱFringeȱ(1961)ȱDudleyȱMooreȱparodied:ȱ[1]ȱBenjaminȱBritten’sȱsongȬ
writingȱandȱPeterȱPears’ȱtenorȱvoiceȱinȱLittleȱMissȱMuffet;ȱ[2]ȱanȱinterȬwarȱGermanȱ
cabaretȱsongȱcompleteȱwithȱSprechgesangȱpassagesȱ(TheȱWeillȱSong).ȱ
•ȱPeterȱSchickele,ȱaliasȱPȱDȱQȱBachȱ(1967,ȱ1971),ȱrecordedȱtheȱSchleptetȱinȱE�ȱMajorȱ
(classicalȱchamberȱmusicȱgoneȱmad),ȱNewȱHorizonsȱinȱMusicȱAppreciationȱ(Beethoven’sȱ
FifthȱSymphonyȱwithȱsportsȱcommentary),ȱWhat’sȱmyȱMelodicȱLine?ȱ(theȱsameȱoneȬ
chordȱextractȱfromȱfictitiousȱConcertiȱgrossi),ȱcigaretteȱcommercialsȱasȱPurcellianȱ
groundȬbassȱariasȱ(DoȱYouȱSuffer?,ȱIfȱYouȱHaveȱNever),ȱtheȱTootȱFugueȱ(BachȱfugueȱverȬ
sionȱofȱtheȱVolgaȱBoatmenȱsongȱonȱcalliope),ȱtheȱcantataȱIphigeniaȱinȱBrooklyn,ȱfakeȱ
madrigals,ȱTheȱStonedȱGuestȱ(halfȬactȱopera)ȱandȱTheȱSeasoningsȱ(oratorio).ȱ
•ȱStanȱFREBERGȱ(1957)ȱlampoonedȱ1950sȱteenageȱpopȱinȱHeartbreakȱHotel,ȱTheȱGreatȱ
PretenderȱandȱRockȱAroundȱStephenȱFoster.ȱ
•ȱLargeȱpartsȱofȱZAPPA’sȱearlyȱrecordingsȱwereȱdevotedȱtoȱparody,ȱforȱexampleȱ
‘WowieȱZowie’ȱandȱ‘YouȱDidn’tȱTryȱToȱCallȱMe’ȱonȱFreakȱOut!ȱ(1965)ȱandȱvirtuallyȱallȱ
ofȱWe’reȱOnlyȱInȱItȱForȱTheȱMoneyȱ(1967);ȱseeȱalsoȱYouȱAreȱWhatȱYouȱIsȱ(Zappa,ȱ1981).
•ȱSpinalȱTapȱ(1984)ȱisȱaȱrockȱmockumentaryȱwhichȱspoofsȱeveryȱconceivableȱaspectȱofȱ
heavyȱmetalȱwhileȱNeilȱInnes’ȱBeatlesȱpastichesȱforȱTheȱRutlesȱ(1978)ȱareȱsoȱconvincȬ
ingȱthatȱtheyȱhaveȱoverwrittenȱseveralȱofȱtheȱBeatlesȱoriginalsȱinȱmyȱhead.ȱ
•ȱMadȱTVȱhaveȱparodiedȱBritneyȱSpearsȱ(LickȱMyȱBabyȱBackȱBehindȱ'JkJXuckuJ0w)ȱandȱ
Shakiraȱ(WhateverȱDonȇtȱMatterȱ'w8QH93jWZbk).ȱ
•FrenchȱandȱSaundersȱ(2002)ȱspoofedȱAlanisȱMorissetteȱinȱAimlessȱMorrisȱMinor.
•ȱ‘FrankȱSatsuma,ȱtheȱJapaneseȱcrooner’ȱ(n.d.)ȱparodiedȱFrankȱSinatraȱ(andȱJapaneseȱ
pronunciationȱofȱEnglish)ȱinȱIȱWantȱYouȱToȱGetȱUnderȱMyȱSkinȱ(' j4dHPS8gvLA).ȱ
•ȱPeterȱSellersȱ(1958)ȱsentȱupȱBritishȱ‘folk’ȱmannerismsȱinȱSuddenlyȱIt’sȱFolkȱSong.
•Theȱfunniestȱorȱmostȱconvincingȱ‘StairwaysȱtoȱHeaven’ȱinȱtheȱAustralianȱTVȱshowȱ
were,ȱIȱthink,ȱbyȱRolfȱHarris,ȱTheȱAustralianȱDoors,ȱTheȱBeatnixȱ(Beatlesȱtributeȱ
band),ȱTheȱWhipperȱSnappersȱ(àȱlaȱBangles/Pretenders),ȱTheȱFargoneȱBeautiesȱ(blueȬ
grass)ȱandȱVegimiteȱReggae.ȱ
•ȱSȱTȱSandersȱ‘bandȱshreds’ȱareȱhilariousȱremusicalisationsȱofȱrockȱvideosȱ(e.g.ȱRollȬ
ingȱStones,ȱEagles,ȱBruceȱSpringsteen)ȱ)ȱstsanders.com/www/pages/videos.php [121018].
•ȱFlightȱofȱtheȱConchordsȱ(2007Ȭ2009)ȱwasȱaȱTVȱseriesȱbasedȱlargelyȱonȱmusicalȱparody.
•ȱI’dȱalsoȱlikeȱtoȱrecommendȱaȱspoofȱadȱforȱtheȱfictitiousȱ‘Bestȱof’ȱalbumȱArnieȱSchönȬ
bergȱandȱhisȱSecondȱVienneseȱSchoolȱ(1977);ȱbutȱit’sȱnotȱreallyȱrelevantȱhere.

http://www.youtube.com/watch?v=JkJXuckuJ0w
http://www.youtube.com/watch?v=w8QH93jWZbk
http://www.youtube.com/watch?v=j4dHPS8gvLA
http://stsanders.com/www/pages/videos.php
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11.ȱDiataxisȱ

Threeȱtypesȱofȱ‘form’ȱ
YNTAX,ȱDIATAXISȱandȱSYNCRISISȱareȱthreeȱdifferentȱaspectsȱofȱFORM
inȱmusic.ȱFORMȱmeansȱtheȱshapeȱorȱpatternȱintoȱwhichȱdifferent
partsȱorȱelementsȱareȱarranged,ȱordered,ȱorȱotherwiseȱcombined

intoȱaȱwhole.ȱForȱinstance,ȱtheȱthreeȱwordsȱinȱtheȱtwoȱsentencesȱTimȱhit
TomȱandȱTomȱhitȱTimȱhave,ȱinȱaccordanceȱwithȱtheȱnormsȱofȱEnglishȱsynȬ
tax,ȱtheȱsameȱformȱȰSUBJECTȱȬȱVERBȱȬȱOBJECTȰȱbutȱdifferentȱmeanings.

Syntaxȱalsoȱexistsȱ inȱmusicȱ inȱthatȱmelodicȱphrasesȱconsistȱofȱatȱ least
twoȱmotifsȱ(usuallyȱelided)ȱwhich,ȱwhenȱorderedȱdifferently,ȱproduce
theȱsameȱformȱbutȱdifferentȱeffects.1ȱNow,ȱconventionalȱWesternȱmusic

theoryȱrarelyȱconsidersȱsuchȱsyntaxȱasȱformȱinȱtheȱproductionȱofȱmeanȬ
ingȱinȱmusic.ȱInsteadȱitȱusesȱ‘form’ȱalmostȱexclusivelyȱtoȱdesignateȱthe
wayȱinȱwhichȱepisodesȱratherȱthanȱphrasesȱareȱorderedȱalongȱtheȱunidiȬ
rectionalȱaxisȱofȱpassingȱtimeȱtoȱcreateȱextensionalȱpatternsȱofȱmusical

changeȱ andȱ recurrenceȱ likeȱ ‘sonataȱ form’ȱ orȱ ‘rondoȱ form’.ȱThisȱ longȬ
term,ȱlinear,ȱ‘horizontal’ȱorȱ´diachronic’ȱsortȱofȱformȱneedsȱtoȱbeȱdistinȬ
guishedȱ fromȱ theȱ ‘shortȬtermȱ horizontal’ȱ typeȱ ofȱ syntax.ȱ DIATAXIS
[FC+
�V3MU+U]ȱ(whichȱoriginallyȱmeantȱtheȱorderȱofȱserviceȱinȱByzantine
Orthodoxȱliturgy)ȱwasȱtheȱleastȱambiguousȱwordȱIȱcouldȱfindȱtoȱmark

thatȱdistinction.2ȱButȱthatȱisȱneitherȱtheȱonlyȱnorȱmostȱimportantȱreason
forȱhavingȱtoȱuseȱtheȱterm.

1. Aȱtheoreticalȱbasisȱforȱtheseȱobservationsȱaboutȱmusicalȱsyntaxȱisȱgivenȱunderȱ‘Theȱ
interpretationȱofȱmusicalȱphrases’ȱinȱTaggȱ(2000a:ȱ291Ȭ312).ȱToȱconcretiseȱtheȱpointȱ
madeȱhere,ȱtryȱchangingȱtheȱorderȱofȱtheȱtwoȱmotifsȱconstitutingȱtheȱfirstȱphraseȱofȱ
theȱUSȱnationalȱanthemȱ(inȱB�).ȱNormallyȱtheȱfirstȱmotifȱȰf>Ad> b�ȱ(descending)Ȱȱ
setsȱtheȱwordsȱ‘OAohȱsay’ȱandȱtheȱsecondȱmotifȱȰd� f� b�ȱ(ascending)Ȱȱisȱ
assignedȱtoȱ‘canȱyouȱhear?’ȱNowȱstartȱwithȱ‘OAohȱsay’ȱusingȱtheȱascendingȱmotifȱd�
Af� b�ȱthatȱnormallyȱsetsȱtheȱwordsȱ‘canȱyouȱhear’ȱandȱfollowȱitȱwithȱ‘canȱyouȱhear’ȱ
setȱtoȱtheȱdescendingȱmotifȱf>Ad> b�ȱnormallyȱusedȱforȱ‘OAohȱsay’.ȱThatȱchangeȱofȱ
syntaxȱhasȱaȱdistinctlyȱlessȱupliftingȱeffectȱthanȱtheȱoriginal!ȱ

2. DiataxisȱcomesȱfromȱΈΣΘ΅ΒΖȱ=ȱdisposition,ȱarrangement,ȱorderȱofȱevents,ȱrunningȱ
order,ȱorderȱofȱservice,ȱetc.,ȱasȱofȱprocessions,ȱprayers,ȱchants,ȱbibleȱreadings,ȱsacraȬ
ments,ȱandȱotherȱepisodesȱinȱByzantineȱOrthodoxȱliturgy.ȱSeeȱalsoȱ§2,ȱp.385.
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FORMȱinȱconventionalȱpainting,ȱsculptureȱandȱphotographyȱhasȱnoȱdiaȬ
chronicȱ aspectȱ becauseȱ itsȱ constituentȱ elementsȱ doȱ notȱ unfoldȱ over
time,ȱasȱinȱmusic,ȱdanceȱorȱfilm.ȱFORMȱinȱtheȱvisualȱartsȱisȱusuallyȱcalled
‘composition’3ȱandȱrefers,ȱatȱleastȱinȱitsȱperception,ȱtoȱtheȱsynchronicȱarȬ
rangementȱ ofȱ aȱwork’sȱ constituentȱ elementsȱwhichȱ are,ȱ soȱ toȱ speak,
fixedȱonȱ theȱ canvas,ȱorȱ inȱ theȱ sculptureȱorȱphoto.ȱNeitherȱ thoseȱ eleȬ
mentsȱnorȱtheȱformȱinȱwhichȱtheyȱareȱpresentedȱchangeȱonceȱyouȱstart
viewingȱtheȱwork,ȱevenȱifȱyouȱinterpretȱthemȱdifferentlyȱtheȱlongerȱor
moreȱattentivelyȱyouȱlook,ȱorȱifȱyouȱviewȱtheȱworkȱinȱaȱdifferentȱcontext
orȱunderȱdifferentȱcircumstances.ȱAmongȱtheȱparametersȱdefiningȱform
(‘composition’)ȱinȱtheȱvisualȱartsȱareȱsize,ȱproportion,ȱperspective,ȱposiȬ
tioningȱandȱorientationȱofȱconstituentȱelements,ȱtheȱviewer’sȱpointȱand
angleȱofȱentry,ȱcolour,ȱnegativeȱspace,ȱcontrast,ȱsymmetryȱandȱlighting.
Severalȱ ofȱ theseȱparametersȱ areȱ relevantȱ toȱmusic,ȱnotȱ leastȱ theȱ synȬ
chronicȱplacementȱandȱrelativeȱimportanceȱofȱconstituentȱelements.4ȱIndeed,
asȱnotedȱinȱtheȱdiscussionȱofȱSTRUCTUREȱinȱmusicȱ(p.ȱ235):

‘[E]xplanationsȱofȱmusicalȱsemiosisȱneedȱtoȱconsiderȱseveralȱindividualȬ
lyȱmeaningfulȱlayersȱthatȱsoundȱsimultaneously…ȱTheseȱcompositeȱlayȬ
ersȱ ofȱ simultaneouslyȱ soundingȱmusemesȱ areȱ calledȱmusemeȱ stacks
and,ȱasȱ“nowȬsoundȱ form”ȱ (orȱ syncrisis),ȱareȱparticularlyȱuseful…ȱ in
formingȱhypothesesȱaboutȱwhichȱstructuralȱelementsȱinȱanȱAOȱmayȱbe
linkedȱtoȱwhichȱsortȱofȱinterpretants.’ȱ

Weȱareȱ inȱotherȱwordsȱdealingȱwithȱanȱaspectȱofȱ formȱ thatȱ isȱneither
shortȬtermȱsyntaxȱnorȱdiataxis.ȱSinceȱsuchȱ formȱ isȱperceptibleȱwithin

theȱlimitsȱofȱtheȱextendedȱpresentȱȰforȱexampleȱasȱaȱcompositeȱofȱauȬ
rallyȱ staged,ȱ simultaneouslyȱ soundingȱ motifs,ȱ riffs,ȱ chords,ȱ instruȬ
ments,ȱvoices,ȱtimbres,ȱpitches,ȱrhythms,ȱetc.ȱinȱaȱparticularȱmetreȱatȱa
particularȱ speedȱ andȱ dBȱ levelȰȱ itȱ canȱ beȱ consideredȱ SYNCHRONIC.

Moreover,ȱsinceȱstackingȱ(asȱinȱ‘musemeȱstack’)ȱimpliesȱheightȱrather
thanȱlengthȱ(‘musemeȱstring’),ȱthisȱsynchronicȱtypeȱofȱmusicalȱformȱcan
alsoȱbeȱthoughtȱofȱasȱmoreȱverticalȱthanȱhorizontal,ȱmoreȱintensionalȱthan

3. Sinceȱthisȱaȱbookȱaboutȱmusicȱwhereȱcompositionȱmeansȱsomethingȱquiteȱdifferentȱ
(thoughȱrelated)ȱtoȱcompositionȱinȱtheȱvisualȱarts,ȱI’mȱstickingȱhereȱtoȱtheȱtermȱform.

4. MostȱofȱChapterȱ12ȱisȱdevotedȱtoȱthisȱtopic.ȱSeeȱalsoȱ‘Spatialȱanaphones’ȱinȱChapterȱ
13ȱ(p.ȱ500,ȱff.)ȱasȱwellȱasȱ‘Space’ȱandȱ‘Auralȱstaging’ȱinȱChapterȱ8ȱ(pp.ȱ298Ȭ303).
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extensional.ȱItȱ takesȱtheȱ formȱofȱaȱstateȱmoreȱthanȱofȱaȱprocessȱorȱnarrative
evenȱthoughȱitȱcanȱcontainȱelementsȱofȱshortȬtermȱsyntax.ȱInȱcontradisȬ
tinctionȱtoȱdiataxis,ȱformȱconsistingȱofȱaȱcompositeȱofȱ‘nowȱsounds’ȱwill

beȱcalledȱSYNCRISISȱ[�U+0MT+U+U].5ȱToȱsummarise,ȱit’sȱessentialȱtoȱdistinȬ
guishȱbetweenȱthreeȱaspectsȱofȱmusicalȱform.

[1]ȱ SYNTAXȱdenotesȱ aspectsȱofȱ formȱ andȱ significationȱbearingȱonȱ the
temporalȱrelationshipȱofȱconstituentȱelements.ȱ Itȱnormallyȱcoversȱ the
shortȬtermȱ orderingȱ ofȱ elementsȱ insideȱ theȱ extendedȱ presentȱ (synȬ
chronic).

[2]ȱDIATAXISȱ isȱ theȱ longȬterm,ȱdiachronic,ȱprocessualȱandȱepisodicȱasȬ
pectȱofȱsyntaxȱcoveringȱtheȱextensionalȱorderingȱofȱeventsȱoverȱduraȬ
tionsȱexceedingȱ thatȱofȱ theȱextendedȱpresent.ȱ Itȱcanȱbeȱ thoughtȱofȱ in
termsȱofȱoverallȱNARRATIVEȱFORM,6ȱandȱasȱhorizontalȱratherȱthanȱvertiȬ
cal.ȱ Inȱ conventionalȱWesternȱmusicȱ theoryȱ diataxisȱ isȱ usuallyȱ called
‘form’,ȱasȱifȱnoȱotherȱtypeȱofȱmusicalȱformȱexisted.

[3]ȱSYNCRISISȱdenotesȱaspectsȱofȱformȱandȱsignificationȱbearingȱonȱthe
synchronic,ȱintensional,ȱarrangementȱofȱstructuralȱelementsȱinsideȱthe
extendedȱpresent.ȱItȱcanȱcontainȱelementsȱofȱshortȬtermȱsyntaxȱandȱbe
thoughtȱofȱasȱverticalȱstackingȱratherȱthanȱasȱaȱhorizontalȱarray.

Thisȱchapterȱdealsȱwithȱdiataxis,ȱChapterȱ12ȱwithȱsyncrisis.ȱTheyȱareȱthe
twoȱmainȱmacroȬparametersȱconfiguringȱtheȱwaysȱinȱwhichȱaȱpieceȱof
music’sȱcomponentȱparts,ȱthemselvesȱconstructedȱusingȱtheȱsortȱofȱpaȬ
rametersȱdiscussedȱ inȱChaptersȱ8Ȭ10,ȱareȱcombinedȱ toȱcreateȱaȱwhole

withȱaȱparticularȱoverallȱshapeȱandȱform.ȱ

Havingȱdefinedȱbasicȱterms,ȱlet’sȱseeȱhowȱdiataxisȱcanȱcreateȱmeaning

inȱmusicalȱreality,ȱusingȱanȱAbbaȱtuneȱasȱtestȱcase.ȱWe’llȱtakeȱitȱfromȱthe
bottomȱup,ȱstartingȱwithȱmusemes,ȱidentifyingȱepisodesȱandȱdiscussing
theȱmeaningȱofȱitsȱdiataxis.ȱ

5. SyncrisisȱderivesȱfromȱΗϾ·ΎΕΗΖȱ=ȱaȱputtingȱtogether,ȱaggregate,ȱcombinationȱ
() lsj.translatum.gr/wiki/ıǘǄǉǏǈıǈǐ),ȱdiataxisȱfromȱΈΣΘ΅ΒΖȱ=ȱarrangementȱofȱtopicsȱ
() ȱlsj.translatum.gr/wiki/įǈܗĲĮǍǈǐ).

6. NARRATIVEȱn.ȱ‘aȱspokenȱorȱwrittenȱaccountȱofȱeventsȱinȱorderȱofȱhappening’.ȱMUSICALȱ
NARRATIVEȱmeansȱtheȱoverallȱpresentationȱofȱmusicalȱeventsȱ‘inȱorderȱofȱhappening’.

http://lsj.translatum.gr/wiki/%CF%83%CF%8D%CE%B3%CE%BA%CF%81%CE%B9%CF%83%CE%B9%CF%82
http://lsj.translatum.gr/wiki/%CE%B4%CE%B9%CE%AC%CF%84%CE%B1%CE%BE%CE%B9%CF%82
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DiataxisȱinȱFernando
Figureȱ11Ȭ1ȱ(p.ȱ387)ȱchartsȱtheȱoccurrenceȱofȱtheȱelevenȱmainȱmusemes

heardȱinȱAbba’sȱFernandoȱ(1975).7ȱTheȱmusemesȱandȱtheirȱPMFCsȱwere

identifiedȱusingȱtheȱproceduresȱsetȱoutȱ inȱChaptersȱ6ȱandȱ7.ȱMuseme

numbersȱappearȱinȱtheȱdiagram’sȱleftȱcolumnȱandȱtheirȱnamesȱinȱitsȱbotȬ
tomȱthreeȱrows.ȱForȱexample,ȱmusemeȱ2ȱ(symbolisedȱ‘<•’ȱandȱlabelled
‘sunrise’)ȱoccursȱonlyȱtwice:ȱjustȱbeforeȱtheȱstartȱofȱVerseȱ1ȱatȱ0:25ȱand
justȱafterȱRefrainȱ1ȱatȱ2:01.8ȱ

EpisodesȱareȱeasyȱtoȱspotȱinȱaȱpieceȱlikeȱFernando,ȱfirstlyȱbecauseȱofȱthe
recording’sȱobviousȱverseȬrefrainȱduality:ȱwordsȱforȱeachȱofȱ theȱ three
versesȱareȱdifferentȱwhileȱthoseȱofȱtheȱrefrainsȱareȱtheȱsameȱeachȱtime.

Secondly,ȱ theȱdiagramȱ showsȱ (withȱ theȱ exceptionȱ ofȱmusemeȱ 6,ȱ the
hookȱmotifȱ ‘Fernando’)ȱ thatȱmusemesȱ inȱ theȱ instrumentalȱplusȱverse
sectionsȱ(IȱandȱVȱforȱshort)ȱandȱinȱtheȱrefrainsȱ(R)ȱareȱmutuallyȱexcluȬ
sive.ȱThatȱfitsȱtheȱdictionaryȱdefinitionȱofȱEPISODEȱasȱ‘aȱpassageȱcontainȬ
ingȱdistinctȱmaterialȱ asȱpartȱ ofȱ aȱ largerȱ sequenceȱ ofȱ events’:ȱnextȱ to
nothingȱofȱwhatȱyouȱhearȱinȱIȱorȱVȱisȱpresentȱinȱRȱandȱviceȱversa.ȱFernȬ
ando’sȱepisodicȱrunningȱorderȱisȱtherefore,ȱasȱshownȱinȱFigureȱ11Ȭ1:ȱInȬ
strumentalȱ1ȱplusȱVerseȱ1,ȱVerseȱ2,ȱRefrainȱ1,ȱInstrumentalȱ2ȱplusȱVerse
3,ȱRefrainȱ2,ȱRefrainȱ3,ȱRefrainȱ4ȱwithȱfade;ȱor,ȱinȱabbreviatedȱformȱwith

timings,ȱI+Vȱ(0:00Ȭ0:55)ȱVȱ(0:55Ȭ1:24)ȱRȱ(1:24Ȭ2:01)ȱI+Vȱ(2:01Ȭ2:49)ȱRȱRȱR
(2:49Ȭ4:12).ȱStrippedȱ toȱ itsȱbareȱessentialsȱandȱwithȱ I+VȱandȱVȱ repreȬ
sentedȱbyȱtheȱletterȱAȱ(becauseȱtheyȱcomeȱfirstȱinȱtheȱsong)ȱandȱtheȱreȬ
frainsȱasȱBȱ(becauseȱtheyȱcomeȱafterȱA),ȱtheȱdiataxisȱorȱnarrativeȱformȱof
FernandoȱcanȱbeȱdistilledȱtoȱtheȱsimpleȱformulaȱAABABBB.ȱSoȱwhat?

There’sȱnotȱmuchȱpointȱinȱreducingȱaȱpieceȱofȱmusicȱtoȱaȱstringȱofȱcapital
lettersȱunlessȱyouȱeitherȱneedȱtoȱshowȱyouȱcanȱthemeȱspotȱinȱaȱconvenȬ
tionalȱmusicȱtheoryȱexamȱquestion,ȱor,ȱmoreȱseriously,ȱunlessȱyouȱconȬ
siderȱdiataxisȱasȱaȱparameterȱofȱmusicalȱexpression.ȱInȱfact,ȱaȱstringȱofȱletters
likeȱAABABB(B)ȱorȱVVRVRR(R)ȱcanȱbeȱmeaningfulȱinȱtwoȱwaysȱ(continȬ
uedȱonȱpageȱ388).ȱ

7. Source:ȱTaggȱ(2000b:ȱ19Ȭ76).ȱTheȱdiagramȱisȱadaptedȱfromȱTaggȱ(2000b:ȱ27).
8. ForȱdifferenceȱbetweenȱREFRAINȱandȱCHORUSȱseeȱp.ȱ395.
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Fig. 11-1. Fernando (Abba, 1975): Table of Musematic Occurrence
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Firstly,ȱFernando’sȱepisodicȱorderȱcanȱactȱasȱaȱstyleȱindicatorȱ(p.ȱ523)ȱsigȬ
nallingȱ thatȱ theȱ songȱwasȱ probablyȱwrittenȱ afterȱ 1970ȱ becauseȱ until
someȱtimeȱinȱtheȱmidȱ1960sȱvariantsȱofȱtheȱ32ȬbarȱAABAȱpatternȱofȱjazz
standardsȱ(p.ȱ397ȱff.)ȱwereȱstillȱinȱcommonȱuseȱinȱanglophoneȱpop.9ȱSecȬ
ondly,ȱ theȱ distinctȱ characterȱ ofȱ episodes,ȱ ofȱ howȱ muchȱ durational
‘space’ȱeachȱofȱthemȱoccupiesȱatȱwhichȱpointsȱinȱtheȱpiece,ȱandȱofȱhow
muchȱoverlapȱthereȱisȱbetweenȱtheȱtwoȱ inȱtermsȱofȱbothȱsimultaneity

andȱsharedȱmaterial,ȱetc.ȱareȱfactorsȱofȱseriousȱsemioticȱpotential.ȱ

Forȱexample,ȱtheȱvirtualȱexclusivityȱofȱmusicalȱmaterialȱbetweenȱverse
andȱ refrainȱ (VȬRȱ orȱAȬB)ȱ inȱ Fernandoȱ contrastsȱ starklyȱwithȱ another
workȱshuttlingȱbetweenȱmusicalȱrepresentationsȱofȱEuropeȱandȱindigeȬ
nousȱSouthȱAmerica.ȱInȱMorricone’sȱscoreȱforȱTheȱMissionȱ(1986)ȱtheȱinȬ
itiallyȱ‘alien’ȱpanpipeȱpunctuationsȱ(0:00:56ȱȬȱ0:03:31)ȱhaveȱbyȱtheȱendȱof
theȱfilmȱbeenȱcombinedȱandȱharmonisedȱwithȱmusicalȱideasȱassociated
withȱEuropeanȱhumanismȱ(e.g.ȱjustȱbeforeȱ2:00:15).ȱVeryȱlittleȱsyncretisȬ
ingȱofȱthatȱsortȱoccursȱinȱFernandoȱwhoseȱEuropeanȱandȱNativeȱAmeriȬ
canȱspheresȱliveȱinȱvirtualȱmusematicȱsegregation.

InȱFernandoȱtheȱLatinȱAmericanȱsphereȱisȱhintedȱatȱbyȱaȱsingleȱreference
inȱtheȱlyricsȱtoȱ‘TheȱRioȱGrande’ȱbutȱmadeȱabundantlyȱclearȱbyȱmuseme

1,ȱtheȱcharango ȱandȱquenaȱfluteȱsoundsȱfromȱ0:00ȱtoȱ0:55ȱandȱfromȱ2:18
toȱ2:49.ȱMusemeȱ1ȱisȱanȱexampleȱofȱgenreȱsynecdocheȱbyȱethnicȱconnoȬ
tationȱofȱforeign,ȱ‘worldȬmusicky’ȱinstrumentalȱsounds.ȱInȱthisȱcaseȱit’s
aȱreferenceȱtoȱtheȱhuaynoȱorȱFlûteȱindienneȱstylesȱofȱtheȱAndesȱandȱtoȱthe
sortȱofȱmusicȱheardȱinȱtheȱpeñasȱofȱChile’sȱUnidadȱPopularȱperiod,ȱorȱperȬ
formedȱbyȱ refugeesȱ inȱ exileȱ afterȱ theȱ 1973ȱ fascistȱ coup.10ȱButȱ there’s

9. ForȱanȱaccountȱofȱchangeȱinȱBeatlesȱdiataxisȱ1962Ȭ70ȱseeȱFabbriȱ(2009:ȱ10Ȭ19).
10. Genreȱsynecdoche:ȱseeȱp.ȱ524ȱff;ȱinstrumentsȱandȱethnicȱstereotyping,ȱp.ȱ306,ȱff.ȱAllȱassociȬ

ationsȱareȱexplainedȱinȱTaggȱ(2000b:ȱ29Ȭ35;ȱ90Ȭ104).ȱLaȱflûteȱindienneȱ(1968):ȱanȱearlyȱ
‘worldȱmusic’ȱhitȱalbumȱthatȱincludedȱtheȱaltiplanoȱtraditionalȱtuneȱElȱcondorȱpasa,ȱ
whoseȱbackingȱtrackȱwasȱusedȱinȱtheȱSimonȱ&ȱGarfunkelȱcoverȱonȱBridgeȱoverȱTrouȬ
bledȱWatersȱ(1970).ȱPeña:ȱaȱChileanȱnoȬfrillsȱtypeȱofȱvenueȱwhereȱmusicȱpopularisedȱ
byȱartistsȱlikeȱVioletaȱParraȱandȱVictorȱJaraȱcouldȱbeȱheardȱinȱtheȱ1960sȱandȱearlyȱ
1970s.ȱUnidadȱPopular:ȱtheȱdemocraticallyȱelectedȱChileanȱgovernmentȱunderȱSalvaȬ
dorȱAllendeȱwhichȱcameȱtoȱpowerȱinȱ1970ȱandȱwasȱ(1973Ȭ09Ȭ11)ȱoverthrownȱinȱaȱfoulȱ
coupȱbyȱCIAȬbackedȱelementsȱofȱtheȱChileanȱmilitaryȱwho,ȱunderȱMrsȱThatcher’sȱ
buddyȱPinochetȱandȱinȱtheȱnameȱofȱtheȱHolyȱMarket,ȱterrorisedȱtheȱChileanȱpeopleȱ
forȱseventeenȱyears.
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moreȱtoȱFernando’sȱverseȱepisodesȱthanȱ‘just’ȱthat.ȱTheyȱalsoȱincludeȱa
variantȱofȱoneȱofȱtheȱeuroclassicalȱtradition’sȱmostȱfamousȱtropesȱ—the

SUNRISEȱmotifȱ (musemeȱ2)ȱnearȱ theȱstartȱofȱAlsoȱsprachȱZarathustra ȱ (R
Strauss,ȱ1896)—,ȱANGELȱHARPSȱandȱTIPTOEȱBASSȱ(musemeȱ3),ȱDISTANTȱBOȬ
LEROȱDRUMSȱ(musemeȱ4)ȱandȱaȱparticularȱ typeȱofȱvocalȱdeliveryȱfrom
AnnifridȱLyngstadȱ(musemeȱ5a).ȱ

Asȱexplainedȱelsewhereȱ(Taggȱ2000b:ȱ38Ȭ50),ȱtheȱANGELȱHARPSȱandȱTIPȬ
TOEȱBASSȱ(musemeȱ3),ȱhaveȱconnotationsȱofȱsincerity,ȱinnocence,ȱgrace,
devotion,ȱtranscendence,ȱheaven,ȱetc.,ȱandȱtheȱBOLEROȱDRUMSȱ(museme

4)ȱ ofȱ thingsȱ Hispanicȱ andȱ military.ȱ Theȱ vocalȱ trackȱ ofȱ theȱ verses
(musemeȱ5aȱwithȱvariants),ȱaddsȱevenȱmoreȱconnotativeȱdetailȱ toȱthe
sonicȱpictureȱofȱFernando’sȱverses.ȱTheȱwordsȱareȱdeliveredȱlessȱmetriȬ
callyȱthanȱinȱtheȱrefrainsȱandȱgreaterȱlibertiesȱareȱtakenȱinȱtermsȱofȱinȬ
flectionȱ ofȱ rhythmȱ andȱ pitch,ȱ givingȱ theȱ deliveryȱ anȱ elementȱ of
recitativeȱ(p.ȱ367).ȱThisȱparlandoȱaspectȱisȱreinforcedȱbyȱirregularȱperioȬ
dicity:ȱtheȱverses’ȱfiveȱphrasesȱcoverȱ2,ȱ3,ȱ2,ȱ3ȱandȱ3½ȱbarsȱrespectively,
comparedȱtoȱtheȱrefrain’sȱfourȱphrasesȱeachȱcoveringȱfourȱUȱbars.11ȱThese
asymmetricalȱ aspectsȱ ofȱ vocalȱ deliveryȱ signalȱ sincerityȱ andȱ involveȬ
mentȱinȱtheȱmeaningȱofȱwordsȱbecauseȱtheyȱaren’tȱsubjectedȱtoȱregular
scanningȱpatterns,ȱnorȱtoȱaȱconsistentȱmetreȱorȱlengthȱofȱperiod.ȱThey
tellȱtheȱlistenerȱthatȱTHEȱWORDSȱAREȱIMPORTANT,ȱanȱeffectȱreinforcedȱby
theȱfactȱthatȱwordsȱareȱdeliveredȱatȱaȱfasterȱrateȱinȱtheȱversesȱthanȱinȱthe
refrain.12ȱMoreover,ȱ theȱ verses’ȱmelodicȱ phrasesȱ containȱ noȱ interval
greaterȱthanȱaȱsecondȱ(conjunctȱmotion)ȱwhileȱtheȱrefrainȱcontainsȱsevȬ
eral.ȱFinally,ȱtheȱverses’ȱmelodicȱlinesȱconsistȱentirelyȱofȱappoggiature,ȱa
commonȱdeviceȱofȱrhythmicȬtonalȱarticulationȱinȱeuroclassicalȱsongȱbut
quiteȱexceptionalȱ inȱEnglishȬlanguageȱpopȱorȱrockȱmusicȱand,ȱunsurȬ
prisingly,ȱabsentȱinȱFernando’sȱrefrains.13ȱ

TheȱoverallȱconnotationsȱofȱmusicalȱmaterialȱinȱFernando’sȱinstrumental

andȱverseȱsectionsȱ(theȱI+VȱorȱAȱepisodes)ȱcan,ȱinȱtheȱearsȱofȱaȱgeneric
NorthernȱEuropeanȱurbanȱlistenerȱinȱtheȱmidȱ1970s,ȱbeȱcrudelyȱsummaȬ

11. Seeȱpp.ȱ284Ȭ287ȱff.ȱforȱtheȱeffectsȱofȱregularȱandȱirregularȱperiodicity.
12. Averageȱsyllablesȱperȱsecondȱforȱverseȱandȱrefrainȱareȱ2.2ȱandȱ1.7ȱrespectively.ȱTheȱ

WORDSȱAREȱIMPORTANTȱeffectȱisȱunderlinedȱbyȱtheȱfactȱthatȱbackingȱtracksȱinȱtheȱverseȱ
areȱmuchȱsparserȱthanȱinȱtheȱrefrain.

13. Appoggiatura:ȱseeȱGlossary;ȱseeȱFabbriȱ(2009)ȱforȱrecitativoȱtraits.
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risedȱasȱAndean,ȱrural,ȱfarȱaway,ȱoutdoors,ȱdevotional,ȱtranscendent,ȱa
tinyȱ bitȱ ‘classical’,ȱ honest,ȱ sincere,ȱ involved,ȱ ethnicallyȱ exoticȱ (not
‘here’)ȱandȱ‘oldeȱworlde’ȱ(notȱ‘now’,ȱnotȱ‘today’,ȱnotȱmodernȱpop).14ȱIt’s
aȱgeoȬethnicȱandȱhistoricalȱELSEWHERE,ȱaȱpictureȬpostcardȱTHEREȬANDȬ
THEN.ȱThisȱepisodicȱsphereȱisȱreducedȱvisuallyȱinȱFigureȱ11Ȭ2ȱ(p.ȱ391)ȱto
theȱstereotypeȱofȱaȱNorthȱAmericanȱorȱNorthernȱEuropeanȱsoloȱsongȬ
stressȱ(‘laȱgringaȱvocalista’)ȱcladȱinȱaȱfashionableȱponchoȱandȱflankedȱby
twoȱindigenousȱquenaȱplayersȱ(‘losȱindiosȱquenistas’),ȱinȱlessȱfashionable
ponchos,ȱallȱsetȱagainstȱanȱAndeanȱaltiplanoȱbackdrop.ȱ

Theȱrefrainsȱareȱentirelyȱdifferent.ȱNotȱonlyȱisȱtheȱsingingȱ‘collective’ȱ(a
manȱhasȱjoinedȱtheȱfemaleȱfirstȬpersonȱvocalistȱinȱaȱsingalongȱmanner)

andȱ metrically/periodicallyȱ regular,ȱ theȱ generalȱ sceneȱ (accompaniȬ
ment)ȱnowȱincludesȱmusemesȱ9ȱandȱ10,ȱaȱstackȱofȱSOFTȱDISCOȱfeatures
includingȱaȱsynthesisedȱstringȱpad,ȱ regularȱguitarȱstrumming,ȱaȱFats
DominoȱgoodȬtimeȱsecondȬlineȱriff,ȱandȱfullȱdrumkitȱfeaturingȱhiȬhat
patternsȱlikeȱthoseȱusedȱlaterȱinȱStayingȱAlive,ȱallȱendowedȱwithȱplenty
ofȱdiscoȬdanceȱreverbȱ(musemesȱ9Ȭ10).15ȱConnotationsȱforȱtheseȱmuseȬ
mesȱwereȱ glistening,ȱ romance,ȱurbanȱmatingȱ rituals,ȱ indoors,ȱ dance
hall/disco,ȱSaturdayȱnight,ȱfamiliar,ȱrecreational,ȱpleasant,ȱfun.ȱThere’s
nothingȱgeoȬethnicȱorȱhistoricalȱhereȱ forȱ theȱmainstreamȱ1970sȱhome

audienceȱ inȱ urbanȱNorthȱAmericaȱ orȱNorthernȱ Europe.ȱ It’sȱ aȱ NONȬ
THREATENINGȱHEREȬANDȬNOWȱENTERTAINMENTȱsituationȱ thatȱ isȱvisually
caricaturedȱinȱFigureȱ11Ȭ2ȱbyȱsilhouettesȱsinging,ȱplayingȱandȱdancing
againstȱtheȱstarry,ȱtwinklingȱbackdropȱofȱaȱslowlyȱrotatingȱdiscoȱball.

Withȱeachȱepisodeȱ identifiedȱ inȱ termsȱofȱbothȱmusicalȱ structureȱand
PMFCs,ȱweȱ canȱ nowȱ askȱwhatȱ theȱ stringȱ ofȱ lettersȱ AABABB(B)ȱ or
VVRVRR(R)ȱactuallyȱmeans.ȱIfȱweȱsplitȱtheȱstringȱintoȱtwoȱatȱ2:01,ȱthe
tune’sȱhalfwayȱpoint,ȱtheȱsongȱcanȱbeȱheardȱandȱseenȱtoȱconsistȱofȱtwo

narrativeȱprocesses:ȱ[1]ȱfromȱmoreȱofȱVȱ(farȱaway,ȱanotherȱtimeȱandȱanȬ
otherȱplace)ȱtoȱlessȱofȱRȱ(happyȱatȱhomeȱinȱtheȱhereȱandȱnow),ȱandȱ[2]
fromȱlessȱofȱVȱ(thereȱandȱthen)ȱtoȱaȱlotȱofȱRȱ(hereȱandȱnow).ȱAsȱshown

inȱtheȱtopȱhalfȱ(i)ȱofȱFigureȱ11Ȭ2,ȱthoseȱtwoȱprocessesȱtogetherȱformȱthe
singleȱoverallȱprocessȱfromȱAȱtoȱBȱ(verseȱtoȱrefrain).ȱTheȱsemioticȱsignifȬ

14. ForȱmoreȱaboutȱtheȱreceptionȱofȱFernandoȱseeȱTaggȱ(2000b:ȱ87Ȭ90,ȱ103Ȭ107).
15. ForȱmoreȱdetailȱseeȱTaggȱ(2000b:ȱ59Ȭ62).ȱStayingȱAlive:ȱseeȱBeeȱGeesȱ(1977).ȱ
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icanceȱofȱthisȱdiataxisȱbecomesȱclearȱwhenȱcomparedȱtoȱtheȱprocessual
commutationȱshownȱ inȱtheȱ lowerȱhalfȱ(ii)ȱofȱFigureȱ11Ȭ2,ȱwhereȱwhat

wasȱpreviouslyȱRȱorȱBȱ(theȱrefrainȱepisodes)ȱhasȱbecomeȱAȱ(whatȱwere

theȱinstrumentalȱandȱverseȱepisodes)ȱandȱviceȱversa.ȱIt’sȱobvious:ȱproȬ
ceedingȱfromȱTHEREȱANDȱTHENȱtoȱHEREȱANDȱNOWȱ(i)ȱisn’tȱtheȱsameȱthing
asȱgoingȱfromȱHEREȱANDȱNOWȱtoȱTHEREȱANDȱTHENȱ(ii).ȱ

Fig. 11-2. Overall diataxis in Fernando, with commutation: 
(i) THERE/THEN to HERE/NOW; (ii) HERE/NOW to THERE/THEN 

TheȱcommutationȱjustȱsuggestedȱinȱFig.ȱ11Ȭ2ȱ(ii)ȱassumesȱthatȱtheȱfamilȬ
iarȱhomeȱsphereȱ isȱgivenȱsomeȱ typicallyȱverseȬlikeȱ traitsȱandȱ thatȱ the
unfamiliarȱforeignȱsphereȱisȱturnedȱintoȱsomethingȱaȱlittleȱmoreȱmetriȬ
callyȱregular,ȱrefrainȬlikeȱandȱconduciveȱtoȱsingalong.ȱTheȱsalientȱpoint
inȱeitherȱ instanceȱ isȱawarenessȱofȱwhichȱmusicalȱ sphere,ȱ inȱ termsȱof
bothȱ sonicȱmaterialȱandȱ connotation,ȱ isȱ ‘home’ȱandȱwhichȱ isȱ ‘away’.

Identificationȱofȱtheseȱspheresȱhasȱtoȱbeȱaesthesicallyȱbasedȱbyȱreferring
toȱtheȱgeneralȱculturalȱhabitatȱofȱanȱaudience,16ȱallȱofȱwhichȱraisesȱthe
issueȱofȱhowȱdiataxisȱisȱconceptualised.ȱThat’sȱnotȱasȱcomplicatedȱasȱit
sounds,ȱasȱwe’llȱseeȱnext,ȱbutȱitȱcanȱbeȱimportant,ȱasȱinȱtheȱcaseȱofȱFernȬ
ando,ȱforȱdeterminingȱtheȱsemioticȱeffectsȱofȱdiataxis.ȱ
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Cyclicalȱprocessualityȱ
Fig. 11-3. Centripetal (recursive) process: (a) on a unidirectional time axis; 

(b) as centre and periphery; (c) from centre to periphery and back; 
(d) with centrifugal ending (Eisler, 1931).   

InȱWesternȱmusicȱstudiesȱitȱis,ȱasȱalreadyȱnoted,ȱcustomaryȱtoȱvisualise
narrativeȱprocessesȱrunningȱalongȱaȱtimeȱaxisȱfromȱleftȱtoȱright,ȱasȱ in
figureȱ11Ȭ3a.ȱTheȱproblemȱwithȱthisȱchronologicalȱvisualisationȱisȱthat
theȱusualȱfocalȱpointȱofȱrecursiveȱdiataxis,ȱtheȱAȱsection,ȱtheȱepisodeȱesȬ
tablishingȱ theȱhomeȱkeyȱasȱwellȱasȱ theȱcentralȱrhythmicȱandȱmelodic

ideasȱofȱtheȱpiece,ȱisȱlocatedȱatȱitsȱextremitiesȱwhileȱtheȱBȱsection,ȱthe
episodeȱwhoseȱmaterialȱdivergesȱfromȱthatȱofȱtheȱcentralȱcore,ȱappears
inȱ theȱmiddle.ȱToȱovercomeȱ thisȱparadoxȱandȱ toȱcaterȱ forȱ theȱcyclical
characterȱofȱtheȱepisodicȱrecurrenceȱ(repeatsȱandȱreprises)ȱthatȱoccurȱin
soȱmanyȱtypesȱofȱmusic,ȱitȱcanȱbeȱusefulȱtoȱconceptualiseȱdiataxisȱcycliȬ
callyȱwithȱtheȱmusic’sȱcentralȱepisodeȱplacedȱmoreȱexperientially,ȱasȱin
figureȱ11Ȭ3b,ȱatȱtheȱmusicalȱcentreȱofȱtheȱpieceȱratherȱthanȱatȱtheȱextremȬ
itiesȱofȱexternalȱtime.ȱThisȱcyclicalȱconceptualisationȱletsȱusȱtrackȱaȱsimȬ
pleȱAABAȱorderȱofȱeventsȱinȱtheȱcardioidȱshapeȱshownȱasȱFigureȱ11Ȭ3c.

16. AbbaȱandȱMichaelȱBȱTretowȱ(Abba’sȱrecordingȱengineer)ȱseemȱtoȱhaveȱbeenȱawareȱofȱ
thisȱissue.ȱInȱtheȱSpanishȱversionȱofȱFernandoȱtheȱflutesȱareȱmixedȱlouderȱandȱmoreȱ
centrallyȱthanȱinȱtheȱEnglishȱversion.ȱMaybeȱthat’sȱbecauseȱbothȱ‘Fernando’ȱandȱtheȱ
flutesȱsoundȱLatinȱAmericanȱandȱbecauseȱLatinȱAmericanȱlistenersȱwillȱbeȱlessȱsymȬ
patheticȱtoȱtheȱrecordingȱifȱtheyȱ(asȱLatinȱAmericansȱandȱtheirȱLatinȱAmericanȱflutes)ȱ
areȱpannedȱasȱexoticȱextrasȱoutȱinȱtheȱstereophonicȱperiphery.
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A,ȱ theȱ firstȱepisode,ȱ runsȱ (anticlockwise)ȱonceȱ roundȱ theȱ innerȱ circle
fromȱ‘start’ȱtoȱ‘end’,ȱreturnsȱtoȱ‘start’ȱandȱrunsȱroundȱtheȱsameȱcircleȱto
theȱ‘end’ȱpointȱaȱsecondȱtime,ȱwhereuponȱitȱlaunchesȱintoȱtheȱouterȱcirȬ
cle,ȱtheȱBȱsection,ȱreturningȱtoȱtheȱstartȱofȱAȱandȱtoȱaȱthirdȱandȱfinalȱlap
ofȱtheȱinnerȱcircle.ȱ

Figureȱ11Ȭ3dȱshowsȱanotherȱbasicallyȱcentripetalȱmodelȱ(Rȱ=ȱrefrain,ȱVȱ=
verse)ȱbutȱwithȱaȱcentrifugalȱending.ȱItȱrepresentsȱtheȱdiataxisȱofȱEisler’s
Solidaritätsliedȱ (1931)ȱwhichȱ startsȱwithȱ theȱ refrainȱ (R1,ȱ ‘Vorwärtsȱund
nichtȱvergessen’),ȱlaunchesȱoutȱintoȱverseȱ1ȱ(V1),ȱreturnsȱtoȱtheȱsameȱreȬ
frainȱ (R2),ȱoutȱ intoȱverseȱ3ȱ (V3)ȱandȱ soȱonȱuntil,ȱafterȱverseȱ5ȱ (V5),ȱ it
reachesȱtheȱsixthȱoccurrenceȱofȱtheȱrefrainȱ(R6).ȱR6ȱstartsȱasȱdidȱrefrains
1Ȭ5ȱbutȱendsȱquiteȱdifferentlyȱ (‘WessenȱWeltȱ istȱdieȱWelt?’),ȱ takingȱ the
musicȱandȱitsȱlistenersȱtoȱaȱnewȱplaceȱoutsideȱtheȱpreviouslyȱpresented
material.ȱThisȱcentrifugal,ȱnonȬrecursiveȱgestureȱcontrastsȱstarklyȱwith

theȱusualȱcentripetalȱreturnȱofȱfinalityȱinȱVȬRȱdiataxisȱtoȱtheȱcentralȱcore
ofȱtheȱmusic’sȱmaterialȱandȱmeanings.ȱWithȱSolidaritätsliedȱit’sȱasȱifȱwe

spinȱroundȱcumulativelyȱinȱpatternsȱofȱrecurrentȱverseȱandȱrefrainȱtoȱbe
finallyȱhurledȱlikeȱaȱdiscusȱoutȱofȱtheȱestablishedȱcomfortȱzone:

VȬRȱ ȱVȬRȱ ȱVȬRȱ ȱVȬRȱ ȱVȬRȱ ȱVȬR ȱ???ȱ

TheȱoverallȱcentripetalȱprocessȱfromȱverseȱtoȱrefrainȱepisodesȱinȱAbba’s
FernandoȱisȱrepresentedȱasȱaȱskewedȱfigureȬofȬeightȱshapeȱinȱfigureȱ11Ȭ
4ȱ (p.ȱ394).ȱTheȱHEREȱANDȱNOWȱATȱHOMEȱ sphereȱRȱ (Refrain)ȱ isȱplaced
closerȱtoȱextramusicalȱtimeȱ(theȱaudience’sȱhomeȱground)ȱatȱtheȱbottom
ofȱtheȱdiagram,ȱtheȱTHEREȱANDȱTHENȱELSEWHEREȱsphereȱVȱ(versesȱincludȬ
ingȱinstrumentals)ȱfurtherȱaway.ȱTheȱmusic’sȱpickȬupȱpointȱisȱatȱX,ȱthe
startȱofȱtheȱtuneȱatȱ0:00,ȱwhichȱfadesȱandȱzoomsȱinȱlikeȱtheȱinitialȱestabȬ
lishingȱshotȱofȱaȱfilm’sȱforeignȱlocation:ȱtheȱsceneȱisȱsetȱforȱtwoȱclockȬ
wiseȱlapsȱofȱtheȱTHEREȱANDȱTHENȱverseȱcircleȱ(V1ȱandȱV2).ȱWeȱthenȱcome

closerȱtoȱhomeȱforȱaȱsingleȱanticlockwiseȱlapȱofȱtheȱHEREȱANDȱNOWȱreȬ
frainȱcircuitȱafterȱwhichȱweȱareȱbackȱinȱtheȱTHEREȱANDȱTHENȱsphereȱfor
oneȱmoreȱlap.ȱThenȱweȱreturnȱtoȱtheȱHEREȱANDȱNOWȱrefrainȱsphereȱfor
good,ȱrunningȱnotȱjustȱone,ȱnotȱtwoȱbutȱalmostȱthreeȱanticlockwiseȱlaps
roundȱtheȱHOMEȱcircuitȱbeforeȱweȱareȱeasedȱsmoothlyȱbackȱtoȱextramuȬ
sicalȱtimeȱatȱhomeȱwithȱtheȱhomeȬbasedȱrefrainȱfadeȬoutȱendingȱatȱmuȬ
sicalȱdropȬoffȱpointȱY,ȱ4:12ȱafterȱtheȱinitialȱpickȬupȱpointȱX.ȱ
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Fig. 11-4. Verse-refrain pattern in Fernando as centripetal process 

Theȱmainȱadvantageȱofȱcyclicalȱmodellingȱ isȱ thatȱ itȱmoreȱadequately
representsȱtheȱcyclicalȱaspectsȱofȱdiataxis.ȱWhileȱweȱoftenȱtalkȱofȱreturnȬ
ingȱtoȱaȱphysicalȱlocation,ȱevenȱifȱbothȱweȱandȱitȱhaveȱchangedȱsinceȱwe

lastȱvisited,ȱweȱareȱmoreȱ likelyȱ toȱdismissȱ theȱ ideaȱofȱ returningȱ toȱa
pointȱinȱtimeȱasȱscienceȬfictionȱfantasy.ȱButȱinȱmusicȱit’sȱasȱselfȬevident
asȱitȱisȱbothȱrealȱandȱcommonȱtoȱgoȱbackȱtoȱtheȱstartȱ(daȱcapo)ȱofȱaȱpiece
orȱepisode:ȱitȱjustȱdoesn’tȱmatterȱthatȱdaȱcapoȱisȱimpossibleȱinȱexternalȱreȬ
ality.ȱTheȱwayȱinȱwhichȱmusicȱcanȱfreezeȱirreversibleȱtimeȱinȱanȱongoing
seriesȱofȱmesoȬdurationsȱallowsȱpointsȱinȱtimeȱtoȱbeȱrevisitedȱwithout

difficulty.ȱTheȱchiefȱdisadvantageȱ isȱ thatȱcyclicalȱmodelsȱareȱvirtually
impossibleȱ toȱ createȱ inȱ twoȱdimensionsȱ flatȱ onȱ theȱ screenȱ orȱ onȱ the
printedȱpage.ȱAlthoughȱthat’sȱtheȱmainȱreasonȱwhyȱnoȱmoreȱsuchȱdiaȬ
gramsȱappearȱinȱthisȱbookȱitȱcanȱstillȱbeȱsemioticallyȱrevealing,ȱasȱinȱthe
caseȱofȱFernando,ȱtoȱconsiderȱtheȱnarrativeȱofȱanȱanalysisȱpieceȱinȱcycliȬ
calȱterms. ȱ
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Generalȱdiatacticȱschemesȱ

Popularȱsong

Figureȱ11Ȭ5ȱ(p.ȱ396)ȱsuggestsȱthatȱthereȱareȱthreeȱbasicȱtypesȱofȱcommon

diataxisȱinȱpopularȱsong:ȱ[1]ȱSTROPHICȱ(AA…A);ȱ[2]ȱVERSEȱȬȱREFRAINȱ(VR
orȱAB,ȱ likeȱFernando);ȱ[3]ȱ [VERSEȱȬȱ]ȱCHORUSȱ ȬȱBRIDGEȱȬȱCHORUSȱ(AABAȱor
CB).ȱBeforeȱdiscussingȱtheseȱthreeȱbasicȱtypesȱit’sȱwiseȱtoȱfirstȱpositȱgenȬ
eralȱdefinitionsȱofȱCHORUS,ȱREFRAINȱandȱVERSE.17

Chorus,ȱrefrain,ȱverse,ȱetc.

InȱAncientȱGreekȱ theatreȱ theȱCHORUSȱ (ΛΓΕϱΖ)ȱwasȱaȱ troupeȱofȱartists
whoȱdanced,ȱ sangȱ orȱ recitedȱbetweenȱ otherȱpartsȱ ofȱ theȱdramaȱ that
wereȱplayedȱbyȱindividualȱactors.ȱInȱlatterȬdayȱmusicalsȱtheȱchorusȱalso
involvesȱgroupsȱofȱpeopleȱbothȱsingingȱandȱdancingȱbutȱtheȱwordȱotherȬ
wiseȱusuallyȱdenotesȱaȱgroupȱofȱpeopleȱconcertedlyȱsingingȱorȱchanting
ratherȱthanȱdancing.ȱInȱEnglish,ȱCHORUSȱalsoȱmeansȱaȱrecurrentȱmusical
passage,ȱsectionȱorȱepisodeȱ(orȱsetȱofȱepisodes)ȱthatȱis,ȱorȱcanȱbe,ȱsungȱconȬ
certedlyȱbyȱaȱgroupȱofȱpeopleȱasȱopposedȱtoȱaȱpassageȱsungȱsoloȱ(orȱasȱa
duetȱorȱtrio).ȱThisȱSINGALONGȱ(orȱ‘danceȬalong’ȱorȱ‘playȬalong’)ȱaspect
ofȱconcertedȱperformanceȱisȱcentralȱtoȱallȱepisodicȱnotionsȱofȱchorus.ȱAs
weȱshallȱshortlyȱsee,ȱthisȱgeneralȱmeaningȱisȱappliedȱquiteȱdifferentlyȱto
differentȱtypesȱofȱchorusȱsectionsȱinȱdifferentȱtypesȱofȱpopularȱsong.

REFRAINȱisȱaȱlessȱgenericȱconceptȱthanȱCHORUS:ȱit’sȱsimplyȱaȱtypeȱofȱchorus
episodeȱwhoseȱwordsȱandȱtuneȱchangeȱveryȱlittle,ȱifȱatȱall,ȱeachȱtimeȱitȱoccurs
inȱaȱsong.18ȱREFRAINȱisȱpairedȱwithȱVERSE,ȱbyȱwhichȱisȱinȱgeneralȱmeant

aȱsongȱepisodeȱwhoseȱtuneȱremainsȱtheȱsameȱ(orȱsimilar)ȱeachȱtimeȱitȱoccurs
butȱwhoseȱwordsȱdifferȱonȱeachȱoccasion.ȱTheȱproblemȱwithȱVERSEȱisȱthat,
likeȱCHORUS,ȱitȱmeansȱdifferentȱthingsȱinȱdifferentȱcontexts,ȱasȱwillȱevenȬ
tuallyȱbecomeȱclearȱinȱwhatȱfollows.

Figureȱ11Ȭ5ȱ(p.ȱ396)ȱshowsȱthreeȱbasicȱtypesȱofȱdiataxisȱheardȱinȱaȱlarge
proportionȱofȱEnglishȬlanguageȱpopularȱ song.ȱSTROPHICȱFORMȱ isȱpreȬ
sentedȱinȱtheȱtopȱlineȱusingȱBillȱHaley’sȱRockȱAroundȱTheȱClockȱ(1955)ȱas
anȱexample.ȱInȱbasicȱtermsȱtheȱrecordingȱisȱlittleȱmoreȱthanȱaȱseriesȱof

17. MuchȱofȱthisȱsectionȱisȱbasedȱonȱFabbriȱ(2008:ȱ155Ȭ208)ȱandȱonȱFabbriȱ(2009:ȱpassim).
18. AnȱinstrumentalȱrefrainȱisȱcalledȱRITORNELLO,ȱItalianȱforȱREFRAINȱandȱRITORNELLO.
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upȬtempoȱtwelveȬbarȱbluesȱperiodsȱAAAAAAAȱ(p.ȱ342).ȱItȱbeginsȱwith

eightȱbarsȱ(orȱ11Ȉ)ȱofȱsungȱintroductionȱ(‘1,ȱ2,ȱ3ȱo’clock’,ȱetc.).ȱThenȱthere
areȱ twoȱsungȱversesȱ (startingȱ ‘Putȱyourȱgladȱragsȱon’ȱandȱ ‘Whenȱ the
clockȱstrikesȱ2’)ȱfollowedȱbyȱaȱguitarȱsoloȱoccupyingȱtheȱsameȱduration
(12ȱbarsȱorȱ15Ȉ)ȱandȱfollowingȱtheȱsameȱchordsȱasȱeachȱverse.ȱVersesȱ3
andȱ4ȱ(‘Whenȱtheȱchimesȱringȱ5’ȱandȱ‘Whenȱit’sȱ8,ȱ9,ȱ10’)ȱcomeȱnext,ȱfolȬ
lowedȱbyȱtheȱoneȬnoteȱhornȱriffȱversionȱofȱtheȱsameȱ12Ȭbar,ȱ15Ȭsecond
period.ȱTheȱrecordingȱendsȱwithȱaȱ finalȱsungȱverseȱ (‘Whenȱ theȱclock
strikesȱ12’)ȱandȱaȱbriefȱcadentialȱcodaȱwithoutȱvocals.19ȱ

Fig. 11-5. Common types of recursive (cyclical) diataxis in popular song: 
(i) strophic; (ii) verse-refrain (VR); (iii) chorus-bridge (CB) or AABA 
(32-bar ‘jazz standard’)

TheȱsmallȱHsȱinȱFigureȱ11Ȭ5ȱ(i)ȱdenoteȱtheȱoccurrenceȱofȱtheȱsong’sȱHOOK

LINES20ȱ(‘We’reȱgonnaȱrockȱaroundȱtheȱclockȱtonight’ȱetc.)ȱwhichȱoccupy
theȱlastȱpartȱofȱeachȱtwelveȬbarȱperiodȱorȱverse.ȱWhileȱmostȱHOOKSȱhave
theȱchorusȱcharacterȱofȱaȱrefrainȱinȱthatȱtheyȱpresentȱrecurrencesȱofȱthe
sameȱtuneȱwithȱtheȱsameȱwords,ȱtheyȱareȱnoȱmoreȱthanȱjustȱoneȱelement

inȱtheȱepisodeȱcontainingȱthem,ȱbeȱitȱverse,ȱrefrainȱorȱchorus:ȱhooksȱdo

19. EpisodeȱtimingsȱinȱRockȱAroundȱTheȱClock:ȱ0:00ȱIntro;ȱ0:11ȱV1ȱ1;ȱ0:27ȱV2;ȱ0:43ȱGuitarȱ
solo;ȱ0:58ȱV3;ȱ1:14ȱV4;ȱ1:30ȱHornȱriffs;ȱ1:46ȱV5;ȱ1:59ȱCodaȱ(endsȱatȱ2:07).ȱ

20. Forȱdefinitionȱofȱhook,ȱseeȱGȱBurnsȱ(1987)ȱandȱGlossary.
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notȱinȱthemselvesȱconstituteȱaȱchorusȱorȱrefrain.ȱTheyȱcanȱoccurȱatȱthe
startȱofȱaȱchorus,ȱasȱinȱtheȱAABAȱsongȱBlueȱMoonȱ(p.ȱ398)ȱor,ȱasȱinȱthe
caseȱofȱtheȱtitleȱmusemeȱfromȱAbba’sȱFernando,ȱonȱtheȱlastȱthreeȱsyllaȬ
blesȱofȱphrasesȱ1ȱandȱ2ȱ(ofȱ5)ȱinȱtheȱversesȱandȱphrasesȱ1,ȱ2ȱandȱ4ȱ(ofȱ4)
inȱtheȱrefrain,ȱorȱinȱfactȱvirtuallyȱanywhereȱ inȱtheȱsong,ȱthoughȱmost

commonlyȱsomewhereȱinȱtheȱrefrainȱ(ifȱVRȱpattern)ȱorȱchorusȱ(ifȱCB).ȱ

Theȱmiddleȱ lineȱ (ii)ȱ inȱFigureȱ 11Ȭ5ȱ isȱ aȱgenericȱ representationȱofȱ the
VerseȬRefrainȱ(VR)ȱpattern.ȱFernando’sȱoverallȱVVRVRRȱshapeȱisȱjustȱone
variantȱofȱtheȱVRVRVRRȱshownȱinȱtheȱdiagram.ȱStayingȱwithȱAbba,ȱthe
IVRVRViR+Iȱ ofȱ SOSȱ (1975a)ȱ isȱ anotherȱ variant,ȱ theȱ IRVVR+VR++(I)ȱ of
Dancingȱ Queenȱ (1976)ȱ another,ȱ andȱ theȱ IVRVRnRȱ ofȱ Hastaȱ Mañana
(1974b)ȱyetȱanother.21ȱHoneyȱHoneyȱ(Abba,ȱ1974a)ȱisȱaȱdifferentȱkettleȱof
episodicȱfish.ȱLikeȱmanyȱearlyȱBeatlesȱsongsȱitȱfollowsȱanȱAABAȱorȱCB
(ChorusȬBridge)ȱratherȱthanȱaȱVRȱ(VerseȬRefrain)ȱpattern:ȱitsȱIȱCȱCȱBȱC
Biȱ Cȱ (AABABA)ȱ resembles,ȱ forȱ example,ȱ theȱ ICCBCCiBCIȱ order
(AAAABA)ȱofȱFromȱMeȱToȱYouȱ(Beatles,ȱ1963).ȱSinceȱthisȱdistinctionȱbeȬ
tweenȱVRȱandȱAABAȱpatternsȱmayȱseemȱaȱbitȱarcaneȱtoȱsomeȱreadersȱI’d
betterȱexplainȱitsȱimportance.

AABAȱ(ChorusȬBridge)ȱ
Theȱbottomȱlineȱ(iii)ȱinȱFigureȱ11Ȭ5ȱrepresentsȱChorusȬBridgeȱ(CB)ȱdiaȬ
taxis,ȱasȱtypifiedȱinȱtheȱAABAȱformȱofȱtheȱ32ȬBARȱJAZZȱSTANDARDȱorȱ‘evȬ
ergreen’.ȱSongsȱlikeȱBlueȱMoon,ȱBodyȱ&ȱSoul,ȱMisty,ȱMyȱFunnyȱValentine,
Nightȱ&ȱDay,ȱOl’ȱManȱRiver,ȱOverȱTheȱRainbow,ȱSatinȱDoll,ȱSmokeȱGetsȱIn
YourȱEyesȱandȱStormyȱWeatherȱareȱjustȱnineȱamongȱtheȱcountlessȱAABA
tunesȱdominatingȱmusicȱsalesȱinȱtheȱanglophoneȱworldȱbetweenȱ1925
andȱ1960.ȱManyȱofȱtheseȱjazzȱstandardsȱwereȱwrittenȱforȱmusicalsȱand
theirȱfirstȱconstituentȱepisode,ȱtheȱVERSE,ȱwasȱaȱlengthyȱrecitativoȱtypeȱof
affair,ȱcontainingȱlittleȱbyȱwayȱofȱmemorableȱmelodicȱorȱrhythmicȱmaȬ
terial.ȱItsȱfunctionȱwasȱtoȱlinkȱtheȱplotȱofȱtheȱdramaȱtoȱtheȱmomentȱwhen

actionȱcouldȱbeȱfrozenȱandȱtheȱstageȱsetȱforȱaȱshowȬstoppingȱtune.ȱHere,

forȱexample,ȱareȱsomeȱextractsȱfromȱtheȱlyricsȱofȱtheȱpreparatoryȱVERSE
toȱBlueȱMoonȱ(RȱRodgers,ȱ1934).22

21. Viȱ=ȱVerseȱasȱinstrumentalȱepisode,ȱwithoutȱvocals;ȱR+ȱ=ȱextendedȱrefrain;ȱnRȱ=ȱ
refrainȱraisedȱ½ȱtoneȱ(seeȱ‘trucker’sȱgearȱchange’,ȱp.ȱ414).

22. BlueȱMoonȱwasn’tȱactuallyȱwrittenȱforȱtheȱmusicalȱstageȱbutȱitȱstillȱhasȱitsȱobligatoryȱ
introductoryȱverseȱasȱifȱitȱwereȱincludedȱinȱaȱmusical.
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‘Onceȱuponȱaȱtimeȱ|ȱBeforeȱIȱtookȱupȱsmiling,ȱ|ȱIȱhatedȱtheȱmoonlight…

Withȱnoȱoneȱtoȱstayȱupȱfor,ȱ|ȱIȱwentȱtoȱsleepȱatȱten…
Myȱheartȱwasȱjustȱanȱorgan,ȱ|ȱMyȱlifeȱhadȱnoȱmissionȱ…ȱ[BUT]ȱ
NowȱthatȱIȱhaveȱyouȱ|…ȱIȱawakeȱinȱHeaven’ȱ[THAT’SȱWHYȱIȱWANTȱTOȱSAY…]

Veryȱ fewȱpeopleȱrememberȱaȱshowȱ tune’sȱverseȱbutȱ thousandsȱknow
theȱCHORUSȱthatȱkicksȱinȱonȱcueȱfromȱtheȱverse’sȱTHAT’SȱWHYȱIȱWANTȱTO
SAY/SINGȱsetup.ȱTheȱlyricsȱofȱBlueȱMoon’sȱ32ȬbarȱCHORUSȱrunȱasȱfollows

(seeȱalsoȱfiguresȱ11Ȭ5ȱandȱ11Ȭ6,ȱpp.ȱ396ȱandȱ399).

A.ȱBlueȱmoon,ȱ|ȱYouȱsawȱmeȱstandingȱaloneȱ[BARSȱ1Ȭ4]ȱ
Withoutȱaȱdreamȱinȱmyȱheart,ȱ|ȱWithoutȱaȱloveȱofȱmyȱown.ȱ[BARSȱ5Ȭ8]

A.ȱBlueȱmoon,ȱ|ȱYouȱknewȱjustȱwhatȱIȱwasȱthereȱfor.ȱ[BARSȱ9Ȭ12]
Youȱheardȱmeȱsayingȱaȱprayerȱforȱ|ȱSomeoneȱIȱreallyȱcouldȱcareȱfor.ȱ[13Ȭ16]

B.ȱAndȱthenȱsuddenlyȱappearedȱbeforeȱmeȱ[BARSȱ17Ȭ18]
Theȱonlyȱoneȱmyȱarmsȱcouldȱeverȱhold.ȱ[BARSȱ19Ȭ20]
Iȱheardȱsomebodyȱwhisperȱ“pleaseȱadoreȱme”ȱ[BARSȱ21Ȭ22]
AndȱwhenȱIȱlookedȱthatȱmoonȱhadȱturnedȱtoȱgold.ȱ[BARSȱ23Ȭ24]

A.ȱBlueȱmoon,ȱ|ȱNowȱIȇmȱnoȱlongerȱaloneȱ[BARSȱ25Ȭ28]
Withoutȱaȱdreamȱinȱmyȱheart,ȱ|ȱWithoutȱaȱloveȱofȱmyȱown.’ȱ[BARSȱ29Ȭ32]

Versesȱtoȱtunesȱlikeȱthisȱfellȱquicklyȱintoȱobscurity.ȱOneȱyearȱafterȱBlue
Moonȱwasȱpublished,ȱAlȱBowllyȱandȱtheȱRayȱNobleȱbandȱrecordedȱthe
song’sȱ totalȱchorus,ȱwithoutȱ itsȱverse,ȱ twiceȱ inȱsuccessionȱasȱAABAȱ+
AABA.ȱ Thatȱ recordingȱ isȱ atȱ theȱ basisȱ ofȱ Figureȱ 11Ȭ6ȱ (p.ȱ 399)ȱwhich

showsȱhowȱ fourȱ twoȬbarȱphrasesȱconstituteȱeachȱofȱ theȱAABAȱ form’s

eightȬbarȱperiods,ȱandȱhowȱthoseȱfourȱeightȬbarȱperiodsȱproduceȱfour
episodes:ȱ[1]ȱtheȱAȱsectionȱthatȱisȱ[2]ȱrepeatedȱsoȱthatȱitȱspansȱtwoȱperiȬ
odsȱ(35Ȉȱatȱ110ȱbpm);ȱ[3]ȱtheȱBRIDGEȱorȱMIDDLEȱEIGHTȱ(theȱBȱsection),ȱconȬ
tainingȱcontrastingȱmaterial,ȱsomeȱofȱitȱinȱaȱdifferentȱkeyȱ(17½Ȉ);ȱ[4]ȱthe
Aȱsectionȱinȱrecap,ȱalsoȱspanningȱaȱsingleȱperiodȱ(17½Ȉ).23ȱ

23. EpisodesȱinȱtheȱAlȱBowllyȱrecordingȱofȱBlueȱMoonȱ(RȱRodgers,ȱ1934)ȱrunȱ[intro]ȱ|Aȱ
A|B|Aȱ|AȱAȱ(instr.)ȱ|Bȱ|Aȱ[coda].ȱTheȱtwoȱAABAȱpatternsȱoccupyȱ2ȇ20Ȉȱofȱ2ȇ47Ȉ.ȱSeeȱ
alsoȱtheȱ32Ȭbarȱstandardȱsuggestedȱonȱpageȱ409ȱandȱ’Cyclicalȱprocessuality’ȱ(p.ȱ392).ȱ
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Fig. 11-6. Episodes in typical 32-bar jazz standard chorus (AABA diataxis)

SinceȱsongsȱlikeȱBlueȱMoon,ȱBodyȱAndȱSoul,ȱMistyȱandȱMyȱFunnyȱValenȬ
tineȱ areȱ almostȱ alwaysȱperformedȱwithoutȱ theirȱ introductoryȱverses,
theyȱareȱ toȱallȱ intentsȱandȱpurposesȱ justȱ theirȱchorusȱsections.ȱThose
chorusesȱcontainȱinȱtheirȱturnȱaȱcontrastingȱBȱsectionȱcalledȱBRIDGEȱin
NorthȱAmericaȱandȱMIDDLEȱEIGHTȱinȱtheȱUK.24ȱSinceȱtheȱAȱsectionȱhas
noȱspecialȱnameȱit’sȱsometimesȱcalledȱtheȱCHORUSȱjustȱtoȱdistinguishȱit
fromȱtheȱbridge,ȱevenȱthoughȱAȱandȱBȱareȱbothȱpartȱofȱtheȱchorusȱinȱthe
originalȱsenseȱofȱtheȱwordȱinȱthisȱcontext.

TheȱchorusesȱofȱsongsȱlikeȱBlueȱMoonȱare,ȱasȱcompleteȱsongsȱinȱthemȬ
selves,ȱ oftenȱ referredȱ toȱ asȱ JAZZȱ STANDARDS,ȱ andȱ aȱ completeȱ 32Ȭbar
(AABA)ȱunitȱisȱwhatȱjazzȱmusiciansȱusuallyȱmeanȱbyȱCHORUS.25ȱIndeed,
it’sȱworthȱ rememberingȱ thatȱ jazzȱ standardsȱ (allȱ thoseȱ choruses)ȱ not
onlyȱprovidedȱtheȱharmonicȱandȱmelodicȱbasisȱforȱjazzȱimprovisation

butȱwereȱalsoȱtheȱmainȱsourceȱofȱmaterialȱforȱallȱthoseȱhighlyȱpopular
danceȱbandsȱofȱwhichȱmanyȱnotedȱjazzȱmusiciansȱhadȱbeenȱmembers

duringȱtheȱperiodȱ1925Ȭ1950.ȱAndȱit’sȱnotȱasȱifȱAABAȱdiataxisȱsuddenly
startedȱinȱtheȱ1920s,ȱflourishedȱandȱthenȱsuddenlyȱdisappearedȱagain.
ItsȱdirectȱpredecessorsȱareȱfoundȱinȱEuropeanȱmusicȱforȱtheȱstageȱand
canȱbeȱtracedȱbackȱtoȱtheȱDAȱCAPOȱARIAȱofȱBaroqueȱoperas,ȱoratoriosȱand
cantatas.ȱTheȱdaȱcapoȱariaȱwasȱusuallyȱprecededȱbyȱanȱeasilyȱforgotten
introductoryȱ recitativeȱ likeȱ theȱ jazzȱ standard’sȱ verse.ȱ Then,ȱ theȱ aria
proper,ȱlikeȱtheȱjazzȱstandardȱchorus,ȱstartedȱwithȱtheȱmainȱAȱsection.

Episode

EpisodeȱAȱ(twice):

chorusȱincl.ȱhookȱ
1ȱ×ȱ2ȱperiodsȱ(35Ȉȱatȱ110ȱbpm)

EpisodeȱB
bridgeȱor
middleȱ8ȱ(17½Ȉ)

EpisodeȱAȱ
chorus,ȱincl.ȱ
hookȱ(17½”)

Period 8ȱbars 8ȱbars 8ȱbars 8ȱbars

Phrase 1ȱ 2 3 4 1ȱ 2 3 4 1ȱ 2 3 4 1ȱ 2 3 4

Bars 1ȱ2ȱ3ȱ4ȱ5ȱ6ȱ7ȱ8 1ȱ2ȱ3ȱ4ȱ5ȱ6ȱ7ȱ8 1ȱ2ȱ3ȱ4ȱ5ȱ6ȱ7ȱ8 1ȱ2ȱ3ȱ4ȱ5ȱ6ȱ7ȱ8

24. Theȱmiddleȱeightȱcanȱsometimesȱbeȱeightȱorȱsixteen,ȱdependingȱonȱmetreȱandȱtempo.

25. AtȱleastȱthatȱisȱwhatȱCharlieȱParkerȱmeantȱbyȱtheȱword:ȱ‘[i]fȱyouȱcan’tȱsayȱitȱinȱthreeȱ
orȱfourȱchoruses,ȱyouȱain’tȱsayingȱit’ȱ(Fratellone,ȱ2005).ȱParkerȱisȱinȱeffectȱsayingȱthatȱ
jazzȱmusiciansȱunableȱtoȱgetȱtheirȱmessageȱacrossȱinȱsoloȱimprovisationȱoverȱaȱduraȬ
tionȱofȱfourȱchorusesȱ(4ȱ×ȱ32ȱ=ȱ128ȱbarsȱorȱ4ȱAABAȱunits)ȱareȱunlikelyȱeverȱtoȱdoȱso.
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ThatȱAȱwasȱ followedȱbyȱaȱ shorterȱ secondȱ episodeȱ (B)ȱofȱ contrasting
characterȱandȱtheȱariaȱwasȱroundedȱoffȱwithȱaȱrecapȱ(daȱcapo)ȱofȱtheȱfirst
sectionȱ(A)ȱduringȱwhichȱ theȱvocalistȱwas,ȱ likeȱ theȱ jazzȱmusician,ȱexȬ
pectedȱtoȱexhibitȱimprovisatoryȱskills.26ȱTheȱ[A]ABAȱschemeȱalsoȱhasȱa
longȱhistoryȱasȱinstrumentalȱmusic:ȱmarchesȱandȱpopularȱdancesȱlike
theȱbourrée,ȱminuet,ȱpolkaȱandȱwaltzȱalmostȱalwaysȱincludeȱaȱcontrastȬ
ingȱmiddleȱ(B)ȱsection,ȱoftenȱcalledȱtheȱTRIO.ȱ

Theȱcentripetalȱ[A]ABAȱpatternȱofȱtheȱdaȱcapoȱaria,ȱofȱmarchesȱandȱof
olderȱdanceȱ forms,ȱconsistingȱofȱ two,ȱnotȱ three,ȱcontrastingȱepisodes
plusȱrecapȱofȱtheȱfirstȱone,ȱisȱwidelyȱbutȱratherȱconfusinglyȱknownȱin
euroclassicalȱmusicȱ theoryȱ asȱ ‘ternaryȱ form’.27ȱWhenȱ jazzȱwasȱ atȱ its
mostȱpopular,ȱtheȱ ‘ternaryȱform’ȱofȱtheȱAABAȱ ‘standard’ȱappearedȱ in
versionsȱthatȱwereȱoftenȱsolelyȱinstrumentalȱ—someȱstrictlyȱarranged,
othersȱhighlyȱimprovised—ȱorȱthatȱwereȱsungȱthroughȱfromȱstartȱtoȱfinȬ
ish,28ȱorȱinȱdanceȱbandȱrecordingsȱwhereȱtheȱvocalistȱwasȱgivenȱjustȱone
outȱofȱtheȱfourȱorȱfiveȱchorusesȱthatȱwouldȱfitȱonȱaȱ78ȱrpmȱdisc.29ȱMoreȬ
over,ȱlikeȱtheȱtwelveȬbarȱbluesȱmatrixȱthatȱsometimesȱrunsȱto,ȱsay,ȱ11½
orȱ14ȱbars,ȱtheȱ32ȬbarȱAABAȱ‘standard’ȱcanȱalsoȱvaryȱinȱlength,ȱasȱwith

theȱ38ȱbarsȱofȱAȱNightingaleȱSangȱInȱBerkeleyȱSquare,ȱorȱtheȱ29ȱbarsȱofȱYesȬ
terdayȱ(Beatles,ȱ1965).30ȱButȱbyȱtheȱtimeȱofȱYesterdayȱweȱareȱatȱtheȱendȱof
theȱeraȱwhenȱtheȱAABAȱdiataxisȱofȱjazzȱstandardsȱwasȱsuchȱaȱcommon

narrativeȱformȱinȱEnglishȬlanguageȱpopularȱsong.ȱThisȱdoesȱnotȱmean

thatȱstrophicȱversesȱandȱAABAȱformȱwereȱtheȱonlyȱdiatacticalȱstrategies
inȱtheȱrepertoireȱbeforeȱYesterdayȱȰRoyȱOrbisonȱandȱhisȱdramatically

26. Forȱexample,ȱEnglishȱNationalȱOperaȱandȱJohnȱMarkȱAinsley’sȱ1999ȱperformanceȱofȱ
Where’erȱYouȱWalkȱ(Handel,ȱ1742)ȱfallsȱintoȱtheȱfollowingȱthreeȱepisodes:ȱAȱ[1:54],ȱBȱ
[0:51],ȱAȱ[1:59],ȱCodaȱ[0:20]ȱ(startsȱatȱ0:06ȱinȱ'BYOZnwQQV18 [120211]).ȱ

27. Theȱextendedȱdiataxisȱofȱeuroclassicalȱsonataȱformȱ(p.409ȱff.)ȱisȱinȱthatȱsenseȱternary.ȱ
‘Ternary’ȱ(e.g.ȱ[A]ABA)ȱisȱopposedȱtoȱtheȱ‘binary’ȱofȱAAB,ȱABB,ȱVRVRR,ȱetc.ȱ

28. e.g.ȱtheȱAlȱBowllyȱversionȱofȱBlueȱMoonȱ(RȱRodgers,ȱ1934);ȱseeȱftnt.ȱ23,ȱp.ȱ398.
29. Forȱexample,ȱtheȱ3:17ȱofȱtheȱ1933ȱAlȱBowllyȱversionȱofȱColeȱPorter’sȱBadȱForȱMeȱruns:ȱ

Introȱ(I)ȱ(4ȱbars),ȱAABAȱinstrumentalȱ(32ȱbars),ȱIȱ(4ȱbars),ȱvoc.ȱ+ȱinstr.ȱAABAȱ(32),ȱIȱ(4),ȱ
AABAȱinstr.ȱ(32),ȱIȱ(4),ȱAABAȱinstr.ȱ(32),ȱfinalȱchordȱ(2ȱbars).ȱBowllyȱsingsȱforȱ43ȱsecȬ
ondsȱ(0:54Ȭ1:37)ȱorȱ22%ȱofȱtheȱrecording’sȱtotalȱrunningȱtime.ȱ

30. Seeȱalsoȱp.ȱ342ȱandȱftnt.ȱ90,ȱp.ȱ342.ȱInȱtheȱWorldȱWarȱIIȱhitȱAȱNightingaleȱSangȱInȱBerkeȬ
leyȱSquareȱ(Sherwin,ȱ1940)ȱtheȱAȱsectionȱcoversȱtenȱbarsȱ(10+10+8+10ȱ=ȱ38).ȱInȱYesterdayȱ
theȱAȱsectionȱcoversȱsevenȱbars:ȱA=7ȱ+ȱA=7ȱ+ȱB=8ȱ+ȱA=7ȱ(AABAȱ=ȱ29ȱbars).

http://www.youtube.com/watch?v=BYOZnwQQV18
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nonȬrecursiveȱbigȱballadsȱareȱaȱstrikingȱcaseȱ inȱpoint31Ȱȱandȱ it’sȱcerȬ
tainlyȱnotȱasȱifȱAABAȱformȱsomehowȱdisappearedȱafterȱ1965.ȱYesterday
isȱnoȱmoreȱ thanȱanȱapproximateȱ referenceȱpoint:ȱAABAȱ formȱwasȱ in
generalȱmoreȱcommonȱbeforeȱitȱandȱlessȱcommonȱafter.32ȱ

‘PostȬYesterday’ȱ

Strophic,ȱverseȬrefrainȱandȱAABAȱtypesȱofȱdiataxisȱmayȱbeȱveryȱcomȬ
monȱinȱEnglishȬlanguageȱpopularȱsongȱbutȱtheyȱareȱbyȱnoȱmeansȱthe
onlyȱwaysȱofȱorderingȱmusicalȱepisodesȱinȱthatȱrepertoire.ȱApartȱfrom
understandingȱ howȱ musicȱ helpsȱ createȱ narrativeȱ cohesionȱ inȱ film
(Chapterȱ14),ȱit’sȱalsoȱworthȱnotingȱhowȱdiataxisȱdivergedȱfromȱestabȬ
lishedȱpatternsȱinȱpopȬrockȱmusicȱofȱtheȱpostȬYesterdayȱera.ȱFiguresȱ11Ȭ
7,ȱ11Ȭ8ȱ(p.ȱ402)ȱandȱ11Ȭ9ȱ(p.ȱ404)ȱprovideȱthreeȱexamplesȱofȱsuchȱchange.

Fig. 11-7. Abba: Name Of The Game (1977) ȸ ABCDE 

Abba’sȱTheȱNameȱOfȱTheȱGameȱ isȱunusualȱbecauseȱafterȱ theȱfirstȱ three
statementsȱofȱtheȱshortȱ(12Ȉ)ȱminorȬkeyȱAȱsectionȱ(theȱinstrumentalȱinȬ
troȱandȱtwoȱsungȱverses)ȱnoȱepisodeȱrecursȱuntilȱhalfȱtheȱsongȱisȱoverȱat
2:03ȱ—AAABCDE.ȱTheȱsecondȱhalfȱconsistsȱonlyȱofȱepisodesȱC,ȱDȱandȱE
—CDECC.ȱIfȱyouȱconsiderȱtheȱnonȬrecapitulatedȱAȱandȱBȱsectionsȱasȱa
sortȱofȱverseȱ(V)ȱandȱCDECCȱasȱaȱsortȱofȱcentripetalȱchorusȱinȱwhichȱthe
shortȱDȱandȱEȱpassagesȱtogetherȱactȱasȱaȱcontrastingȱbridgeȱbetweenȱthe
recurringȱCȱepisodes,ȱyouȱcouldȱargueȱthatȱtheȱ tuneȱfollowsȱaȱsortȱof
jazzȬstandardȱpatternȱofȱVȱ(‘verse’)ȱplusȱaȱ‘ternaryȱchorus’ȱrunningȱCBȬ
CBCC.ȱHowever,ȱgivenȱthatȱtheȱsong’sȱAȱandȱBȱepisodesȱareȱinȱtheȱsame

grooveȱasȱC,ȱDȱandȱE,ȱit’sȱdifficultȱtoȱhearȱthemȱasȱaȱ‘verse’ȱinȱrelationȱto
aȱ‘chorus’:ȱtheȱoverallȱeffectȱremainsȱoneȱofȱnonȬrecursiveȱepisodicȱproȬ
gressionȱratherȱthanȱofȱ‘ternary’ȱcentripetality.33ȱ

31. SeeȱOrbisonȱ(1960,ȱ1963,ȱ1964).ȱForȱexample,ȱInȱDreamsȱ(Orbison,ȱ1963)ȱhasȱanȱ
entirelyȱnonȬrecursiveȱABCDEȱstructure:ȱnoȱepisodeȱisȱrepeated.

32. [a]ȱExceptionsȱtoȱtheȱdisappearanceȱofȱAABAȱinȱpostȬ1965ȱanglophoneȱpopularȱsongȱ
includeȱTheȱLongȱAndȱWindingȱRoadȱ(Beatles,ȱ1970),ȱWholeȱLottaȱLoveȱ(LedȱZeppelin,ȱ
1969:ȱextendedȱAABA)ȱandȱJustȱTheȱWayȱYouȱAreȱ(Joel,ȱ1977).ȱ[b]ȱForȱformȱinȱBeatlesȱ
songs,ȱseeȱFabbriȱ(2008,ȱ2009).ȱ[c]ȱForȱformȱinȱEurovisionȱsongs,ȱseeȱBjörnbergȱ(1987).ȱ
[d]ȱForȱformȱinȱhipȬhopȱandȱrap,ȱseeȱEdwardsȱ(2009).ȱ
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Fig. 11-8. Beatles: A Day In The Life (1967) ȸ episodic overview34 

TheȱBeatles’ȱAȱDayȱInȱTheȱLifeȱ(fig.ȱ11Ȭ8)ȱstartsȱwithȱaȱshortȱintroȱ(‘I’),ȱafȬ
terȱwhichȱJohnȱLennonȱ(‘JL’)ȱsingsȱnotȱ twoȱbutȱ threeȱnarrativeȱverses
aboutȱtheȱcuriousȱdeathȱofȱaȱminorȱcelebrity.ȱThatȱestablishesȱaȱstrophic,
storyȬtelling,ȱmultiȬverseȱballadȱpattern,ȱbutȱinsteadȱofȱaȱfourthȱverse,
orȱaȱrefrain,ȱorȱinstrumentalȱinterlude,ȱwe’reȱsweptȱatȱ1:37ȱintoȱ45ȱsecȬ
ondsȱofȱcacophonousȱorchestralȱclustersȱinȱaȱlongȱascendingȱglissando
(‘Gliss’)ȱthatȱcouldȱendȱanywhereȱatȱanyȱtime.ȱThatȱtonalȱandȱtemporal

unpredictabilityȱisȱunsettling.ȱInȱfactȱweȱarriveȱatȱ2:17ȱinȱaȱsphereȱeven
moreȱmundaneȱ thanȱ thatȱofȱ theȱpreviousȱ JLȱ ‘ballad’ȱverses.ȱButȱ this
time,ȱit’sȱsomeoneȱelse,ȱMcCartneyȱ(‘McC’),ȱwho’sȱtheȱfirstȬpersonȱnarȬ
rator,ȱtellingȱaȱdifferentȱstoryȱ(banalȱdetailsȱofȱmatutinalȱstress)ȱinȱaȱdifȬ
ferentȱ voice,ȱ toȱ aȱ differentȱ tune,ȱwithȱ aȱmuchȱ lessȱ balladȬlike,ȱmore

mechanicallyȱ animatedȱ sortȱ ofȱ accompanimentȱ untilȱ heȱ fallsȱ ‘intoȱ a
dream’ȱatȱ2:46ȱandȱ theȱfloatingȱ ‘Ah!’ȱphrasesȱ takeȱover,ȱswimmingȱ in
unrealȱ amountsȱ ofȱ reverbȱ (‘Ah’).ȱ Lennonȱ returnsȱ atȱ 3:15ȱwithȱwhat

soundsȱlikeȱaȱrecapȱofȱtheȱinitialȱballadȱversesȱ(‘JL’),ȱexceptȱthatȱthisȱtime

heȱonlyȱsingsȱoneȱsuchȱverse,ȱandȱthatȱitsȱlyricsȱareȱevenȱmoreȱsurreal
(theȱ‘4000ȱholes’,ȱetc.)ȱthanȱthoseȱofȱtheȱinitialȱverses.ȱThisȱrecurrenceȱat
3:15ȱmayȱtechnicallyȱbeȱaȱrecapȱbutȱitȱalsoȱworksȱlikeȱaȱflashbackȱthatȱinȬ
terpretsȱtheȱinitialȱstoryȬtellingȱrealityȱinȱtheȱlightȱ(orȱfog)ȱofȱtheȱinterȬ
veningȱpsychedeliaȱ (theȱ ‘Gliss’ȱandȱ ‘Ah!’ȱepisodes).ȱAfterȱ justȱoneȱ JL
verseȱweȱareȱlaunchedȱbackȱintoȱanȱunmistakableȱrecapȱofȱmegaȬglisȬ
sandoȱcacophonyȱatȱ3:43ȱwhichȱleadsȱthisȱsecondȱtimeȱnotȱbackȱtoȱthe
sphereȱofȱmundaneȱmorningȱstressȱbutȱtoȱtheȱ45Ȭsecondȱfinalȱorchestral

33. TheȱNameȱOfȱTheȱGameȱruns:ȱ0:00ȱAȬintro;ȱ0:12ȱAȬvocalȱ1ȱ(‘I’veȱseenȱyouȱtwice’);ȱ0:24ȱ
AȬvocalȱ2ȱ(‘Itȱseemsȱtoȱme’);ȱ0:37ȱBȬvocalȱ(‘Iȱwasȱanȱimpossibleȱcase’);ȱ0:55ȱCȱ(hookȱ
‘TheȱNameȱofȱtheȱGame’);ȱ1:14ȱDȱ(‘Tellȱmeȱplease’);ȱ1:29ȱEȱ(‘Makeȱmeȱtalk’);ȱ2:03ȱCȱ
(hook);ȱ2:23ȱD;ȱ2:37ȱE);ȱ3:14ȱCȱ(hook,ȱrepeated,ȱfaded).ȱTheȱAbbaȱAȱandȱBȱsectionsȱareȱ
metricallyȱregularȱandȱnonȬrecitativo,ȱunlikeȱaȱjazzȱstandardȱverse,ȱbut,ȱlikeȱaȱjazzȱ
standardȱverse,ȱtheyȱcontainȱnoȱmaterialȱusedȱlaterȱinȱtheȱsongȱandȱtheyȱdoȱoccupyȱ
theȱinitialȱ25%ȱofȱtheȱtotalȱdurationȱ(cf.ȱ11Ȭ5ȱ(iii),ȱp.ȱ396).ȱForȱstrikingȱexamplesȱofȱ
nonȬrecursiveȱdiataxisȱinȱanglophoneȱpopularȱsongȱseeȱftnt.ȱ31,ȱp.ȱ401.ȱ

34. FigureȱadaptedȱfromȱdiagramȱinȱFabbriȱ(2009:ȱ13Ȭ14).
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chordȱatȱ4:18ȱandȱitsȱcavernousȱreverbȱwordȬpaintingȱtheȱ‘4000ȱholes’
theyȱnowȱknowȱ‘itȱtakesȱtoȱfillȱtheȱAlbertȱHall’.35ȱIfȱyouȱinterpretȱthis
pieceȱ inȱ termsȱ likeȱ theȱ ABSURDITYȱ OFȱ CONVENTIONALȱ NARRATIVE,ȱ the
STRANGENESSȱ OFȱNORMALITY,ȱ EVERYDAYȱ REALITYȱ ASȱ SURREAL,ȱ etc.,ȱ then
changingȱ theȱorderȱofȱepisodesȱ inȱ thisȱpieceȱwould,ȱ likeȱ theȱFernando
commutationsȱ describedȱ earlier,ȱ produceȱ aȱ radicallyȱ differentȱ stateȬ
ment.ȱImagineȱwhatȱwouldȱhappenȱifȱyouȱstartedȱAȱDayȱInȱTheȱLifeȱwith

glissandoȱchaosȱandȱendedȱwithȱseveralȱversesȱofȱaȱnormalȱstrophicȱbalȬ
lad,ȱorȱifȱyouȱendedȱitȱwithȱaȱshort,ȱsharpȱcadence,ȱorȱwithȱaȱfadeȬout
overȱaȱrepeatedȱ‘Iȱreadȱtheȱnewsȱtoday,ȱohȱboy,ȱohȱboy,ȱohȱboy!’ȱAbnorȬ
malȱdiataxisȱisȱsimplyȱanȱexpressiveȱadvantageȱifȱtheȱstrangenessȱofȱevȬ
erydayȱnormalityȱisȱnotȱjustȱtoȱbeȱunderstoodȱverballyȱbutȱsomethingȱto
beȱexperiencedȱmusically.ȱ

Figureȱ11Ȭ9ȱ(p.ȱ404)ȱshowsȱtheȱnarrativeȱformȱofȱTheȱHouse,ȱTheȱStreet,
TheȱRoomȱ(GentleȱGiant,ȱ1971).36ȱTheȱmostȱobviousȱfeatureȱinȱtheȱdiaȬ
gramȱisȱtheȱguitarȱsoloȱwhich,ȱwithȱtheȱbreakȱprecedingȱitȱatȱ2:39,ȱoccuȬ
piesȱ34%ȱofȱtheȱalbumȱtrack’sȱtotalȱdurationȱ(6:04).ȱTheȱsheerȱlengthȱand
tonalȱcleverness37ȱofȱthatȱsoloȱaren’tȱtheȱonlyȱthingsȱlikelyȱtoȱimpressȱseȬ
riousȱyoungȱmusicians:ȱitsȱMUSOȱMUSICȱstatusȱisȱfurtherȱenhancedȱbyȱthe
arcaneȱ instrumentationȱandȱaleatoricȱcharacterȱofȱ theȱ twoȱquodlibets
occupyingȱanotherȱ22%ȱofȱ theȱ track,ȱ traitsȱ thatȱdrawȱattentionȱ toȱ the
band’sȱavantȬgardeȱandȱmodernȱjazzȱcredentials.38ȱThatȱleavesȱlessȱthan
halfȱtheȱpieceȱ(44%)ȱtoȱhouseȱitsȱmainȱideasȱwhichȱincludeȱtwoȱclever
butȱforgettableȱriffsȱandȱnothingȱatȱallȱconduciveȱtoȱdanceȱorȱsingalong.

35. AȱDayȱInȱTheȱLifeȱruns:ȱ0:00ȱIntroȱ1;ȱ0:09ȱJohnȱLennonȱ(JL)ȱv1ȱ(‘Iȱreadȱtheȱnews’);ȱ0:40ȱ
JLȱv2ȱ(‘Heȱblewȱhisȱmindȱout’);ȱ1:09ȱJLȱv3ȱ(‘Iȱsawȱaȱfilmȱtoday’);ȱ1:37ȱMegaȬglissandoȱ
1;ȱ2:12ȱIntroȱ2;ȱ2:17ȱPaulȱMcCartneyȱ(McC)ȱv1;ȱ2:32ȱMcCȱv2;ȱ2:46ȱ‘Ah!’;ȱ3:15ȱJLȱv4;ȱ
MegaȬglissandoȱ2;ȱ4:18ȱFinalȱchord;ȱ5:05ȱEndȱloopȱ(notȱdiscussedȱhere);ȱ5:29ȱEnd.ȱTheȱ
lyricsȱofȱtheȱfinalȱrecapȱverseȱare:ȱ‘Iȱreadȱtheȱnewsȱtoday,ȱohȱboy!ȱ4000ȱholesȱinȱBlackȬ
burn,ȱLancashire.ȱAndȱthoughȱtheȱholesȱwereȱratherȱsmall,ȱTheyȱhadȱtoȱcountȱthemȱ
all.ȱNowȱtheyȱknowȱhowȱmanyȱholesȱitȱtakesȱtoȱfillȱtheȱAlbertȱHall’.

36. TheȱGentleȱGiantȱtrackȱruns:ȱ0:00ȱinstr.ȱriffȱ1ȱ(R1);ȱ0:11ȱRiffȱ2;ȱ0:22ȱverseȱ1ȱ(v1)ȱbasedȱ
onȱR1;ȱ0:33ȱv2ȱbasedȱonȱR2;ȱ0:43ȱinstr.ȱbasedȱonȱR1ȱ(i1);ȱ0:54ȱinstr.ȱbasedȱonȱR2ȱ(i2);ȱ
1:01ȱv1;ȱ1:11ȱv2;ȱ1:21ȱi1;ȱ1:31ȱi2;ȱ1:41ȱi3;ȱ1:51ȱaleatoryȱquodlibetȱ(q1);ȱ2:39ȱguitarȱbreak;ȱ
2:48ȱguitarȱsolo;ȱ4:42ȱv1;ȱ4:52ȱv2;ȱ5:02ȱi1;ȱ5:12ȱi2;ȱ5:21ȱi3;ȱ5:30ȱq2;ȱ6:04ȱend.

37. Theȱguitarȱsolo’sȱ2:03ȱconsistsȱofȱ30ȱbarsȱinȱ6/4ȱmetreȱwithȱfiveȱbarsȱdevotedȱtoȱ
improvisationȱonȱeachȱofȱtheȱwholeȬtoneȱscale’sȱsixȱdifferentȱpitches.



404 Tagg:ȱMusic’sȱMeaningsȱ—ȱ11.ȱDiataxis

Whetherȱ suchȱmusicalȱ scholasticismȱ isȱ interestingȱ andȱ innovativeȱor
pretentiousȱandȱboringȱisȱnotȱtheȱpointȱhere.ȱTheȱpointȱisȱthatȱtheȱGentle
Giantȱtrackȱusesȱaȱgeneralȱnarrativeȱpatternȱsendingȱsignalsȱofȱmusical

eruditionȱ thatȱworkȱasȱ follows.ȱTheȱ initialȱVȱVȱ Iȱ Iȱ sectionȱ (0:11Ȭ1:02)
formsȱaȱlargeȱepisodeȱ(A1)ȱthatȱrepeatsȱ(1:02ȱtoȱ1:51)ȱasȱVȱVȱIȱIȱIȱ(A2)ȱand
isȱrecapitulatedȱ(4:42Ȭ5:30),ȱafterȱtheȱ interveningȱquodlibetȱandȱguitar
soloȱ(B),ȱasȱVȱVȱIȱIȱIȱ(A3).ȱThatȱextendedȱAABAȱstructure,ȱwithȱtheȱsecȬ
ondȱquodlibetȱasȱcoda,ȱcloselyȱresemblesȱtheȱoverallȱAABAȱepisodicity
ofȱ euroclassicalȱ SONATAȱ FORMȱ (p.ȱ 409).ȱ Inȱ theȱ contextȱ ofȱ anglophone
rockȱfromȱtheȱearlyȱ1970s,ȱtheȱpiece’sȱdurationȱandȱdiataxis,ȱasȱwellȱas
theȱ contentsȱ andȱ connotationsȱ ofȱ itsȱ constituentȱ episodes,ȱ placeȱ it
squarelyȱinȱtheȱavantȬgardeȱballparkȱofȱtheȱprogȱrockȱplayingȱfield.ȱ

Fig. 11-9. Gentle Giant: The House, The Street, The Room (1971) 
ȸ episodic overview39 

Extensionalȱdiataxisȱ
BothȱAȱDayȱInȱTheȱLifeȱandȱtheȱGentleȱGiantȱtrackȱjustȱdiscussedȱareȱlong
piecesȱcomparedȱtoȱtheȱusualȱtwo,ȱthreeȱorȱfourȱminutesȱofȱmostȱpopuȬ
larȱ songȱ recordings.ȱ Indeed,ȱ tracksȱonȱ symphonicȱ andȱprogȱ rockȱ alȬ
bumsȱtendȱnotȱonlyȱtoȱlastȱlonger40ȱbutȱalsoȱtoȱreceiveȱmoreȱextensive
episodicȱtreatmentȱthanȱaȱpopȱsongȱtoȱwhichȱaȱsimpleȱAABAABAAȱor
VVRVRVRRȱorderȱofȱeventsȱisȱwellȱsuited.41ȱNoneȱofȱthisȱmeansȱthatȱosȬ
tensiblyȱsimpleȱdiataxisȱbecomesȱboringȱonceȱitȱextendsȱbeyondȱthree

38. Quodlibet:ȱaȱpieceȱcombiningȱseveralȱdifferentȱsnippetsȱofȱpopularȱtunesȱinȱcounterȬ
point.ȱTheȱ‘arcane’ȱinstrumentationȱincludesȱpiano,ȱharpsichord,ȱvibraphoneȱandȱ
trumpet.ȱALEATORIC:ȱusingȱchanceȱtoȱdetermineȱwhatȱisȱplayed.ȱAleatoricȱtechniquesȱ
wereȱpractisedȱbyȱavantȬgardeȱcomposersȱlikeȱBoulezȱandȱStockhausen.

39. FigureȱadaptedȱfromȱdiagramȱinȱFabbriȱ(2009:ȱ13Ȭ14).
40. Threeȱextremeȱexamples:ȱ[1]ȱ22:54ȱSupper’sȱReadyȱ(Genesis,ȱ1972);ȱ[2]ȱ25:50ȱShineȱOnȱ

YouȱCrazyȱDiamondȱ(PinkȱFloyd,ȱ1975);ȱ[3]ȱ1:21:14ȱTalesȱFromȱTopographicȱOceansȱ(Yes,ȱ
1973).ȱForȱmoreȱexamples,ȱseeȱPirenneȱ(2011:ȱ220).

41. Sinceȱanȱ8Ȭbarȱepisodeȱatȱ108ȱbpmȱlastsȱ0:18,ȱbothȱAABAABAAȱandȱVVRVRVRRȱ(8ȱ
episodesȱeach)ȱwouldȱcoverȱ2:06,ȱleavingȱplentyȱofȱroomȱforȱintrosȱandȱoutros.
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orȱfourȱminutes.ȱIndeed,ȱtheȱsixȱminutesȱofȱverseȱandȱrefrainȱinȱDylan’s
LikeȱAȱRollingȱ Stoneȱ (1965b),ȱ notȱ toȱmentionȱ theȱ fortyȬthreeȱ strophic
versesȱinȱtheȱnineȬminuteȱBrazilianȱrockȱclassicȱFaroesteȱcabocloȱ(Legião
Urbana,ȱ1987),ȱbothȱtestifyȱeloquentlyȱtoȱtheȱcontrary.42ȱThatȱsaid,ȱyou
areȱasȱaȱruleȱmoreȱlikelyȱtoȱfindȱcomplexȱdiataxisȱinȱlongerȱratherȱthan
shorterȱpieces.ȱTheȱquestionȱ isȱwhat,ȱ ifȱanything,ȱ theȱnarrativeȱ forms

andȱactualȱdurationsȱofȱtheseȱlongȱpiecesȱcanȱcommunicateȱapartȱfrom
themselves.ȱLet’sȱstartȱwithȱtheȱdurations.ȱ

MegaȬduration

AsȱweȱsawȱinȱChapterȱ8ȱ(p.ȱ288),ȱtheȱbasicȱunitȱofȱmusicalȱmegaȬduraȬ
tionȱisȱthatȱofȱanȱentireȱpiece,ȱbeȱitȱaȱtitleȱthemeȱlastingȱoneȱminute,ȱa
popȱsongȱorȱSchubertȱLiedȱlastingȱaroundȱthreeȱminutes,ȱorȱaȱprogȱrock
orȱ jazzȱ fusionȱ track,ȱorȱaȱmovementȱ fromȱaȱeuroclassicalȱ symphony,

lastingȱsixȱminutesȱorȱmore.ȱNow,ȱthere’sȱnoȱroomȱhereȱtoȱdiscussȱthe
diataxisȱofȱindividualȱpiecesȱ(megaȬdurations)ȱasȱelementsȱinȱaȱlarger
workȱorȱasȱingredientsȱinȱanotherȱmusicallyȱcoherentȱcontextȱ(gigaȬduȬ
rations).ȱTrue,ȱtheȱorderingȱofȱtunesȱinȱaȱstageȱmusicalȱorȱrockȱopera,ȱor
onȱaȱ conceptȱalbum,ȱorȱofȱmovementsȱ inȱaȱeuroclassicalȱwork,ȱorȱof
danceȱtracksȱonȱaȱDJ’sȱplaylist,ȱorȱofȱitemsȱinȱaȱsegmentȱofȱMuzak,ȱorȱof
tunesȱperformedȱbyȱaȱliveȱband,ȱetc.ȱcanȱallȱobviouslyȱinfluenceȱ‘whatȱis
communicatedȱtoȱwhomȱwithȱwhatȱeffect’.ȱTherefore,ȱifȱtheȱpieceȱunder
analysisȱisȱanȱintrinsicȱpartȱofȱaȱmoreȱextensiveȱmusicalȱworkȱthatȱyour
listenersȱhearȱasȱaȱwholeȱ(e.g.ȱaȱeuroclassicalȱmovementȱorȱaȱconceptȱalȬ
bumȱtrackȱnotȱreleasedȱasȱaȱsingle),ȱ it’sȱadvisableȱtoȱdiscussȱ itsȱdirect
musicalȱcontextȱasȱpartȱofȱthatȱlargerȱwork;ȱbutȱifȱtheȱpieceȱisȱaȱreplaceȬ
ableȱitemȱinȱaȱperformanceȱwithȱvariableȱcontentȱorȱrunningȱorderȱ(e.g.

42. Listenerȱinterestȱinȱbothȱpiecesȱisȱpartlyȱguaranteedȱbyȱconsistentlyȱengagingȱlyrics.ȱ
InȱLegiãoȱUrbana’sȱFaroesteȱcabocloȱit’sȱalsoȱmaintained,ȱandȱincreased,ȱbyȱvocalistȱ
RenatoȱRusso’sȱdeliveryȱrangingȱfromȱdelicateȱsensitivityȱthroughȱdistancedȱSprechȬ
gesang/rapȱtoȱtheȱrighteousȱindignationȱofȱtheȱalienatedȱhomenȱdoȱpovo,ȱwhileȱtheȱ
instrumentalȱaccompanimentȱpassesȱfromȱaȱcrossȱbetweenȱcountryȱrockȱandȱtradiȬ
tionalȱmusicȱfromȱNortheasternȱBrazilȱ(forró,ȱbaiãoȱetc.)ȱthroughȱreggae,ȱbackȱtoȱanȱ
acousticȱtextureȱandȱintoȱfullȬbloodedȱpunkȱrock.ȱForȱmoreȱaboutȱthisȱremarkableȱ
workȱseeȱOliveiraȱLeiteȱ(2006)ȱandȱDapieveȱ(1995).ȱAnalysisȱofȱallȱparametersȱinȱ
Faroesteȱcabocloȱwouldȱinȱfactȱrevealȱcomplexȱdiataxisȱevenȱthoughȱitsȱ159ȱlinesȱareȱallȱ
inȱsimpleȱ(poetical)ȱballadȱmetreȱ(8.6.8.6ȱbeatsȱforȱtheȱvocalsȱinȱeachȱverse).
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aȱDJȱplaylist),ȱthere’sȱnoȱneedȱforȱdirectȱmusicalȱcontextualisationȱunȬ
lessȱtheȱentireȱperformanceȱisȱasȱmuchȱtheȱfocusȱofȱattentionȱasȱtheȱindiȬ
vidualȱpieceȱitself.ȱSinceȱdetailedȱdiscussionȱofȱtheseȱissuesȱcouldȱeasily
occupyȱanotherȱbookȱofȱthisȱsize,ȱlet’sȱreturnȱtoȱtheȱlevelȱofȱtheȱmegaȬ
durationȱ andȱ toȱ theȱ significanceȱ (orȱnonȬsignificance)ȱ ofȱ anȱ analysis
piece’sȱrunningȱtime.ȱ

There’sȱnoȱpointȱ thinkingȱ inȱ termsȱofȱmegaȬdurationȱ ifȱyourȱanalysis
pieceȱ isȱaȱ jingle,ȱbridgeȱorȱ tailȱ lastingȱ justȱaȱ fewȱseconds.43ȱHowever,

evenȱaȱ60ȬsecondȱTVȱthemeȱtuneȱcontainsȱperiods,ȱoftenȱalsoȱepisodes.
Ifȱso,ȱitsȱidentityȱasȱaȱpieceȱisȱpartlyȱdeterminedȱbyȱtheȱpatternȱcreated
byȱhowȱtheȱconstituentȱepisodesȱareȱmanagedȱinȱtermsȱofȱorder,ȱrelative
duration,ȱetc.ȱinsideȱitsȱtotalȱduration.44ȱSoȱhavingȱsetȱroughȱupperȱand
lowerȱlimitsȱtoȱthisȱpartȱofȱtheȱdiscussionȱ(betweenȱ,1ȇȱandȱ,6ȇ),ȱlet’sȱsee
ifȱaȱpiece’sȱdurationȱcanȱinȱanyȱwayȱindicateȱstyle,ȱgenreȱorȱfunctionȱby
usingȱ4:33ȱasȱaȱtestȬcaseȱrunningȱtime.ȱ

JohnȱCage’sȱfamousȱ‘pieceȱofȱsilence’ȱ4:33ȱ(1952)45ȱlastsȱaboutȱasȱlongȱas
theȱHallelujahȱchorusȱ[4:34]ȱ(Handel,ȱ1741),ȱGimmeȱShelterȱ[4:32]ȱ(RollȬ
ingȱStones,ȱ1969),ȱIȱAmȱTheȱWalrusȱ[4:36]ȱ(Beatles,ȱ1967b),ȱtheȱAllaȱmarcia
fromȱ Sibelius’sȱ Kareliaȱ Suiteȱ [4:36]ȱ (1893),ȱ Édithȱ Piaf’sȱMilordȱ [4:30]
(1959),ȱAliȱHassan’sȱSamiryȱ [4:33]ȱ (2002),ȱ theȱverseȱanthemȱThisȱ isȱ the
RecordȱofȱJohnȱ[4:34]ȱ(Gibbons,ȱ1615),ȱandȱEinstürzendeȱNeubaten’sȱHaus
derȱLügeȱ[4:30]ȱ(1989).ȱ4:33ȱisȱalsoȱcloseȱtoȱtheȱaverageȱdurationsȱofȱPurȬ
cellȱsonatas,ȱ Italianȱhouseȱ tracksȱ fromȱ theȱearlyȱ1990s,ȱshorterȱmoveȬ
mentsȱinȱBachȱBrandenburgȱConcertosȱorȱinȱsymphoniesȱbyȱHaydnȱand
Mozart,ȱandȱBillboardȱchartȬtoppersȱfromȱ1990.ȱNotȱmuchȱstyleȱspecifiȬ
cityȱthere!ȱStill,ȱ4:33ȱisȱmuchȱshorterȱthanȱmovementsȱinȱaȱMahlerȱsymȬ
phonyȱorȱthanȱprogȱrockȱandȱ jazzȱfusionȱtracks.46ȱIt’sȱalsoȱlongerȱthan
mostȱpopȱsongs,ȱmarchesȱandȱSchubertȱLiederȱ (,3ȇ),ȱmuchȱ longerȱ than
dancesȱinȱsuitesȱandȱpotȬpourrisȱ(,2ȇ)ȱandȱmuch,ȱmuchȱ longerȱthanȱTV

43. Seeȱp.ȱ551,ȱff.ȱforȱdiscussionȱofȱbridgesȱandȱtailsȱinȱmusicȱforȱtheȱmovingȱimage.

44. Seeȱftnt.ȱ44,ȱp.ȱ288ȱforȱdiataxisȱinȱtheȱKojakȱthemeȱ(Goldenberg,ȱ1973;ȱTagg,ȱ2000a:ȱ
140Ȭ142,ȱ313Ȭ321);ȱseeȱftnt.ȱ50,ȱp.ȱ291,ȱforȱepisodesȱinȱtheȱNYPDȱBlueȱtheme.

45. 4ȇ33Ȉȱ(‘fourȱminutesȱthirtyȬthree’)ȱisȱaȱpieceȱforȱanyȱinstrument[s]ȱinȱwhichȱtheȱmusiȬ
ciansȱmayȱnotȱplayȱanything.ȱTheȱmusicȱconsistsȱofȱwhateverȱlistenersȱhearȱduringȱ
4:33;ȱseeȱsheetȱmusicȱcoverȱatȱ) tagg.org/pix/Cage433Front.jpg [120217].ȱ

http://tagg.org/pix/Cage433Front.jpg
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jingles,ȱthemes,ȱtailsȱandȱbridgesȱ(<=1Ȉ),ȱnotȱtoȱmentionȱtheȱlastȱthreeȱof
Webern’sȱFünfȱSätzeȱfürȱOrchesterȱ(1913).ȱInȱshort,ȱtheȱdurationȱofȱaȱpiece
isȱmoreȱlikelyȱtoȱbeȱaȱpartialȱstyleȱindicatorȱifȱitȱlastsȱmuchȱlongerȱthan
fiveȱminutesȱorȱlessȱthanȱaroundȱtwoȱ(Tableȱ11Ȭ1).

Table 11-1. Very rough and incomplete guide to average durations of 
recordings in different types of music47a 

Itȱgoesȱwithoutȱsayingȱthatȱyou’reȱmoreȱlikelyȱtoȱfindȱextensionalȱdiaȬ
taxisȱ inȱpiecesȱofȱmusicȱ thatȱareȱ themselvesȱextended.ȱAsȱTableȱ11Ȭ1
shows,ȱdurationsȱofȱoverȱfiveȱminutesȱareȱrareȱforȱpiecesȱ(songs,ȱtracks,
etc.)ȱinȱtheȱeverydayȱmusicalȱdietȱofȱmostȱcitizensȱofȱtheȱurbanȱWest.48

46. Allȱdurations,ȱbothȱabsoluteȱandȱaverage,ȱderiveȱfromȱMP3ȱmetadata,ȱexceptȱforȱtheȱ
Hotȱ100ȱdurationsȱbasedȱonȱdataȱinȱaȱMontréalȱstudent’sȱMP3ȱcollection.ȱOtherȱexamȬ
ples:ȱDowland’sȱLachrimaeȱAmantisȱ[4:36]ȱ(c.1610),ȱVasilisȱKarras’sȱ̓Γ΅ȱΐΉȱ
Ύ΅Θ΅ΕΣΗΘΎΉȱ[4:32]ȱ(1997),ȱBobȱMarley’sȱLivelyȱUpȱYourselfȱ[4:30]ȱ(1975),ȱRenegadesȱOfȱ
FunkȱbyȱRageȱAgainstȱtheȱMachineȱ[4:35]ȱ(2000),ȱPanoramaȱbyȱStormyȱSixȱ[4:33]ȱ
(1982);ȱand,ȱonȱBestȱofȱItalianȱHouseȱ(1994),ȱInfinity’sȱ‘DirtyȱLove’ȱ[4:29]ȱandȱSelector’sȱ
‘MoveȱYourȱBody’[4:36].ȱ

<ȱ1ȱmin. TVȱthemes,ȱfilmȱcues,ȱjingles,ȱshortȱoratorioȱrecitatives,ȱetc.

ȱ,ȱ2ȱ
mins.

uptempoȱdances,ȱnationalȱanthems,ȱChristmasȱcarols,ȱtangos,ȱMussorgsky’sȱ
Pictures,ȱshorterȱcountryȱsongs,47bȱBillboardȱ#1sȱinȱ1960ȱ(,2ȇȬ2½ȇ),ȱtalentȱshowȱ
performancesȱ(e.g.ȱXȬFactor,ȱ,1½ȇ),ȱetc.

,�3ȱ
mins.

SchubertȱLieder,ȱmostȱcountryȱsongs,ȱBillboardȱ#1sȱinȱ1947ȱandȱ1970,ȱtradȱandȱ
mainstreamȱjazzȱtracks,ȱtarantelle,ȱrebetiko,ȱfado,ȱchoro,ȱScriabinȱétudes,ȱpunkȱ
tracks;ȱsongsȱhavingȱtoȱfitȱonȱoneȱsideȱofȱaȱ78ȱrpmȱorȱ45ȱrpmȱsingleȱ(7ȱinch).ȱ

,�4ȱ
mins

Beethovenȱsymphonyȱ3rdȱmovements,ȱBillboardȱ#1sȱinȱ1980ȱandȱ2000,ȱcúmbiaȱ
tracks,ȱariasȱinȱBizet’sȱCarmen,ȱetc.

,�4½ȱ
mins.

seeȱfootnoteȱ46ȱ(p.ȱ407)ȱplusȱBillboardȱ#1sȱ1990,ȱStraussȱwaltzes;ȱRadiohead,ȱ
heavyȱmetal,ȱindustrialȱandȱraïȱtracks,ȱetc.

,ȱ5Ȭ8ȱ
mins.

tracksȱbyȱOscarȱPeterson,ȱIronȱMaiden,ȱMetallica,ȱPinkȱFloyd;ȱjazzȱfunkȱandȱ
progȱrockȱtracks;ȱBarber’sȱAdagioȱforȱStrings;ȱmovementsȱinȱElgar’sȱEnigmaȱ
VariationsȱandȱHolst’sȱPlanets,ȱetc.

,ȱ8Ȭ10ȱ
mins.

OrnetteȱColemanȱtracks,ȱLisztȱpianoȱpieces;ȱfirstȱmovementsȱinȱsymphoniesȱ
byȱBeethoven,ȱDvoìákȱandȱMozartȱ(lateȱperiod),ȱetc.

,ȱ10Ȭ20ȱ
mins.

fusionȱjazzȱtracks,ȱLisztȱtoneȱpoems,ȱWagnerȱovertures,ȱmovementsȱinȱBruckȬ
ner’sȱ4thȱandȱBerlioz’sȱSymphonieȱfantastique;ȱCambodianȱcourtȱmusicȱpieces.

>ȱ20ȱ
mins.

movementsȱinȱMahlerȱsymphonies,47cȱr¬gaȱperformances,ȱveryȱlongȱprogȱ
rockȱtracks,ȱetc.
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WeȱhearȱveryȱfewȱpurelyȱinstrumentalȱpiecesȱlastingȱmoreȱthanȱfiveȱminȬ
utes,ȱunlessȱ‘free’ȱjazz,ȱfusionȱjazzȱorȱsomeȱotherȱformȱofȱinstrumental

artȱmusicȱ(includingȱnoubasȱandȱr¬gasȱasȱwellȱasȱeuroclassicalȱsymphoȬ
nies,ȱ concertosȱ andȱ chamberȱmusicȱpieces)ȱ areȱonȱourȱmusicalȱdaily
diet.49ȱTheseȱtypesȱofȱmusicȱuseȱaȱvarietyȱofȱunderlyingȱstructuralȱrules
toȱgiveȱlongȱinstrumentalȱpiecesȱcohesionȱtoȱperformersȱandȱ listeners
engrossedȱ inȱ aȱ narrativeȱ thatȱ reliesȱ onȱ neitherȱ verbalȱ norȱ visualȱ seȬ
quencesȱofȱevents.ȱUnlessȱsuchȱmusicȱisȱusedȱasȱbackgroundȱtoȱotherȱacȬ
tivities,ȱlistenersȱneedȱtoȱpayȱcloseȱattentionȱinȱorderȱtoȱdrawȱmaximum

benefitȱ fromȱwhateverȱ they’reȱhearing.ȱCharlesȱMingusȱ certainlyȱbeȬ
lievedȱ thisȱ toȱbeȱ soȱwhenȱheȱ threatenedȱ toȱwalkȱoutȱofȱ aȱNewȱYork
venueȱif,ȱduringȱhisȱperformance,ȱanyoneȱinȱtheȱaudienceȱstartedȱtalkȬ
ing,ȱorȱifȱheȱheardȱtheȱkchingȱofȱaȱcashȱregisterȱorȱiceȱcubesȱclinkingȱinȱa
drinksȱ glass.50ȱ Byȱ insistingȱ onȱ immersionȱ inȱ performanceȱ Mingus

adoptedȱtheȱsameȱpositionȱasȱWackenroderȱwhoȱinȱ1792ȱunderlinedȱthe
necessityȱofȱ ‘disregardingȱeveryȱdisturbingȱthoughtȱandȱallȱirrelevant
impressionsȱofȱ[the]ȱsenses’ȱasȱtheȱpreferredȱlisteningȱmodeȱforȱtheȱnew
instrumentalȱmusicȱofȱhisȱdayȱ (p.ȱ94).ȱRosenȱ (1976:ȱ155)ȱexplainsȱ the
diataxisȱofȱthatȱmusicȱfromȱtheȱlateȱeighteenthȱcenturyȱasȱfollows.

‘[T]heȱapplicationȱofȱdramaticȱtechniqueȱandȱstructure…ȱwasȱtheȱnatuȬ
ralȱoutcomeȱofȱanȱageȱwhichȱsawȱ theȱdevelopmentȱofȱ theȱsymphonic

47. [a]ȱThisȱtableȱisȱbasedȱonȱmyȱcomputer’sȱMP3ȱfolderȱdisplaysȱindexedȱinȱorderȱofȱ
duration.ȱTheȱfilesȱrepresentȱmyȱownȱmusicalȱinterestsȱandȱmusicȱI’veȱusedȱinȱteachȬ
ingȱandȱresearch.ȱOnlineȱsearchesȱforȱ+music + "average duration" typical styleȱand+musik 
+durchschnittsdauer typisch Gattung Stil Längeȱwereȱquiteȱunproductiveȱandȱ+music "list of 
durations"ȱgeneratedȱreferencesȱtoȱtopicsȱlikeȱcomputerȱanalysisȱofȱmicrodurationsȱinȱ
avantȬgardeȱartȱmusic.ȱWithoutȱaȱreliableȱguideȱtoȱaverageȱdurationsȱforȱdifferentȱ
typesȱofȱmusicȱIȱwasȱinȱMarchȱ2012ȱunableȱtoȱdoȱbetterȱthanȱofferȱtheȱunsatisfactoryȱ
approximationsȱshownȱinȱTableȱ11Ȭ1.ȱThanksȱtoȱGillianȱAndersonȱforȱhelpfulȱcomȬ
mentsȱaboutȱtheseȱapproximations.

[b]ȱ’Shorterȱcountryȱsongs’:ȱsee,ȱforȱexample,ȱLorettaȱLynnȱ(1992ȱȰȱcompilation).ȱ
[c]ȱMahler’sȱ9thȱsymphonyȱ(1910/1994)ȱhasȱaȱtotalȱrunningȱtimeȱofȱ1:24:00,ȱitsȱmoveȬ
mentsȱlastingȱ(I)ȱ28:57,ȱ(II)ȱ16:57,ȱ(III)ȱ13:43ȱandȱ(IV)ȱ24:23.ȱ

48. Exceptȱofȱcourseȱforȱwhen,ȱforȱexample,ȱtheȱmusicȱcoȬoccursȱwithȱlyricsȱorȱdramaticȱ
actionȱthatȱcarryȱtheirȱownȱrelativelyȱextensiveȱnarrative,ȱasȱinȱtheȱDylanȱandȱLegiãoȱ
Urbanaȱcasesȱmentionedȱonȱpageȱ404.ȱ

49. SeeȱTableȱ11Ȭ1ȱ(p.ȱ407).ȱSeeȱalsoȱtimingsȱforȱalmostȱanyȱrecordingȱofȱArab,ȱIndian,ȱ
Cambodian,ȱclassicalȱinstrumentalȱmusicȱ(e.g.ȱnoubaȱtracks).ȱ

50. QuotedȱinȱTVȱdocumentaryȱ1959:ȱTheȱYearȱthatȱChangedȱJazzȱVBBC4ȱY2012Ȭ02Ȭ18.
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concertȱasȱaȱpublicȱevent.TheȱsymphonyȱwasȱforcedȱtoȱbecomeȱaȱdraȬ
maticȱperformance,ȱandȱ itȱaccordinglyȱdevelopedȱnotȱonlyȱsomething

likeȱaȱplot,ȱwithȱaȱclimaxȱandȱaȱdénouement,ȱbutȱalsoȱaȱunityȱofȱtone,
characterȱandȱactionȱitȱhadȱonlyȱpartiallyȱreachedȱbefore.’ȱ

Sonataȱformȱ

Theȱmostȱcommonȱnarrativeȱdeviceȱusedȱbyȱcomposersȱofȱ theȱ (then)
newȱinstrumentalȱmusicȱjustȱmentionedȱwasȱwhatȱtheoristsȱwereȱlater
toȱcallȱSONATAȱFORM.ȱItsȱdynamicȱisȱworthȱunderstanding,ȱatȱleastȱasȱa
generalȱprinciple,ȱpartlyȱbecauseȱitȱsoȱclearlyȱillustratesȱtheȱextensional
poleȱofȱtheȱdistinctionȱdrawnȱbyȱChesterȱinȱSecondȱThoughtsȱonȱaȱRock
Aestheticȱ (1970)ȱbetweenȱ intensionalȱandȱextensionalȱmusicȱaesthetics
(p.ȱ 272),ȱ partlyȱ becauseȱ it’sȱ somethingȱwithȱwhichȱ everyȱ studentȱ of
Westernȱmusicȱisȱsupposedȱtoȱbeȱfamiliar.ȱ

Haydn,ȱMozartȱandȱBeethovenȱareȱthreeȱfamousȱexponentsȱofȱsonata
form.ȱTheȱfirstȱmovementsȱofȱtheirȱsymphonies,ȱconcertos,ȱquartetsȱand
sonatasȱareȱusuallyȱconstructedȱusingȱsomeȱvariantȱofȱanȱoverallȱsonata
formȱschemeȱ(seeȱFigureȱ11Ȭ10,ȱp.ȱ410).ȱIt’sȱaȱradicallyȱextendedȱsortȱof
AABAȱdiataxisȱheardȱinȱmovementsȱlastingȱnotȱthreeȱorȱfourȱbutȱtypiȬ
callyȱbetweenȱaroundȱsevenȱandȱtwelveȱminutes.51ȱSonataȱformȱreliesȱto
aȱlargeȱextentȱonȱchangesȱofȱtonalȱcentreȱandȱonȱmotivicȱdifferenceȱto
createȱinterestȱandȱaȱcoherentȱsenseȱofȱnarrative.ȱWhereasȱaȱtypicalȱperȬ
formanceȱofȱaȱgenericȱ32ȬbarȱAABAȱjazzȱstandardȱrunningȱatȱ90ȱbpmȱin
UȬtimeȱmightȱ lastȱ forȱ threeȱminutesȱandȱconsistȱofȱanȱIntroȱ(0:15)ȱfolȬ
lowedȱbyȱtwoȱcompleteȱchorusesȱ(1:25+1:25= 2:30),52ȱplusȱsomeȱsortȱof
endingȱ (0:15),ȱeuroclassicalȱ sonataȬformȱmovementsȱelaborateȱonȱ the
underlyingȱAABAȱstructureȱ inȱaȱveryȱdifferentȱway.ȱForȱ instance,ȱ the
1981ȱKubelikȱrecordingȱofȱtheȱwellȬknownȱfirstȱmovementȱinȱMozart’s

40thȱSymphonyȱ inȱGȱminorȱ (1788)ȱhas,ȱasȱ shownȱ inȱFigureȱ11Ȭ10ȱ (p.
410),ȱaȱrunningȱtimeȱofȱ8:47.ȱThat’sȱalmostȱthreeȱtimesȱlongerȱthanȱthe
genericȱjazzȱstandardȱjustȱmentioned.ȱ

51. TheȱrecordingsȱofȱfirstȱmovementsȱfromȱBeethoven’sȱnineȱsymphoniesȱIȱhaveȱinȱMP3ȱ
formatȱhaveȱtheȱfollowingȱdurations:ȱ[1]ȱ9:03;ȱ[2]ȱ12:54;ȱ[3]ȱ13:15;ȱ[4]ȱ11:06;ȱ[5]ȱ7:15;ȱ[6]ȱ
12:54;ȱ[7]ȱ11:17;ȱ[8]ȱ9:01;ȱ[9]ȱ16:35.ȱTheȱequivalentsȱforȱMozart’sȱlastȱthreeȱsymphoniesȱ
are:ȱ[39]ȱ10:26;ȱ[40]ȱ8:47;ȱ[41]ȱ11:20.ȱPleaseȱnoteȱthatȱotherȱrecordingsȱofȱtheseȱworksȱ
mayȱexcludeȱrepeatȱofȱtheȱexpositionȱ(justȱABAȱinsteadȱofȱAABA).

52. SeeȱAABAAABAȱformȱforȱAlȱBowlly’sȱrenderingȱofȱBlueȱMoonȱinȱftnt.ȱ23,ȱp.ȱ398.
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Fig. 11-10. Simplified sonata form diagram of first movement in Mozart’s 
40th Symphony in G minor, K550 (1788)53 

Figureȱ11Ȭ10ȱshowsȱthatȱthisȱMozartȱmovementȱconsistsȱof:ȱ[A1]ȱanȱEXȬ
POSITIONȱsectionȱ(0:00Ȭ2:07),ȱrepeatedȱonceȱ[A2]ȱ(2:07Ȭ4:22)ȱwithȱanȱexȬ
tendedȱ cadence;ȱ [B]ȱ aȱ DEVELOPMENTȱ sectionȱ (4:22Ȭ5:44);ȱ [A3]ȱ a
RECAPITULATIONȱwithȱCODAȱ(5:44Ȭ8:47).ȱInsideȱthatȱoverallȱAABAȱstrucȬ
tureȱ thereȱ areȱ severalȱ keyȱ changes.ȱ Everythingȱ inȱ theȱ homeȱ keyȱ is
shownȱonȱtheȱbottomȱlineȱofȱtheȱdiagram,ȱtheȱdominantȱneighbouring
keyȱonȱtheȱupperȱline.ȱThereȱisȱmodulation54ȱroughlyȱhalfwayȱthrough
theȱexpositionȱ (A1ȱandȱA2)ȱ fromȱ theȱ initialȱhomeȱkeyȱandȱ theȱmoveȬ
ment’sȱmainȱthemeȱ(a)ȱtoȱaȱsecondaryȱthemeȱ(b)ȱofȱcontrastingȱcharacter
inȱ theȱdominantȱneighbouringȱkey.ȱExpositionsȱconcludeȱwithȱaȱ final
cadenceȱinȱthatȱotherȱkeyȱ(justȱbeforeȱ2:07ȱandȱ4:22).55ȱ

Developmentȱsectionsȱ(B)ȱareȱoftenȱshortȱbutȱtheyȱcanȱbeȱquiteȱdramatic

sinceȱtheyȱoftenȱmixȱideasȱfromȱbothȱtheȱAȱandȱBȱthemesȱandȱbecause
theyȱusuallyȱvisitȱseveralȱdifferentȱkeysȱnotȱnecessarilyȱcloselyȱrelated
toȱtheȱhomeȱkeyȱorȱtonic.ȱInȱfactȱtheȱirregularȱshapeȱofȱharmonicȱprocess
inȱ theȱdevelopmentȱsectionȱofȱFigureȱ11Ȭ10ȱdoesȱnotȱrepresentȱactual
keyȱ changes:ȱ itȱ justȱ servesȱ toȱ indicateȱ thatȱdevelopmentȱ sectionsȱ can
moveȱtheȱmusicȱoutȱofȱtheȱtonalȱcomfortȱzoneȱofȱtheȱexpositionȱandȱreȬ
capitulation.ȱWithȱtheȱrecapitulationȱ(5:44ȱinȱFig.ȱ11Ȭ10)ȱtheȱfamousȱMoȬ
zartȱfirstȱmovementȱreturnsȱtoȱtheȱ initialȱAȱthemeȱ inȱ theȱ initialȱhome

53. Seeȱfootnoteȱ56ȱforȱcommonȱvariationsȱonȱthisȱsonataȱformȱmodel.

54. Modulationȱisȱaȱprocessȱinvolvingȱatȱleastȱoneȱintermediateȱchordȱ(aȱ‘pivot’)ȱcomȬ
monȱtoȱtheȱtonalȱvocabularyȱofȱbothȱdepartureȱandȱdestinationȱkeys.

55. TheȱhomeȱkeyȱorȱtonicȱofȱtheȱMozartȱmovementȱisȱGȱminorȱandȱtheȱdominantȱneighȬ
bouringȱkeyȱB�ȱmajor,ȱtheȱ‘relativeȱmajor’ȱkeyȱofȱGȱminor.ȱIfȱtheȱpieceȱhadȱbeenȱinȱGȱ
majorȱtheȱdominantȱneighbouringȱkeyȱwouldȱhaveȱbeenȱDȱmajor.ȱInȱeuroclassicalȱ
musicȱtheoryȱDȱisȱevenȱcalledȱtheȱ‘dominant’ȱofȱG,ȱGȱtheȱdominantȱofȱC,ȱetc.
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key.ȱTheȱBȱthemeȱisȱalsoȱstatedȱinȱtheȱhomeȱkeyȱandȱtheȱmovementȱis
roundedȱoffȱwithȱanȱextendedȱfinalȱcadenceȱplusȱcoda,ȱallȱinȱtheȱhome

key.56ȱ

Theȱbasicallyȱrecursive,ȱcentripetalȱandȱextensionalȱnarrativeȱ justȱdeȬ
scribedȱisȱbasedȱon:ȱ[1]ȱtheȱaffectiveȱandȱconnotativeȱvalueȱofȱeachȱofȱthe
movement’sȱconstituentȱepisodes,ȱincludingȱtheȱAȱtheme,ȱBȱthemeȱand
passagesȱthatȱjoinȱthoseȱthemesȱ(‘bridge’ȱorȱ‘transitory’ȱpassages)ȱand/
orȱthatȱmodulateȱbetweenȱkeys;ȱ[2]ȱsequencesȱofȱkeysȱvisitedȱforȱdifferȬ
entȱdurationsȱatȱdifferentȱpointsȱ inȱ theȱmovement;ȱ [3]ȱ theȱrelationȱof
thoseȱkeysȱtoȱtheȱhomeȱkeyȱorȱmainȱtonic;ȱ[4]ȱtheȱgeneralȱtreatmentȱand
interplayȱofȱtheȱAȱandȱBȱthemes,ȱincludingȱwhenȱandȱwhereȱtheyȱoccur
inȱwhichȱkey.ȱAlthoughȱthisȱsortȱofȱnarrativeȱmayȱonceȱhaveȱbeenȱheard
andȱfeltȱwithoutȱeffort,ȱit’sȱunfamiliarȱtoȱmostȱofȱusȱbroughtȱupȱinȱthe
urbanȱWestȱsinceȱtheȱfirstȱhalfȱofȱtheȱtwentiethȱcenturyȱandȱweȱhaveȱto
learnȱ itȱconceptuallyȱbeforeȱweȱcanȱactuallyȱperceiveȱandȱ feelȱ itsȱdyȬ
namic.ȱHowever,ȱthisȱrewardingȱlearningȱprocessȱhasȱtendedȱtoȱoverȬ
shadowȱ otherȱ aspectsȱ ofȱ analysisȱ andȱ appreciationȱ inȱ conventional
studiesȱofȱWesternȱmusicȱinȱtwoȱunfortunateȱways.ȱ

First,ȱtheȱteachingȱofȱsonataȱform,ȱonceȱinstitutionalised,ȱfellȱintoȱaȱrut
ofȱkeyȬȱandȱ themeȬspottingȱ exercisesȱ thatȱwereȱ easierȱ toȱ correctȱand
quantifyȱinȱexamsȱthanȱwereȱinsightsȱintoȱemotional,ȱkineticȱandȱother
semioticȱaspectsȱofȱtheȱnarrative.ȱSecondly,ȱtheȱextensionalȱaspectȱofȱsoȬ
nataȱ formȱ andȱ theȱ canonisationȱ ofȱ euroclassicalȱ ‘masterworks’ȱ conȬ
ceivedȱ inȱ thatȱmouldȱ fellȱ preyȱ toȱ theȱ syntaxȱ fixationȱ discussedȱ in
Chapterȱ4,ȱtendenciesȱthatȱtrivialisedȱintensionalȱaestheticsȱandȱthatȱput
tonality,ȱespeciallyȱ itsȱharmonicȱaspects,ȱonȱ topȱ inȱaȱhierarchyȱdistinȬ
guishingȱ‘primary’ȱfromȱ‘secondary’ȱparametersȱofȱexpression.57ȱ

56. Commonȱvariationsȱonȱthisȱoverallȱschemeȱinclude:ȱ[1]ȱaddingȱanȱintroductionȱorȱ
‘overture’ȱsectionȱofȱaȱdifferentȱcharacterȱbeforeȱtheȱexposition;ȱ[2]ȱexpandingȱtheȱ
codaȱ(aȱfavouriteȱBeethovenȱtrick)ȱsoȱthatȱitȱalmostȱbecomesȱanotherȱdevelopmentȱ
section;ȱ[3]ȱmodulatingȱtoȱandȱfromȱaȱdifferentȱneighbouringȱkeyȱinȱtheȱrecapitulaȬ
tionȱ(oftenȱtheȱsubdominantȱasȱcounterbalanceȱtoȱtheȱdominantȱinȱtheȱexposition;ȱseeȱ
ftnt.ȱ55).ȱBothȱintroductionsȱandȱcodasȱcanȱintroduceȱmaterialȱnotȱheardȱelsewhereȱinȱ
theȱmovement,ȱe.g.ȱtheȱintroȱtoȱMozart’sȱ‘Dissonance’ȱQuartetȱ(1785).

57. ‘Syntaxȱfixation’,ȱseeȱpp.146Ȭ148.ȱ‘Intensional’ȱandȱ‘extensional’ȱaesthetics,ȱseeȱp.ȱ
272.ȱ‘Primary’ȱandȱ‘secondary’ȱparameters,ȱseeȱfootnoteȱ5,ȱp.ȱ266.
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Otherȱtypesȱofȱeuroclassicalȱdiataxisȱ

Althoughȱsonataȱformȱmayȱtakeȱprideȱofȱplaceȱinȱconventionalȱstudies
ofȱeuroclassicalȱmusic,ȱitȱisȱbyȱnoȱmeansȱtheȱonlyȱtypeȱofȱdiataxisȱinȱthat
tradition.ȱApartȱ fromȱ theȱ daȱ capoȱ ariaȱ (p.ȱ 399ȱ ff.),ȱ allȱ theȱminuets,

bourées,ȱ courantes,ȱ jigs,ȱ allemandes,ȱwaltzes,ȱmarches,ȱ scherzos,ȱ etc.
foundȱinȱoverturesȱandȱdanceȱsuites,ȱasȱwellȱasȱinȱtheȱthirdȱmovements

ofȱ symphoniesȱandȱquartets,ȱare,ȱwithȱ theirȱ lessȱextensionalȱ typesȱof
diataxisȱresemblingȱthoseȱofȱpopularȱsongȱandȱdance,ȱjustȱasȱmuchȱpart
ofȱtheȱtraditionȱasȱisȱsonataȱform.ȱAmongȱotherȱeuroclassicalȱnarrative
schemesȱstillȱheardȱtoday,ȱthoughȱ labelledȱdifferently,ȱareȱRONDOȱand
THEMEȱANDȱVARIATIONS.

RONDOȱinvolvesȱaȱmainȱthemeȱ(‘A’)ȱthatȱfunctionsȱasȱaȱritornelloȱ(instruȬ
mentalȱrefrain)ȱoccurringȱbefore,ȱbetweenȱandȱafterȱtheȱpresentationȱof
aȱnumberȱofȱdifferentȱepisodes,ȱtypicallyȱABACADAE…A.ȱThisȱsortȱofȱdiaȬ
taxisȱisȱrareȱinȱcontemporaryȱWesternȱpopularȱmusicȱbutȱisȱoftenȱheard
inȱIndianȱr¬gaȬbasedȱmusicȱwhereȱtheȱrecurringȱthemeȱisȱcalledȱbandish
(vocal,ȱrefrain)ȱorȱgatȱ(instrumental,ȱritornello).

THEMEȱANDȱVARIATIONSȱhas,ȱasȱaȱnarrativeȱstrategyȱinȱmusic,ȱaȱlongȱhisȬ
toryȱandȱ isȱstillȱgoingȱ strong.ȱ Itȱcomprisesȱaȱmainȱ themeȱ thatȱ isȱ first
statedȱ‘asȱis’,ȱthenȱsubjectedȱtoȱaȱseriesȱofȱmodificationsȱ(theȱvariations)
beforeȱitȱroundsȱoffȱtheȱentireȱpieceȱinȱeitherȱitsȱoriginalȱguiseȱorȱasȱan
easilyȱrecognisableȱversionȱofȱit.ȱVariationsȱareȱsometimesȱusedȱtoȱdisȬ
playȱvirtuosityȱinvolvingȱlotsȱofȱfastȱnotesȱorȱelaborateȱmelodicȱornaȬ
mentation.ȱInȱeuroclassicalȱmusic,ȱvariationsȱcanȱbeȱharmonicȱasȱwellȱas
melodic,ȱbutȱinȱjazzȱperformanceȱofȱ32Ȭbarȱstandards,ȱasȱwellȱasȱinȱblues
orȱrockȱrenderingsȱofȱeightȬȱorȱtwelveȬbarȱmatrices,ȱtheȱchordȱchanges
areȱconstantȱandȱattentionȱisȱfocusedȱonȱtheȱsoloȱimprovisationȱofȱmeȬ
lodicȱlinesȱthatȱdivergeȱmoreȱradicallyȱfromȱtheȱoriginalȱtuneȱthanȱdo
thoseȱofȱeuroclassicalȱvariationsȱinȱrelationȱtoȱtheirȱtheme.58ȱInȱeuroclasȬ
sical,ȱ jazzȱandȱrockȱtraditionsȱeachȱvariationȱ(classical)ȱorȱ improvised

instrumentalȱsoloȱ‘chorus’ȱ(jazzȱandȱrock)ȱhasȱtheȱsameȱdurationȱasȱthe
themeȱ(classical)ȱorȱfirstȱandȱfinalȱchorusȱ(jazzȱandȱrock).59ȱ

58. Euroclassicalȱexamplesȱofȱthemeȱandȱvariations:ȱLothȱToȱDepartȱ(Farnabye,ȱ1612);ȱJhonȱ
ComeȱKisseȱMeȱNoweȱ(Byrd,ȱ1612);ȱTheȱHarmoniousȱBlacksmithȱ(Handel,ȱ1720);ȱGoldbergȱ
Variationsȱ(Bach,ȱ1741);ȱ7thȱSymphony,ȱ2ndȱmovementȱ(Beethoven,ȱ1812).
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Manyȱpatternsȱofȱextensionalȱdiataxisȱ inȱeuroclassicalȱmusic,ȱsuchȱas
theȱ fugueȱ andȱ classicalȱ concertoȱ form,ȱ have,ȱ likeȱ sonataȱ formȱ itself,
fallenȱoutȱofȱcommonȱuseȱsinceȱtheȱnineteenthȱcentury.ȱTheȱsameȱgoes
forȱ otherȱ euroclassicalȱ ‘forms’ȱ thatȱ areȱ reallyȱ compositionalȱ devices
ratherȱthanȱtypesȱofȱdiataxis.ȱTheȱchaconneȱorȱpassacagliaȱinȱslowȱtriple
metreȱisȱoneȱsuchȱdevice.ȱItȱbelongsȱtoȱtheȱlargerȱcategoryȱofȱGROUND

BASSȱbyȱwhichȱisȱmeantȱaȱshortȱbassȱlineȱthatȱrepeatsȱeveryȱfewȱbarsȱand
overȱwhichȱdifferentȱrhythmic,ȱtonalȱorȱharmonicȱlinesȱcanȱbeȱcreated.
Theȱgroundȱbassȱ isȱ stillȱwidelyȱusedȱ inȱpopularȱmusic.ȱForȱ instance,
Pachelbel’sȱwellȬknownȱCanonȱinȱDȱmajorȱ(c.1690),ȱwhoseȱentireȱbass
lineȱconsistsȱofȱaȱrepeatedȱsequenceȱofȱeightȱnotesȱofȱequalȱduration,ȱis
usedȱ prominentlyȱ inȱ popȱ orȱ rockȱ recordingsȱ likeȱ Allȱ Togetherȱ Now
(Farm,ȱ1991),ȱBasketȱCaseȱ (GreenȱDay,ȱ1994),ȱCryin’ȱ (Aerosmith,ȱ1993)
andȱTheȱStreetsȱOfȱLondonȱ(McTell,ȱ1974).60ȱAnotherȱexampleȱisȱtheȱdeȬ
scendingȱbassȱline,ȱdrawingȱonȱtheȱstartȱofȱBach’sȱfamousȱAirȱ(1721),ȱin
AȱWhiterȱShadeȱOfȱPaleȱ(ProcolȱHarum,ȱ1967).61ȱ

Harmonyȱasȱepisodicȱparameterȱ

Manyȱ typesȱ ofȱ popularȱ songȱ stayȱ inȱ theȱ sameȱ keyȱ throughout.ȱ The
twelveȬbarȱbluesȱmatrix,ȱforȱexample,ȱrepeatsȱtheȱsameȱunderlyingȱsinȬ
gleȬkeyȱchordȱsequence,ȱwhileȱothersȱdistinguishȱbetweenȱsectionsȱby
introducingȱdifferentȱmelodicȱorȱrhythmicȱideas,ȱdifferentȱinstrumentaȬ
tion,ȱdifferentȱchordȱsequencesȱandȱsoȱon.ȱHowever,ȱkeyȱchangesȱcan
alsoȱmarkȱepisodicȱdifferenceȱinȱotherȱtypesȱofȱpopularȱmusic,ȱoneȱobȬ
viousȱ exampleȱ beingȱ theȱ 32Ȭbarȱ jazzȱ standard,ȱwhoseȱBȱ sectionȱ (the
‘bridge’ȱorȱ‘middleȱeight’)ȱalmostȱalwaysȱfeaturesȱmaterialȱinȱaȱdifferent

59. Jazzȱsolosȱusuallyȱcoverȱseveralȱ‘choruses’ȱofȱtheȱunderlyingȱharmonicȱ‘theme’.ȱThisȱ
allowsȱtheȱmusicianȱenoughȱtimeȱtoȱdisplayȱhis/herȱtechnicalȱskillsȱandȱimprovisaȬ
toryȱimaginationȱinȱaȱlongerȱprocess.

60. Moreȱexamplesȱinȱfootnoteȱ91,ȱp.ȱ342.ȱTheȱPachelbelȱbassȱlineȱnotesȱareȱ>^d a b f� 
g d g a`@.ȱItsȱchordsȱrunȱ>^DȱAȱBmȱF�mȱGȱDȱGȱA`@ȱ(>^IȱVȱviȱiiiȱIVȱIȱIVȱV`@�.

61. TheȱrelevantȱbassȱnotesȱinȱtheȱBachȱpieceȱ(notȱaȱgroundȱbass)ȱareȱd c� b a g 
which,ȱtransposedȱtoȱtheȱProcolȱHarumȱkeyȱofȱC,ȱgives c b a g f.ȱTheȱcompleteȱ
repeatedȱeightȬbarȱchordȱsequenceȱandȱgroundȱbassȱinȱAȱWhiterȱShadeȱOfȱPaleȱrunsȱ
>^U�KCȱKC/bȱ|AmȱC/gȱ|F ȱF/eȱ|DmȱF/cȱ|GȱG/fȱ|C/eȱG�/dȱ|CȱFȱ|KGȱ OF/aOG/b`@.
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keyȱtoȱthatȱofȱtheȱAȱsectionȱ(p.287ȱff.,ȱ397ȱff.).ȱAmongȱcountlessȱexamȬ
plesȱofȱverseȱandȱrefrainȱinȱdifferentȱkeysȱareȱGranadaȱ(Lara,ȱ1932),ȱSOS
(Abba,ȱ1975)ȱandȱDon’tȱStandȱSoȱCloseȱToȱMeȱ(Police,ȱ1980),ȱallȱofȱwhich

proceedȱfromȱminorȱ(verse)ȱtoȱmajorȱ(chorus).62ȱMilitaryȱmarchesȱand
minuetȱmovementsȱ fromȱeuroclassicalȱsymphoniesȱalmostȱalwaysȱ inȬ
cludeȱaȱ‘B’ȱsectionȱ(‘trio’)ȱsetȱinȱaȱdifferentȱkeyȱcloselyȱrelatedȱtoȱthatȱof
theȱmainȱ‘A’ȱsection.ȱSimilarly,ȱdifferentȱtunesȱplayedȱinȱuninterrupted
sequenceȱbyȱceilidhȱbandsȱasȱpartȱofȱtheȱsameȱsetȱareȱoftenȱheardȱinȱdifȬ
ferentȱbutȱcloselyȱrelatedȱkeys.63

Anotherȱ easilyȱ recognisedȱ typeȱofȱwholesaleȱ episodicȱkeyȱ changeȱ in
popularȱmusicȱisȱdescribedȱasȱfollowsȱonȱtheȱTVȱTropesȱwebsite.

‘TheȱTruckȱDriver’sȱGearȱChange’ȱ[occurs]ȱ‘nearȱtheȱendȱofȱaȱsong,ȱshiftȬ
ingȱupwardsȱbyȱsomeȱrelativelyȱsmallȱpitchȱincrementȱ—usuallyȱbyȱone
semitoneȱ(halfȱstep)ȱorȱwholeȱtoneȱ(wholeȱstep),ȱbutȱoccasionallyȱbyȱothȬ
erȱintervals.’64ȱ

Thisȱdeviceȱwasȱcommonlyȱusedȱ inȱEurovisionȱsongsȱ fromȱ theȱ1960s
andȱ1970sȱtoȱcrankȱupȱlistenerȱinvolvementȱbyȱliterallyȱtakingȱtheȱsong
toȱnewȱheightsȱandȱ signallingȱanȱ imminentȱendȱ toȱ theȱperformance.

AmongȱcountlessȱwellȬknownȱrecordingsȱtoȱfeatureȱtheȱtruckȱdriver’s
gearȱchangeȱareȱHastaȱMañanaȱ(Abba,ȱ1974a),ȱSeasonsȱInȱTheȱSunȱ(Jacks,
1974)ȱandȱLivingȱOnȱAȱPrayerȱ(BonȱJovi,ȱ1986).65 ȱ ȱ

62. InȱPavarotti’sȱversionȱofȱGranadaȱ(1993),ȱtheȱversesȱareȱinȱCȱminorȱ(orȱGȱphrygianȱ
withȱpermanentȱPicardyȱthird)ȱandȱtheȱchorusȱinȱE�ȱmajorȱ(ionian).ȱTheȱsameȱharȬ
monicȱrelationshipȱexistsȱbetweenȱtheȱrelativeȱminorȱ(Dm)ȱandȱrelativeȱmajorȱ(F)ȱofȱ
Abba’sȱSOS.ȱTheȱPoliceȱtune’sȱversesȱareȱinȱGȱaeolianȱ(minor),ȱtheȱchorusȱinȱDȱmajor.

63. Examples:ȱTheȱWashingtonȱPostȱmarchȱ(Sousa,ȱ1889)ȱisȱinȱG,ȱitsȱtrioȱinȱC;ȱtheȱminuetȱ
fromȱMozart’sȱ40thȱsymphonyȱ(1788)ȱisȱinȱGȱminor,ȱitsȱtrioȱinȱGȱmajor;ȱtheȱBothyȱ
BandȱtuneȱsetȱconsistingȱofȱTheȱMorningȱStar,ȱTheȱFishermanȇsȱLiltȱandȱTheȱDrunkenȱ
Landladyȱ(1977)ȱchangesȱbasicallyȱfromȱGȱtoȱCȱionianȱtoȱAȱdorianȱtoȱDȱionian.ȱ[Musoȱ
note]ȱByȱ‘closelyȱrelatedȱkeys’ȱisȱmeantȱthoseȱsituatedȱlessȱthanȱtwoȱstepsȱawayȱonȱ
theȱcircleȱofȱfifthsȱ(IȱtoȱIVȱorȱV),ȱorȱtheirȱrelativeȱmajor/minorȱkeysȱ(Iȱtoȱvi,ȱiiȱorȱiii/iȱtoȱ
�III,ȱ�VIȱorȱ�VII),ȱorȱtheȱmajorȱorȱminorȱversionȱofȱtheȱtonicȱ(IȱtoȱiȱorȱiȱtoȱI).

64. tvtropes.org/pmwiki/pmwiki.php/Main/TruckDriversGearChange [111218].ȱTheȱlabelȱtruckȱ
driver’sȱgearȱchangeȱ‘wasȱapparentlyȱcoinedȱbyȱthisȱsite’ȱ[TVȱTropes].ȱ[It]ȱ‘comparesȱ
theȱtechniqueȱtoȱaȱtired,ȱoverworkedȱtruckȱdriverȱperformingȱanȱunartistic,ȱmechanȬ
icalȱfunction.’
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Conclusionsȱandȱquestions
Diataxisȱisȱsemioticallyȱimportantȱinȱtwoȱmainȱways:

1. Itȱcanȱactȱasȱstyleȱindicatorȱ(p.ȱ523ȱff.),ȱlettingȱlistenersȱknowȱwhatȱ
sortȱofȱmusicȱtheyȱareȱhearing,ȱwhatȱsortȱofȱeventsȱtoȱexpectȱinȱ
whichȱsortȱofȱorder,ȱandȱpotentiallyȱconnotingȱtheȱhistorical,ȱsocialȱ
andȱculturalȱlocationȱofȱtheȱpiece.

2. Byȱarrangingȱepisodesȱinȱaȱparticularȱorderȱwithȱparticularȱpatternsȱ
ofȱchangeȱandȱrecurrence,ȱdiataxisȱexertsȱstrongȱinfluenceȱonȱtheȱ
narrativeȱsenseȱofȱaȱpieceȱinȱthat,ȱforȱexample,ȱAȱFOLLOWEDȱBYȱBȱANDȱ
ENDINGȱWITHȱAȱdoesȱnotȱconveyȱtheȱsameȱoverallȱmessageȱasȱBȱFOLȬ
LOWEDȱBYȱAȱANDȱENDINGȱWITHȱB,ȱorȱAȱENDINGȱWITHȱBȱREPEATED,ȱetc.

Someȱusefulȱsemioticȱquestionsȱtoȱaskȱinȱconjunctionȱwithȱaȱpiece’sȱdiaȬ
taxisȱmightȱbe:

1. Doesȱtheȱpieceȱchangeȱmood/characterȱatȱall?ȱIfȱso,ȱwhereȱdoȱtheȱ
piece’sȱvariousȱepisodesȱstart,ȱendȱorȱrecur?

2. Whichȱparametersȱofȱexpressionȱ—instrumentation,ȱtimbre,ȱvocalȱ
persona,ȱgroove,ȱmetre,ȱperiodicity,ȱharmony,ȱetc.Ȱȱdetermineȱ
identificationȱofȱdifferentȱepisodesȱinȱtheȱpiece?

3. Doesȱtheȱpieceȱhaveȱaȱnarrativeȱformȱcorrespondingȱtoȱanyȱofȱtheȱ
diataxisȱtypesȱmentionedȱinȱthisȱchapterȱ(strophic,ȱverseȬrefrain,ȱ
AABA,ȱsonataȱform,ȱthemeȱandȱvariations,ȱetc.)?ȱIfȱso,ȱwhich?

4. Howȱmuchȱofȱtheȱpieceȱisȱoccupiedȱbyȱwhichȱepisodes?ȱIsȱthereȱaȱlotȱ
moreȱofȱAȱthanȱBȱorȱviceȱversa?ȱOrȱareȱtheyȱofȱequalȱimportance?ȱ

5. Isȱoneȱepisodeȱmoreȱmemorableȱorȱsingableȱthanȱanother?ȱIsȱthereȱ
anyȱsortȱofȱbuildȬupȱorȱclearȱrunȬinȱtoȱoneȱepisodeȱ(seeȱ‘Episodicȱ
markers’,ȱp.ȱ515ȱff.)?ȱ

6. Doesȱtheȱpieceȱhaveȱaȱhook?ȱIfȱso,ȱwhereȱandȱhowȱoftenȱdoesȱitȱ
occur?

7. Whatȱwouldȱhappenȱifȱtheȱpiece’sȱepisodesȱwereȱorderedȱdifferentlyȱ
(seeȱdiscussionȱofȱFernandoȱ(p.ȱ386ȱff.)ȱandȱAȱDayȱInȱTheȱLifeȱ(p.ȱ402)).ȱ

65. HastaȱMañanaȱwasȱwrittenȱasȱaȱEurovisionȱentry.ȱAccordingȱtoȱTVȱTropesȱ(seeȱftnt.ȱ
64),ȱAbba’sȱmanager,ȱStigȱAndersson,ȱ‘thoughtȱthatȱaȱgoodȱpopȱsongȱhadȱtoȱgoȱupȱ
oneȱhalfȱtoneȱsomewhereȱnearȱtheȱend.ȱTheyȱ[ABBA]ȱevenȱwroteȱaȱbirthdayȱsongȱtoȱ
himȱthatȱsaysȱ“WeȱthinkȱyouȇllȱlikeȱitȱifȱweȱraiseȱtheȱsongȱoneȱhalfȬtone…ȱinȱtheȱ
bridgeȱbeforeȱraisingȱitȱoneȱhalfȬtoneȱforȱtheȱfinalȱchorus.”’ȱTerryȱJacks’ȱSeasonsȱInȱ
TheȱSunȱliftsȱaȱsemitoneȱatȱ2:54ȱandȱanotherȱatȱ3:05,ȱjustȱbeforeȱtheȱrapidȱfadeȬout.ȱ
TheȱBonȱJoviȱrecordingȱfeaturesȱaȱthreeȬsemitoneȱTrucker’sȱcrankȬupȱfromȱEmȱ(aeoȬ
lian)/Gȱmajorȱ(ionian)ȱtoȱB�ȱmajorȱatȱ3:24ȱ(endsȱatȱ4:09).
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Wouldȱchangingȱtheȱpiece’sȱdiataxisȱmakeȱanyȱdifferenceȱtoȱitsȱoverȬ
allȱsense?ȱIfȱso,ȱwhatȱsortȱofȱsenseȱwouldȱitȱmakeȱinstead?

8. Doesȱtheȱpieceȱgoȱroundȱinȱcirclesȱorȱproceedȱmoreȱlinearlyȱ(seeȱ
‘Cyclicalȱprocesses’,ȱp.ȱ392ȱff.)?ȱIfȱtheȱpieceȱisȱcyclical,ȱdoesȱitȱreturnȱ
toȱtheȱsameȱbasicȱmoodȱasȱitȱstartedȱinȱ(centripetal)?ȱOrȱdoesȱitȱleadȱ
somewhereȱdifferent?ȱ

9. Howȱdifferentȱinȱmoodȱandȱcharacterȱareȱtheȱpiece’sȱepisodes?ȱAreȱ
changesȱfromȱoneȱepisodeȱtoȱanotherȱabruptȱorȱgradual?ȱWhatȱ
effect,ȱifȱany,ȱisȱcreatedȱbyȱchangesȱfromȱoneȱepisodeȱtoȱanother?ȱ

10. Isȱtheȱpiece’sȱdiataxisȱindicativeȱofȱanyȱparticularȱmusicalȱstyleȱorȱ
genreȱ(pp.ȱ266ȱff.,ȱ523ȱff.)?ȱIfȱso,ȱwhich?

AndȱwhatȱaboutȱtheȱotherȱtypesȱofȱmacroȬparametersȱdiscussedȱinȱthe
nextȱchapter?ȱDoȱtheyȱinȱanyȱwayȱcontributeȱtoȱtheȱidentificationȱofȱepȬ
isodesȱinȱyourȱanalysisȱpieceȱorȱofȱitsȱstylisticȱandȱgenericȱhabitat?

ȱ
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S

12.ȱSyncrisis

YNCRISISȱ [�U+0MT+U+U]ȱ isȱ theȱ secondȱ overridingȱ setȱ ofȱ parameters

shapingȱaȱpieceȱofȱmusic’sȱcomponentȱpartsȱintoȱaȱwholeȱwithȱa
particularȱformȱthatȱcanȱcarryȱmeaning.ȱIfȱdiataxisȱ(seeȱChapter

11)ȱisȱtheȱdiachronic,ȱepisodic,ȱextensional,ȱlongȬtermȱnarrativeȱaspect
ofȱmusicalȱform,ȱSYNCRISISȱisȱitsȱsynchronic,ȱintensionalȱcounterpart.ȱIn
otherȱwords,ȱSYNCRISISȱdenotesȱformȱandȱsignificationȱbearingȱonȱ‘now
sound’,ȱ onȱ theȱ arrangementȱ ofȱ structuralȱ elementsȱ insideȱ theȱ extended
present.ȱIt’sȱinȱthatȱsenseȱsimilarȱtoȱtheȱnotionȱofȱaȱMUSEMEȱSTACKȱ(pp.
235Ȭ237).ȱLikeȱ‘composition’ȱinȱtheȱvisualȱarts,ȱsyncrisisȱinvolvesȱtheȱsiȬ
multaneousȱ combinationȱ ofȱ elementsȱ andȱ canȱ alsoȱ beȱ consideredȱ in
termsȱofȱtheȱshape,ȱform,ȱsizeȱandȱtextureȱofȱaȱsceneȱorȱsituation.ȱ

Thisȱchapterȱisȱlongȱbecauseȱitȱhasȱtoȱconfrontȱaspectsȱofȱformȱandȱits
meaningȱ thatȱareȱ rarelyȱexaminedȱ inȱ conventionalȱmusicȱ studies.ȱTo
simplifyȱmatters,ȱsyncrisisȱcan,ȱIȱthink,ȱbeȱunderstoodȱinȱtwoȱmainȱinȬ
terrelatedȱways.ȱOneȱbasicȱapproachȱ is,ȱasȱ justȱ intimated,ȱ toȱconsider
syncrisisȱȰtheȱcompositeȱ‘nowȱsound’Ȱȱmetaphoricallyȱinȱtermsȱofȱa
scene.ȱTheȱotherȱimportantȱperspectiveȱisȱdistinctlyȱsocialȱinȱtheȱsense
thatȱ ‘scenes’ȱrepresentedȱ inȱmusicȱconsistȱofȱsimultaneousȱstrandsȱof
soundȱ(voices,ȱinstruments,ȱtracks,ȱetc.)ȱthatȱareȱorganisedȱinȱdifferent
waysȱforȱdifferentȱpurposesȱtoȱproduceȱdifferentȱeffectsȱinȱpatternsȱthat
makeȱsenseȱtoȱmembersȱofȱtheȱsocietyȱinȱandȱforȱwhichȱtheȱmusicȱisȱproȬ
duced.ȱTheseȱpatternsȱofȱmusicalȱorganisation,ȱ Iȱ argue,ȱvaryȱ signifiȬ
cantlyȱ inȱtimeȱandȱplaceȱbecauseȱtheyȱconnectȱwithȱpatternsȱofȱsocial
interactionȱspecificȱtoȱtheȱcultureȱinȱwhichȱtheyȱareȱproduced.ȱSinceȱthis
aspectȱofȱsyncrisisȱinvolvesȱiconicȱrepresentationȱofȱsocialȱinteraction,
thoseȱmusicalȱpatternsȱwillȱbeȱcalledȱSOCIALȱANAPHONES.ȱTheseȱconnecȬ
tionsȱbetweenȱmusicalȱandȱsocialȱorganisationȱmayȱseemȱprettyȱobviȬ
ousȱ butȱ theyȱ areȱ sometimes,ȱ Iȱ regret,ȱ difficultȱ toȱ explainȱ andȱ even
harderȱtoȱprove.ȱ
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Overview

Theȱrestȱofȱthisȱchapterȱstartsȱwithȱanȱintroductionȱtoȱ‘scenes’ȱasȱmetaȬ
phorsȱofȱmusicalȱsyncrisis.ȱToȱmakeȱsemioticȱsenseȱofȱsuchȱ‘scenes’ȱthe
binaryȱ notionȱ ofȱ FIGURE/GROUNDȱ =ȱMELODY/ACCOMPANIMENTȱ isȱ introȬ
ducedȱ(p.ȱ425,ȱff.).ȱThisȱdualism,ȱatȱtheȱbasisȱofȱmuchȱEuropeanȱmusic

overȱtheȱlastȱ250ȱyears,ȱincludesȱaȱcomparisonȱwithȱcontrapuntalȱpolyȬ
phonyȱofȱtheȱRenaissanceȱ(p.ȱ429ȱff.),ȱaȱdiscussionȱofȱheavyȱmetalȱsubȬ
jectivityȱ (p.ȱ 433)ȱ andȱ ofȱ theȱ changeȱ intoȱ theȱ postȬrockȱ syncrisisȱ of
electronicȱdanceȱstylesȱ(p.ȱ442).ȱAfterȱaȱsectionȱexplainingȱtheȱkeyȱconȬ
ceptsȱSTRAND,ȱPARTICIPANTȱandȱLAYERȱ(p.ȱ446),ȱtheȱstructuralȱandȱsocial
aspectsȱofȱsolo,ȱunison,ȱheterophony,ȱhomophonyȱandȱcounterpointȱare
presentedȱ (p.ȱ 449).ȱParticularȱ attentionȱ isȱpaidȱ toȱ theȱ crossȬrhythmic

syncrisisȱofȱSubȬSaharanȱmusicsȱ(p.ȱ457)ȱandȱtoȱitsȱinfluenceȱonȱtheȱmost

widelyȱdiffusedȱtypesȱofȱpopularȱmusicȱinȱtheȱsecondȱhalfȱofȱtheȱtwenȬ
tiethȱcenturyȱ(p.ȱ463).ȱTheȱfinalȱpartȱofȱthisȱchapterȱisȱdevotedȱtoȱaȱdisȬ
cussionȱ ofȱ otherȱwaysȱ inȱwhichȱmusicalȱ ‘figure[s]/individual[s]’ȱ and
‘ground/environment’ȱareȱputȱintoȱmusicȱ(p.ȱ467),ȱincludingȱaȱsection
onȱresponsorialityȱ(p.ȱ470),ȱaȱbriefȱreturnȱtoȱtheȱnotionȱofȱ‘scene’ȱ(p.ȱ479)
andȱaȱ10Ȭpointȱsummaryȱofȱtheȱchapter’sȱmainȱideasȱ(p.ȱ483).

Musogenicȱscenesȱ

Tenȱexamples
1. Aȱcowboyȱridesȱacrossȱtheȱprairieȱtowardsȱaȱfrontierȱtownȱinȱ1881.
2. MongolȱmaraudersȱdescendȱonȱaȱHungarianȱvillageȱinȱ1241.
3. Aȱyoungȱwomanȱinȱaȱlongȱdressȱstrollsȱthroughȱtheȱlongȱgrassȱofȱaȱ

sunlitȱsummerȱmeadow.

4. Theȱreptileȱinvaders’ȱgiganticȱflyingȱsaucerȱcastsȱitsȱthreateningȱ
shadowȱoverȱtheȱwholeȱcity.

5. Slowȱpan:ȱAntarcticȱsnowȱandȱiceȱstretchȱasȱfarȱasȱtheȱeyeȱcanȱsee.
6. AȱrelentlessȱsunȱscorchesȱtheȱendlessȱsandȱofȱtheȱArabianȱdesert.
7. Theȱdarkȱwatersȱofȱaȱmisty,ȱmoonlitȱlakeȱlieȱstill,ȱdeepȱinȱaȱNorthernȱ

Europeanȱforest,ȱsomeȱtimeȱinȱtheȱ‘darkȱages’.
8. Aȱdewyȱsummerȱdawnȱbreaksȱslowlyȱoverȱtheȱcountryside.
9. Aȱprisonerȱisȱledȱsolemnlyȱandȱrelentlesslyȱtoȱtheȱguillotine.
10. Aȱ1970sȱfemaleȱfashionȱmodelȱinȱaȱsilkȱnightgownȱswansȱaroundȱ

herȱpenthouseȱapartmentȱonȱNewȱYork’sȱupperȱWestȱSide.
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Theseȱareȱ justȱaȱfewȱamongȱcountlessȱpossibleȱmusogenicȱscenes.ȱAll
tenȱareȱeitherȱmentionedȱelsewhereȱinȱthisȱbookȱorȱhaveȱbeenȱsetȱtoȱmuȬ
sicȱinȱwellȬknownȱaudiovisualȱproductionsȱorȱprogrammaticȱcomposiȬ
tions.1ȱSomeȱofȱtheȱscenesȱcontainȱoneȱindividual,ȱothersȱtwo,ȱseveral,
manyȱorȱnone.ȱSomeȱareȱwideȱandȱopen,ȱothersȱconfinedȱandȱenclosed.
Someȱcontainȱaȱvarietyȱorȱunityȱofȱquickȱmovement,ȱwhileȱothersȱare
slower,ȱorȱevenȱstatic.ȱSomeȱmovementȱisȱtowardsȱaȱgoal,ȱwhileȱother
scenesȱcontainȱveritableȱhivesȱofȱnonȬdirectionalȱactivity.ȱSomeȱareȱgenȬ
tle,ȱothersȱviolent;ȱsomeȱhot,ȱothersȱcold;ȱsomeȱdark,ȱothersȱlight;ȱsome

pleasantȱandȱrelaxing,ȱothersȱunpleasantȱandȱdisturbing.

Musicȱappropriateȱ toȱ theȱ tenȱscenesȱwillȱvaryȱasȱmuchȱasȱ theȱ scenes
themselves.ȱTheȱmusicalȱdifferencesȱwillȱbeȱdeterminedȱbyȱhowȱtheȱpaȬ
rametersȱofȱexpressionȱexplainedȱinȱChaptersȱ8Ȭ10ȱareȱusedȱandȱcomȬ
binedȱ intoȱ aȱ synchronicȱ wholeȱ orȱ SYNCRISIS.2ȱ Theseȱ synchronic
aggregatesȱofȱmeaningfulȱmusicalȱstructureȱconsistȱofȱmusemesȱrelatȬ
ingȱnotȱonlyȱ toȱdifferentȱ sortsȱofȱpeopleȱ (cowboy,ȱprisoner,ȱdemons,

parentȱandȱchild,ȱetc.),ȱnorȱ justȱtoȱgeoȬethnic,ȱhistoricalȱorȱsocialȱlocaȬ
tionȱ(prairie,ȱArabia,ȱ1970s,ȱpenthouse,ȱetc.),ȱnorȱjustȱtoȱparticularȱtypes
ofȱmovementȱorȱactionȱ(riding,ȱmarauding,ȱflowing,ȱstrolling,ȱglistenȬ
ing,ȱswirling,ȱstillness,ȱetc.),ȱnorȱevenȱjustȱtoȱtypesȱofȱspace,ȱnorȱsimply

toȱdegreesȱofȱpleasantnessȱandȱunpleasantness,ȱbutȱtoȱtheȱwayȱinȱwhich
allȱsuchȱelementsȱareȱcombinedȱintoȱaȱwhole.ȱSyncrisisȱcanȱoftenȱincludeȱthe
representationȱofȱsocialȱrelationsȱȰSOCIALȱANAPHONESȰȱbyȱconfigurȬ
ingȱ unison,ȱ polyphony,ȱ responsoriality,ȱ polyrhythm,ȱ etc.ȱ inȱ specific
ways.ȱSyncrisisȱalsoȱinvolvesȱtextureȱwithȱitsȱinterrelatedȱbipolarȱscales
ofȱmusicalȱdensity/sparsityȱandȱsingularity/multiplicity.

1. [1]ȱTheȱVirginianȱ(Faith,ȱ1962),ȱseeȱpp.ȱ48Ȭ49,ȱ290,ȱ485.ȱ[2]ȱSeeȱpageȱ485.ȱ[3]ȱTheȱDreamȱ
ofȱOlwenȱ(Williams,ȱ1947),ȱpp.ȱ167Ȭ169,ȱ506Ȭ507.ȱ[4]ȱVȱȬȱTheȱFinalȱBattleȱ(1983).ȱ[5]ȱSinȬ
foniaȱAntarcticaȱ(VaughanȱWilliams,ȱ1947).ȱ[6]ȱ‘TheȱSun’sȱAnvil’ȱinȱLawrenceȱofȱArabiaȱ
(Jarre,ȱ1963).ȱ[7]ȱ‘MysteryȱLake’,ȱpp.ȱ239Ȭ241.ȱ[8]ȱ‘Leverȱduȱjour’ȱfromȱDaphnisȱetȱChloëȱ
Suiteȱ2ȱ(Ravel,ȱ1913).ȱ[9]ȱ‘Marcheȱauȱsupplice’ȱinȱSymphonieȱfantastiqueȱ(Berlioz,ȱ1830).ȱ
[10]ȱSeeȱpageȱ458.ȱTryȱalsoȱ[11]ȱtheȱKojakȱthemeȱ(Goldenberg,ȱ1973)ȱforȱheroicsȱinȱaȱ
busy,ȱsunlitȱNewȱYorkȱandȱ[12]ȱNightȱonȱaȱBareȱMountainȱ(Mussorgsky,ȱ1863)ȱforȱtheȱ
nocturnalȱswarmingȱofȱevilȱspirits.

2. SeeȱMUSEMEȱSTACKsȱandȱtheȱEXTENDEDȱPRESENTȱ(pp.ȱ235Ȭ238,ȱ272Ȭ273,ȱ509ȱff,ȱ524,ȱ594).

http://www.tagg.org/bookxtrax/NonMuso/mp3s/Olwen.mp3
http://www.tagg.org/bookxtrax/NonMuso/mp3s/Olwen.mp3
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Densityȱandȱsparsityȱ

Fig. 12-1. (a) Respighi: ‘Trevi fountain at noon’ from Fontane di Roma (1916); 
 (b) Borodin: Opening of On the Steppes of Central Asia (1880). 

Notationalȱ skillsȱ aren’tȱ neededȱ toȱ graspȱ theȱ factȱ thatȱ theȱ Respighi
soundbyteȱisȱdenselyȱpackedȱȰlotsȱofȱpeopleȱmillingȱroundȱaȱgushing
fountainȱinȱcentralȱRomeȱinȱtheȱmiddleȱofȱtheȱdayȰȱandȱthatȱtheȱfirst
fewȱbarsȱofȱ theȱBorodinȱpieceȱareȱveryȱsparseȱȰvastȱexpansesȱofȱsky
andȱofȱfeaturelessȱflatȱlandȱwithoutȱmotionȱasȱfarȱasȱtheȱeyeȱcanȱsee.ȱFigȬ
ureȱ12Ȭ1ȱillustratesȱhowȱmusicalȱtextureȱcanȱbeȱ(a)ȱdenseȱorȱ(b)ȱsparse,

�D� �E�
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bothȱdiachronicallyȱandȱsynchronically.ȱDiachronicȱdensityȱ isȱ ‘horizonȬ
tal’ȱandȱinvolvesȱnotesȱcomingȱfastȱandȱfuriousȱwithȱlittleȱorȱnoȱletȬup
(asȱinȱfig.ȱ12Ȭ1a),ȱwhileȱsynchronicȱdensityȱisȱmoreȱ‘vertical’ȱandȱinvolves
notesȱcloseȱinȱpitchȱsoundingȱatȱtheȱsameȱtime.ȱSynchronicȱdensityȱcan
beȱ closeȱ—notesȱ bunchedȱ togetherȱ inȱ oneȱ register,ȱ asȱ inȱ ‘closeȱ harȬ
mony’—ȱorȱcapaciousȱ—lotsȱofȱnotesȱinȱallȱregistersȱatȱtheȱsameȱtime,ȱas
inȱtheȱRespighiȱsample.ȱSparseȱmusicalȱ textureȱ isȱemptier,ȱ lessȱ ‘busy’,
lessȱ compact,ȱ etc.ȱ (fig.ȱ 12Ȭ1b).ȱSparseȱ synchronicȱ texture,ȱ ifȱ itȱ coversȱ a
wideȱpitchȱrange,ȱwillȱcontainȱampleȱregistralȱdistanceȱbetweenȱinstruȬ
ments,ȱvoicesȱ orȱparts.ȱDiachronicȱ sparsityȱwillȱmoreȱ likelyȱ involveȱ a
slowerȱ surfaceȱ rate,ȱ asȱ inȱ theȱBorodinȱquoteȱ andȱ inȱ theȱ examplesȱof
WIDEȬOPENȱ SPACESȱmusicȱdiscussedȱnext,ȱ aȱpopularȱmusogenicȱ scene
tropeȱ(seeȱfigureȱ12Ȭ2,ȱp.ȱ422)ȱwhoseȱ‘floating’ȱstillnessȱrarelyȱincludes
muchȱmovementȱinȱlowerȱregistersȱ(fig.ȱ12Ȭ1b).ȱLoudnessȱcanȱalsoȱbeȱimȬ
portantȱ inȱdeterminingȱhowȱdenseȱorȱsparseȱ theȱmusicȱsounds.ȱConȬ
stantlyȱloudȱmusicȱcontainingȱfewȱorȱnoȱmicroȬdurationsȱofȱrest,ȱasȱin
theȱRespighiȱquoteȱ(it’sȱhorizontallyȱandȱverticallyȱpackedȱtoȱcapacity),
orȱ likeȱ theȱcompressionȱeffectsȱdescribedȱonȱpagesȱ312Ȭ314,ȱcreatesȱa
denseȱtextureȱthatȱliterallyȱoccupiesȱmoreȱ(spatial)ȱvolume,ȱorȱbuildsȱa
wallȱofȱsound.ȱSparseȱtextureȱisȱmoreȱlikelyȱtoȱderiveȱfromȱdistinctȱdifȬ
ferencesȱinȱloudnessȱandȱtimbreȱor,ȱasȱjustȱimplied,ȱfromȱtheȱpresenceȱof
moreȱ‘windowsȱofȱsilence’,ȱmoreȱsonicȱopenȱspace,ȱbothȱverticallyȱand
horizontally.

Figureȱ12Ȭ2ȱ(p.ȱ422)ȱshowsȱ theȱsortȱofȱwideȱopenȱspacesȱandȱstillness
mentionedȱinȱtitlesȱtoȱworksȱbyȱBorodinȱȰȱOnȱtheȱSteppesȱofȱCentralȱAsia
(1880)ȰȱandȱCoplandȱȰ’OnȱtheȱOpenȱPrairie’ȱfromȱtheȱBillyȱtheȱKidȱbalȬ
letȱsuiteȱ(1941).ȱBothȱcomposersȱformȱmusicalȱimpressionsȱofȱsuchȱvastȬ
nessȱinȱmuchȱtheȱsameȱtermsȱofȱsparseȱbutȱcontinuousȱandȱexpansive
texture:ȱhigh,ȱquiet,ȱheldȱnotesȱorȱslowlyȱrepeatedȱones,ȱbigȱregistral
spaces,ȱnotȱmuchȱ tonalȱchange.ȱGraduallyȱ introduced,ȱmelodicȱ ideas
areȱ quiteȱ simple,ȱmovingȱ slowlyȱwithȱplentyȱ ofȱ breathingȱ spaceȱbeȬ
tweenȱphrases.ȱ
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Fig. 12-2. (a) Central Asian Steppe (Borodin, 1880); 
(b) North American Prairie (Copland, 1941)

IdyllicȱruralȱEnglandȱ (fig.ȱ12Ȭ3)ȱ isn’tȱsoȱbig.ȱ It’sȱpopulatedȱwithȱ trees,
hillsȱandȱhedges,ȱmoreȱintimateȱandȱ‘warmer’ȱthanȱtheȱvastȱcontinental
plainsȱofȱAsiaȱorȱAmerica,ȱatȱ leastȱ ifȱ theȱ soft,ȱ sustainedȱandȱwarmly

shimmering,ȱlowȬtoȬmidȬregisterȱstringȱpadȱinȱVaughanȱWilliams’ȱThe
LarkȱAscendingȱ(fig.ȱ12Ȭ9a,ȱp.ȱ432)ȱareȱanythingȱtoȱgoȱby.ȱTheȱlarkȱinȱthis
popularȱpieceȱrisesȱonȱsoloȱviolinȱoutȱofȱthatȱquietȱbutȱrichlyȱgrounded
orchestralȱgeneralityȱintoȱlightȱbutȱrapidȱburstsȱofȱstylisedȱpentatonic
birdsong,ȱendingȱup,ȱlikeȱaȱrealȱskylark,ȱhighȱaboveȱitsȱ(andȱour)ȱhome

base/bass.3ȱThatȱstylisedȱbirdsongȱhasȱaȱhighȱsurfaceȱrateȱsoundingȱatȱa
pitchȱsoȱfarȱaboveȱtheȱsustainedȱstringȱpadȱinȱnoȱclearȱtempoȱorȱmetre

thatȱ neitherȱ busyȱ stressȱnorȱmassiveȱmovementȱ areȱ anywhereȱ toȱ be
heard.ȱ Thereȱmayȱ beȱ noȱ anaphoneȱ ofȱ grossȬmotoricȱmovementȱ (no
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heartbeats,ȱnoȱfootsteps,ȱnoȱlargeȱgestures,ȱetc.)ȱbutȱthere’sȱlotsȱofȱfineȬ
motoricȱflutteringȱandȱwarblingȱaboveȱplentyȱofȱpleasantȱcalm.ȱ

Fig. 12-3. Part of Constable’s The Cornfield (1826), used as cover art for Naxos 
CD The Lark Ascending (Vaughan Williams, 1914)

Ifȱgallopingȱhorses,ȱbuffaloȱherds,ȱorȱevenȱaȱsingleȱmotocrossȱbikeȱwere

toȱburstȱacrossȱtheȱplainsȱorȱeruptȱintoȱConstable’sȱcornfieldȱtheyȱwould

neverȱsoarȱlikeȱaȱlarkȱbecauseȱnoneȱofȱthemȱcanȱflyȱorȱflutter,ȱnorȱsing,
twitter,ȱchirrupȱorȱwarble.ȱMoreȱimportantly,ȱtheȱsoundsȱofȱtheirȱgrossȬ
motoricȱmovementȱwouldȱbulldozeȱtheȱstillnessȱofȱtheȱsceneȱtoȱanȱinauȬ
dibleȱrubbleȱinȱtermsȱofȱloudnessȱandȱregisterȱoverlap.ȱTheyȱwouldȱocȬ
cupyȱtheȱentireȱsoundscape.ȱThereȱwouldȱbeȱnoȱsonicȱdynamicȱbetween

foregroundȱfigureȱandȱbackgroundȱscene.ȱYouȱmightȱjustȱasȱwellȱstart
workȱwithȱaȱjackhammerȱbyȱtheȱelmȱinȱConstable’sȱpainting,ȱorȱbuildȱan
airportȱrunwayȱacrossȱhisȱcornfield,ȱorȱmixȱMetallicaȱriffsȱintoȱaȱsensiȬ
tiveȱrecordingȱofȱtheȱVaughanȱWilliamsȱpiece.

3. Larksȱnestȱonȱtheȱgroundȱandȱperformȱtheirȱsongȱdisplaysȱ(forȱterritorialȱreasons)ȱinȱ
ascentȱandȱatȱgreatȱheightȱinȱtheȱearlyȱmorning.ȱObservationsȱmadeȱhereȱaboutȱTheȱ
LarkȱAscendingȱcoverȱtheȱwork’sȱfirstȱsixȱandȱitsȱfinalȱtwoȱminutes.ȱTheȱlowȬtoȬmidȬ
registerȱstringȱpadȱsonorityȱ(‘theȱground’)ȱisȱaȱsortȱofȱBm��ȱ(eȱinȱtheȱbass:ȱe2 d3 b3 
f�4)ȱwhichȱcontainsȱfourȱofȱtheȱBȱminorȱpentatonicȱmode’sȱfiveȱnotesȱusedȱbyȱtheȱ
larkȬlikeȱsoloȱviolinȱ(b d e f� a).ȱ
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Singularityȱandȱmultiplicityȱ

Ofȱ course,ȱ aȱ singleȱ lark,ȱ horse,ȱ buffaloȱ orȱmotocrossȱ bikeȱ doesȱ not
soundȱ theȱsameȱasȱseveral.ȱTheȱsoundȱofȱaȱsingleȱgallopingȱhorseȱor
loneȱbuffaloȱchargingȱtowardsȱyouȱhasȱaȱdistinctȱrhythmȱ(ƿȱDIDDLEȬDUM
DIDDLEȬDUM)ȱbutȱmanyȱgallopingȱhorsesȱorȱaȱwholeȱherdȱofȱbuffaloȱcreȬ
ateȱaȱgeneralȱrumbleȱinȱwhichȱtheȱsoundȱofȱindividualȱhoovesȱisȱindisȬ
tinguishable.ȱ It’sȱalsoȱdifficultȱ toȱpickȱoutȱoneȱamongȱaȱmultitudeȱof
birdsȱinȱtheȱdawnȱorȱeveningȱchorus,ȱunlessȱitȱhasȱaȱcall,ȱlikeȱthatȱofȱthe
cuckoo,ȱreadilyȱdistinguishableȱfromȱtheȱgeneralȱtwitteringȱheardȱatȱthe
sameȱtime.ȱOneȱreasonȱwhyȱweȱcanȱpickȱoutȱtheȱcuckooȱisȱthatȱitsȱcallȱreȬ
semblesȱmoreȱcloselyȱthanȱotherȱbirdsongȱtheȱvocalȱutteranceȱofȱaȱsingle
humanȱinȱtermsȱofȱregister,ȱpitchȱprofile,ȱsurfaceȱrate,ȱrhythmicȱprofile
andȱduration.ȱTheȱhumanȱvoiceȱcanȱeasilyȱ imitateȱ it,ȱactuallyȱsingȱor
whistleȱit.ȱThatȱisȱnotȱsoȱwithȱtheȱsongȱofȱaȱlarkȱascendingȱinȱtheȱstillȱof
theȱearlyȱmorning.ȱAlthoughȱclearlyȱ identifiableȱasȱaȱsingleȱstrandȱof
sound,ȱitȱcanȱonlyȱbeȱapproximatedȱthroughȱinstrumentalȱstylisationȱof
theȱsortȱusedȱbyȱtheȱlikesȱofȱVaughanȱWilliamsȱorȱMessiaen:ȱit’sȱplayaȬ
ble,ȱnotȱsingable.4ȱAndȱtheȱdawnȱchorus,ȱidentifiableȱonlyȱasȱanȱongoȬ
ingȱsonicȱbackclothȱisn’tȱjustȱunsingable:ȱit’sȱalsoȱunplayableȱunlessȱyou
canȱtranscribeȱandȱstyliseȱbirdsongȱasȱimaginativelyȱasȱVaughanȱWilȬ
liamsȱorȱMessiaen,ȱandȱthenȱpayȱscoresȱofȱvirtuosoȱflautistsȱtoȱperform
veryȱdifficultȱpiccoloȱparts;ȱorȱunlessȱyouȱareȱaȱskilledȱsoundȱdesigner
withȱallȱtheȱtime,ȱsoftwareȱandȱequipmentȱnecessaryȱforȱmakingȱaȱconȬ
vincingȱmontageȱfromȱdozensȱofȱbirdsongȱsamples.ȱThreeȱconclusions
canȱbeȱdrawnȱfromȱtheseȱobservations.ȱ

1. Aȱmultiplicityȱofȱsimilarȱsoundsȱthatȱstartȱandȱendȱatȱdifferentȱ
pointsȱinȱtimeȱbutȱwhichȱoverlapȱtoȱformȱanȱoverallȱcontinuumȱis,ȱ
atȱleastȱinȱmodernȱWesternȱears,ȱmoreȱlikelyȱtoȱcomeȱacrossȱasȱanȱ
acousticȱbackdropȱorȱmusicalȱaccompaniment.

2. SingleȬstrandȱsequencesȱofȱsoundȱstatedȱinȱphrasesȱnoȱlongerȱthanȱ
theȱextendedȱpresent,ȱandȱwhoseȱtimbre,ȱpitchȱrange,ȱsurfaceȱrateȱ
orȱtempoȱdiffersȱfromȱthat/thoseȱofȱanyȱeventualȱsonicȱbackcloth,ȱ
areȱmoreȱlikelyȱtoȱbeȱheardȱasȱmusicalȱ‘figures’.

4. ForȱMessiaenȱandȱbirdsong,ȱseeȱBurrellȱ(2008)ȱandȱMessiaenȱ(1941,ȱ1952,ȱ1956).ȱ
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3. TheȱmoreȱsuchȱsingleȬstrandȱlinesȱtallyȱwithȱwhatȱtheȱhumanȱvoiceȱ
canȱproduceȱinȱtermsȱofȱregister,ȱpitchȱrangeȱandȱprofile,ȱofȱsurfaceȱ
rate,ȱandȱdurationȱofȱphrases,ȱtheȱmoreȱlikelyȱtheyȱareȱtoȱbeȱheardȱ
asȱmusicalȱforeground,ȱi.e.ȱasȱindividualȱfigures,ȱasȱsingableȱ(orȱatȱ
leastȱplayable)ȱtunes,ȱandȱasȱmelody.ȱ

Distinctionȱbetweenȱsonicȱforegroundȱandȱbackgroundȱcan,ȱinȱWestern

traditionsȱofȱmusic,ȱbeȱunderstoodȱasȱhomologousȱtoȱtheȱdistinctionȱbeȬ
tweenȱmelodyȱ (�� singularity,ȱ individual,ȱ foregroundȱ figure)ȱandȱacȬ
companimentȱ (�� generality,ȱ environment,ȱ backgroundȱ etc.).ȱ This
distinctionȱ hasȱ beenȱ soȱ centralȱ toȱ theȱ productionȱ andȱ perceptionȱ of
ideasȱinȱWesternȱmusicȱoverȱtheȱlastȱfewȱcenturies,ȱsoȱcentralȱtoȱ‘how
weȱhearȱtheȱworld’,ȱthatȱitȱneedsȱtoȱbeȱexaminedȱinȱdetailȱ(pp.ȱ425Ȭ446)
beforeȱweȱreturnȱtoȱotherȱaspectsȱofȱsyncrisisȱasȱaȱmacroȬparameterȱof
musicalȱexpression.

Figure/groundȱ=ȱmelody/accompanimentȱ

Musicalȱmonocentrismȱ

Sinceȱaroundȱ1600ȱandȱuntilȱquiteȱrecentlyȱtheȱdominantȱsyncriticȱparaȬ
digmȱinȱmostȱEuropeanȱandȱNorthȱAmericanȱmusicȱhasȱbeenȱtheȱMELȬ
ODYȬACCOMPANIMENTȱDUALISMȱ(Maróthy,ȱ1974:ȱ22ȱff.).5ȱItȱis,ȱsoȱtoȱspeak,
somethingȱ thatȱHaydn,ȱWagner,ȱCharlieȱParkerȱandȱAC/DCȱ shareȱ in
common;ȱbutȱit’sȱbyȱnoȱmeansȱaȱuniversalȱphenomenon.ȱMuchȱSubȬSaȬ
haranȱtraditionalȱmusic,ȱforȱ instance,ȱisȱbuiltȱonȱtheȱentirelyȱdifferent
principleȱofȱongoingȱcompositeȱcrossȱrhythmȱ(p.ȱ457,ȱff.)ȱ—‘lotsȱofȱlively
rhythmȱbutȱnotȱmuchȱbyȱwayȱofȱaȱtune’,ȱasȱmyȱmotherȱonceȱputȱ it—
whileȱmuchȱmusicȱfromȱtheȱArabȱworldȱisȱheterophonicȱ(p.ȱ452)ȱ—‘lots

ofȱtuneȱbutȱthey’reȱnotȱinȱtimeȱwithȱeachȱotherȱandȱthere’sȱnoȱharmony’,

asȱ sheȱmightȱhaveȱ remarked.ȱAboutȱ imitativeȱ counterpointȱ inȱElizaȬ

5. Aroundȱ1600,ȱmembersȱofȱtheȱFlorentineȱ‘Camerata’ȱ(Caccini,ȱMonteverdi,ȱetc.)ȱ
soughtȱtoȱreȬcreateȱtheȱ‘monody’ȱofȱAncientȱGreekȱdramaȱinȱtermsȱofȱaȱmelodicȱlineȱ
withȱinstrumentalȱaccompaniment.ȱInȱstandardȱaccountsȱofȱEuropeanȱmusicȱhistoryȱ
thisȱmovementȱisȱseenȱasȱrepresentingȱaȱchangeȱfromȱlateȱRenaissanceȱstylesȱofȱconȬ
trapuntalȱpolyphonyȱtoȱtheȱmoreȱ‘monodic’ȱtexturesȱofȱBaroqueȱandȱpreȬclassicalȱ
styles.ȱOfȱcourse,ȱtheȱmelodyȬaccompanimentȱdualismȱhasȱaȱmuchȱlongerȱhistoryȱ
(e.g.ȱmedievalȱtroubadours)ȱandȱisȱaȱwidespreadȱcompositionalȱstrategyȱinȱmanyȱ
musicȱcultures,ȱe.g.ȱ'ȱFUAARdCr-q0 (Kazakhȱvoiceȱwithȱdombraȱaccompaniment).ȱ

http://www.youtube.com/watch?v=FUAARdCr-q0
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bethanȱchoralȱmusicȱ sheȱactuallyȱdidȱ sayȱ ‘it’sȱallȱveryȱnice,ȱdear,ȱbut
whyȱdon’tȱtheyȱsingȱtheȱsameȱthingȱatȱtheȱsameȱtime?’ȱNow,ȱmyȱmother

certainlyȱwasn’tȱtheȱonlyȱindividualȱinȱWesternȱEuropeȱunableȱtoȱmake

muchȱ senseȱofȱmusicȱ thatȱcouldȱnotȱbeȱheardȱ throughȱ theȱdominant

perceptualȱgridȱofȱtheȱfigureȬgroundȱorȱmelodyȬaccompanimentȱdualȬ
ism.ȱSo,ȱhowȱdoesȱthatȱpopularȱdualismȱworkȱandȱwhatȱdoesȱitȱmean?

Bengtssonȱ(1977:ȱ488)ȱdefinedȱmelodyȱas

‘[a]ȱsuccessionȱofȱtonesȱcharacterisedȱbyȱtheirȱtotalȱorȱpartialȱappearance
asȱaȱmusicalȱGestalt,ȱanȱintegralȱstructure,ȱ[…]ȱstandingȱoutȱasȱaȱfigure
againstȱanȱaccompanyingȱbackground.ȱItȱstandsȱoutȱwithȱsuchȱclarityȱas
toȱbeȱrecognisableȱandȱreproducible.’

Gestaltȱ(figure),ȱstandingȱoutȱagainst,ȱrecognisableȱandȱreproducibleȱareȱthe
operativeȱwords.ȱSinceȱmanyȱpeopleȱplayȱnoȱmusicalȱ instrument,ȱthe
mostȱusualȱwayȱofȱreproducingȱaȱmelodyȱisȱtoȱsingȱit.6ȱMelodiesȱaren’t
justȱ recognisableȱmotivicȱ figuresȱ likeȱ riffsȱ (ostinati)ȱorȱ tonalȱ fillsȱ (alȬ
thoughȱtheseȱbothȱdefinitelyȱhaveȱmelodicȱtraits),ȱbutȱtheȱmostȱconsistȬ
entlyȱidentifiableȱandȱsingableȱstringsȱofȱtones:ȱtonesȱatȱaȱsingableȱpitch
containingȱsingableȱintervalsȱwithinȱaȱsingableȱrange.ȱAsȱnotedȱearlier,ȱmelȬ
odyȱisȱalsoȱsingableȱinȱtermsȱofȱphraseȱlengthȱ(breathing),ȱsurfaceȱrateȱand
tempoȱ(notȱtooȱmanyȱfastȱnotes,ȱnotȱjustȱoneȱorȱtwoȱveryȱlongȱnotes).7

ACCOMPANIMENT,ȱonȱtheȱotherȱhand,ȱisȱusuallyȱqualifiedȱasȱsubordinate
toȱsomeȱotherȱpartȱofȱ theȱmusicalȱ textureȱȰ‘theȱmusicalȱbackground
providedȱbyȱaȱ lessȱ importantȱ forȱaȱmoreȱ importantȱpart’.8ȱYouȱcould
alsoȱsayȱthatȱtheȱgeneralityȱofȱaccompanyingȱpartsȱisȱmusicallyȱunderȬ
stoodȱasȱ contrastingȱwithȱ theȱparticularityȱofȱ theȱmelody.ȱTermsȱ like
backing,ȱbackingȱvocals,ȱbackingȱtracks,ȱbackgroundȱharmony,ȱleadȱsinger,ȱlead
vocals,ȱ leadȱ guitarist,ȱ frontȱ manȱ etc.ȱ illustrateȱ thisȱ culturalȱ consensus
aboutȱtheȱdualism.

6. Thisȱcorrespondsȱtoȱtheȱnotionȱofȱtheȱcantandoȱ(lit.ȱ=ȱ‘singing’)ȱaspectsȱinȱoppositionȱ
toȱtheȱsuonandoȱ(lit.ȱ=ȱ‘playing’)ȱaspectsȱofȱmusicȱ(Goldschmidt,ȱ1970).ȱ

7. Seeȱpp.ȱ318,ȱ335ȱandȱTaggȱ(2009:ȱ57Ȭ79)ȱforȱmoreȱonȱmelody.

8. HarvardȱDictionaryȱofȱMusicȱ(1958).
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Figureȱ12Ȭ4ȱshows,ȱfromȱabove,ȱtheȱusualȱposiȬ
tionȱ occupiedȱbyȱ theȱmostȱprominentȱ figure
(leadȱ singer,ȱmainȱ soloist,ȱ conductor,ȱ etc.)ȱ in
liveȱ performance.ȱ It’sȱ theȱ audiovisualȱ focal
pointȱcentreȱstageȱfront,ȱnotȱbackstage,ȱorȱout
inȱ theȱwings.ȱCentreȱ frontȱ isȱ alsoȱwhereȱ the
‘leadȱfigure’ȱisȱusuallyȱplacedȱinȱtheȱfinalȱmix

ofȱ aȱ recordingȱ (phonographicȱ staging).ȱ This
syncriticȱ paradigmȱ isȱ similarȱ toȱ theȱ figure/
groundȱ dualismȱ ofȱ Europeanȱ paintingȱ since
theȱRenaissance,ȱaȱmonocentricȱdualismȱquite
differentȱ toȱ theȱ polycentricȱworksȱ ofȱ artists
likeȱBoschȱandȱBrueghel.9ȱ

TheȱhugeȱBrueghelȱpainting10ȱshownȱasȱfigureȱ12Ȭ5ȱ(p.ȱ428)ȱcontainsȱa
largeȱnumberȱofȱclearlyȱidentifiableȱdifferentȱfiguresȱengagedȱinȱdifferȬ
entȱ activities.ȱTowardsȱ theȱ frontȱ andȱ rightȱofȱ theȱpictureȱ aȱ littleȱgirl
clutchesȱforȱprotectionȱatȱherȱmother’sȱskirtȱ(fig.ȱ12Ȭ6a)ȱwhileȱtwoȱsolȬ
diersȱkickȱdownȱtheȱdoorȱbehindȱthemȱ(fig.ȱ12Ȭ6b)ȱandȱothersȱforceȱenȬ
tryȱ throughȱ aȱwindow.ȱ Centreȱ leftȱ inȱ figureȱ 12Ȭ5,ȱ aȱ distressedȱDad
kneelsȱ toȱpleadȱdesperatelyȱwithȱ anȱofficerȱonȱhorsebackȱ (fig.ȱ 12Ȭ6c)
whileȱotherȱparents,ȱjustȱtoȱhisȱright,ȱofferȱaȱlambȱasȱsacrificialȱsubstituȬ
tionȱforȱtheirȱbabyȱboy.ȱInȱtheȱmiddleȱofȱtheȱmainȱpicture,ȱsoldiersȱthrust
theirȱpikesȱintoȱaȱgoryȱpileȱofȱdeadȱbabiesȱonȱtheȱfrozenȱground.ȱMothȬ
ersȱinȱfrontȱofȱthatȱhorrendousȱheapȱofȱinfanticideȱareȱdepictedȱinȱvariȬ
ousȱstatesȱofȱanguishȱwhileȱmembersȱofȱaȱcavalryȱunit,ȱinȱarmourȱdark
asȱdeath,ȱsitȱstockȱstillȱonȱhorsebackȱatȱtheȱcoldȱandȱevilȱheartȱofȱtheȱdeȬ
pictedȱatrocities.ȱThisȱmultiplicityȱofȱdifferentȱfigures,ȱpostures,ȱactions
andȱ expressionsȱ doesȱ notȱ createȱ theȱ generalityȱ ofȱ aȱ buffaloȱ herd,ȱ a

9. ThisȱgeneralisationȱaboutȱtheȱhistoryȱofȱEuropeanȱpaintingȱisȱbasedȱonȱBergerȱ(1977).ȱ
Forȱexceptionsȱtoȱthisȱgeneralȱtrend,ȱseeȱfootnoteȱ11ȱ(p.ȱ429).ȱForȱmoreȱexamplesȱofȱ
polycentricȱcompositionȱseeȱBosch’sȱTheȱGardenȱofȱEarthlyȱDelightsȱ(1504)ȱandȱBrueȬ
gel’sȱChildren’sȱGamesȱ(1560).ȱForȱexamplesȱofȱmonocentricȱpaintingȱinȱcentralȱperȬ
spectiveȱseeȱVermeer’sȱTheȱMusicȱLessonȱ(1665)ȱorȱGainsborough’sȱPortraitȱofȱaȱ
Gentlemanȱ(1750)ȱandȱMrȱandȱMrsȱAndrews,ȱfigureȱ12Ȭ7ȱ(p.ȱ429).ȱ

10. Theȱpaintingȱmeasuresȱ160×111ȱcmȱandȱhangsȱinȱVienna’sȱKunsthistorischesȱMuseum,ȱ
theȱsameȱlocationȱasȱBrueghel’sȱChildren’sȱGames.

Fig. 12-4. Monocentric
musical 
positioning
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swarmȱofȱ insects,ȱcityȱtraffic,ȱtheȱdawnȱchorus,ȱorȱaȱcrowdȱofȱpeople.
No,ȱeachȱfigureȱorȱgroupȱofȱfigures,ȱeachȱminiȬscene,ȱisȱvisiblyȱdistinct
andȱmakesȱitsȱownȱuniqueȱcontributionȱtoȱtheȱpainting’sȱoverallȱcompoȬ
sitionȱ(form)ȱandȱmessage.ȱThereȱisȱnoȱoverridingȱfigureȬgroundȱdualȬ
ismȱinȱthisȱvisualȱsyncrisis.ȱ
Fig. 12-5. Brueghel: Massacre of the Innocents (c. 1566) 

Fig. 12-6. Three details from figure 12-5 

Theȱsortȱofȱvisualȱcompositionȱ justȱdescribedȱbecomesȱrarerȱ inȱEuroȬ
peanȱpaintingȱduringȱtheȱseventeenthȱandȱeighteenthȱcenturies.ȱStillȱlife
subjectsȱandȱportraitsȱthatȱmakeȱfullȱuseȱofȱcentralȱperspectiveȱbecome

moreȱcommonȱasȱmembersȱofȱtheȱprivilegedȱclassesȱpayȱartistsȱtoȱpaint
themȱasȱ individualsȱ inȱanȱenvironmentȱ theyȱeitherȱown,ȱorȱ inȱwhich

theyȱareȱcelebrities,ȱorȱtoȱwhichȱtheyȱaspire,ȱorȱelseȱinȱnoȱvisibleȱcontext
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atȱall.ȱThere’sȱnoȱroomȱhereȱtoȱpursueȱthisȱlineȱofȱreasoningȱ(seeȱBerger,
1977)ȱ andȱ theȱ earlyȱGainsboroughȱportraitȱofȱMrȱ andȱMrsȱAndrews

seenȱinȱfrontȱofȱtheȱlandsȱtheyȱownȱ(fig.ȱ12Ȭ7)ȱwillȱhaveȱtoȱsufficeȱasȱsole
exampleȱofȱ theȱ longȱandȱ complexȱ trendȱ towardsȱmonocentricȱvisual
representationȱofȱtheȱhumanȱsubject.11ȱ

Fig. 12-7. Gainsborough: Mr & Mrs Andrews (1750)12 

Thisȱ changeȱ inȱvisualȱartȱ isȱparalleledȱ inȱ theȱeuroclassicalȱ shiftȱ from
contrapuntalȱpolyphonyȱtoȱaccompaniedȱmonody.ȱIt’sȱillustratedȱinȱthe
differenceȱbetweenȱtheȱmusicȱinȱfiguresȱ12Ȭ8ȱ(p.ȱ430)ȱandȱ12Ȭ9ȱ(p.ȱ432).13ȱ

11. Ofȱcourse,ȱfigureȬgroundȱportraitsȱoccurȱbeforeȱ1600ȱ(e.g.ȱDaȱVinci’sȱMonaȱLisaȱ(c.ȱ
1510)),ȱandȱpolycentricȱworksȱareȱproducedȱafterwardsȱ(e.g.ȱHogarth’sȱTheȱRake’sȱ
Progressȱ(1733Ȭ35),ȱDelacroix’sȱLibertéȱguidantȱleȱpeupleȱ(1830)).ȱWorksȱlikeȱMatsys’ȱTheȱ
MoneylenderȱandȱhisȱWifeȱ(1514)ȱorȱHolbein’sȱTheȱAmbassadorsȱ(1533)ȱdepictȱmembersȱ
ofȱtheȱrisingȱcapitalistȱclassȱwithȱtheirȱpreciousȱbelongings.ȱVermeerȱpaintingsȱlikeȱ
TheȱMilkmaidȱ(1658)ȱorȱTheȱMusicȱLessonȱ(1664)ȱareȱsetȱinȱbourgeoisȱhomes,ȱnotȱinȱ
Bruegel’sȱvillageȱhighȱstreet.ȱSeeȱfootnoteȱ12ȱforȱcontinuedȱcommentary.ȱ

12. Beforeȱmarrying,ȱMrȱ&ȱMrsȱAndrewsȱownedȱadjacentȱpropertiesȱwhichȱwereȱthenȱ
combinedȱintoȱoneȱ(theȱpainting’sȱbackground).ȱMrȱAndrewsȱseemsȱtoȱbeȱinȱchargeȱ
withȱanȱobedientȱdog,ȱaȱshotgunȱtoȱkillȱgameȱorȱpoachers,ȱandȱaȱslimȱyoungȱwifeȱ
withȱfancyȱshoes,ȱhat,ȱandȱelegantȱlegsȱdrapedȱinȱtheȱiceȬblueȱsilkȱofȱherȱbillowingȱ
dress.ȱLikeȱMatsys’ȱmoneylenderȱandȱHolbein’sȱambassadorsȱ(ftnt.ȱ11),ȱMrȱ&ȱMrsȱ
Andrewsȱhaveȱ‘madeȱit’.ȱGainsboroughȱdidȱnotȱrelishȱpaintingȱtheȱrich.ȱHisȱPortraitȱ
ofȱaȱGentlemanȱ(1750)ȱshowsȱ‘anȱofficerȱandȱaȱgentleman’ȱinȱtheȱfineryȱofȱhisȱrank,ȱ
loungingȱonȱaȱtreeȱtrunk,ȱhisȱswordȱstuckȱintoȱtheȱgroundȱbetweenȱhisȱlegs.ȱAȱpoorȱ
womanȱpassesȱ20ȱmetresȱbehindȱhimȱwithȱmeagreȱbitsȱofȱfirewoodȱinȱtheȱbasketsȱcarȬ
riedȱbyȱherȱscrawnyȱdonkeys.ȱForȱlessȱcriticalȱdepictionȱofȱclass,ȱstatusȱandȱpowerȱ
seeȱalmostȱanyȱportraitȱpaintedȱbyȱSirȱJoshuaȱReynoldsȱ(1723Ȭ1792).ȱ
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Fig. 12-8. Tomkins: Turn unto the Lord (1622): bars 27-4314 * 

Figureȱ12Ȭ8ȱshowsȱtheȱendȱofȱaȱshortȱsixȬpartȱmotetȱbyȱThomasȱTomȬ
kins.ȱIt’sȱwrittenȱforȱtwoȱsopranoȱvoicesȱ(S1ȱandȱS2),ȱaltoȱ(A),ȱtwoȱtenors
(T1ȱandȱT2)ȱandȱbassȱ(B).ȱYouȱdon’tȱhaveȱtoȱreadȱmusicȱtoȱgraspȱwhat’s

happening.ȱJustȱlistenȱtoȱtheȱrecordingȱ(*14)ȱandȱcheckȱhowȱtheȱwords

13. Forȱaȱmoreȱexpansiveȱtakeȱonȱthisȱideologicalȱhistoryȱofȱideasȱinȱeuroclassicalȱmusicȱ
seeȱTonalityȱandȱTotalityȱ(Zerzan,ȱ1994).

http://www.tagg.org/bookxtrax/NonMuso/mp3s/TomkinsFromGtoG.mp3
http://www.tagg.org/bookxtrax/NonMuso/mp3s/TomkinsFromGtoG.mp3
http://www.tagg.org/bookxtrax/NonMuso/mp3s/TomkinsFromGtoG.mp3
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bunchȱupȱwithȱstaggeredȱentriesȱofȱ‘FROMȱGENERATIONȱTOȱGENERATION’

inȱbarsȱ37Ȭ38ȱandȱbarsȱ40Ȭ42.ȱConsiderȱalsoȱhowȱtheȱpercussiveȱsoundȱat
theȱstartȱofȱeachȱGENERATION15ȱ(�F<�,ȱmarkedȱwithȱasterisksȱ inȱfigure
12Ȭ8)ȱpiercesȱtheȱtonalȱtextureȱonȱaverageȱeveryȱthreeȱbeatsȱinȱbarsȱ27Ȭ
33,ȱonȱeveryȱotherȱbeatȱinȱbarsȱ34Ȭ38,ȱandȱonȱeveryȱsingleȱbeatȱinȱbarsȱ41Ȭ
42.ȱ Theȱ GENERATIONsȱ increaseȱ inȱ numberȱ andȱ intensityȱ duringȱ the
thirtyȬoddȱsecondsȱofȱthisȱextractȱinȱtwoȱways.ȱ[1]ȱTheȱsixȱindependent
voicesȱenterȱoneȱorȱtwoȱatȱaȱtimeȱatȱdifferentȱpointsȱasȱsimilarȱmelodic

statementsȱofȱGENERATIONȱatȱdifferentȱpitchesȱinȱbarsȱ27Ȭ32ȱsoȱthatȱsynȬ
criticȱtextureȱincreasesȱinȱrangeȱandȱsynchronicȱdensity.ȱ[2]ȱTheȱindividȬ
ualȱGENERATIONsȱatȱdifferentȱpitchesȱenterȱwithȱincreasingȱrapidityȱto
createȱgreaterȱdiachronicȱdensity.ȱPutȱsimply,ȱmoreȱandȱmoreȱgeneraȬ
tionsȱpileȱonȱtopȱofȱeachȱotherȱfasterȱandȱfaster.16ȱThisȱcumulativeȱeffect
appropriateȱtoȱtheȱsenseȱofȱFROMȱGENERATIONȱTOȱGENERATIONȱmayȱnot
beȱasȱheartȬrendingȱasȱtheȱcombinationȱofȱindividualȱfiguresȱinȱtheȱtoȬ
talityȱofȱBrueghel’sȱMassacreȱofȱtheȱInnocentsȱbutȱit’sȱjustȱasȱeffective.ȱAs
withȱtheȱBrueghelȱpainting,ȱTomkinsȱcommunicatesȱtheȱtangibleȱmultiȬ
plicityȱofȱanȱoverallȱeffectȱthatȱcouldȱnotȱhaveȱbeenȱproducedȱusingȱa
figureȬgroundȱorȱmelodyȬaccompanimentȱmodel.ȱItȱneededȱseveralȱinȬ
dependentȱbutȱcombinableȱpartsȱtoȱworkȱasȱaȱwhole.

Ifȱtheȱcompositionalȱtextureȱofȱfigureȱ12Ȭ8ȱ(Tomkins)ȱisȱunderstoodȱasȱa
musicalȱparallelȱtoȱtheȱvisualȱpolycentrismȱofȱfigureȱ12Ȭ5ȱ(Bruegel),ȱthe

14. Thisȱextractȱstartsȱatȱ1:51ȱinȱtheȱoriginalȱrecordingȱ(�ȱTomkins,ȱ1622),ȱaudibleȱatȱ
)tagg.org/bookxtrax/NonMuso/mp3s/TomkinsFromGtoG.mp3.ȱItȱrunsȱatȱc.ȱ60ȱbpmȱ(durationȱ
ofȱtheseȱ16ȱUȱbarsȱisȱ66Ȉ).ȱAȱpianoȱreductionȱisȱincludedȱhereȱtoȱletȱmusosȱfollowȱtheȱ
extractȱtonally.ȱAȱcompleteȱscoreȱofȱtheȱwholeȱpieceȱisȱatȱ)www0.cpdl.org/wiki/images/
2/2d/Tomkins_Turn_unto_the_Lord.pdf [120617].ȱTheȱscoreȱisȱtransposedȱupȱaȱminorȱthirdȱ
andȱwrittenȱnoteȱvaluesȱareȱhalved.ȱNotationȱwasȱunbarredȱinȱTomkins’ȱday:ȱUȱbarȬ
ringȱhadȱbeenȱaddedȱtoȱfacilitateȱinȬtextȱreferencing.ȱ

15. ‘Percussive’?ȱYes:��F<�ȱisȱaȱvoicedȱpalatoȬalveolarȱaffricate.ȱ‘[I]tȱisȱproducedȱbyȱfirstȱ
stoppingȱtheȱairȱflowȱentirely,ȱthenȱdirectingȱitȱwithȱtheȱtongueȱtoȱtheȱsharpȱedgeȱofȱ
theȱteeth,ȱcausingȱhighȬfrequencyȱturbulence’ȱ(Wikipedia,ȱcitingȱWatsonȱ(2002)).ȱ
Noteȱthatȱgenerationȱisȱinȱtheȱrecordingȱpronouncedȱaccordingȱtoȱ16thȬcenturyȱconȬ
ventionȱȰ[F<'P
�T'+UK1P]ȱ(5ȱsyllables)ȱinsteadȱofȱtoday’sȱ[F<'P
�T'+5
P]ȱ(4ȱsyllables).

16. Thisȱaccumulationȱisȱalsoȱexpressedȱthrough:ȱ[1]ȱincreasedȱvolumeȱforȱeachȱentry;ȱ[2]ȱ
singleȱoverallȱharmonicȱdirectionȱȰB�ȱ(b.ȱ27Ȭ31)ȱtoȱCȱ(b.ȱ32Ȭ40)ȱtoȱFȱ(41Ȭ43);ȱ[3]ȱhighȬ
estȱandȱlowestȱnotesȱreachedȱinȱfinalȱcadenceȱ(f4ȱandȱb�2ȱinȱbarȱ41);ȱ[4]ȱanȱincreaseȱinȱ
theȱpiece’sȱtotalȱtonalȱrange.

http://www.tagg.org/bookxtrax/NonMuso/mp3s/TomkinsFromGtoG.mp3
http://www0.cpdl.org/wiki/images/2/2d/Tomkins_Turn_unto_the_Lord.pdf
http://www0.cpdl.org/wiki/images/2/2d/Tomkins_Turn_unto_the_Lord.pdf
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threeȱexamplesȱinȱfigureȱ12Ȭ9ȱcanȱbeȱheardȱasȱmusicalȱparallelsȱtoȱthe
visualȱmonocentrismȱofȱfigureȱ12Ȭ7ȱ(Gainsborough).ȱYouȱdon’tȱneedȱto
beȱnotationallyȱliterateȱtoȱgraspȱhowȱeachȱextractȱinȱfigureȱ12Ȭ9ȱisȱconȬ
ceivedȱasȱaȱfigureȬgroundȱdualism.ȱInȱfigureȱ12Ȭ9aȱtheȱquietȱfourȬnote
stringȱpadȱisȱheldȱmotionlessȱinȱtheȱbackgroundȱ(K�B)ȱasȱtheȱlark/violin
foregroundȱfigureȱfluttersȱandȱwarblesȱskywardsȱ(MMMMMOȱetc.).ȱ ȱ

Fig. 12-9. Three figure-ground texture extracts    

Inȱfigureȱ12Ȭ9bȱ(Schubert)ȱtheȱtablesȱareȱ turnedȱ inȱ thatȱsurfaceȱrateȱ is
quiteȱhighȱinȱtheȱpianist’sȱrightȬhandȱ(RH)ȱaccompanimentȱ(;MMMMO,ȱ240
npm)ȱwhileȱtheȱsoloȱvocalist’sȱ‘AveȱMaria’ȱmelodicȱlineȱisȱsmooth,ȱslow
andȱlongȱ(5ȱseconds,ȱc.ȱ30ȱnpm).ȱTheȱpianist’sȱrightȱhandȱplaysȱoneȱupȬ
andȬdownȱ‘angelic’ȱarpeggioȱeveryȱsecond.17ȱTooȱshortȱandȱrepetitiveȱa
motifȱtoȱbeȱheardȱasȱmelody,ȱitȱworksȱlikeȱaȱriff,ȱwithȱharmoniesȱchangȬ
ingȱonceȱaȱsecond,ȱtoȱproduceȱdelicatelyȱundulatingȱforwardȱmovement

Ȱtheȱsong’sȱgrooveȱofȱslow,ȱprocessionalȱdevotion.ȱ

17. Angelicȱharpȱpatterns:ȱseeȱTaggȱ(2000b:ȱ38Ȭ42).ȱArpeggio:ȱseeȱGlossary.

(a) Vaughan Williams: 
The Lark Ascending (1914)

(b) Schubert: Ave Maria (1820)
(c) Emmett: Dixie (1859)

(a)

(b)

(c)
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Pianoȱaccompanimentȱputsȱdownȱanotherȱ‘ungroovyȱgroove’ȱinȱfigure
12Ȭ9c.ȱIt’sȱaȱstraightȱOOMȬPAȬPAȬ[BLANK],ȱOOMȬPAȬPAȬ[BLANK]ȱconfiguraȬ
tion,ȱwithoutȱarpeggiationȱorȱotherȱmotivicȱprofiling,ȱofȱsimpleȱpolkaȱor
twoȬstepȱmovement.ȱOnceȱagain,ȱitȱservesȱasȱgrossȬmotoricȱbackground
toȱtheȱforegroundȱvocalȱline,ȱasȱ‘theȱbodyȱmovingȱinȱspace’ȱinȱrelation
toȱtheȱ‘mindȱandȱspirit’ȱofȱtheȱsungȱwords,ȱsoȱtoȱspeak.ȱ

SeenȱinȱtheȱcontextȱofȱaȱEuropeanȱhistoryȱofȱideas,ȱtheȱgeneralȱchangeȱin
syncrisisȱfromȱcontrapuntalȱpolyphonyȱtoȱtheȱmelodyȬaccompaniment

dualismȱnotȱonlyȱrunsȱparallelȱtoȱaȱshiftȱinȱpaintingȱfromȱrelativeȱpolyȬ
centrismȱtoȱrelativeȱmonocentrism;ȱitȱcanȱalsoȱbeȱunderstoodȱasȱaȱstrucȬ
turalȱhomologyȱtoȱtheȱemergenceȱofȱbourgeoisȱnotionsȱofȱtheȱindividual
(seeȱpp.ȱ 91Ȭ100).ȱPutȱanotherȱway,ȱ theȱmelodyȬaccompanimentȱparaȬ
digm,ȱlikeȱtheȱfigureȬgroundȱdualismȱofȱvisualȱart,ȱcanȱitselfȱbeȱsaidȱto
carryȱmeaningȱinȱthatȱitȱparallelsȱtheȱEuropeanȱbourgeoisȱperceptionȱof
theȱselfȱinȱrelationȱtoȱsocialȱandȱnaturalȱenvironments.ȱItȱalsoȱimpliesȱa
generallyȱmonocentricȱsocialisationȱstrategyȱbecauseȱtheȱindividualȱocȬ
cupiesȱȰasȱportraitedȱ figure,ȱmainȱ characterȱ inȱ aȱ novel,ȱ orȱ asȱ foreȬ
groundedȱmelodyȰȱaȱcentralȱpositionȱ(theȱfocalȱpointȱofȱfigureȱ12Ȭ4,ȱp.
427)ȱinȱtheȱperformanceȱofȱhumanȱexperience.ȱIt’sȱ‘meȱandȱtheȱrestȱofȱexȬ
istence’,ȱsoȱtoȱspeak.ȱThisȱdualismȱsoȱpervadesȱWesternȱmodesȱofȱrepreȬ
sentingȱ relationsȱ betweenȱ individualsȱ andȱ theirȱ socialȱ andȱ natural
surroundingsȱthatȱitȱisȱrarelyȱquestioned,ȱevenȱlessȱunderstood,ȱasȱthe
nextȱsectionȱillustratesȱinȱconcreteȱterms.ȱ

Psychotherapistsȱandȱtheȱsoundscapeȱ

InȱJuneȱ1983ȱIȱfoundȱmyselfȱhavingȱtoȱexplainȱtheȱexpressiveȱqualitiesȱof
heavyȱmetalȱtoȱpsychotherapistsȱattendingȱaȱweekendȱseminarȱonȱ‘CreȬ
ativityȱinȱtheȱArts’.18ȱMyȱpresentationȱwasȱnotȱaȱsuccess,ȱpartlyȱbecause
thereȱwasȱ atȱ thatȱ timeȱ considerableȱpanicȱ amongȱ responsibleȱ adults
aboutȱtheȱallegedlyȱaggressiveȱqualitiesȱofȱtheȱmusicȱthatȱIȱwasȱclaiming

toȱ beȱ anthropologicallyȱ essentialȱ toȱ theȱ survivalȱ ofȱ underprivileged
youngȱpeopleȱlivingȱinȱharshȱurbanȱenvironments.ȱNotȱuntilȱIȱmetȱtwo

ofȱ theȱ seminarȱparticipantsȱoutȱonȱ theȱ streetȱduringȱaȱbreakȱdidȱ the
pennyȱdrop.ȱIȱnoticedȱthatȱthoseȱtwoȱpsychotherapistsȱhadȱabandoned
theȱwontedȱ ‘valiumȱvoice’18ȱofȱ theirȱprofessionȱbecauseȱwhatȱshould
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haveȱbeenȱbackgroundȱ soundȱȰtheȱ trafficȰȱhadȱoverriddenȱ theȱ inȬ
tendedȱforegroundȱȰtheirȱconversation.ȱNow,ȱ toȱclaimȱacousticȱforeȬ
groundȱ territoryȱandȱ toȱmakeȱyourselfȱheardȱaboveȱ theȱ surrounding
noiseȱyouȱcanȱtakeȱanyȱofȱtheȱfollowingȱfourȱsimpleȱsteps.ȱYouȱcanȱbeȱ[1]
louderȱ thanȱ theȱ ambientȱ noise,ȱ [2]ȱ higherȱ inȱ fundamentalȱ pitch,ȱ [3]
moreȱpiercingȱandȱdistinctȱinȱtimbre,ȱandȱ[4]ȱcloserȱtoȱtheȱearsȱofȱwhoȬ
ever’sȱsupposedȱtoȱhearȱyou.ȱThatȱwasȱexactlyȱhowȱtheȱtwoȱpsychotherȬ
apistsȱhadȱmodifiedȱtheirȱsonicȱbehaviourȱoutȱonȱtheȱstreet.ȱBackȱinside
theȱconferenceȱvenueȱIȱrecountedȱwhatȱhadȱhappenedȱandȱwasȱbetter
ableȱ toȱputȱacrossȱmyȱpointȱaboutȱ ‘theȱexpressiveȱqualitiesȱofȱheavy
metal’.ȱWhatȱwasȱthatȱpoint?

Theȱtwoȱpsychotherapistsȱwere,ȱIȱargued,ȱinȱaȱsociallyȱconstructedȱsonic
environmentȱȰaȱnoisyȱstreetȱratherȱthanȱaȱquietȱconsultingȱroomȰȱand
hadȱadoptedȱsonicȱstrategiesȱtoȱdealȱwithȱthatȱloud,ȱsociallyȱconstructed
soundscapeȱ byȱ standingȱ closerȱ toȱ eachȱ otherȱ andȱ byȱ shoutingȱ atȱ a
higherȱpitchȱwithȱaȱsharperȱtimbre.ȱIȱwentȱonȱtoȱargueȱthatȱtheȱsocial
constructȱofȱaȱmodernȱurbanȱsoundscapeȱcanȱbeȱinterpretedȱinȱdifferent
ways,ȱdependingȱonȱtheȱindividual’sȱpowerȱrelationȱtoȱtheȱvariousȱacȬ
tivitiesȱproducingȱtheȱsoundscape’sȱconstituentȱelements.ȱToȱgraspȱthis
point,ȱimagineȱfirstȱthatȱyouȱplayȱanȱactivelyȱpositiveȱandȱaudibleȱpart
inȱtheȱsoundscape,ȱforȱexampleȱthatȱyouȱenjoyȱtheȱdiscreteȱengineȱhum
ofȱyourȱVolvoȱasȱyouȱdriveȱtoȱaȱwellȬpaidȱandȱsatisfyingȱjob,ȱorȱthatȱyou
switchȱonȱtheȱlightingȱ(withȱitsȱwhiteȱnoise)ȱorȱairȱconditioningȱ(withȱits
broadȬbandȱdrone)ȱofȱyourȱsuccessfulȱsoftwareȱdevelopmentȱcompany

officeȱinȱanȱupȬmarketȱofficeȱblock.ȱNowȱpictureȱyourselfȱasȱyoungȱand
unemployed,ȱwithoutȱyourȱownȱwheels,ȱoutȱthereȱonȱfootȱamidȱtheȱcity
trafficȱorȱtheȱrumblingsȱofȱtheȱventilationȱsystemȱinȱaȱMuzakȬinfested
shoppingȱmallȱdisplayingȱgoodsȱyouȱcan’tȱafford.ȱItȱwouldȱbeȱsurprisȬ
ingȱifȱthoseȱtwoȱveryȱdifferentȱrelationshipsȱtoȱtheȱsameȱurbanȱsoundȬ
scapeȱresultedȱinȱidenticalȱinterpretationȱofȱitsȱconstituentȱsounds.ȱ

18. Itȱmightȱalsoȱhaveȱbeenȱinȱ1984.ȱTheȱseminarȱwasȱheldȱatȱFrölundaȱCentrum,ȱaȱbusyȱ
Göteborgȱsuburb.ȱIȱbumpedȱintoȱtheȱtwoȱparticipantsȱbyȱtheȱbusȱterminal.ȱForȱexplaȬ
nationȱofȱtheȱpsychotherapist’sȱ‘vocalȱvalium’,ȱseeȱp.ȱ363.ȱ
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InȱtheȱfirstȱinstanceȱtheȱeverydayȱsoundsȱofȱtheȱcityȱareȱpartȱofȱyouȱbeȬ
causeȱyouȱhelpȱmakeȱthemȱandȱbecauseȱtheirȱsourcesȱareȱpartȱofȱwhat

makesȱyouȱsuccessful,ȱandȱofȱwhatȱpaysȱyourȱmortgage.ȱInȱtheȱsecond
caseȱ youȱ areȱ effectivelyȱ excludedȱ fromȱ theȱ systemȱ producingȱ those
sounds.ȱYouȱcan’tȱaffordȱ theȱgoodsȱyouȱmightȱwantȱ toȱbuyȱ fromȱ the
shops,ȱletȱaloneȱaȱfancyȱcar.ȱInsteadȱofȱmoneyȱandȱsuccess,ȱtheȱsameȱsysȬ
temȱbringsȱyouȱunemployment,ȱfrustrationȱandȱaȱfeelingȱofȱinadequacy.
Youȱ areȱunlikelyȱ everȱ toȱbecomeȱ aȱ fullȱmemberȱofȱ theȱ clubȱ andȱ the
soundsȱitȱproduces.ȱInȱthisȱcomparisonȱit’sȱclearȱthatȱdifferentȱ‘readings’
ofȱtheȱsameȱsoundsȱareȱalsoȱdueȱtoȱdifferencesȱofȱclassȱwithinȱtheȱsame

generalȱcultureȱandȱeconomy.19ȱ It’sȱalsoȱclearȱ thatȱwe’reȱdealingȱwith

theȱ socialȱ constructionȱ ofȱ subjectivity,ȱ anȱ importantȱ factorȱ inȱunderȬ
standingȱhowȱmusicȱrelatesȱ(groupsȱof)ȱindividualsȱtoȱtheȱenvironment

theyȱpopulate.ȱTheȱquestionȱhereȱ isȱhowȱmusicalȱsyncrisisȱ interprets
andȱexpressesȱdifferentȱreadingsȱofȱaȱsociallyȱconstructedȱsoundscape.

Sonicȱpowerȱandȱsubjectivityȱ
Rememberȱbaby’sȱabilityȱtoȱdominateȱhouseholdȱacousticȱterritoryȱand
‘theȱ littleȱsonicȱ terrorist’s’ȱyellsȱpiercingȱ theȱbackgroundȱhumȱofȱmaȬ
chinesȱandȱconversationȱ (pp.ȱ 58Ȭ60)?ȱSuchȱsonicȱpropertyȱownership

worksȱjustȱasȱeffectivelyȱinȱtheȱpublicȱsphere.ȱ

InȱTheȱTuningȱofȱtheȱWorld,ȱSchaferȱ(1977)
describesȱhowȱ theȱchurchȱwasȱallowed

toȱmakeȱ theȱ loudestȱnoisesȱ inȱEurope’s
preȬindustrialȱsoundscapesȱ(fig.ȱ12Ȭ10)20
whileȱstreetȱmusiciansȱandȱothersȱatȱthe
bottomȱ ofȱ theȱ socialȱ ladderȱ couldȱ be
prosecutedȱforȱmakingȱmuchȱlessȱnoise.
Similarly,ȱ someȱ ofȱ today’sȱ loudestȱ foreȬ
groundȱ soundsȱareȱproducedȱby,ȱorȱon
behalfȱof,ȱthoseȱwieldingȱdisproportionȬ
ateȱ amountsȱ ofȱ economicȱ orȱ political
powerȱ inȱ theȱ nonȬacousticȱ sphere.ȱ Jet

19. Classȱreadingsȱofȱtheȱcityȱsoundscapeȱapplyȱinȱanotherȱwayȱtoȱourȱpsychotherapists.ȱ
Shunningȱtheȱcity’sȱhubbubȱbecauseȱtheyȱcanȱaffordȱtoȱmoveȱtoȱaȱsuperiorȱsocialȱandȱ
sonicȱenvironmentȱinȱaȱquietȱsuburbȱorȱoutȱinȱtheȱcountryside.ȱ

Fig. 12-10. ‘The bells! The Bells!’
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planes,ȱ helicoptersȱ andȱ policeȱ sirensȱmakeȱwithȱ impunityȱ farȱmore

noiseȱthanȱaȱgangȱofȱraucousȱyoungȱrevellersȱoutȱonȱtheȱstreet;ȱandȱyet
theȱrevellersȱareȱusuallyȱheardȱasȱtheȱgreaterȱdisturbance,ȱnotȱbecause
theȱrowȱtheyȱmakeȱisȱgreaterȱthanȱthatȱofȱaȱjetȱorȱhelicopterȱ(itȱjustȱisn’t!)
butȱbecauseȱtheirȱdinȱcausesȱdisruptionȱofȱtheȱsocioȬacousticȱorderȱ in
waysȱthatȱjetsȱandȱhelicoptersȱdon’t.ȱInȱfact,ȱonlyȱexceptionallyȱdoȱordiȬ
naryȱcitizensȱexerciseȱcontrolȱoverȱtheȱloudestȱsoundsȱinȱourȱsociety.ȱIt’s
normallyȱtheȱbigȱboysȱwhoȱare,ȱsoȱtoȱspeak,ȱallowedȱtoȱmakeȱtheȱreally
bigȱnoises.ȱOfȱcourse,ȱthisȱdoesn’tȱmeanȱ‘littleȱpeople’ȱareȱentirelyȱpreȬ
ventedȱfromȱbeingȱloudȱbecauseȱchildren’sȱgamesȱoftenȱincludeȱobvious
representationsȱofȱsocioȬsonicȱpower.21ȱNorȱareȱchildrenȱtheȱonlyȱ‘little
people’ȱtoȱperformȱtheȱappropriationȱofȱsonicȱpower…

Bikes,ȱguitarȱdistortionȱandȱheavyȱmetalȱ

Fromȱtheȱ1950sȱuntilȱtheȱmidȱ1970s,ȱbeforeȱcrashȱhelmetsȱbecameȱmanȬ
datoryȱandȱinsuranceȱpremiumsȱunaffordable,ȱtheȱmotorbikeȱwasȱone
ofȱ theȱmostȱ importantȱmeansȱbyȱwhichȱyoungȱEuropeanȱ andȱNorth

Americanȱmalesȱcould,ȱwithoutȱspendingȱaȱfortune,ȱattainȱgreaterȱlevȬ
elsȱofȱspeedȱandȱloudnessȱthanȱmostȱcarȱowners.22ȱNotȱonlyȱcouldȱyou
whizzȱthroughȱtightȱspacesȱinȱtrafficȱtoȱleaveȱMrȱ&ȱM[r]sȱCarpersonȱfar
behind;ȱyouȱcouldȱalsoȱpierceȱtheȱambientȱhumȱandȱrumbleȱofȱotherȱveȬ
hiclesȱwithȱtheȱrivetȬmachineȱroarȱofȱaȱsingleȬcylinderȱfourȬstrokeȱenȬ
gine.ȱAsȱSteppenwolfȱputȱitȱinȱBornȱtoȱbeȱWildȱ(1968),ȱtheȱopeningȱtitle
musicȱforȱEasyȱRiderȱ(1969):

20. ‘Theȱbells!ȱTheȱbells’:ȱQuasimodo’sȱtragicȱexplanationȱ(1482)ȱofȱbelfryȱdeathȱinȱTheȱ
HunchbackȱofȱNotreȱDameȱ((ȱ1939).ȱFig.ȱ12Ȭ10ȱ©ȱwww.CartoonStock.com.ȱ

21. Asȱsmallȱboys,ȱmyȱfriendsȱandȱIȱwouldȱsometimesȱ‘shoot’ȱeachȱother,ȱusingȱourȱ
voicesȱtoȱimitateȱrevolversȱor,ȱifȱweȱwereȱreallyȱcool,ȱsixȬgunsȱplusȱwhistlingȱricochet.ȱ
Aroundȱ1980,ȱinȱtheȱwakeȱofȱStarȱWarsȱ(1977),ȱsmallȱboysȱstartedȱ‘killing’ȱeachȱotherȱ
usingȱtheirȱvoicesȱtoȱimitateȱtheȱsoundȱofȱlaserȱguns,ȱreplacingȱ‘bang’ȱwithȱ‘peeeow’.ȱ
AtȱaboutȱtheȱsameȱtimeȱthereȱwasȱanotherȱchildȱperformanceȱofȱsonicȱpowerȱinȱSweȬ
den.ȱMostȱofȱtheȱcountry’sȱbedrockȱbeingȱgneissȱorȱgranite,ȱaȱlotȱofȱdynamiteȱisȱusedȱ
inȱconstructionȱwork.ȱToȱwarnȱofȱimminentȱexplosion,ȱconstructionȱcompaniesȱusedȱ
aȱsirenȱproducingȱaȱseriesȱofȱshort,ȱsharpȱhornȱblasts.ȱAȱloud,ȱcontinuousȱtoneȱsigȬ
nalledȱtheȱallȬclear.ȱSeveralȱtimesȱIȱobservedȱaȱgroupȱofȱsevenȬyearȬoldȱboysȱperformȬ
ingȱthisȱevent.ȱTheyȱallȱmadeȱloudȱbeepsȱforȱaboutȱhalfȱaȱminuteȱafterȱwhichȱtheyȱ
yelledȱandȱpushedȱtoys,ȱstones,ȱdollyȱprams,ȱetc.ȱfromȱtheȱroofȱofȱaȱplayhouseȱinȱtheȱ
yard,ȱimitatingȱtheȱactualȱexplosion.ȱThenȱtheyȱallȱbellowedȱtheȱsameȱlongȱtone,ȱ
draggedȱtheȱscatteredȱbelongingsȱupȱtoȱtheȱroofȱofȱtheȱplayhouseȱandȱstartedȱagain.ȱ
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Getȱyourȱmotorȱrunning,ȱ/ȱHeadȱoutȱonȱtheȱhighway,ȱ
/ȱLookingȱforȱadventureȱ/ȱInȱwhateverȱcomesȱourȱwayȱ[…]ȱ
Iȱlikeȱsmokeȱandȱlightningȱ/ȱHeavyȱmetalȱthunderȱ[…]

SteppenwolfȱsingerȱJohnȱKay,ȱinȱshadesȱandȱleather,ȱmadeȱclearȱsartoȬ
rialȱ referenceȱ toȱ theȱ sameȱ rebelȱ bikerȱ traditionȱ thatȱ theȱPeterȱ Fonda
characterȱdrewȱonȱinȱEasyȱRiderȱ(1969).ȱTheȱsongȱcontainsȱtheȱfirstȱgenȬ
erallyȱacknowledgedȱuseȱofȱtheȱexpressionȱ ‘heavyȱmetal’,ȱalludingȱ to
theȱloud,ȱlowȬpitchedȱgrowlȱofȱtheȱfourȬstrokeȱHarleyȱDavidsonȱVȬtwin

customȱchoppersȱdrivenȱbyȱFondaȱandȱHopperȱinȱtheȱsameȱfilm.ȱThis
referenceȱisȱimportantȱforȱfiveȱmainȱreasons.23

[1]ȱTheȱmotorbikeȱwasȱaȱrecurrentȱpropȱinȱseveralȱpostwarȱfilmsȱfeaturȬ
ingȱ youngȱ andȱ toughȱ butȱmisunderstood,ȱ alienatedȱ andȱ vulnerable
loneȱ(male)ȱwolvesȱofȱtheȱ(then)ȱnewȱgenerationȱwhoȱsoughtȱfun,ȱrebelȬ
lion,ȱindependence,ȱfreedom,ȱetc.24

[2]ȱClearȱanaphonicȱlinksȱhaveȱoftenȱbeenȱmadeȱinȱrockȱmusicȱbetween

motorbikesȱandȱelectricȱguitarȱdistortion.ȱOneȱobviousȱexploitationȱof
thisȱwellȬestablishedȱconnectionȱisȱthatȱmadeȱinȱanȱadȱforȱtheȱPhilishave
Tracerȱ (1986)ȱ inȱwhichȱhighȬdistortionȱelectricȱguitarȱpartiallyȱresemȬ
blingȱtheȱintroductionȱtoȱMoneyȱForȱNothingȱ(DireȱStraits,ȱ1985)ȱmickeyȬ
mousesȱshotsȱofȱaȱ loneȱbiker,ȱsuitablyȱgarbed,ȱ revvingȱup,ȱcornering
andȱchangingȱgear.

22. ThanksȱtoȱMikeȱBrockenȱ(Chester),ȱbloodedȱLiverpoolȱAngelȱ(Mayȱ1970)ȱwithȱlicenseȱ
toȱwearȱcutȱoffȱdenims,ȱforȱmostȱofȱtheȱinformationȱhereȱdealingȱwithȱmotorbikes.ȱ
Brockenȱwitnessedȱ‘theȱrightȱsound’ȱtoȱbeȱasȱessentialȱaȱpartȱofȱgreaserȱaestheticsȱasȱ
theȱrightȱclothing.ȱItȱwasȱcommonȱpracticeȱtoȱremoveȱtheȱbafflesȱfromȱtheȱsilencersȱofȱ
fourȬstrokeȱmachinesȱandȱtoȱreplaceȱtheȱsilencerȱofȱtwoȬstrokeȱmachinesȱwithȱanȱ
expansionȱchamberȱinȱorderȱtoȱobtainȱtheȱcorrectȱbikeȱroar.ȱTwoȬstrokeȱKawasakisȱ
wereȱfrownedȱuponȱbecauseȱtheyȱwhinedȱandȱbuzzed.ȱTheȱfactȱthatȱtheȱKawasakiȱ
leftȱaȱfourȬstrokeȱbikeȱstandingȱatȱtheȱlightsȱdidȱnotȱmeanȱitȱwasȱaȱbetterȱmachineȱ
becauseȱitȱwasȱfaster:ȱitȱwasȱworseȱbecauseȱitȱsoundedȱwrong.

23. TheȱwholeȱofȱthisȱsectionȱisȱdealtȱwithȱmoreȱsubstantivelyȱinȱtheȱvideoȱBuzz,ȱRoar,ȱ
Click,ȱCrashȱ(Tagg,ȱ2011a,ȱ'5ADH5RB6Qsg).

24. TheȱfirstȱofȱtheseȱbikerȱmoviesȱwasȱTheȱWildȱOneȱ(1953),ȱstarringȱMarlonȱBrando.ȱItȱ
wasȱfollowedȱbyȱWildȱAngelsȱ(1966),ȱBornȱLosersȱ(1967),ȱDevil’sȱAngels,ȱHell’sȱAngelsȱonȱ
Wheelsȱ(1967),ȱTheȱSevenȱSavagesȱ(1968),ȱLittleȱFaussȱandȱBigȱHalsyȱ(1970)ȱand,ȱofȱ
course,ȱEasyȱRiderȱ(1969).ȱSeeȱalsoȱTaggȱ(2011a),ȱ'5ADH5RB6Qsg).

http://www.youtube.com/watch?v=5ADH5RB6Qsg
http://www.youtube.com/watch?v=5ADH5RB6Qsg
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[3]ȱ Inȱ theȱ1970s,ȱheavyȱmetalȱpublicityȱshotsȱoftenȱ featuredȱ theȱartist
(e.g.ȱAliceȱCooper,ȱSuziȱQuatro)ȱinȱblackȱleatherȱastrideȱaȱcustomised

chopper.ȱSuchȱartistsȱareȱassociatedȱwithȱmusicȱrelyingȱheavilyȱonȱelecȬ
tricȱguitarȱusingȱplentyȱofȱdistortion.

[4]ȱFromȱtheȱearliestȱusesȱofȱdistortionȱonȱelectricȱguitarȱ(e.g.ȱYardbirds,
1965),ȱthroughȱrecordingsȱbyȱpowerȱtriosȱlikeȱCreamȱandȱtheȱJimiȱHenȬ
drixȱExperience,ȱandȱintoȱtoȱtheȱ1970sȱandȱ1980s,ȱmanyȱleadingȱfigures
ofȱheavyȱmetalȱandȱitsȱprecursorsȱwereȱ‘guitarȱheroes’ȱ(e.g.ȱEricȱClapȬ
ton,ȱJimiȱHendrix,ȱAngusȱYoung,ȱEddieȱVanȱHalen).

[5]ȱThereȱareȱclearȱlinksȱbetween:ȱ[i]ȱtheȱsoundȱofȱanȱelectricȱguitarȱusȬ
ingȱampleȱdistortionȱandȱtheȱrocker’sȱpreferredȱbikeȱsound;ȱ[ii]ȱbetween

suchȱmotorbikesȱandȱaȱpostwarȱEuropeanȬNorthȱAmericanȱmaleȱarcheȬ
typeȱassociatedȱwithȱrebellion,ȱfreedom,ȱvulnerabilityȱandȱaȱdaredevil
spirit;ȱ[iii]ȱbetweenȱsuchȱmaleȱantiheroesȱonȱmotorbikesȱandȱtheȱforeȬ
groundȱheroesȱofȱheavyȱmetal,ȱbothȱguitaristsȱandȱvocalists.25

Ifȱheavyȱmetalȱguitaristsȱareȱ foregroundȱmusicalȱ figuresȱestablishing
connotativeȱlinksȱviaȱguitarȱdistortionȱandȱmotorbikesȱbetweenȱaȱcanon
ofȱselfȬperceivedȱmusicalȱ‘rebellion’26ȱandȱotherȱrepresentationsȱofȱantiȬ
heroȱorȱdaredevilȱsubjectivity,ȱwhat,ȱthen,ȱisȱtheȱmusicalȱandȱparamusiȬ
calȱbackgroundȱtoȱsuchȱsubjectivity?

Heavyȱmetalȱaccompanimentȱisȱloud,ȱmetricallyȱandȱperiodicallyȱreguȬ
lar,ȱandȱfullȱofȱconstantȱbroadȬbandȱsoundsȱinȱtheȱbassȱandȱmidȱregisȬ
ters.ȱInȱthisȱwayȱitȱrelatesȱanaphonicallyȱtoȱtheȱambientȱnoiseȱofȱpostwar

traffic,ȱelectricȱmotors,ȱventilation,ȱmachinesȱinȱprocessingȱindustries,
etc.ȱNow,ȱtheȱrelentlessȱtimetablingȱofȱevents,ȱconstantȱtrafficȱandȱelecȬ
tricȱhum,ȱetc.ȱcanȱallȱbeȱexperiencedȱasȱtheȱsoundsȱofȱanȱinexorableȱsoȬ

25. Thisȱconnectionȱwasȱexploitedȱinȱaȱ1991Ȭ2ȱadvertȱforȱtheȱRACȱ(KnightsȱofȱtheȱRoad).ȱ
GimmeȱShelterȱ(RollingȱStones,ȱ1967)ȱunderscoredȱaȱloneȱRACȱservicemanȱ(inȱhelmet,ȱ
visor,ȱleatherȱgarb),ȱridingȱhisȱbikeȱbyȱnightȱtoȱtheȱsceneȱofȱaȱbreakdown.

26. Thisȱnotionȱofȱ‘rockȱrebellionȇȱisȱadequatelyȱdocumentedȱ(andȱmystified)ȱinȱmuchȱ
scholarlyȱliteratureȱusingȱtheȱapproachesȱofȱsubculturalȱtheory.ȱForȱaȱcritiqueȱofȱrockȬ
ologistȱcanonisations,ȱseeȱp.ȱ101,ȱff.ȱSeeȱalsoȱtheȱpassageȱinȱWayneȇsȱWorldȱ(1992)ȱ
whereȱAliceȱCooperȱinȱfullȱleatherȱgear,ȱbeatingȱhisȱsadomasochisticȱcaneȱandȱsurȬ
roundedȱbyȱgroupies,ȱholdsȱaȱshortȱlectureȱaboutȱtheȱetymologyȱofȱ‘Milwaukee’.ȱ
Thisȱsituationalȱjokeȱreliesȱ100%ȱonȱtheȱassumptionȱthatȱtheȱaudienceȱidentifiesȱAliceȱ
CooperȱasȱNoȱMoreȱMr.ȱNiceȱGuyȱproclaimingȱthatȱSchoolȇsȱOutȱ(Cooper,ȱ1973).
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cietalȱmachineȱoverȱwhichȱmostȱofȱusȱhaveȱlittleȱorȱnoȱcontrol.ȱStill,ȱif
thoseȱnoisesȱandȱrhythmsȱseemȱtoȱsymboliseȱrealȱpowerȱinȱyourȱenviȬ
ronment,ȱtheyȱmightȱbeȱmadeȱaȱlittleȱlessȱoverpoweringȱifȱyouȱcouldȱapȬ
propriateȱ them,ȱ reȬcreateȱ themȱandȱ ‘intone’ȱ themȱ inȱyourȱownȱ sonic
image.27ȱThisȱdoesȱnotȱmeanȱthatȱheavyȱmetalȱaccompanimentsȱresultȬ
ingȱfromȱsuchȱappropriationȱ‘are’ȱtheȱsaidȱsoundscape.ȱNo,ȱtoȱundergo
suchȱ appropriationȱ orȱ ‘intonation’,ȱ theȱ soundscapeȱ passesȱ through
technologicalȱandȱculturalȱfilters:ȱitȱhasȱtoȱbeȱbothȱstylisedȱandȱresocialȬ
ised.ȱIt’sȱinȱthisȱsenseȱthatȱBlackȱSabbath’sȱmusicȱ(e.g.ȱ1970)ȱmayȱsound
moreȱlikeȱpowerȱdrillsȱorȱmotorbikesȱandȱlessȱlikeȱdigitalȱwatchesȱorȱbar
codeȱcashȱregistersȱthanȱdoesȱtheȱmusicȱofȱLaurieȱAndersonȱ(e.g.ȱ1986),
butȱ directȱ citationsȱ ofȱ anyȱ ofȱ theȱ soundsȱ justȱmentionedȱ areȱ toȱmy

knowledgeȱrareȱinȱtheȱmusicȱofȱbothȱartists.

Similarȱobservationsȱcanȱbeȱmadeȱaboutȱrock’sȱfamousȱ‘wallȱofȱsound’.
Withȱ theȱ acousticȱ horizonȱ broughtȱ closerȱ toȱ ourȱ earsȱ inȱ theȱ urban
soundscape,ȱfewȱsoundsȱreachȱusȱfromȱafar.ȱAndȱthat’sȱnotȱbecauseȱthe
cityȱstreetȱcontainsȱnoȱreverb.28ȱOnȱtheȱcontrary,ȱifȱyouȱwereȱtoȱstand
aloneȱinȱtheȱsameȱstreet,ȱtoȱemptyȱitȱofȱsoundsȱandȱtoȱshout,ȱtheȱacoustic
spaceȱwouldȱbeȱveryȱlarge.ȱNowȱfillȱtheȱsoundscapeȱwithȱtrafficȱagain.
Sinceȱtheȱnoiseȱisȱonceȱmoreȱloudȱand,ȱmoreȱimportantly,ȱconstant,ȱby
theȱtimeȱtheȱsoundȱofȱaȱcarȱhasȱhadȱtheȱchanceȱofȱbeingȱperceivedȱasȱreȬ
verb29ȱitȱhasȱbeenȱdrownedȱbyȱmoreȱofȱtheȱsameȱ(louder)ȱoriginalȱconȬ
tinuousȱnoiseȱ fromȱ theȱ sameȱ orȱ fromȱ aȱ similarȱ source.ȱThisȱprocess
obstructsȱperceptionȱofȱlargeȱacousticȱspace.ȱByȱdrowningȱdiscreteȱreȬ
verb,ȱ theȱoverallȱ impressionȱofȱacousticȱspaceȱ inȱaȱbusyȱcityȱstreetȱ is
crowdedȱandȱclose.ȱShoutingȱtoȱaȱfriendȱonȱtheȱotherȱsideȱofȱtheȱstreetȱis
pointlessȱifȱthereȱisȱanȱimpenetrableȱwallȱofȱsoundȱbetweenȱtheȱtwoȱof
you.ȱThisȱwallȱnowȱbecomesȱtheȱacousticȱhorizon,ȱmuchȱcloserȱthanȱits
visualȱcounterpartȱandȱradicallyȱcloserȱthanȱtheȱacousticȱhorizonȱinȱthe
sameȱspaceȱdevoidȱofȱtraffic.

27. ‘Intonation’ȱ(ˆˑ˘˓ˑʲˢˆˮ)ȱ(Asafyev,ȱ1976):ȱaȱ‘puttingȱintoȱmusic’,ȱaȱ‘musicking’.ȱ
28. Reverbȱlengthȱandȱamplitudeȱareȱprincipalȱdeterminantsȱofȱperceivedȱacousticȱspace.
29. Reverberationȱisȱunderstoodȱhereȱphenomenologicallyȱasȱaȱcontinuousȱseriesȱofȱ

decreasinglyȱloudȱsignalsȱfromȱtheȱsameȱoriginalȱsourceȱ(seeȱp.ȱ298,ȱff.).
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ThisȱaspectȱofȱurbanȱsoundscapeȱisȱintonedȱinȱheavyȱmetalȱaccompaniȬ
mentȱnotȱonlyȱbyȱcreatingȱtheȱsortȱofȱloudȱbroadȬspectrumȱsoundsȱjust
mentioned,ȱbutȱalsoȱbyȱaddingȱconsiderableȱamountsȱofȱreverbȱtoȱaȱreȬ
cordingȱorȱperformance.ȱTheȱeffectȱisȱsimilarȱtoȱthatȱofȱactualȱreverbȱon
theȱ busyȱ street.ȱThisȱ effectȱ ofȱ sonicȱ crowdingȱ isȱ increasedȱ inȱ heavy
metalȱbyȱcompressingȱaccompanyingȱinstruments,ȱindividuallyȱand/or
enȱmasse.ȱInȱthisȱsonicȱperformanceȱprocess,ȱdBȱvaluesȱforȱanyȱpartȱof
anȱaudioȱenvelopeȱȰattack,ȱsustain,ȱdecayȱorȱreleaseȰȱareȱcompressed

toȱaȱconsistentlyȱhighȱlevel.ȱIt’sȱaȱprocessȱthatȱplugsȱeventualȱholesȱin
theȱwallȱofȱsound.ȱAddȱtheȱtemporalȱaspectsȱofȱcollectiveȱsubjectivity30

toȱ thisȱ timbralȱreȬcreationȱofȱ theȱsoundscapeȱandȱyouȱhaveȱ theȱrehuȬ
manisedȱbackgroundȱofȱheavyȱmetalȱagainstȱwhichȱtheȱforegroundȱfigȬ
uresȱcanȱstandȱoutȱinȱmusicalȱprofile.ȱ

Onȱtopȱorȱ inȱfrontȱofȱallȱthisȱheavyȱmetalȱbackingȱcomesȱtheȱmelodic

lineȱdeliveredȱbyȱaȱleadȱvocalistȱorȱguitarist.ȱTheirȱmelodicȱstatements

(phrases)ȱcontainȱdivergencesȱfromȱtheȱclockȱtimeȱalreadyȱreȬappropriȬ
atedȱandȱsubvertedȱbyȱbackingȱinstruments.ȱAtȱtheȱsameȱtime,ȱsinceȱthe
musicalȱ‘environment’ȱ(accompaniment,ȱbacking)ȱisȱsoȱheavilyȱloaded
withȱloudȱbassȱandȱmiddleȬrangeȱsounds,ȱtheȱmusicalȱforegroundȱfigȬ
uresȱmust,ȱlikeȱourȱpsychotherapists,ȱraiseȱtheȱvolume,ȱpitch,ȱsharpness
orȱroughnessȱofȱtheirȱvoiceȱorȱinstrumentȱtoȱbeȱheard.ȱEvenȱthoughȱmiȬ
crophonesȱhadȱbeenȱinȱuseȱsinceȱtheȱ1920s,ȱtheȱmaleȱheavyȱmetalȱvocalȬ
istȱraisesȱhisȱvoiceȱtoȱanȱaverageȱpitchȱanȱoctaveȱaboveȱthatȱofȱnormal

speech,ȱwhileȱtheȱloudnessȱandȱgrainȱofȱhisȱvoiceȱalsoȱbearsȱgreaterȱreȬ
semblanceȱtoȱshoutingȱorȱscreamingȱthanȱtoȱtalking.ȱWhetherȱtheȱvocal
expressionȱbeȱoneȱofȱdespair,ȱdisgust,ȱcelebrationȱorȱanger,ȱtheȱdomiȬ
nantȱcharacterȱofȱvocalȱdeliveryȱinȱheavyȱmetalȱisȱalmostȱalwaysȱoneȱof
energy,ȱeffortȱandȱurgency.31

30. Tooȱlengthyȱaȱtopicȱtoȱdiscussȱhere:ȱseeȱunderȱ‘WhoȱRunsȱTime?’ȱandȱ‘Rockȱandȱ
Clock’ȱinȱTaggȱ(1986:ȱ§§ȱ33Ȭ36,ȱ§45),ȱorȱinȱTaggȱ(1990b:ȱ110Ȭ112).

31. Primeȱexamplesȱofȱmaleȱvocalistsȱtransposingȱtheirȱnormalȱvoiceȱatȱleastȱanȱoctaveȱ
upȱforȱtheȱpurposesȱofȱheavyȱmetalȱareȱBonȱScottȱandȱBrianȱJohnsonȱofȱAC/DCȱandȱ
RobertȱPlantȱofȱLedȱZeppelin.ȱDeathȱmetalȱvocalistsȱonȱtheȱotherȱhandȱseemȱtoȱhaveȱ
takenȱtheirȱleadȱmoreȱfromȱLemmyȱofȱMotorhead,ȱusingȱanȱangry,ȱdisgustedȱgruffȬ
nessȱtoȱgrateȱthroughȱtheȱheavyȱmetalȱwallȱofȱsound.
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Heavyȱmetalȱguitaristsȱactȱsimilarlyȱtoȱtheȱvocalists,ȱexceptȱthatȱtheyȱcut
theirȱwayȱthroughȱtheȱbroadȬbandȱwallȱofȱsoundȱbyȱraisingȱtheȱvolume

and/orȱfundamentalȱpitchȱand/orȱ transientȱvaluesȱofȱwhateverȱcomes

outȱofȱtheirȱinstrument.32ȱJustȱasȱbikersȱcanȱweaveȱinȱandȱoutȱofȱtraffic,
aȱ leadȱ rockȱguitarȱ canȱ cutȱ inȱ andȱoutȱofȱ itsȱ ambientȱmovementȱ and
sound,ȱasȱifȱtranscendingȱtheȱ(alreadyȱsubvertedȱandȱstylised)ȱrhythmic

andȱ timbralȱ patternsȱ laidȱ downȱ byȱ backingȱ instruments.ȱOfȱ course,
suchȱGUITARȱDISTORTIONȱ=ȱMOTORBIKEȱsoundsȱareȱalsoȱcommonȱasȱ the
heavyȱaccompanyingȱriffsȱofȱmetalȱmusic.ȱTheyȱaddȱaȱroughȱbutȱrelaȬ
tivelyȱconstantȱaccompanimentalȱroar,ȱmoreȱsimilarȱtoȱtheȱsoundȱofȱa
bikeȱasȱyouȱrideȱitȱratherȱthanȱtoȱtheȱsoundȱofȱaȱbikeȱjustȱpassingȱby.

Theȱheroesȱofȱheavyȱmetalȱtendȱtoȱbeȱguitaristsȱorȱvocalists.ȱItȱisȱthey
whoȱcutȱthroughȱallȱtheȱotherȱnoiseȱandȱmovementȱwithȱtheȱmostȱearȬ
andȱeyeȬcatchingȱgestures.ȱWhenȱfansȱatȱheavyȱmetalȱconcertsȱstretch
theirȱarmsȱintoȱaȱhugeȱ‘V’,ȱit’sȱinȱaȱsenseȱtheirȱvictoryȱtoo.ȱInȱthatȱmoȬ
mentȱitȱcanȱfeelȱasȱifȱyou’veȱwonȱtheȱbattleȱagainstȱallȱthoseȱsoundsȱand
rhythmsȱthatȱseemȱtoȱrepresentȱcontrolȱoverȱtheȱrestȱofȱyourȱlife.ȱItȱcan
beȱaȱmomentȱofȱtrueȱmagicȱinȱtheȱanthropologicalȱsenseȱofȱtheȱwordȱbeȬ
causeȱtheȱheavyȱmetalȱbandȱmembersȱhaveȱstuckȱconnotativelyȱsharp
andȱpowerfulȱsonicȱpinsȱintoȱanȱoppressiveȱnormality,ȱandȱhaveȱsymȬ
bolicallyȱemergedȱvictoriousȱwithȱtheirȱaudience.33ȱHowever,…

Unlikeȱbaby’sȱabilityȱ toȱdominateȱ theȱdomesticȱsoundscape,ȱ theȱ relaȬ
tionshipsȱ justȱdescribedȱbetweenȱmusicalȱsounds,ȱmotorbikesȱandȱthe
urbanȱsoundscapeȱareȱinȱnoȱwayȱconstantȱorȱuniversal.ȱTheyȱmerelyȱilȬ
lustrateȱoneȱwayȱinȱwhichȱcertainȱyoungȱpeopleȱwere,ȱunderȱcertainȱhisȬ
toricalȱcircumstancesȱ inȱcertainȱpartsȱofȱtheȱworld,ȱableȱtoȱexploitȱthe
expressiveȱpotentialȱofȱaȱ (then)ȱ relativelyȱnewȱmusicalȱ instrumentȱ to
sonicallyȱrepresentȱtheȱtamingȱofȱanȱinimicalȱsystemȱinȱwhichȱtheyȱhad
toȱsurviveȱbutȱoverȱwhichȱtheyȱhadȱlittleȱorȱnoȱcontrol.ȱIȱmayȱhaveȱfailed
toȱconvinceȱtheȱpsychotherapistsȱatȱtheirȱweekendȱseminarȱ(p.ȱ433)ȱthat
theȱmusicȱcouldȱprovideȱanȱexperienceȱofȱempowermentȱinȱthatȱstrugȬ

32. Timbreȱandȱdistortion:ȱseeȱpp.ȱ277Ȭ280,ȱp.ȱ309.ȱ
33. I’mȱinȱnoȱwayȱsuggestingȱthatȱheavyȱmetalȱisȱanȱintrinsicallyȱpositiveȱgenreȱ(seeȱ

Cloonanȱ&ȱJohnson,ȱ2009);ȱsimplyȱthatȱitsȱsoundsȱneedȱtoȱbeȱunderstoodȱanthropoȬ
logicallyȱasȱrelatingȱinȱaȱparticularȱwayȱtoȱtheȱsocietyȱproducingȱit.ȱ
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gleȱandȱIȱwasȱwellȱawareȱthatȱmusicȱcannotȱgenerateȱsuchȱpowerȱorȱconȬ
trolȱinȱanyȱrealȱorȱdirectȱsocioȬpoliticalȱterms;ȱbutȱIȱstillȱmaintainȱthat
empowermentȱcouldȱatȱ leastȱbeȱfeltȱandȱ imaginedȱthroughȱtheȱmusic

becauseȱheavyȱmetal,ȱlikeȱitȱorȱnot,ȱwasȱmusicȱdemandingȱthatȱtheȱindiȬ
vidualȱbeȱunmistakablyȱbothȱheardȱandȱseen.ȱ

Sinceȱtheȱmidȱseventies,ȱbyȱwhichȱtimeȱtheȱmajorityȱofȱtheȱheavyȱmetal

connotationsȱ justȱ discussedȱwereȱ clearlyȱ established,ȱ aȱ lotȱ hasȱ hapȬ
penedȱtoȱmusic,ȱtoȱsounds,ȱtoȱtechnology,ȱtoȱsocietyȱandȱtoȱtheȱsubjecȬ
tiveȱstrategiesȱofȱyoungȱpeople.ȱAndȱit’sȱcertainlyȱnotȱ justȱaȱmatterȱof
crashȱhelmetȱlegislationȱandȱunaffordableȱbikeȱinsuranceȱpremiums.ȱ

PostȬbikerȱparadigms
Fig. 12-11. [a] Peter Fonda in Easy Rider (1969); 

[b] Jamie Lee Curtis in Perfect (1985).

JustȱoverȱaȱdecadeȱafterȱSteppenwolfȱsangȱaboutȱHEAVYȱMETALȱTHUNDER

ReaganȱandȱThatcherȱcameȱtoȱpower.ȱThatȱusheredȱinȱtheȱfinanceȬcapiȬ
talistȱdictatorshipȱweȱliveȱunderȱtoday,ȱwithȱgreedȱasȱaȱvirtueȱandȱthe
willfulȱdestructionȱofȱtheȱcommonȱgoodȱasȱitsȱkeyȱcharacteristics.34ȱAfȬ
terȱEasyȱRiderȱ(1969,ȱfig.ȱ12Ȭ11a),ȱinȱtheȱpostȬAIDSȱeraȱofȱworkȬoutȱbodȬ
yismȱ(fig.ȱ12Ȭ11b,ȱ12Ȭ12aȬd),ȱtheȱcorporealȱwasȱpromotedȱfromȱlowȱ in
theȱleagueȱtableȱofȱmainstreamȱmoralityȱtoȱtheȱpremiershipȱofȱcapitalist
culture.35ȱTheȱ rebelliousȱ illusionȱofȱ rebelȱbikersȱassociatedȱwithȱ rock
andȱdistortedȱguitarȱbecameȱpartȱofȱtheȱbraveȱnewȱindividualismȱtoȱthe
extentȱ thatȱ youngȱUSȬAmericansȱwereȱ noȱ longerȱ recruitedȱ intoȱ the

34. ForȱexplanationȱofȱtheȱfinanceȬcapitalistȱdictatorship,ȱseeȱFiskȱ(2011).
35. Perfectȱ(1985),ȱstarringȱJohnȱTravoltaȱandȱJamieȱLeeȱCurtis.
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forcesȱtoȱtheȱtuneȱofȱSousaȱmarchesȱbutȱtoȱtheȱstrainsȱofȱheavyȱmetal

andȱtheȱTopȱGunȱanthem.36ȱVauxhallsȱandȱOpelsȱwereȱsoldȱtoȱtheȱtune
ofȱLaylaȱandȱFordsȱtoȱBrianȱMay’sȱDrivenȱByȱYou.37ȱTwoȱdecadesȱafter
theȱemergenceȱofȱguitarȱdistortionȱinȱrock,ȱweȱsawȱaerobicȱwomenȱwith

shoulderȱpadsȱandȱpastelȬshadedȱlegȱwarmers,ȱmenȱwithȱmulletȱhairȬ
cutsȱandȱtowellingȱheadbands,ȱgroinȱfixationȱinȱtheȱmarketingȱofȱmuȬ
sic’sȱsuperstars,ȱandȱaȱdrasticȱriseȱinȱyouthȱunemployment.ȱ

Fig. 12-12. Music marketing groin fixation and youth unemployment38 

WeȱalsoȱsawȱtheȱdemiseȱofȱtheȱSovietȱUnion,ȱtheȱriseȱofȱvideoȱgames,

notȱ toȱmentionȱ aȱwarȱmediatedȱ byȱ ‘embeddedȱ journalists’ȱ andȱ preȬ
sentedȱonȱTVȱasȱ ifȱweȱwereȱ itsȱ firstȬpersonȱshooters.39ȱ Itȱwouldȱhave
beenȱstrangeȱifȱthoseȱreachingȱadulthoodȱinȱthisȱweirdȱnewȱworldȱwere

36. SeeȱtheȱBlueȱAngels’ȱflightȱdemonstrationȱsetȱtoȱVanȱHalen’sȱDreamsȱ(1986).ȱTheȱTopȱ
GunȱanthemȱisȱTakeȱMyȱBreathȱAwayȱbyȱBerlinȱ(1986).

37. TheȱLaylaȱriffȱ(Derekȱ&ȱtheȱDominoes,ȱ1970;ȱClaptonȱonȱguitar)ȱwasȱusedȱinȱtheȱearlyȱ
1990sȱinȱGeneralȱMotors’ȱTVȱadsȱforȱVauxhallȱ(UK)ȱandȱOpelȱ(Europe).ȱDrivenȱByȱYouȱ
(May,ȱ1991)ȱwasȱlaterȱarrangedȱsemiȬclassicallyȱtoȱsellȱtheȱFordȱMondeoȱ(1993).ȱ

38. Fromȱtopȱleftȱtoȱbottomȱrightȱ[a]ȱMadonnaȱalbumȱ(1983);ȱ[b]ȱMadonnaȱ(1990)ȱinȱaȱ
JeanȬPaulȱGaultierȱconicalȱcorsetȱ(photoȱ©ȱRex);ȱ[c]ȱLineȬartȱofȱstillȱfromȱBillieȱJeanȱ
videoȱ(MichaelȱJackson,ȱ1988);ȱ[d]ȱDVDȱcoverȱAȱDirtyȱDancingȱWorkoutȱ(n.d.,ȱ(Dirtyȱ
Dancing,ȱ1987);ȱ[e]ȱ‘Weȱwantȱwork.ȱLetȱthoseȱwhoȱgotȱrichȱatȱourȱexpenseȱpayȱforȱtheȱ
crisis´ȱ(Spain,ȱ2011);ȱ[f]ȱunemployedȱyoungȱwomanȱ(UK,ȱ2011);ȱ[g]ȱOECDȱyouthȱ
employmentȱtrends;ȱ[h]ȱrallyȱagainstȱyouthȱunemploymentȱ(Pluckȱmagazineȱblog).ȱ

39. IraqȱWarȱ#1.ȱ‘Itȱwasȱsoȱcoolȱwhenȱthoseȱmissilesȱwentȱintoȱthatȱbunker’,ȱsaidȱaȱyoungȱ
maleȱteenagerȱbehindȱmeȱonȱaȱGöteborgȱtramȱinȱearlyȱ1991.
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toȱhaveȱadoptedȱtheȱsameȱsocialisationȱstrategiesȱexpressedȱthroughȱthe
sameȱsortȱofȱmusicȱonȱtheȱsameȱsortsȱofȱ instrument,ȱandȱthroughȱthe
sameȱsortȱofȱattitudeȱtoȱbodyȱandȱemotions,ȱasȱthoseȱestablishedȱinȱthe
heydayȱofȱheavyȱmetal.40

Althoughȱ thereȱwereȱ inȱtheȱ1990sȱseveralȱexamplesȱofȱpopularȱmusic

representingȱtensionsȱbetweenȱindividualȱandȱsocietyȱinȱtermsȱresemȬ
blingȱthoseȱofȱrockȱfromȱtheȱsixtiesȱandȱseventiesȱ(Nirvana,ȱRadiohead,
etc.),ȱ thereȱwereȱseveralȱshiftsȱ inȱ theȱcontemporaryȱmusicalȱpresentaȬ
tionȱofȱoppositionalȱsubjectivity.ȱOneȱsuchȱtrendȱwasȱindustrialȱmusic

(Collins,ȱ2002,ȱ2012).ȱAnotherȱwasȱhipȬhop/rapȱ(Krims,ȱ2000),ȱwithȱits
drumkitȬdominatedȱbackingȱtracksȱandȱwithȱitsȱleadȱfiguresȱbragging,
rantingȱorȱpreachingȱratherȱthanȱyelling,ȱsingingȱorȱplaying.ȱ

Aȱ thirdȱ importantȱchangeȱoccurredȱ inȱhouseȱmusicȱandȱ itsȱoffshoots
(rave,ȱdance,ȱacid,ȱtechno,ȱetc.).ȱAsȱI’veȱarguedȱelsewhereȱ(Tagg,ȱ1994a),
thisȱmusicȱwasȱaȱradicalȱdepartureȱfromȱpreviousȱtypesȱofȱanglophone
popularȱmusicȱbecauseȱitȱfeaturedȱlittleȱorȱnoȱtuneȱ(‘figure’).ȱTheȱmelȬ
odyȬaccompanimentȱdualism,ȱprevalentȱinȱEuropeanȱandȱNorthȱAmerȬ
icanȱ musicȱ sinceȱ theȱ seventeenthȱ centuryȱ seemedȱ toȱ haveȱ been
abandonedȱ asȱ theȱ overridingȱ syncriticȱ strategy.ȱTheȱ soundsȱ ofȱ rave,
techno,ȱhouseȱandȱotherȱtypesȱofȱelectronicȱdanceȱmusicȱposedȱaȱwhole

rangeȱofȱquestionsȱaboutȱaȱmajorȱshiftȱinȱpatternsȱofȱmusicalȱstructuraȬ
tion,ȱquestionsȱthatȱcannotȱbeȱansweredȱbyȱmerelyȱpointingȱtoȱdevelopȬ
mentsȱ inȱaudioȱ technologyȱ (MIDI,ȱsynthesisers,ȱsampling,ȱetc.)ȱandȱ to
youngȱpeople’sȱuseȱofȱthatȱtechnology.ȱForȱexample:ȱ[1]ȱWhyȱisȱtheȱkick
drumȱmetronomicallyȱexplicitȱandȱsoȱrelentless?ȱ[2]ȱWhyȱareȱsoȱmany

ofȱtheȱmusic’sȱsoundsȱsoȱclearlyȱandȱintentionallyȱsynthetic?ȱ[3]ȱWhyȱis
theȱmusicȱconstantlyȱdenseȱandȱsoȱoftenȱinȱacousticȱcloseȬup?ȱ[4]ȱWhyȱis
thereȱsoȱlittleȱ‘tune’ȱandȱsoȱmuchȱ‘backing’?41ȱ

Iȱstillȱcan’tȱanswerȱanyȱofȱtheseȱquestionsȱsatisfactorilyȱbutȱitȱshouldȱbe
clearȱbyȱnowȱthatȱtheȱbabyȬboomerȱgeneration’sȱmonopolisationȱofȱthe
learnedȱaestheticsȱofȱyouthȱculture,ȱthroughȱtheȱromanticisationȱofȱrock
rebellionȱandȱ‘theȱliberationȱofȱtheȱid’,ȱwouldȱnotȱbeȱofȱmuchȱhelpȱbeȬ
causeȱcentralȱpointsȱinȱitsȱaestheticsȱwentȱhandȱinȱhandȱwithȱtheȱconȬ

40. Seeȱsectionȱonȱpomorockology,ȱpp.ȱ101Ȭ115.
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sumeristȱ egoismȱ ofȱ theȱ Thatcherȱ andȱ Reaganȱ years,ȱ andȱ withȱ the
ensuingȱsocioȬeconomicȱmayhemȱstillȱcripplingȱusȱtodayȱ(2012).42ȱWhat

Iȱamȱsuggestingȱ isȱ thatȱaȱmusicologyȱofȱsocietyȱ isȱneededȱ toȱdevelop
modelsȱthatȱcanȱmeaningfullyȱexamineȱrelationshipsȱbetweenȱdifferent
waysȱ ofȱ structuringȱmusicȱ andȱdifferentȱ collectiveȱ subjectivities.ȱ I’m
alsoȱsuggestingȱthatȱtheȱmodelsȱusedȱinȱthisȱchapterȱ—[1]ȱanaphones
relatingȱmusicalȱstructuresȱtoȱtheȱsoundscape;ȱ[2]ȱtheȱsonicȱstylisation
ofȱindividualsȱinȱrelationȱtoȱtheirȱenvironmentȱthroughȱpatternsȱofȱcomȬ
positionalȱ texture;ȱ [3]ȱ theȱmetaphoricalȱ considerationȱ ofȱ syncrisisȱ in
termsȱofȱscenesȰȱmayȱhelpȱusȱunderstandȱsuchȱissues.
However,ȱsinceȱI’mȱstillȱ(2012)ȱunableȱtoȱanswerȱtheȱquestionsȱIȱasked
aboutȱraveȱandȱtechnoȱbackȱinȱ1994,43ȱIȱhaveȱtoȱleaveȱitȱtoȱscholarsȱofȱmy

daughter’sȱgeneration,ȱ toȱ thoseȱ involvedȱasȱyoungȱadultsȱ inȱ theȱelecȬ
tronicȱdanceȱculturesȱofȱtheȱearlyȱ1990s,ȱtoȱexplainȱ‘theȱdeclineȱofȱfigure
andȱtheȱriseȱofȱground’.ȱOneȱthingȱisȱcertain:ȱit’sȱbeyondȱtheȱboundsȱof
myȱcompetenceȱtoȱevenȱspeculateȱasȱtoȱwhetherȱtheȱrecentȱpopularityȱof

41. Otherȱimportantȱquestionsȱwouldȱbe:ȱ[5]ȱWhyȱareȱtheȱbasicȱpulseȱandȱsurfaceȱratesȱofȱ
theȱmusicȱsoȱhigh?ȱ[6]ȱWhyȱisȱtheȱphrygianȱmodeȱsoȱcommon?ȱ[7]ȱWhyȱisȱsamplingȱ
usedȱsoȱextensivelyȱtoȱintroduceȱsoundȱeffectsȱorȱsoundȱbytesȱfromȱotherȱmusicȱorȱ
fromȱfilm,ȱvideoȱgameȱandȱTVȱsoundtracks?ȱ[8]ȱWhyȱdoȱtracksȱlastȱfiveȱorȱmoreȱminȬ
utesȱandȱnotȱfourȱorȱless?ȱ[9]ȱWhyȱareȱthereȱsoȱfewȱsungȱmaleȱvocals?ȱ[10]ȱWhyȱareȱ
womenȱrecordedȱsingingȱjustȱshortȱphrasesȱinȱaȱhighȱregisterȱwithȱsoȱmuchȱreverb?ȱ
[11]ȱWhatȱdoesȱthisȱmaleȬfemaleȱdivisionȱofȱvocalȱ‘labour’ȱsignifyȱinȱtermsȱofȱgenderȱ
roles?ȱ[12]ȱWhyȱisȱthereȱnoȱprominentȱbassȱline?ȱSeeȱfootnoteȱ43ȱforȱmoreȱquestions.

42. Seeȱpp.ȱ101Ȭ115ȱforȱcritiqueȱofȱpomorockologyȱandȱtheȱliberationȱofȱtheȱid.
43. TheȱquestionsȱIȱaskedȱinȱtheȱdebateȱarticleȱ‘Fromȱrefrainȱtoȱrave:ȱtheȱdeclineȱofȱfigureȱ

andȱtheȱriseȱofȱground’ȱwereȱtheȱfollowing.ȱ‘Areȱweȱwitnessingȱaȱradicallyȱdifferentȱ
musicalȱexpressionȱofȱaȱradicallyȱnewȱsocialisationȱstrategyȱamongstȱcertainȱgroupsȱ
ofȱyoungȱpeople?ȱIfȱso,ȱdoesȱthisȱprefigureȱaȱnewȱformȱofȱcollectiveȱconsciousnessȱorȱ
doesȱitȱmeanȱtheȱendȱofȱoppositionalityȱandȱindividualism?ȱOrȱperhapsȱraversȱhaveȱ
soȱconformedȱandȱidentifiedȱwithȱtheȱsystemȱthatȱtheirȱmusicȱexpressesȱnoȱdistanceȱ
toȱorȱquarrelȱwithȱtheȱinexorableȱpulseȱandȱautomatedȱmarchȱofȱsociety?ȱOrȱdoȱtheseȱ
newȱformsȱofȱelectronicȱdanceȱmusicȱinȱfactȱcriticiseȱsocietyȱbyȱjuxtaposingȱelementsȱ
ofȱmusicȱandȱsoundȱthatȱwereȱconventionallyȱtreatedȱasȱbelongingȱtoȱdistinctȱcategoȬ
riesȱ(“sound”ȱandȱ“music”)?…ȱ[R]ememberingȱthatȱrealȱraveȱcredibilityȱconsistsȱofȱ
anonymouslyȱrecordingȱtracksȱonȱwhiteȱlabels,ȱisȱitȱpossibleȱtoȱsuggestȱthatȱtheȱnonȬ
individualistȱcharacterȱofȱtheȱmusicȱactuallyȱdoesȱexpressȱaȱrejectionȱofȱdegenerate,ȱ
hegemonicȱnotionsȱofȱtheȱindividual?ȱBearingȱalsoȱinȱmindȱtheȱoftenȱaltruisticȱandȱ
cooperativeȱwayȱinȱwhichȱsemiȬlegalȱravesȱareȱorganised,ȱdoȱtheseȱnewȱformsȱofȱ
electronicȱdanceȱmusicȱembodyȱnewȱformsȱofȱcollectiveȱconsciousness?ȱOrȱperhapsȱ
[electronicȱdance]ȱDJsȱareȱnoȱmoreȱthanȱanotherȱvariationȱonȱtheȱoldȱthemeȱofȱaȱcenȬ
tralȱfigureȱinȱfrontȱofȱaȱgeneralȱbackground?’ȱ(Tagg,ȱ1994a:ȱ219).ȱ
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glitchȱmusicȱrepresents,ȱasȱCasconeȱ(2000)ȱsuggests,ȱanȱ‘aestheticȱofȱfailȬ
ure’.ȱIfȱitȱdoes,ȱisȱthatȱfailureȱinȱsomeȱwayȱrelatedȱtoȱtheȱblatantȱfailure
ofȱtheȱcapitalistȱsystem,ȱorȱtoȱourȱfailureȱsoȱfarȱtoȱreplaceȱitȱwithȱsomeȬ
thingȱlessȱludicrous?ȱOrȱtoȱboth?ȱOrȱneither?44ȱ

Fig. 12-13. Broken Playground:
artwork for glitch site
onlineclubber.com45

Onceȱ again,ȱ Iȱ thinkȱ it’sȱ upȱ to
thoseȱwithȱ intimateȱknowledge

ofȱ thisȱmusicȱ toȱmakeȱ senseȱof
whatȱ theȱ syncriticȱ normsȱ of
glitchȱmightȱ express.ȱTheȱmainȱpointȱ aboutȱ allȱ theȱ sonicȱ anaphones
mentionedȱinȱthisȱchapter,ȱbeȱtheyȱreal,ȱpotentialȱorȱimaginary,ȱisȱthatȱif
babiesȱinstinctivelyȱknowȱhowȱtoȱassertȱthemselvesȱinȱtheirȱownȱacousȬ
ticȱenvironment,ȱthenȱit’sȱaboutȱtimeȱadultsȱgainedȱatȱleastȱsomeȱintelȬ
lectualȱgraspȱofȱtheȱsounds,ȱbothȱinsideȱandȱoutsideȱ‘theȱmusic’,ȱofȱour
societyȱandȱofȱhowȱweȱexperienceȱandȱperformȱthem.ȱ

Syncrisisȱandȱsocialȱanaphones
MelodyȬaccompanimentȱdualismȱmayȱbeȱtheȱmostȱfamiliarȱtypeȱofȱsynȬ
crisisȱ inȱ theȱearsȱofȱ today’sȱcitizensȱofȱ theȱWesternȱworldȱbutȱ itȱ is,ȱas
notedȱearlier,ȱnotȱ theȱonlyȱone.ȱWhat’sȱmore,ȱ theȱdifferenceȱbetween

monocentricȱandȱpolycentricȱsyncrisisȱisȱrelative,ȱbecause,ȱlikeȱtheȱbipoȬ
larȱscaleȱbetweenȱhomophonyȱandȱcounterpointȱ(p.ȱ338),ȱmusicȱis,ȱasȱwe

shallȱseeȱ(p.ȱ474,ȱff.),ȱmonocentricȱorȱpolycentricȱonlyȱbyȱdegree.ȱ

Participants,ȱstrands,ȱlayersȱ
Beforeȱreturningȱtoȱ issuesȱofȱdensityȱandȱsparsityȱI’llȱtryȱtoȱrelateȱthe
melodyȬaccompanimentȱdualismȱ toȱotherȱ typesȱofȱ syncrisis.ȱThisȱacȬ

44. OneȱofȱCascone’sȱmainȱpointsȱisȱthatȱtheȱfoiblesȱofȱtechnologyȱareȱaȱprerequisiteȱforȱ
interestȱandȱinnovation.ȱThatȱcertainlyȱrhymesȱwithȱtheȱexpressiveȱpowerȱofȱearlierȱ
‘failures’ȱlikeȱdistortion.ȱAndȱwhatȱisȱtheȱlinkȱbetweenȱglitchȱandȱearlierȱtypesȱofȱ
musicalȱ‘failure’?ȱWhatȱaboutȱtheȱparallelȱdescentȱofȱtonalȱandȱsocioȬeconomicȱsysȬ
temsȱintoȱtheȱchaosȱofȱdodecaphonyȱandȱtwoȱworldȱwars?ȱ

45. )glitchhopforum.com/glitch-hop-radio/broken-playground-every-monday-night-onlineclub-
ber-com-t7712.html [120720].ȱForȱamusingȱglitchȱtrackȱslightlyȱreminiscentȱofȱLaurieȱ
Anderson’sȱLanguageȱIsȱAȱVirusȱ(1986),ȱseeȱTekkȱGnosisȱ(2010).ȱ

http://glitchhopforum.com/glitch-hop-radio/broken-playground-every-monday-night-onlineclubber-com-t7712.html
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countȱtakesȱtheȱformȱofȱcommentsȱaboutȱvariousȱwaysȱofȱarrangingȱthe
constituentȱSTRANDSȱofȱmusicȱintoȱaȱwhole.ȱByȱSTRANDSȱIȱmeanȱtheȱmuȬ
sic’sȱdifferentȱ‘voices’,ȱ‘parts’,ȱinstruments,ȱrecordedȱtracks,ȱetc.,ȱi.e.ȱits
variousȱ‘lines’ȱwithȱtheirȱaudibleȱdifferencesȱofȱpitch,ȱtimbre,ȱvolume,

metre,ȱrhythm,ȱauralȱstaging,ȱetc.ȱThisȱsectionȱalsoȱincludesȱquestions
aboutȱpotentialȱ socialȱmeaningȱ inȱ thoseȱ typesȱofȱsyncrisis.ȱButȱ firstȱ I
needȱtoȱdistinguishȱbetweenȱtheȱconceptsȱSTRANDȱ(justȱexplained),ȱPARȬ
TICIPANTȱandȱLAYER.

InȱwhatȱfollowsȱPARTICIPANTȱwillȱdenote,ȱoftenȱinȱtermsȱofȱanȱindividual
orȱinstrument,ȱtheȱsourceȱidentifiedȱasȱgeneratingȱtheȱmusicalȱstrandȱin
question,ȱforȱexampleȱtheȱoboeȱorȱoboist,ȱtheȱleadȱsinger,ȱtheȱhiȬhat,ȱtheȱpianȬ
ist’sȱrightȱhand,ȱtheȱscratchȱsample,ȱtheȱrainȱsample,ȱtheȱsoloȱviolin.ȱAȱparticȬ
ipantȱisȱinȱthisȱsenseȱnotȱaȱliteralȱhumanȱperformer,ȱevenȱthoughȱ‘the
oboist’ȱmayȱwellȱbeȱandȱevenȱthoughȱaȱrecurrentȱscratchȱsampleȱmay

soundȱlikeȱtheȱworkȱofȱaȱhipȬhopȱDJ.ȱTheȱrainȱisȱdefinitelyȱnoȱhumanȱbeȬ
ing,ȱbutȱifȱitȱhasȱbeenȱpurposelyȱselectedȱandȱrecordedȱbyȱsomeoneȱas
typicalȱforȱaȱparticularȱsortȱofȱrainȱandȱthen,ȱasȱ‘previouslyȱheardȱrain’,
intentionallyȱarrangedȱbyȱaȱhumanȱtoȱactȱasȱoneȱofȱseveralȱstrandsȱconȬ
tributingȱtoȱaȱmusicalȱsyncrisis,ȱitȱisȱjustȱasȱmuchȱaȱparticipantȱasȱ‘the
oboist’ȱorȱ‘theȱpianist’sȱrightȱhand’.ȱNorȱdoesȱitȱmatterȱifȱjustȱoneȱperson
hasȱcomposed,ȱperformedȱorȱrecordedȱallȱstrandsȱinȱaȱpieceȱofȱmusic,

norȱ ifȱaȱ soloȱ isȱperformedȱasȱ severalȱ strandsȱbyȱoneȱ individualȱonȱa
polyphonicȱinstrumentȱlikeȱtheȱpianoȱorȱorgan,46ȱnorȱifȱeachȱstrandȱis
createdȱand/orȱperformedȱbyȱdifferentȱindividuals.ȱInȱeachȱcaseȱtheȱmuȬ
sicȱconsistsȱofȱdistinguishableȱstrands,ȱaudibleȱasȱlines,ȱtracks,ȱpartsȱor
voices,ȱeachȱofȱwhichȱcontributesȱtoȱtheȱsyncriticȱwholeȱinȱlineȱwithȱthe
notionȱofȱCONCERTEDȱSIMULTANEITYȱ(pp.ȱ45Ȭ46).ȱ‘Participant’ȱsimplyȱreȬ
fersȱtoȱtheȱsourceȱ(theȱoboe,ȱleadȱvocals,ȱkickȱdrumȱtrack,ȱscratchȱsamȬ
ple,ȱaltoȱvoice,ȱetc.)ȱthatȱparticipatesȱinȱtheȱgenerationȱofȱaȱstrand,ȱand/
orȱofȱaȱLAYERȱ(seeȱbelow),ȱand/orȱofȱtheȱoverallȱsyncrisis.

46. Aȱsoloȱorganistȱoftenȱperformsȱthreeȱstrands,ȱforȱexample:ȱ[1]ȱaȱmelodicȱlineȱwithȱoneȱ
handȱonȱoneȱmanualȱwithȱoneȱregistrationȱ(timbre);ȱ[2]ȱaccompanyingȱharmonyȱwithȱ
theȱotherȱhandȱonȱanotherȱmanualȱwithȱanotherȱregistration;ȱ[3]ȱaȱbassȱlineȱwithȱtheȱ
feetȱonȱtheȱpedalsȱinȱanotherȱregisterȱwithȱyetȱanotherȱtimbre.ȱBachȱorganȱtriosȱ
involveȱplayingȱthreeȱcontrapuntalȱstrandsȱonȱtwoȱmanualsȱandȱtheȱpedals.ȱ
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Itȱ takesȱatȱ leastȱoneȱparticipantȱ toȱproduceȱoneȱstrandȱofȱmusic.ȱOne
monophonicȱparticipantȱ(e.g.ȱnormalȱsingingȱvoice,ȱmostȱtypesȱofȱwind

instrument)ȱproducesȱonlyȱoneȱstrandȱwhereasȱpolyphonicȱinstruments

likeȱ theȱ guitarȱ andȱmostȱ keyboardȱ instrumentsȱ canȱproduceȱ several
strands,ȱeachȱidentifiableȱinȱtermsȱofȱaȱparticipant.ȱTheȱhumanȱaspectȱof
‘participant´,ȱalreadyȱnotedȱinȱconjunctionȱwithȱtheȱrainȱsample,ȱisȱalso
clearȱ fromȱ theȱwayȱ VOICEȱ isȱ oftenȱ usedȱwhenȱ referringȱ toȱmusical

strands.ȱBach’sȱ fiveȬvoiceȱ fugueȱ inȱC�ȱminorȱ (1722)ȱ forȱaȱ singleȱkeyȬ
boardȱplayerȱisȱdefinitelyȱnotȱtheȱworkȱofȱsomeoneȱwithȱaȱmultipleȱperȬ
sonalityȱ disorderȱ anyȱmoreȱ thanȱ isȱ aȱ competentȱ keyboardȱ player’s
abilityȱtoȱmakeȱeachȱentryȱofȱeachȱofȱtheȱfiveȱvoicesȱ‘singȱout’ȱasȱanȱinȬ
dividualȱparticipantȱcontributingȱtoȱtheȱoverallȱsound.47ȱAfterȱall,ȱwe

allȱ‘hearȱvoices’ȱinsideȱourȱheadsȱinȱeverydayȱlifeȱbutȱveryȱfewȱofȱusȱare
schizophrenicȱand,ȱasȱweȱalreadyȱsaw,ȱmusicȱisȱmuchȱbetterȱthanȱlanȬ
guageȱatȱlettingȱusȱcopeȱwithȱdynamicȱstatesȱofȱbeingȱasȱintegralȱexpeȬ
riences.48

Whenȱ severalȱparticipantsȱareȱheardȱ toȱproduceȱ theȱ sameȱnotesȱ ofȱ the
sameȱlengthȱatȱtheȱsameȱtimeȱtheyȱcreateȱoneȱstrandȱinȱUNISON.ȱOnȱtheȱother
hand,ȱifȱparticipantsȱproduceȱnotesȱofȱtheȱsameȱlengthȱatȱdifferentȱpitches
andȱchangeȱfromȱoneȱnoteȱtoȱtheȱnextȱatȱtheȱsameȱtimeȱasȱotherȱparticiȬ
pantsȱtheyȱcreateȱseveralȱstrandsȱinȱHOMOPHONY.ȱIfȱtheȱdifferentȱstrands
ofȱhomophonyȱalignȱinȱtermsȱofȱtimbre,ȱregisterȱandȱauralȱstaging,ȱtheyȱcan
beȱheardȱasȱaȱLAYER,ȱasȱcanȱtheȱsortȱofȱaccompanimentalȱpartsȱinȱtheȱfigȬ
ureȬgroundȱexamplesȱofȱfigureȱ12Ȭ9ȱ(p.ȱ432).ȱLikeȱgeologicalȱstrataȱ(sedȬ
imentary,ȱvolcanic,ȱetc.)ȱorȱ layersȱ inȱaȱcakeȱ (fruit,ȱsponge,ȱ icing,ȱetc.),
eachȱofȱwhichȱcanȱbeȱfurtherȱreducedȱtoȱitsȱconstituentȱingredients,ȱmuȬ
sicalȱlayersȱareȱinȱpracticeȱmoreȱlikelyȱtoȱbeȱperceivedȱasȱentitiesȱrather

47. BWVȱ829,ȱbookȱ1ȱofȱTheȱWellȬTemperedȱClavier,ȱstartingȱatȱ03:13ȱinȱtheȱRichterȱrecordȬ
ingȱ(seeȱBach,ȱ1722,ȱp.ȱ611);ȱallȱfiveȱvoicesȱhaveȱenteredȱbyȱ04:11ȱ(barȱ19)ȱandȱthereȱ
areȱstrettoȱentriesȱstartingȱaroundȱ08:00ȱ(barȱ93,ȱff.).ȱAgedȱ17,ȱIȱlearnedȱtoȱplayȱthisȱ
fugue,ȱencouragedȱbyȱmyȱteacher’sȱadviceȱ(KenȱNaylor,ȱseeȱp.ȱ9)ȱtoȱmakeȱentriesȱinȱ
theȱinternalȱvoicesȱ‘singȱoutȱaȱbitȱmore’.ȱFUGUE:ȱpieceȱofȱimitativeȱcontrapuntalȱpolyȬ
phonyȱstartingȱwithȱtheȱsoloȱentryȱofȱaȱshortȱmelodicȱphraseȱ(theȱfugueȱ‘theme’ȱorȱ
‘subject’)ȱtoȱwhichȱotherȱentriesȱofȱtheȱsameȱthemeȱareȱaddedȱinȱotherȱvoicesȱinȱparȬ
ticularȱwaysȱatȱdifferentȱpitchesȱatȱdifferentȱpointsȱinȱtime.ȱ

48. Musicȱandȱdynamicȱaffectiveȱstates:ȱseeȱpp.ȱ67Ȭ68;ȱp.ȱ346ȱ(voice).ȱ
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thanȱasȱdisparateȱ strands.ȱDependingȱonȱwhatȱ isȱactuallyȱbeingȱperȬ
formedȱinȱwhichȱculturalȱcontext,ȱincludingȱstylisticȱconventionsȱabout
whichȱstrandsȱnormallyȱbelongȱ together,ȱLAYERȱLABELSȱmightȱ include
suchȱthingsȱasȱtheȱaccordionȱarpeggios,ȱtheȱaltos,ȱtheȱbackingȱvocals,ȱtheȱbass
instruments,ȱtheȱbrassȱsection,ȱtheȱbubblingȱsynth,ȱtheȱcellosȱandȱbasses,ȱthe
churchȱchoir,ȱtheȱchurchȱorgan,ȱtheȱdrumkit,ȱtheȱfanfareȱpunctuations,ȱtheȱfirst
violins,ȱtheȱfreneticȱstrumming,ȱtheȱguitarȱriff,ȱtheȱHammondȱorgan,ȱtheȱhorn
section,ȱtheȱmaleȱvoices,ȱtheȱpianist’sȱ leftȬhandȱostinato,ȱtheȱrhythmȱsection,
theȱstringȱpad,ȱtheȱstrings,ȱtheȱwoodwindȱstabs,ȱtheȱoomȬpahȱ(orȱoomȬpahȬpah)
chordsȱandȱsoȱon.ȱEachȱlayerȱisȱinȱotherȱwordsȱaȱcompositeȱofȱstrands
generatedȱbyȱparticipants.49ȱ

PARTICIPANTȱisȱaȱusefulȱnotionȱinȱmusicȱsemioticsȱbecauseȱitȱacknowlȬ
edgesȱtheȱsocialȱaspectȱofȱmusicȱasȱaȱsystemȱofȱcrossȬdomainȱrepresenȬ
tationȱ(pp.ȱ62Ȭ64),ȱi.e.ȱofȱmusicȱasȱsociallyȱconstructedȱactivity.ȱInȱfactȱthe
basicȱhypothesisȱ runningȱ throughȱwhatȱ followsȱ isȱ similarȱ toȱ thatȱexȬ
pandedȱonȱinȱtheȱdiscussionȱofȱtheȱfigureȬground/melodyȬaccompaniȬ
mentȱdualismȱ(pp.ȱ425Ȭ446),ȱi.e.ȱthatȱcertainȱtypesȱofȱsyncrisisȱmayȱbe
homologousȱwithȱcertainȱwaysȱinȱwhichȱrelationshipsȱbetweenȱindividȬ
ualsȱandȱtheirȱsurroundingsȱareȱconstructedȱinȱtheȱsocietyȱofȱwhichȱthe
musicȱunderȱanalysisȱisȱaȱpart.ȱIfȱthatȱisȱinȱanyȱwayȱso,ȱit’sȱpossibleȱtoȱsee
suchȱhomologiesȱasȱSOCIALȱANAPHONES.ȱAnyhow,ȱlet’sȱputȱtheoryȱonȱthe
backȱburner,ȱandȱlookȱatȱvariousȱpatternsȱofȱsyncrisisȱfromȱtheȱbottom
up,ȱstartingȱwithȱsoloȱandȱunison,ȱandȱendingȱwithȱcontrapuntalȱpolyȬ
phonyȱandȱcompositeȱcrossȱrhythm.ȱAfterȱthatȱI’llȱbrieflyȱdiscussȱaȱfew
variantsȱofȱtheȱmelodyȬaccompanimentȱdualism.ȱ

Syncriticȱorganisationȱandȱsocialȱmeaningȱ

Solo,ȱunison,ȱheterophony,ȱhomophonyȱandȱcounterpoint
SOLOȱmeansȱaȱpassageȱorȱpieceȱperformedȱbyȱoneȱpersonȱonly.ȱIfȱplayed
onȱaȱmonophonicȱinstrumentȱorȱifȱsung,ȱthatȱpassageȱconsistsȱofȱaȱsingle
strandȱgeneratedȱbyȱaȱsingleȱparticipant.ȱIfȱplayedȱonȱaȱpolyphonicȱinȬ

49. Ifȱsoundȱdesignȱisȱpartȱofȱtheȱscene,ȱlayersȱsuchȱasȱdistantȱtraffic,ȱwindȱinȱtheȱtrees,ȱtwitȬ
teringȱbirds,ȱmainsȱhumȱfromȱelectricalȱappliances,ȱchildrenȱatȱaȱswimmingȱpool,ȱbackgroundȱ
chatter,ȱwavesȱbreaking,ȱhorsesȱgallopingȱorȱsoldiersȱmarchingȱwouldȱalsoȱbeȱsyncriticȱ
LAYERS,ȱeachȱconsistingȱofȱstrandsȱgeneratedȱbyȱparticipants.ȱ
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strument,ȱtheȱpassageȱwillȱbeȱstillȱbeȱperformedȱsoloȱbutȱthereȱareȱlikely
toȱbeȱseveralȱstrands,ȱeachȱinvolvingȱaȱparticipant,ȱasȱwithȱtheȱfiveȬpart
Bachȱfugueȱmentionedȱonȱpageȱ448.ȱAȱsoloȱcanȱbeȱaccompaniedȱorȱunȬ
accompanied.ȱ

AȱSOLOȱVOICEȱinȱcloseȬupȱwithoutȱaccompanimentȱ(singleȱstrand,ȱliveȱor
recorded)ȱorȱwithȱsimpleȱguitarȱaccompanimentȱandȱnotȱmuchȱreverb
(atȱleastȱtwoȱstrands)ȱisȱlikelyȱtoȱbeȱheardȱasȱmoreȱpersonalȱandȱintimate

thanȱ aȱvocalistȱ accompaniedȱbyȱ aȱ largeȱorȱ loudȱ ensembleȱ inȱ aȱ large
acousticȱspaceȱ(multipleȱstrands).ȱButȱwhatȱaboutȱartistsȱaccompanying

theirȱ ownȱ soloȱ voiceȱ atȱ theȱ pianoȱ (e.g.ȱToriȱAmos,ȱ Eltonȱ John,ȱTom
Waits)?ȱDoȱtheyȱsoundȱasȱpersonalȱandȱintimateȱasȱanȱunaccompanied

singer,ȱorȱasȱsomeoneȱsingingȱtoȱtheirȱownȱsimpleȱacousticȱguitarȱacȬ
companiment?ȱAndȱwhatȱaboutȱaȱvirtuosoȱsoloȱpassageȱinȱaȱeuroclassiȬ
calȱ concertoȱ forȱ flute,ȱ trumpet,ȱ violin,ȱ pianoȱ orȱ organ?ȱOrȱ theȱ lead
drummerȱinȱanȱEweȱpercussionȱensemble?ȱOrȱfourȱchorusesȱofȱbebop
saxȱ solo?ȱOrȱaȱprogȱ rockȱguitarȱhero’sȱextendedȱ solo?ȱHowȱ ‘bigȱand
public’ȱ orȱ ‘smallȱ andȱ private’,ȱ howȱ ‘personal’ȱ andȱ ‘intimate’ȱ areȱ all
theseȱdifferentȱtypesȱofȱsolo?ȱAndȱwhatȱisȱtheirȱrelationshipȱtoȱaccomȬ
panyingȱstrands?ȱ

Unison

UNISONȱliterallyȱmeansȱ‘oneȱsound´.ȱIt’sȱeasiestȱtoȱthinkȱofȱasȱdifferent
participantsȱsingingȱorȱplayingȱ(orȱspeaking)ȱwithȱoneȱvoice.ȱAsȱnoted
above,ȱunisonȱoccursȱwhenȱseveralȱparticipantsȱtogetherȱproduceȱnotes
ofȱtheȱsameȱlengthȱatȱtheȱsameȱpitchȱandȱtimeȱasȱeachȱother.ȱTheȱsameȱstrand
performedȱinȱparallelȱoctaves,ȱasȱwhenȱmenȱandȱwomenȱsingȱtheȱsame

notesȱatȱtheȱsameȱtimeȱinȱdifferentȱregisters,ȱalsoȱqualifiesȱasȱunison.50
Likeȱsolos,ȱVOCALȱUNISONȱcanȱbeȱaccompaniedȱorȱunaccompanied.ȱBut
what,ȱ ifȱanythingȱapartȱfromȱ ‘SPEAKINGȱWITHȱONEȱVOICE’,ȱdoesȱunison
actuallyȱsignify?ȱ

AȱGregorianȱKyrieȱsungȱbyȱBenedictineȱmonksȱinȱtheȱabbeyȱatȱBeuron
doesn’tȱsoundȱmuchȱlikeȱthousandsȱofȱLiverpoolȱFCȱsupportersȱbelting
outȱYou’llȱNeverȱWalkȱAloneȱatȱAnfield,ȱwhichȱinȱitsȱturnȱbearsȱlittleȱreȬ

50. Forȱanȱaccountȱorȱtheȱoctaveȱasȱaȱuniqueȱintervalȱseeȱpageȱ316.ȱDifferentȱinstrumentsȱ
orȱaȱkeyboardȱplayer’sȱtwoȱhandsȱplayingȱinȱparallelȱoctavesȱalsoȱqualifiesȱasȱunison.ȱ
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semblanceȱtoȱaȱprimaryȱschoolȱclassȱperformingȱThisȱLandȱIsȱYourȱLand
onȱParents’ȱDay.51ȱClearly,ȱtheȱnumber,ȱtimbreȱandȱregisterȱofȱparticiȬ
pantsȱinvolvedȱwillȱmakeȱaȱbigȱdifferenceȱtoȱtheȱunisonȱsoundȱandȱits
connotations,ȱasȱwillȱtheȱacousticȱspaceȱinȱwhichȱit’sȱheard,ȱnotȱtoȱmenȬ
tionȱitsȱdegreeȱofȱrhythmic,ȱtonalȱandȱtimbralȱcohesion.ȱNevertheless,

unisonȱworksȱwellȱinȱallȱthreeȱcasesȱasȱaȱratherȱobviousȱauralȱiconȱofȱinȬ
dividualsȱsharingȱ(supposedlyȱorȱactually)ȱaȱcommonȱcause,ȱorȱidentity,
orȱsetȱofȱvaluesȱandȱbeliefs.ȱThisȱlinkȱbetweenȱunisonȱsingingȱandȱsocial
cohesionȱisȱclearȱinȱanthologyȱtitlesȱlikeȱ‘SongsȱforȱHiking’,ȱ‘Weȱ[Nazi]

GirlsȱareȱSinging’,ȱ‘ScoutȱSongs’,ȱ‘TheȱTemperanceȱSongȱBook’,ȱ‘Songs
forȱSocialism’,ȱ‘SongsȱofȱtheȱWorkers’;ȱor,ȱasȱtheȱexplanatoryȱsubtitleȱto
Americaȱ Singsȱ (1934)ȱ soȱ aptlyȱ putȱ it,ȱ ‘Aȱ Communityȱ Songbookȱ for
Schools,ȱClubs,ȱAssemblies,ȱCampsȱandȱRecreationalȱGroups’.52ȱ

Ifȱvocalȱunisonȱcanȱworkȱasȱanȱexpressionȱofȱaȱcommunityȱsingingȱwith

oneȱvoice,ȱwhatȱaboutȱINSTRUMENTALȱUNISON?ȱWell,ȱifȱyouȱcompare,ȱsay,
theȱsoundȱofȱaȱsoloȱFrenchȱhornȱplayingȱanȱexpansiveȱmelodicȱline,ȱasȱin
Wagner’sȱSiegfriedȱ(1876),ȱwithȱsimilarlyȱexpansiveȱlinesȱscoredȱforȱfour
unisonȱhornsȱ (aȱquattro),ȱasȱ inȱDonȱ Juanȱ (Strauss,ȱ1888)ȱorȱ inȱ theȱmain

themeȱfromȱStarȱWarsȱ(Williams,ȱ1977),ȱyou’llȱhearȱaȱclearȱdifference.53
Bothȱstatementsȱwillȱprobablyȱcomeȱacrossȱasȱheroicȱ(Tagg,ȱ2000a:ȱ186Ȭ
200)ȱandȱeachȱwillȱbeȱheardȱasȱoneȱstrand.ȱNevertheless,ȱtheȱsoundȱof
fourȱunisonȱhornsȱisȱ(forȱacousticȱandȱtechnicalȱreasonsȱsimilarȱtoȱthose
partlyȱexplainedȱinȱconnectionȱwithȱchorusȱandȱdubbingȱinȱtheȱrecordȬ
ingȱstudioȱ(p.ȱ311)),ȱfuller,ȱbroaderȱandȱmoreȱsubstantialȱthanȱthatȱofȱa

51. References:ȱ[1]ȱBenedictineȱMonksȱofȱBeuronȱ(1961);ȱ[2]ȱLiverpoolȱFCȱ(1972);ȱAnfieldȱ
isȱtheȱteam’sȱhomeȱground;ȱ[3]ȱGuthrieȱ(1944)ȱandȱNewsȱfromȱtheȱTurksȱandȱCaicosȱ
Islandsȱ(Mayȱ2012)ȱatȱ) tcinewsnow.com/headline-Primary-school-concert-play-another-success-
5276.html [120723].ȱ

52. Referencesȱ[120723]:ȱBergȱFrei!ȱEinȱWanderȬLiederbuchȱ(1919),ȱpublishedȱbyȱtheȱManȬ
nheimȱFriendsȱofȱNature;ȱWirȱMädelȱsingenȱȬȱLiederbuchȱdesȱBundesȱDeutscherȱMädelȱ
(1939),ȱpublishedȱbyȱtheȱ[Nazi]ȱAssociationȱofȱGermanȱGirlsȱandȱYoungȱWomen;ȱTheȱ
BoyȱScoutȱSongȱBookȱ)accesscom.com/~daveh/sean/song/pbsong0.html;ȱTemperanceȱSongȱ
Bookȱ(1842);ȱ[5]ȱSångerȱförȱsocialismenȱ(Ström,ȱ1981);ȱ[6]ȱSongsȱofȱtheȱWorkersȱ(1973);ȱ
CanzionereȱComunistaȱ(2009),ȱAsȱFlorenceȱReeceȱ(1931)ȱputȱitȱonȱbehalfȱofȱtheȱUnitedȱ
MineȱWorkersȱinȱHarlanȱCountyȱ(Kentucky),ȱ‘WhichȱSideȱAreȱYouȱOn?’ȱ(�ȱCoalȱMinȬ
ingȱWomen,ȱ1997).ȱ

53. TheȱSiegfriedȱhornȱisȱinȱActȱ2ȱSceneȱ2.ȱForȱFrenchȱhornȱconnotationsȱseeȱpp.ȱ164,ȱ243Ȭ
243,ȱ307.ȱStraussȱactuallyȱscoredȱEinȱHeldenlebenȱ(1898;ȱ‘AȱHero’sȱLife’)ȱforȱeightȱhorns.ȱ

http://www.tcinewsnow.com/headline-Primary-school-concert-play-another-success-5276.html
http://www.accesscom.com/~daveh/sean/song/pbsong0.html
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soloȱhorn.ȱTheȱperceivedȱeffectȱisȱinȱotherȱwordsȱnotȱoneȱofȱmultipleȱheȬ
roesȱbutȱofȱhyperȬheroicȱpowerȱandȱpurposeȱinȱaȱsingleȱindividual,ȱor
elseȱ inȱaȱ solidlyȱunitedȱgroupȱengagedȱ inȱ theȱ sameȱnobleȱandȱactive
pursuitȱofȱtheȱsameȱlaudableȱgoal,ȱ‘asȱoneȱmanȱwithȱoneȱvoice’.ȱ

Inȱshort,ȱtheȱmusicalȱsignificationȱofȱunisonȱsingingȱandȱplayingȱisn’t
justȱaȱmatterȱofȱvoiceȱorȱinstrumentȱtypeȱ(men,ȱwomen,ȱchildren,ȱamaȬ
teurs,ȱprofessionals,ȱrough,ȱsmooth,ȱinȱorȱoutȱofȱtimeȱorȱtune,ȱetc.),ȱnor
areȱtonalȱvocabulary,ȱmelodicȱcontourȱandȱlyricsȱtheȱonlyȱimportantȱfacȬ
tors.ȱ Justȱ asȱ centralȱ toȱmusicȱ andȱ itsȱ perceivedȱ effectsȱ isȱ theȱ actual
numberȱofȱvoicesȱorȱinstrumentsȱandȱtheȱspaceȱinȱwhichȱtheyȱareȱheard.

Equallyȱimportantȱtoȱanyȱmusicalȱrepresentationȱofȱsocialȱpatterningȱis,
asȱweȱshallȱseeȱnext,ȱtheȱwayȱ inȱwhichȱdifferentȱstrandsȱ inȱpolyphonic
musicȱ (voicesȱ andȱ instruments,ȱ includingȱ sampledȱ andȱ synthesised
sounds)ȱareȱsynchronisedȱ toȱproduceȱdifferentȱconfigurationsȱofȱconȬ
certedȱsimultaneityȱorȱsyncrisis.

Heterophonyȱ
Heterophonyȱisȱlikeȱunisonȱinȱthatȱseveralȱparticipantsȱfollowȱtheȱsame

melodicȱ line.ȱTheȱdifferenceȱ isȱ thatȱ inȱHETEROPHONYȱeachȱparticipant
producesȱhis/herȱownȱvariantȱofȱtheȱmelody’sȱoverallȱpitchȱcontourȱand
rhythmȱprofile.ȱStartȱandȱendȱpointsȱofȱmelodicȱphrasesȱnormallyȱcoinȬ
cideȱ inȱ timeȱandȱpitch,ȱwithȱpossibleȱconvergenceȱatȱotherȱ important

points,ȱbutȱinȱtheȱshortȱtimeȱbetweenȱthoseȱpointsȱparticipantsȱtraceȱdifȬ
ferentȱlinesȱthatȱcanȱbeȱheardȱasȱseparatelyȱaudibleȱstrands.ȱYouȱcould
sayȱthatȱindividualȱparticipantsȱinȱunisonȱshouldȱnotȱ‘stickȱout’ȱbutȱthat
theyȱwillȱbyȱdefinitionȱdoȱsoȱinȱheterophony.ȱHeterophonyȱisȱcommon

inȱmusicȱfromȱtheȱEasternȱMediterraneanȱandȱtheȱArabȱworld.54ȱItȱalso
occursȱinȱtheȱfinalȱchorusȱofȱtradȱjazzȱperformancesȱand,ȱinȱanȱextreme

form,ȱ inȱ traditionalȱ ‘homeȱworship’ȱ fromȱ theȱHebridesȱwhereȱ each
floridȱimprovisationȱonȱtheȱsameȱhymnȱtuneȱisȱthoughtȱtoȱpresentȱeach
individual’sȱpersonalȱrelationȱtoȱtheȱsameȱGod.55ȱInȱotherȱwords,ȱheterȬ
ophonyȱinvolvesȱaȱmultiplicityȱofȱindividualsȱwhoȱmayȱbeȱ‘sayingȱthe
sameȱsortȱofȱthingȱatȱalmostȱtheȱsameȱtimeȱbutȱnotȱwithȱoneȱvoice’.ȱ

54. InȱrecordingsȱofȱArabicȱpopularȱmusic,ȱe.g.ȱKulôĀmȱ(1966),ȱheterophonyȱcanȱoccurȱ
betweenȱtheȱsoloȱvoiceȱandȱaccompanyingȱstringsȱbutȱitȱisȱtoȱmyȱearsȱmostȱaudibleȱ
betweenȱtheȱwarblesȱofȱtheȱfluteȱandȱtheȱlessȱembellishedȱstringȱparts.ȱ
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Homophony

Homophonyȱisȱthatȱformȱofȱpolyphonyȱwhichȱinvolvesȱmoreȱthanȱone
strandȱofȱmusicȱbutȱ inȱwhichȱ eachȱnoteȱ inȱ eachȱ strandȱ synchronises
withȱthoseȱofȱtheȱotherȱstrand[s].ȱAsȱoneȱtypeȱofȱtonalȱpolyphony,ȱhoȬ
mophonyȱisȱtheȱantithesisȱofȱcounterpointȱ(seeȱbelow)ȱevenȱthoughȱdifȬ
ferenceȱbetweenȱtheȱtwoȱisȱusuallyȱaȱmatterȱofȱdegreeȱ(p.ȱ338,ȱff.).ȱWhen

strandsȱofȱhomophonicȱmusicȱmoveȱtoȱaȱsimilarȱextentȱinȱtheȱsameȱpitch
directionȱtheyȱareȱsaidȱtoȱproceedȱinȱPARALLELȱMOTION,ȱwhereasȱCONȬ
TRARYȱMOTIONȱoccursȱwhenȱstrandsȱmoveȱinȱoppositeȱpitchȱdirections.
Whenȱoneȱstrandȱkeepsȱtoȱoneȱpitchȱwhileȱanotherȱmovesȱupȱorȱdown

thereȱ isȱOBLIQUEȱMOTION.ȱParallelȱmotionȱ canȱbeȱ consideredȱ theȱ least
contrapuntalȱtypeȱofȱhomophonicȱprogression.ȱ

OneȱofȱtheȱmostȱwidespreadȱtypesȱofȱhomophonyȱisȱtheȱfourȬpartȱchoȬ
ralȱharmonyȱ(soprano,ȱalto,ȱtenor,ȱbassȱorȱ‘SATB’)ȱfoundȱinȱtheȱhymns

ofȱ ProtestantȱChristianity,ȱ particularlyȱ inȱ nonȬconformistȱ denominaȬ
tions,ȱwhereȱmembersȱofȱtheȱcongregation,ȱratherȱthanȱclerics,ȱdoȱmost

ofȱtheȱsinging.56ȱTheseȱfourȬpartȱhymnsȱletȱparticipantsȱȰindividuals

inȱ theȱ congregationȰȱ contributeȱ toȱ oneȱ ofȱ theȱ fourȱ strands,ȱ eachȱ of
whichȱcoversȱaȱpitchȱrangeȱcompatibleȱwithȱthatȱofȱtheȱindividual’sȱown

voice.ȱ Thisȱ differenceȱ betweenȱ voicesȱ groupedȱ byȱ pitchȱ rangeȱ is
broughtȱ intoȱ concertedȱ simultaneityȱ byȱ threeȱ factors:ȱ [1]ȱ theȱ homoȬ
phonicȱnoteȬtoȬnoteȱsynchronyȱofȱallȱfourȱparts;ȱ[2]ȱconventionsȱofȱharȬ
monicȱ practice,ȱ includingȱ notionsȱ ofȱ consonanceȱ andȱ dissonanceȱ as
wellȱasȱprinciplesȱofȱvoiceȱleading;ȱ[3]ȱtheȱidentificationȱofȱoneȱstrand,

55. [A]ȱForȱaȱfourȬvoiceȱversionȱofȱMartyrdomȱ(Psalmȱ84)ȱinȱextremeȱheterophonyȱandȱforȱ
moreȱaboutȱfloridȱvocalȱheterophonyȱandȱtheȱindividual’sȱpersonalȱrelationȱtoȱGod,ȱ
seeȱKnudsenȱ(1968).ȱSeeȱalsoȱWicksȱ(1989).ȱ[B]ȱI’mȱoftenȱremindedȱofȱheterophonyȱ
whenȱIȱtryȱtoȱconnectȱlowȬvoltageȱcontactȱpointsȱwithȱtwoȱwiresȱofȱdifferentȱlength.ȱ
BothȱgoȱfromȱAȱtoȱBȱbutȱtraceȱslightlyȱdifferentȱpathsȱbetweenȱtheȱtwoȱpoints.ȱ

56. SATBȱhymnȱsingingȱisȱdeeplyȱrootedȱinȱUKȱnonȬconformistȱworship.ȱTheȱtraditionȱisȱ
particularlyȱstrongȱinȱWalesȱandȱyou’llȱfindȱmanyȱaȱCôrȱCymraegȱ(=ȱWelshȱchoir)ȱorȱ
CymanfaȱCanuȱ(=ȱsingingȱfestival)ȱinȱtheȱworldwideȱWelshȱdiaspora.ȱWelshȱSATBȱ
hymnȱtunesȱareȱhugelyȱpopularȱinȱtheȱUK:ȱCwmȱRhonddaȱ(Hughesȱ(1905):ȱ‘Guideȱme,ȱ
OȱThouȱGreatȱRedeemer’)ȱandȱBlaenwernȱ(Rowlandsȱ(1904):ȱ‘Loveȱdivineȱallȱlovesȱ
excelling’)ȱwereȱtwoȱofȱtheȱthreeȱhymnsȱsungȱatȱtheȱroyalȱweddingȱinȱAprilȱ2011ȱandȱ
diffusedȱtoȱTVȱscreensȱworldwide.ȱBothȱtunesȱappearȱinȱnumerousȱprotestantȱandȱ
nonȬconformistȱhymnalsȱandȱhaveȱbeenȱsungȱorȱheardȱbyȱmillions.ȱ
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mostȱcommonlyȱtheȱsopranoȱline,ȱasȱ‘theȱtune’.57ȱThisȱthirdȱpointȱmeans

thatȱhomophonicȱhymnsȱbearȱtheȱhallmarkȱofȱtheȱfigureȬgroundȱdualȬ
ism:ȱsopranosȱcarryȱtheȱtuneȱwhichȱtheȱotherȱvoicesȱsupportȱwithȱacȬ
companimentalȱ harmonies.ȱ Asȱ suggestedȱ earlier,ȱ thatȱ syncritic
paradigmȱhasȱhistoricalȱparallelsȱwithȱotherȱprocessesȱ inȱEurope,ȱ in
particularȱwithȱtheȱriseȱofȱhumanismȱandȱbourgeoisȱnotionsȱofȱtheȱindiȬ
vidual.ȱThatȱprocessȱrunsȱinȱitsȱturnȱparallelȱwithȱtheȱriseȱofȱProtestantȬ
ismȱandȱitsȱfocusȱonȱeachȱindividual’sȱdirectȱlineȱtoȱGod,ȱwhichȱinȱits
turnȱ encouragedȱ individualȱ churchȬgoersȱ toȱ joinȱ inȱ andȱ singȱGod’s
praises,ȱorȱbegȱhisȱforgiveness,ȱwithoutȱhavingȱtoȱrouteȱtheirȱmessage

throughȱofficiallyȱsanctionedȱclerics.ȱMusicalȱparallelsȱtoȱtheseȱtheologȬ
icalȱ(andȱsocioȬpolitical)ȱchangesȱcanȱbeȱheardȱinȱBach’sȱfourȬpartȱchoȬ
raleȱ arrangementsȱ forȱ Protestantȱ worship.ȱ Theyȱ areȱ keyȱ toȱ the
establishmentȱofȱeuroclassicalȱharmonicȱpracticesȱunderpinningȱaȱlarge
proportionȱofȱmusicȱ(includingȱSATBȱhymns),ȱthatȱhaveȱbeenȱinȱwideȬ
spreadȱuseȱinȱtheȱWesternȱworldȱsinceȱtheȱeighteenthȱcentury.58ȱ

Counterpointȱ

COUNTERPOINTȱ isȱ likeȱhomophonyȱ inȱ thatȱ itȱ involvesȱmoreȱ thanȱ one
strandȱofȱmusicȱbutȱcontrapuntalȱstrandsȱareȱmuchȱmoreȱdistinctȱandȱindeȬ
pendentȱasȱsimultaneouslyȱsoundingȱindividualȱlinesȱthanȱthoseȱofȱhoȬ
mophony.ȱThat’sȱbecauseȱneitherȱindividualȱnotesȱnorȱstartȱorȱendȱpointsȱof
phrasesȱinȱoneȱcontrapuntalȱstrandȱneedȱcoincideȱwithȱthoseȱinȱanother.ȱ

InȱEuropeanȱ counterpointȱ theȱmelodicȱ andȱ rhythmicȱprofileȱ ofȱ each
strandȱcanȱbeȱidentical,ȱasȱinȱstrictȱCANONsȱlikeȱFrèreȱJacques,ȱLondon’s
BurningȱorȱRow,ȱRow,ȱRowȱYourȱBoat.ȱHowever,ȱmuchȱmoreȱ common

thanȱ strictȱ canonsȱ isȱ theȱ IMITATIVEȱ CONTRAPUNTALȱ POLYPHONYȱ ofȱ the
Renaissanceȱ andȱ earlyȱ Baroqueȱ periodsȱwhereȱ independentȱ strands
startȱwithȱtheȱsameȱorȱaȱsimilarȱinitialȱmotifȱatȱdifferentȱpointsȱand/or
pitches,ȱasȱinȱtheȱFROMȱGENERATIONȱTOȱGENERATIONȱphrasesȱofȱtheȱTomȬ

57. Inȱsomeȱtraditionsȱ(e.g.ȱshapeȱnoteȱsinging)ȱtheȱtuneȱisȱinȱtheȱtenorȱpart.
58. BachȱchoralesȱareȱobligatoryȱcourseȱmaterialȱforȱstudentsȱtryingȱtoȱlearnȱtheȱrudiȬ

mentsȱofȱEuropeanȱharmonyȱandȱcounterpointȱ(seeȱBach/Riemenschneider,ȱ1941).ȱ
Thisȱrepertoireȱisȱcentralȱtoȱtheȱunderstandingȱofȱtertialȱharmonyȱinȱeuroclassicalȱ
musicȱthroughȱMozartȱandȱBeethovenȱuntilȱtheȱearlyȱtwentiethȱcentury,ȱasȱwellȱasȱinȱ
parlourȱsong,ȱmostȱtypesȱofȱjazz,ȱnationalȱanthems,ȱetc.ȱ(seeȱTaggȱ2009:ȱ91Ȭ114).ȱ
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kinsȱextractȱdiscussedȱearlierȱ(p.ȱ430).59ȱNow,ȱwhileȱhomophonyȱisȱofȬ
tenȱheardȱasȱaȱmainȱmelodicȱlineȱaccompaniedȱbyȱotherȱvoicesȱthereȱis
noȱ suchȱhierarchyȱofȱ figureȱ andȱgroundȱ inȱ contrapuntalȱpolyphony.
Thereȱ isȱ insteadȱ aȱmultiplicityȱofȱmelodicȱ statementsȱ lettingȱusȱhear
‘severalȱthingsȱgoingȱonȱatȱtheȱsameȱtime’ȱorȱ‘theȱsameȱsortȱofȱthingȱhapȬ
peningȱ inȱcloseȱsuccessionȱ inȱslightlyȱdifferentȱways’.ȱThat’sȱwhyȱ it’s
possibleȱ toȱ actuallyȱ feelȱ theȱ generationsȱ buildingȱupȱ inȱ theȱTomkins

motet:ȱtheȱchoirȱisn’tȱjustȱsingingȱaboutȱit.ȱ

ThisȱaspectȱofȱcontrapuntalȱstrandsȱasȱaȱmultiplicityȱofȱaudibleȱparticiȬ
pantsȱisn’tȱrestrictedȱtoȱperceptionȱofȱexternalȱphenomenaȱlikeȱtheȱcuȬ
mulativeȱ passingȱ ofȱ generations.ȱ Anȱ internal,ȱ psychologicalȱ senseȱ of
multiplicityȱcanȱalsoȱariseȱwhen,ȱforȱexample,ȱwordsȱweȱjustȱheardȱor
spokeȱechoȱinsideȱourȱheads.60ȱWeelkes’ȱmotetȱWhenȱDavidȱHeardȱ(1612/
1999)ȱprovidesȱaȱpoignantȱmusicalȱexampleȱofȱthisȱphenomenonȱ(*).

It’sȱaȱsixȬvoiceȱsettingȱofȱtheȱfollowingȱwordsȱfromȱtheȱOldȱTestament.

‘WhenȱDavidȱheardȱthatȱAbsalomȱwasȱslainȱheȱwentȱupȱtoȱhisȱchamber

overȱtheȱgateȱandȱwept.ȱAndȱthusȱheȱsaid:ȱ“O,ȱAbsalom,ȱmyȱson!ȱWould

GodȱIȱhadȱdiedȱforȱthee!ȱOȱAbsalom,ȱmyȱson!”’ȱ(2ȱSamuel:ȱvv.ȱ18,ȱ33).

Weelkes’ȱpassionateȱsettingȱofȱthisȱlamentȱcontainsȱmanyȱstrikingȱfeaȬ
tures,ȱoneȱofȱwhichȱrelatesȱdirectlyȱtoȱtheȱmultiplicityȱofȱVOICESȱINSIDE

THEȱHEAD.ȱIt’sȱtheȱthirtyȬsecondȱsectionȱcontainingȱnoȱlessȱthanȱnineteen
statementsȱofȱ‘WOULDȱGODȱIȱHADȱDIEDȱFORȱTHEE’.ȱThat’sȱanȱaverageȱof
oneȱ‘WOULDȱGOD…’ȱeveryȱ1½ȱseconds,ȱmuchȱtooȱshortȱaȱtimeȱforȱaȱlaȬ
mentingȱparentȱtoȱcompleteȱtheȱsentenceȱoutȱloudȱinȱ‘reality’.ȱInstead,
Weelkes,ȱandȱthoseȱsingingȱtheȱpiece,ȱpresentȱtheȱpsychologicalȱrealityȱof
someoneȱwho,ȱovercomeȱwithȱgrief,ȱisȱrelentlesslyȱhitȱbyȱirregularlyȱreȬ
peatedȱpangsȱofȱinconsolableȱlossȱbeforeȱthere’sȱevenȱhalfȱaȱchanceȱto

59. Suchȱpolyphonyȱinȱwhichȱ‘short,ȱeasilyȱrecognisableȱmelodicȱfragmentsȱ[orȱ“motivicȱ
cells”]ȱareȱpassedȱfromȱvoiceȱtoȱvoiceȱinȱaȱcontrapuntalȱtexture’ȱisȱcharacteristicȱofȱ
workȱbyȱJosquinȱdesȱPrèsȱ(1450Ȭ1521)ȱ(Godt,ȱ1977:ȱ264Ȭ292)ȱandȱofȱmotetsȱandȱ
massesȱbyȱHeinrichȱIsaacȱ(1452Ȭ1517).ȱItȱcontinuedȱtoȱbeȱinȱwidespreadȱuseȱuntilȱtheȱ
midȱseventeenthȱcenturyȱinȱmadrigals,ȱmotetsȱandȱsettingsȱofȱtheȱmassȱ(vocal),ȱasȱ
wellȱasȱinȱricercars,ȱfuguesȱandȱinventionsȱ(instrumental),ȱbyȱsuchȱcomposersȱasȱTalȬ
lisȱ(1505Ȭ85),ȱPalestrinaȱ(1526Ȭ94),ȱLassusȱ(1532Ȭ94),ȱByrdȱ(1540Ȭ1623),ȱVictoriaȱ(1548Ȭ
1611),ȱGesualdoȱ(1566Ȭ1612),ȱTomkinsȱ(1572Ȭ1656),ȱWeelkesȱ(1576Ȭ1623)ȱandȱFrescoȬ
baldiȱ(1583Ȭ1643)ȱandȱendingȱwith.ȱJ.ȱS.ȱBachȱ(1685Ȭ1750).

60. Seeȱworkingȱmemoryȱandȱphonologicalȱloopȱunderȱ‘Extendedȱpresent’ȱ(pp.ȱ272Ȭ273).

http://www.tagg.org/Clips/WeelkesWhenDavidHeard.mp4
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breathe,ȱletȱaloneȱrecoverȱfromȱtheȱtrauma.61ȱOtherȱexamplesȱofȱcontraȬ
puntalȱ polyphony’sȱ MULTIPLEȱ VOICESȱ ECHOINGȱ Aȱ STATEȱ OFȱ MINDȱ are
foundȱ inȱ conjunctionȱwithȱwordsȱ likeȱmiserereȱmei,ȱ donaȱnobisȱ pacem,
Kyrieȱeleison;ȱandȱofȱcourseȱAlleluia,ȱnotȱtoȱmentionȱfaȱlaȱlaȱlaȱla.62ȱ

Formalȱcohesionȱinȱthisȱsortȱofȱcontrapuntalȱpolyphonyȱdoesȱnotȱrely
onȱtheȱsynchronyȱofȱindividualȱnotesȱbetweenȱstrandsȱbutȱonȱtheȱfact
thatȱeasilyȱidentifiableȱmotivicȱcellsȱpassȱfromȱoneȱstrandȱtoȱanotherȱas
theȱmusicȱproceedsȱatȱaȱconstantȱtempo.ȱConcertedȱsimultaneityȱisȱalso
establishedȱbyȱtheȱgatheringȱtogetherȱofȱstrandsȱinȱfinalȱcadences,ȱoften
alsoȱ inȱmoreȱhomophonicȱpassagesȱ includedȱ toȱunderlineȱkeyȱwords

andȱphrases.63

Theȱmostȱcommonȱformȱofȱcounterpointȱfromȱrecentȱtimesȱinȱtheȱurban
Westȱmustȱsurelyȱbeȱ theȱ interplayȱofȱ threeȱmelodicallyȱandȱrhythmiȬ
callyȱdifferentȱstrandsȱȰmelodicȱline,ȱbassȱlineȱandȱriffȱorȱotherȱpromiȬ
nentȱaccompanimentȱpatternȰȱ inȱmanyȱtypesȱofȱpopularȱmusicȱwith

originsȱinȱtheȱNewȱWorld.ȱSomeȱofȱitsȱoriginsȱareȱofȱcourseȱAfrican.ȱ

61. ‘WouldȱGodȱIȱhadȱdiedȱforȱthee’ȱisȱatȱ1:59Ȭ2:29ȱ(barsȱ39Ȭ49)ȱinȱ�Weelkesȱ(1999)ȱ(*).ȱ
[Forȱmusos]ȱThatȱsectionȱalsoȱcontainsȱthreeȱofȱtheȱpiece’sȱfourȱfalseȱrelationsȱ(2ȱ×ȱb�/
b#,ȱ1ȱ×ȱa�/a#).ȱOtherȱstrikingȱfeaturesȱinȱtheȱmotetȱare:ȱ[1]ȱAm D7ȱonȱtheȱthirdȱ‘slain’ȱ
(barȱ10)ȱinȱaȱcontextȱofȱCȱminorȱ(��� ###�),ȱevenȱB�m Fmȱ(����)ȱjustȱaȱfewȱsecondsȱ
earlierȱ(barsȱ4Ȭ5);ȱ[2]ȱhigh,ȱslow,ȱrepeatedȱdescendingȱmoaningȱforȱ‘wept’;ȱ[3]ȱtheȱ
lone,ȱoneȬvoice,ȱoneȬnote,ȱdesolateȱsettingsȱofȱ‘O!’;ȱ[4]ȱtheȱNeapolitanȱ(�2)ȱprogresȬ
sionȱA�3 Cm Gȱforȱ‘Oȱmyȱson’ȱ(b.ȱ27Ȭ28);ȱ[5]ȱtheȱpoignantȱmajorȱIV Iȱendingȱ
(F3 C)ȱforȱtheȱfinalȱ‘myȱson’ȱ(aȱtenderȱreminiscence?).ȱ

62. [A]ȱExamplesȱtakenȱfromȱtheȱworkȱofȱWilliamȱByrd:ȱmiserereȱandȱdonaȱnobisȱpacemȱinȱ
theȱAgnusȱDeiȱofȱtheȱMassȱinȱ4ȱPartsȱ(1593),ȱKyrieȱeleisonȱfromȱtheȱMassȱinȱ5ȱPartsȱ
(1595),ȱalleluiaȱinȱHaecȱDiesȱ(1591).ȱAȱcelebratedȱcontrapuntalȱfalalalalaȱisȱheardȱinȱ
Morley’sȱmadrigalȱMyȱBonnyȱLassȱSheȱSmilethȱ(1595),ȱparodiedȱinȱPȱDȱQȱBach’sȱMyȱ
BonnyȱLassȱSheȱSmellethȱ(Schickele,ȱ1971).ȱ
[B]ȱTheȱclosestȱlatterȬdayȱequivalentsȱtoȱtheȱcontrapuntalȱ‘innerȱvoices’ȱareȱperhapsȱ
dubbedȱwhisperingȱ(p.ȱ299)ȱandȱDIGITALȱDELAYȱ(wasȱ‘echoplex’,ȱbeforeȱthatȱ‘tapeȱ
delay’).ȱSetȱtoȱrepeatȱtheȱinputȱsignalȱinȱtimeȱwithȱtheȱmusicȱandȱtoȱfadeȱoverȱthreeȱorȱ
fourȱbeats,ȱsuchȱDELAYȱwasȱappliedȱtoȱtheȱtrumpetȱtracksȱinȱJerryȱGoldsmith’sȱtitleȱ
musicȱforȱPattonȱ(1960)ȱtoȱcreateȱaȱpsychologicallyȱdisturbingȱmilitaryȱeffectȱ*.ȱIt’sȱ
alsoȱprominentȱinȱtheȱsparseȱandȱeerieȱkeyboardȱtracksȱofȱtheȱXȬFilesȱthemeȱ(Snow,ȱ
1996).ȱIsȱ‘theȱtruth’ȱreallyȱ‘outȱthere’ȱorȱareȱweȱjustȱhallucinating?ȱCueȱtheȱlonesomeȱ
whistleȱsampleȱplusȱDINGȱDING ȱDINGȱdelayȱ*.

http://www.tagg.org/Clips/WeelkesWhenDavidHeard.mp4
http://www.tagg.org/Clips/PattonIntro.mp4
http://www.tagg.org/Clips/XFilesTheme.mp4
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Crossȱrhythmȱ

SubȬSaharanȱcrossȱrhythmȱ

‘Polyrhythm’ȱisȱtheȱwordȱmostȱwidelyȱusedȱtoȱdesignateȱtheȱrhythmic

principlesȱunderpinningȱmanyȱtypesȱofȱtraditionalȱmusicȱinȱSubȬSahaȬ
ranȱAfrica,ȱbutȱit’sȱaȱproblematicȱterm.ȱTheȱproblemȱisȱthatȱpolyrhythm
meansȱtwoȱorȱmoreȱrhythmsȱsoundingȱatȱtheȱsameȱtime,ȱaȱfeatureȱofȱnot
onlyȱSubȬSaharanȱmusicsȱbutȱofȱvirtuallyȱanyȱtypeȱofȱnonȬhomophonic

polyphony,ȱincludingȱpopȱandȱrockȱrecordingsȱinȱwhichȱtheȱrhythmȱof,
say,ȱtheȱmelodicȱlineȱdiffers,ȱasȱitȱalmostȱinvariablyȱdoes,ȱfromȱthatȱof
theȱbass.64ȱSo,ȱhowȱcanȱweȱconciselyȱandȱaccuratelyȱreferȱtoȱtheȱdistincȬ
tiveȱrhythmicȱpracticesȱofȱSubȬSaharanȱAfrica?ȱTheyȱareȱafterȱallȱatȱthe
basisȱofȱaȱtraditionȱthatȱhasȱhadȱaȱprofoundȱeffectȱonȱtheȱmostȱwidely

diffusedȱmusicsȱ inȱ recentȱhistory.ȱ ‘POLYMETRIC’ȱ isȱoneȱpossibilityȱbeȬ
causeȱthatȱisȱhowȱitȱcanȱbeȱconceptualisedȱinȱrelationȱtoȱtheȱEuropean
normȱofȱMONOMETRICITYȱ(onlyȱoneȱmetreȱatȱtheȱsameȱtime).ȱButȱthatȱisn’t
howȱtheȱmusic’sȱscholarsȱandȱpractitionersȱhearȱit:ȱCROSSȱRHYTHMȱand
CROSSȬBEATȱareȱtheȱtermsȱtheyȱseemȱtoȱprefer.65ȱ

TheȱCROSSȱaspectȱofȱRHYTHMȱinȱ‘CROSSȱRHYTHM’ȱisȱunderstoodȱinȱterms

ofȱ‘contrastingȱrhythmicȱpatternsȱwithinȱtheȱsameȱschemeȱofȱaccents’ȱor
‘aȱsingleȱmetreȱinȱaȱpermanentȱstateȱofȱcontradiction’.66ȱTheȱcontradicȬ
tionȱisȱnonȬantagonisticȱandȱitsȱsimplestȱformȱisȱtheȱHEMIOLA.ȱHemiola

63. [A]ȱAȱdramaticȱexampleȱofȱhomophonicȱinsertionȱoccursȱatȱtheȱstartȱofȱtheȱwordȱRESȬ
PICEȱnearȱtheȱendȱofȱTallis’sȱ40ȬpartȱmotetȱSpemȱinȱaliumȱ(1570).ȱ[B]ȱSimpleȱcanonsȱ
don’tȱhaveȱtoȱfinishȱhomophonically.ȱTheyȱoftenȱendȱwithȱtheȱsuccessiveȱcessationȱofȱ
oneȱvoiceȱafterȱanotherȱinȱtheȱorderȱinȱwhichȱtheyȱstarted.ȱ[C]ȱManyȱmedievalȱmotetsȱ
featureȱcounterpointȱwhoseȱconstituentȱvoicesȱ(strands)ȱcanȱbeȱquiteȱdifferentȱinȱ
termsȱofȱpitchȱandȱrhythm,ȱSee,ȱforȱexample,ȱImpudenterȱcircumiviȱbyȱPhilippeȱdeȱ
Vitryȱ(1350),ȱorȱanyȱisorhythmicȱmotetȱorȱArsȱsubtiliorȱpiece.ȱ

64. Seeȱalsoȱunderȱ‘FigureȬgroundȱrelativity’ȱ(p.474,ff.).ȱPerformingȱmoreȱthanȱoneȱ
rhythmȱatȱtheȱsameȱtimeȱisȱalsoȱcommonȱinȱRenaissanceȱmotets,ȱBaroqueȱfugues,ȱandȱ
tradȱjazzȱchoruses.ȱPerformingȱsimultaneouslyȱinȱdifferentȱmetresȱisn’t.ȱReadȱon!ȱ

65. Crossȱrhythmȱalsoȱoccursȱinȱrockȱmusic.ȱTheȱkeyȱdistinctiveȱfactorsȱinȱSubȬSaharanȱ
crossȬrhythmȱare:ȱ[1]ȱItȱisȱcomposite:ȱtwoȱbeatȱschemesȱoperateȱtogetherȱasȱoneȱ
Gestalt;ȱ[2]ȱItȱisȱongoingȱandȱcontinuous,ȱnotȱaȱtemporaryȱfeatureȱofȱtheȱmusic.ȱ‘Africanȱ
musicȱisȱoftenȱcharacterizedȱasȱpolymetric,ȱbecause,ȱinȱcontrastȱtoȱmostȱWesternȱ
music,ȱAfricanȱmusicȱcannotȱbeȱnotatedȱwithoutȱassigningȱdifferentȱmetersȱtoȱtheȱ
differentȱinstrumentsȱofȱanȱensemble’ȱ(Chernoff,ȱ1979:ȱ45).ȱ

66. WikipediaȱentryȱCrossȬbeatȱ[120727]ȱcitingȱLadzekpoȱ(1995)ȱandȱPeñalosaȱ(2009).ȱ

http://www.youtube.com/WCW7babiSEI
http://www.youtube.com/WCW7babiSEI
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isȱfundamentalȱtoȱmusicȱinȱSubȬSaharanȱAfricaȱandȱneedsȱtoȱbeȱunderȬ
stoodȱifȱweȱwantȱtoȱgraspȱanythingȱofȱtheȱmusic’sȱsyncrisis.

Hemiolaȱ

HEMIOLAȱderivesȱfromȱtheȱGreekȱadjectiveȱψΐϱΏΓΖȱ(hemiólios),ȱmeanȬ
ingȱ‘halfȱasȱmuchȱagain´.ȱItȱqualifiesȱanyȱtwoȱquantitiesȱinȱtheȱratioȱ3:2
(1½ȱtoȱ1).ȱInȱmusicȱtheory,ȱHEMIOLAȱmeansȱtheȱrhythmȱpatternȱcreated
whenȱtheȱsameȱshortȱdurationȱcontainsȱtwoȱbeatȱschemes,ȱoneȱbasedȱon
aȱdivisionȱofȱtheȱdurationȱintoȱtwoȱequallyȱspacedȱsubȬdurationsȱ(subȬ
beats),ȱtheȱotherȱbasedȱonȱitsȱdivisionȱintoȱthree.ȱSinceȱ6ȱisȱtheȱlowest

commonȱdenominatorȱofȱ3ȱandȱ2,ȱaȱhemiolaȱconsistsȱofȱsixȱsubbeatȱunits
andȱisȱtypicallyȱnotatedȱwithȱ6/8ȱasȱitsȱtimeȱsignature.67ȱThisȱsextuple
arrangementȱofȱ3ȱandȱ2ȱencapsulatesȱtwoȱmetronomeȱratesȱquantifiable
inȱbeatsȱperȱminuteȱ(bpm).ȱOneȱspansȱtwoȱsetsȱofȱthreeȱsubȬunitsȱwith

beatsȱfallingȱonȱeveryȱthirdȱofȱtheȱsixȱ(1ȱ2ȱ3ȱ4ȱ5ȱ6),ȱtheȱotherȱspanning
threeȱsetsȱofȱtwoȱwithȱbeatsȱonȱalternateȱsubbeatsȱ(1ȱ2ȱ3ȱ4ȱ5ȱ6).ȱIfȱtheȱfirst
ofȱtheseȱbeatȱschemesȱisȱpacedȱatȱ80ȱbpm,ȱaȱleisurelyȱstroll,ȱtheȱsecond
oneȱwillȱbeȱ1½ȱtimesȱfasterȱ(ψΐϱΏΓΖ)ȱatȱ120ȱbpm,ȱaȱbriskȱwalk.68ȱ

Tableȱ12Ȭ1ȱrepresentsȱaȱsixȬsecondȱcycleȱofȱfootstepsȱthatȱIȱ(Parent)ȱonce
observedȱduringȱaȱwalkȱwithȱmyȱ(then)ȱsixȬyearȬoldȱdaughterȱ(Child).
Theȱbottomȱtwoȱrowsȱinȱtheȱdiagramȱshowȱtheȱpointsȱatȱwhichȱourȱleft
(L)ȱandȱrightȱ(R)ȱfeetȱhitȱtheȱground.ȱIȱtookȱtwoȱstepsȱeveryȱ1½ȱseconds
(80ȱbpm)ȱwhileȱmyȱdaughter,ȱwithȱherȱ shorterȱ legs,ȱhadȱ toȱ takeȱ two

stepsȱeveryȱsecondȱ(120ȱbpm).69ȱFourȱofȱherȱsixȱstepsȱwereȱoutȱofȱsync
withȱmineȱandȱonlyȱonceȱinȱtheȱwholeȱcycleȱofȱtwelveȱsubbeatsȱdidȱwe

67. Theȱ‘8’ȱindicatesȱeighthȬnotesȱ(quavers)ȱbecauseȱtheyȱrunȱfasterȱthanȱquarterȬnotesȱ
(‘4’,ȱcrotchets),ȱtheȱcommonestȱunitȱforȱindicatingȱbeatsȱperȱminuteȱ(bpm).ȱ

Table 12-1. The ‘walking hemiola’ scheme (2 hemiolas, 6 seconds) 

3Ȉ+3Ȉȱofȱ6/8 O�=80ȱinȱ<, ȱO=120ȱinȱZ O�=80ȱinȱ<, ȱO=120ȱinȱZ

subbeatsȱ(]ȱ=ȱ240,ȱ6ȱ×ȱ1) 1 2 3 4 5 6 1 2 3 4 5 6

Parentȱ(O�ȱ=ȱ80,ȱ2ȱ×ȱ3) L R L R

Childȱ(Oȱ=ȱ120,ȱ3×2) L R L R L R

68. ȱTheȱcommonȱdenominatorȱtempoȱisȱ240ȱsubbeatȱunitsȱperȱminute,ȱwayȱbeyondȱtheȱ
upperȱlimitȱofȱaȱnormalȱmetronome,ȱi.e.ȱnotȱaȱbpmȱrate,ȱsubstantiallyȱquickerȱthanȱ
theȱfastestȱhumanȱfootstepsȱorȱtheȱpulseȱofȱaȱstressedȬoutȱbabyȱ(seeȱpp.ȱ288Ȭ291).
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putȱtheȱsameȱfootȱforwardȱatȱtheȱsameȱtime.ȱIfȱweȱhadȱrepeatedȱtheȱcyȬ
cleȱseveralȱtimes,ȱaȱTHREEȬAGAINSTȬTWOȱpatternȱofȱCROSSȬRHYTHM,ȱanȱonȬ
goingȱ HEMIOLA,ȱ wouldȱ haveȱ beenȱ established.ȱ Thatȱ didn’tȱ happen.
AlthoughȱitȱmayȱhaveȱoccurredȱonceȱorȱtwiceȱbeforeȱIȱrealisedȱwhatȱwas

goingȱonȱIȱconsciouslyȱregisteredȱonlyȱoneȱfullȱcycleȱofȱtheȱ‘walkingȱheȬ
miola’ȱbeforeȱweȱwereȱdistractedȱandȱfellȱoutȱofȱcrossȬrhythmicȱstep.ȱ

Iȱcannotȱsayȱhowȱcommonȱhemiolasȱareȱinȱeverydayȱlifeȱbutȱtheyȱare
quiteȱrareȱinȱmostȱofȱtheȱmusicȱwithȱwhichȱweȱEuropeansȱareȱfamiliar.

WeȱseemȱtoȱbeȱsoȱusedȱtoȱaȱsimpleȱsingleȱmetreȱthatȱweȱoftenȱhaveȱdifȬ
ficultyȱinȱperformingȱevenȱshortȱpassagesȱofȱthreeȬagainstȬtwo.70ȱThis
MONOMETRICITYȱ(onlyȱoneȱsimpleȱmetreȱatȱaȱtime)ȱisȱexacerbatedȱbyȱEuȬ
ropeanȱmusicȱtheory’sȱinsistenceȱonȱclearȱdistinctionȱbetweenȱtheȱtime

signaturesȱZȱ(B+B+BȱorȱO O O )ȱandȱ<ȱ(:+:ȱorȱ O� O� ),ȱasȱifȱ2+2+2ȱdidȱnot
alsoȱaddȱupȱtoȱ6.ȱThisȱdistinctionȱworksȱwellȱforȱconceptualisingȱtheȱdifȬ
ferenceȱinȱgrooveȱbetween,ȱsay,ȱaȱwaltzȱ(Z)ȱandȱaȱjigȱ(<);71ȱbutȱit’sȱofȱless
useȱwhenȱitȱcomesȱtoȱoldȱEuropeanȱdancesȱinȱsextupleȱtimeȱlikeȱtheȱgalȬ
liardȱorȱcourante,ȱandȱmisleadingȱwhenȱitȱcomesȱtoȱtheȱChileanȱcueca.72
AsȱforȱSubȬSaharanȱcrossȬrhythm,ȱwhichȱhasȱtheȱhemiolaȱasȱitsȱgeneraȬ
tiveȱbasis,ȱtheȱdistinctionȱmakesȱveryȱlittleȱsenseȱatȱall.ȱScholarsȱofȱsuch
musicȱallȱseemȱtoȱagreeȱonȱthisȱpoint.73ȱIȱcanȱtestifyȱtoȱtheȱvalidityȱofȱthis
viewȱinȱseveralȱwaysȱrelevantȱtoȱsyncrisisȱandȱsocialȱmeaning.ȱ

69. Theseȱratesȱfitȱifȱtheȱparentȱmeasuresȱ180ȱcmȱandȱtheȱchildȱ120ȱcm.ȱIȱtookȱnoȱmeasȬ
urementsȱatȱtheȱevent:ȱweȱwereȱsimplyȱwalkingȱalong.ȱTheȱaccountȱisȱbasedȱonlyȱonȱ
personalȱmemoryȱandȱtheȱfiguresȱareȱaȱretroactiveȱrationalisationȱofȱtheȱevent.

70. Forȱexample,ȱrespondingȱtoȱaȱYouTubeȱpostingȱofȱtheȱ1965ȱKing’sȱCollegeȱCambridgeȱ
recordingȱofȱByrd’sȱHaecȱDiesȱ(1591),ȱuserȱidentityȱCHOIRBOYȱFROMȱHELLȱremarksȱ‘Aȱ
reallyȱfunȱmotetȱtoȱsing,ȱbutȱthoseȱhemiolasȱwillȱgetȱyouȱifȱyouȱdonȇtȱfeelȱitȱinȱyourȱbones!’ȱ
(myȱitalics).ȱTheȱhemiolasȱareȱatȱ1:06ȱ(etȱlaetemur)ȱinȱtheȱrecording.ȱ

71. Jigsȱcanȱalsoȱbeȱwrittenȱinȱ12/8ȱ(:�:�:�:).ȱSlipȱjigsȱareȱwrittenȱinȱ9/8ȱ(:�:�:).
72. Theȱgalliardȱ(16thȱtoȱearlyȱ17thȱcentury)ȱandȱcouranteȱ(earlyȱ18thȱcentury)ȱwereȱ

livelyȱEuropeanȱdancesȱinȱsextupleȱtimeȱ(6/4,ȱ3/2,ȱetc.)ȱthatȱincludedȱelementsȱofȱ3:2ȱ
crossȱrhythm,ȱusuallyȱinȱalternation,ȱoccasionallyȱatȱtheȱsameȱtime.ȱCuecasȱfeatureȱ
moreȱsimultaneousȱ3:2ȱcrossȱrhythmȱthanȱtheȱcouranteȱorȱgalliard.ȱ

73. ‘Theȱ3:2ȱrelationshipȱ[incl.ȱpermutations]ȱisȱtheȱfoundationȱofȱmostȱtypicalȱpolyrhyȬ
thmicȱtexturesȱfoundȱinȱWestȱAfricanȱmusics’ȱ(Novotney,ȱ1998).ȱ‘[I]fȱfromȱchildhoodȱ
youȱareȱbroughtȱupȱtoȱregardȱbeatingȱ3ȱagainstȱ2ȱasȱbeingȱjustȱasȱnormalȱasȱbeatingȱinȱ
synchrony,ȱthenȱyouȱdevelopȱaȱtwoȬdimensionalȱattitudeȱtoȱrhythm’ȱ(Jones,ȱ1959:ȱ
102);ȱ´[3:2]ȱrhythmȱholdsȱtheȱkeyȱtoȱunderstanding.ȱ[T]hereȱisȱnoȱindependenceȱ[ofȱ
metre]ȱhere,ȱbecauseȱ2ȱandȱ3ȱbelongȱtoȱaȱsingleȱGestalt’ȱ(Agawuȱ2003:92).
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‘Upsideȱdown’ȱandȱ‘backȱtoȱfront’ȱ

Inȱ1984ȱIȱaskedȱaȱvisitingȱGhanaianȱcolleagueȱtoȱhelpȱmeȱfindȱtheȱunderȬ
lyingȱbeatȱandȱrhythmȱofȱanȱEweȱsongȱheȱhadȱjustȱsung.74ȱIȱwasȱexpectȬ
ingȱtoȱhearȱsomethingȱlikeȱtheȱequallyȱspacedȱBOOMȬTHWACKsȱshownȱin
Tableȱ12Ȭ2 (z¡)ȱbutȱ insteadȱheȱusedȱaȱ teaspoonȱandȱaȱ smallȱ stainless
steelȱmeasurerȱfromȱtheȱkitchenȱtoȱtapȱaȱloopedȱpatternȱofȱCLINKsȱ(��).
Table 12-2. ‘Clink’ (�� ‘cowbell’) versus ‘boom’ (z� ‘bass drum’, ¡ � ‘snare’)75 

Iȱcouldȱnotȱhearȱanythingȱ‘regular’ȱorȱ‘underlying’ȱaboutȱhisȱpatternȱof
clinksȱ(�).ȱItȱstartedȱwithȱtwoȱnotesȱinȱquickȱsuccessionȱ(subbeatsȱ1ȱȬȱ2);
thenȱ thereȱwereȱ twoȱ equallyȱ spacedȱonesȱ (onȱ 4ȱ andȱ 6),ȱ anotherȱ two

quickȱnotesȱ(8ȱandȱ9),ȱandȱoneȱonȱitsȱownȱ(subbeatȱ11).ȱIȱheardȱthatȱas
>4�\�]O �O �O �]O �O�@,ȱtheȱrhythmȱofȱsomeoneȱrepeatedlyȱsayingȱ‘Wallet?

Oh!ȱNo!ȱI’veȱlostȱit!’.ȱAnotherȱpointȱofȱconfusionȱwasȱthatȱhe’dȱplayed
theȱpatternȱusingȱaȱhighȬpitchedȱsound,ȱquiteȱtheȱcontraryȱofȱtheȱreguȬ
larlyȱspacedȱlowȬpitchedȱbassȱdrumȱhitsȱI’dȱlearntȱtoȱidentifyȱasȱprincipal
metricȱreferenceȱpointsȱinȱmusicȱIȱwasȱfamiliarȱwith.ȱTheȱpatternȱhe’d
playedȱsoundedȱmoreȱlikeȱrhythmicȱfiligreeȱthanȱanȱ‘underlyingȱbasis’.
WhatȱwasȱIȱhearingȱwrong?

IȱfirstȱlearnedȱthatȱmyȱGhanaianȱcolleague’sȱrhythmȱpatternȱwasȱinȱfact
aȱTIMEȱLINEȱ(a.k.a.ȱ‘bellȱpattern’ȱorȱ‘guideȱpattern’)76ȱandȱthatȱtimeȱlines
establishȱaȱ temporalȱ frameworkȱ forȱ theȱgenerationȱofȱTHREEȬAGAINSTȬ
TWOȱcrossȬrhythmsȱȰ‘somethingȱlikeȱaȱcondensedȱandȱextremelyȱconȬ

74. KlevorȱAbo,ȱmusicianȱandȱscholarȱofȱEweȱorigin,ȱorganiserȱofȱIASPM’sȱ4thȱinternaȬ
tionalȱconferenceȱinȱAccraȱ(1987).

6Ȉȱofȱ12/8ȱ[repeated] ^ 4]=240ȱ|U�O=120ȱ|<ȱO�=80 ȱ `ȱ
Subbeats 1 2 3 4 5 6 7 8 9 10 11 12

Timeȱlineȱ(variant) � � � � � � �
Mnemonicȱwords Wal-let? Oh!ȱ No!ȱ I’ve lost it!

Beatȱnos.ȱinȱ4/4 1 2 3 4 1 2 etc.
Beatsȱ(O)ȱinȱ4/4 z ¡ z ¡ z ¡ etc.

Beatsȱ(O�)ȱinȱ12/8 z z z z

Beatȱnos.ȱinȱ12/8 1 2 3 4

75. Mnemonicȱwordsȱmakeȱaȱrhythmicȱstatementȱeasierȱtoȱmemoriseȱandȱreproduce.ȱ
‘Wallet?ȱOh,ȱno!ȱI’veȱlostȱit’ȱfitsȱtheȱtimeȱlineȱrhythmȱ>4�]O �O �O �]O �O �@.

76. Timeȱlineȱis,ȱIȱbelieve,ȱNketia’sȱ(1974)ȱtermȱforȱtheȱdevice.
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centratedȱ expressionȱ ofȱ theȱ [music’s]ȱmotionalȱ possibilities’ȱ (Kubik,
2010:ȱ60).ȱThatȱatȱleastȱexplainedȱwhyȱtheȱtimeȱline’sȱnotesȱwereȱuneȬ
quallyȱspaced,ȱgrouped,ȱ inȱ theȱcaseȱofȱ figureȱ12Ȭ2,ȱasȱ3+2+3+2+2ȱsubȬ
beats.77ȱ Thenȱ Iȱ connectedȱ thatȱ short,ȱ highȬpitchedȱ sequenceȱ of
unequallyȱspacedȱnotesȱwithȱthoseȱthatȱhadȱsurvivedȱandȱflourishedȱon
theȱotherȱsideȱofȱtheȱAtlantic,ȱmostȱclearlyȱinȱAfroȬCubanȱclaveȱpatterns
(Peñalosa,ȱ2009).ȱMoreover,ȱitȱcameȱtoȱmyȱattentionȱthatȱaccompanied

soloȱ passagesȱ inȱ SubȬSaharanȱ drumȱ ensembleȱ musicȱ areȱ normally

playedȱbyȱaȱleadȱ(master)ȱmusicianȱonȱaȱlargeȱdrumȱwithȱaȱlower,ȱfatter
soundȱ thanȱ thatȱofȱ theȱaccompanyingȱ instruments.78ȱ Iȱstartedȱasking
myselfȱifȱtheȱactiveȱbassȱlinesȱofȱreggaeȱmightȱalsoȱbeȱaȱretentionȱofȱthis
typeȱofȱAfricanȱsyncrisisȱwithȱaȱforegroundȱsoloistȱ‘downȱbelow’ȱand
theȱbackgroundȱrhythmȱ´onȱtop’.ȱ

Theȱ impressionȱ thatȱmyȱrhythmicȱsenseȱmightȱsomehowȱbeȱ inverted
wasȱreinforcedȱbyȱ threeȱeventsȱ Iȱattendedȱduringȱaȱvisitȱ toȱGhanaȱ in
1987.79ȱTheȱfirstȱoccurredȱduringȱaȱscreeningȱofȱTheȱVisitorȱ(1981),ȱaȱdocȬ
umentaryȱcoproductionȱbetweenȱtheȱGhanaȱFilmȱIndustryȱCorporation
andȱMickȱFleetwoodȱ (ofȱFleetwoodȱMac).ȱ Iȱwatchedȱ footageȱofȱMick

rockingȱhisȱheadȱandȱupperȱbodyȱasȱheȱsatȱgroovingȱtoȱhighlifeȱmusic

whileȱGhanaiansȱ inȱ theȱsameȱaudienceȱsatȱmotionless.ȱTheȱ following

eveningȱIȱattendedȱaȱliveȱhighlifeȱeventȱatȱAccra’sȱStateȱHouse.ȱTheȱAfȬ
ricanȱlistenersȱwereȱclearlyȱenjoyingȱtheȱmusicȱandȱapplaudedȱenthusiȬ
astically,ȱbutȱonceȱagainȱtheyȱsatȱstockȱstillȱinȱtheirȱseats.80ȱ

Theȱthirdȱeventȱwasȱaȱhighlifeȱguitarist’sȱfuneralȱparty,ȱheldȱinȱanȱopen
spaceȱoutȱbyȱtheȱAccraȱringȱroad.ȱNumerousȱmusicianȱfriendsȱofȱtheȱdeȬ
ceasedȱhadȱcomeȱtoȱcelebrateȱhisȱlifeȱandȱperformȱinȱhisȱremembrance.

Notȱeveryoneȱwasȱ seatedȱonȱ thisȱoccasion.ȱThoseȱdancingȱheldȱ their
headsȱstillȱandȱmovedȱtheirȱupperȱbodiesȱveryȱlittle.ȱThisȱupperȬbody
calmȱseemedȱtoȱletȱtheȱlowerȱbodyȱmove,ȱflow,ȱturn,ȱroll,ȱwiggle,ȱswing

andȱswayȱwithȱgreatȱease,ȱgrace,ȱhumour,ȱenergyȱandȱprecision.ȱItȱwas

77. Groupingsȱofȱ2ȱandȱ3ȱinȱaȱ12Ȭsubbeatȱcycleȱcanȱbeȱpermutedȱinȱnumerousȱways:ȱ
[i]ȱ3+3+2+2+2,ȱ[ii]ȱ3+2+3+2+2ȱ(fig.ȱ12Ȭ2),ȱ[iii]ȱ3+2+2+2+3,ȱ[iv]ȱ2+2+2+3+3,ȱetc.

78. Forȱexampleȱtheȱdjembéȱ(Bamana:ȱMali),ȱtheȱsogoȱandȱatsimevuȱ(Ewe:ȱGhana,ȱTogo).
79. IASPMȱ4thȱInternationalȱConference,ȱAccra,ȱ12Ȭ19ȱAugust,ȱ1987;ȱseeȱTaggȱ(1988).ȱ
80. PerformancesȱbyȱJewelȱAka,ȱPozoȱHayesȱandȱGyeduȱBlayȱAmbolleyȱ(Tagg,ȱ1988).
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asȱifȱtheȱhighȱpitchesȱofȱaȱtimeȱlineȱwereȱfixedȱinsideȱtheȱhead,ȱwhere

highȱpitchesȱresonate,ȱwhileȱtheȱlowerȱbody,ȱsiteȱofȱresonanceȱforȱlower

pitches,ȱmovedȱfluidlyȱandȱvariably,ȱaȱbitȱlikeȱtheȱplayingȱofȱaȱleadȱmuȬ
sicianȱonȱaȱlargeȱsoloȱdrumȱinȱanȱEweȱpercussionȱensemble.ȱFromȱmy

monometricȱ Europeanȱ perspectiveȱ theȱ rhythmicȱ rolesȱ ofȱ ‘high’ȱ and
‘low’ȱpitchȱstrandsȱhadȱchangedȱplaces.ȱIȱlaterȱlearnedȱthatȱSubȬSaharan
musiciansȱtreatȱbeatsȱplacedȱonȱtheȱfirstȱnoteȱinȱaȱgroupȱofȱthreeȱasȱconȬ
stitutingȱtheȱprimaryȱbeatȱscheme,ȱandȱthoseȱonȱtheȱfirstȱnoteȱinȱaȱgroup
ofȱ twoȱasȱ theȱsecondaryȱbeatȱscheme.81ȱPeñalosaȱ (2009:ȱ21)ȱexplainsȱ the
differenceȱasȱfollows.ȱ

‘[I]nȱrhythmsȱofȱSubȬSaharanȱorigin,ȱtheȱmostȱfundamentalȱpartsȱtypiȬ
callyȱemphasiseȱtheȱsecondaryȱbeats.ȱThisȱoftenȱcausesȱtheȱuninitiated
earȱtoȱmisinterpretȱtheȱsecondaryȱbeatsȱasȱprimary.ȱInȱotherȱwords,ȱthe
musicalȱ“background”ȱmayȱmistakenlyȱbeȱheardȱandȱfeltȱinȱreverse’.ȱ

Thatȱinsightȱputȱmyȱownȱ(andȱmaybeȱMickȱFleetwood’s)ȱEuropeanȱperȬ
ceptionȱofȱ ‘upsideȱdown’ȱandȱ‘backȱtoȱfront’ȱ intoȱperspectiveȱasȱitself
‘upsideȱdown’ȱandȱ‘backȱtoȱfront’.ȱIfȱthatȱisȱso,ȱwhatȱdoȱtheseȱinversions
ofȱUPȬDOWNȱandȱ FRONTȬBACKȱ signify?ȱWhatȱ areȱ theirȱ effects?ȱAndȱ in
whatȱway,ȱ ifȱ any,ȱ canȱ theȱgeneralȱdifferenceȱbetweenȱ crossȬrhythmic

andȱmonometricȱsyncrisisȱtellȱusȱaboutȱdifferencesȱinȱrelationshipsȱbeȬ
tweenȱbodyȱandȱmind,ȱasȱwellȱasȱbetweenȱ individualsȱandȱgroupsȱ in
differentȱcultures?ȱ Iȱcan’tȱanswerȱ thoseȱquestionsȱbutȱhere’sȱoneȱhint
fromȱC.K.ȱLadzekpo.

‘[C]ompositeȱrhythmȱembodiesȱ theȱ lessonsȱofȱestablishingȱcontactȱbeȬ
tweenȱtwoȱdissimilarȱstatesȱofȱbeing…ȱItȱassertsȱtheȱ[…]ȱunpredictable
occurrencesȱofȱobstaclesȱinȱhumanȱlife…ȱ[T]oȱsolveȱaȱproblem,ȱyouȱmust

convertȱobstaclesȱintoȱsteppingȱstones…ȱ[A]nȱavoidanceȱofȱcontrasting
obstaclesȱisȱanȱavoidanceȱofȱtheȱrealȱchallengesȱofȱlife.’82ȱ

81. SeeȱLadzekpoȱ(1995);ȱforȱmoreȱdetailȱseeȱfootnoteȱ82.ȱ
82. Compositeȱofȱquotesȱfromȱtheȱsectionsȱ´RhythmicȱPrinciples’,ȱ‘CulturalȱUnderstandȬ

ingȱofȱPolyrhythm’,ȱ‘TheȱMythȱofȱCrossȬRhythm’ȱandȱ‘DevelopmentalȱTechniques’ȱinȱ
FoundationȱCourseȱinȱAfricanȱDrummingȱ(Ledzekpo,ȱ1995).ȱC.K.ȱLadzekpoȱwasȱleadȱ
drummerȱandȱinstructorȱwithȱtheȱGhanaȱNationalȱDanceȱEnsemble,ȱtheȱUniversityȱ
ofȱGhanaȇsȱInstituteȱofȱAfricanȱStudies,ȱandȱtheȱArtsȱCouncilȱofȱGhana.ȱHeȱwasȱdirecȬ
torȱofȱtheȱAfricanȱmusicȱprogramȱatȱtheȱUniversityȱofȱCaliforniaȱatȱBerkeleyȱfromȱ
1973ȱtoȱ2011.ȱSeeȱalsoȱChernoffȱ(1979).ȱ
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Thisȱmusicalȱphilosophy,ȱinculcatedȱinȱtheȱyoungȱLadzekpoȱbyȱmasters

ofȱhisȱtradition,ȱdoesȱnotȱapplyȱonlyȱtoȱtheȱindividual’sȱabilityȱtoȱproȬ
duceȱtheȱdynamicȱofȱcompositeȱcrossȱrhythmȱbutȱalsoȱtoȱtheȱabilityȱto
doȱ soȱ inȱ interactionȱwithȱ othersȱ performingȱ differentȱ patternsȱ Ȱas

dancers,ȱsingersȱorȱfellowȱmusiciansȰ,ȱsoȱthatȱtheȱresultingȱsoundsȱtoȬ
getherȱproduceȱaȱcoherentȱwholeȱthatȱmakesȱsenseȱtoȱtheȱcommunity

by,ȱforȱandȱinȱwhichȱit’sȱcreated.ȱThisȱSubȬSaharanȱtypeȱofȱmusicalȱsoȬ
cialisationȱdiffersȱevenȱmoreȱfromȱthoseȱrelatedȱtoȱhomophonyȱandȱthe
figureȬgroundȱdualismȱthanȱdoesȱcontrapuntalȱpolyphonyȱofȱtheȱRenȬ
aissance.ȱIt’sȱallȱaȱmatterȱofȱhowȱaȱsocietyȱmusicallyȱcodifiesȱtheȱmultiȬ
plicityȱofȱitsȱconstituentȱindividualsȱandȱtheȱmultiplicityȱofȱtheirȱmodes

ofȱbeingȱ(musicȱasȱcrossȬdomainȱrepresentation)ȱintoȱaȱdynamic,ȱcoherȬ
entȱandȱmanageableȱform.ȱEvenȱifȱIȱwereȱableȱtoȱexpandȱonȱthisȱissue
(I’mȱnot!)ȱthere’sȱnoȱroomȱhereȱtoȱexamineȱhowȱtheȱmusicalȱorganisaȬ
tionȱofȱparticipantȱrolesȱinȱtheȱongoingȱcompositeȱcrossȱrhythmsȱofȱSubȬ
SaharanȱAfricaȱrelatesȱtoȱsocioȬlinguisticȱrules,ȱtoȱnotionsȱofȱtheȱ indiȬ
vidual,ȱtoȱpatternsȱofȱsocialisation,ȱtoȱgroupȱidentities,ȱetc.,ȱnorȱtoȱdisȬ
cussȱhowȱ suchȱ socioȬmusicalȱ organisationȱdiffersȱ fromȱ thatȱ ofȱ other
cultures.ȱ Butȱ oneȱ thingȱ isȱ clear:ȱ theȱ rhythmsȱ ofȱ SubȬSaharanȱAfrica
have,ȱasȱnotedȱearlier,ȱexertedȱaȱprofoundȱinfluenceȱonȱtheȱmostȱwidely

diffusedȱmusicsȱinȱrecentȱhistory.ȱ

Transatlanticȱcrossȱrhythmȱ

TracesȱofȱSubȬSaharanȱcrossȱrhythmȱareȱpresentȱinȱmuchȱmusicȱofȱthe
Americasȱinȱdifferentȱwaysȱandȱtoȱvaryingȱdegrees.ȱTheȱrhythmicȱorȬ
ganisationȱofȱmusicȱassociatedȱwithȱAfroȬCaribbeanȱsyncreticȱreligions
isȱprobablyȱclosestȱtoȱthatȱofȱSubȬSaharanȱAfrica83ȱbutȱtheȱtimeȱlineȱalso
livesȱonȱinȱtheȱclaveȱpatternsȱofȱCubanȱpopularȱmusic.84ȱThereȱis,ȱhowȬ
ever,ȱoneȱcardinalȱdifference:ȱinȱAfroȬCaribbeanȱpopularȱmusic,ȱclaveȱpatȬ
ternsȱandȱtheȱcrossȱrhythmsȱdistilledȱinȱthemȱareȱnotȱconceptualisedȱin
sextupleȱtime.ȱTheyȱareȱheardȱinȱaȱoverridingȱmetricȱframeworkȱofȱfour
beatsȱtoȱtheȱbarȱ(U),85ȱwhoseȱeightȱsubbeatsȱcanȱbeȱfeltȱasȱfourȱequiduraȬ

83. ‘AfroȬCuban’ȱrefersȱtoȱAfroȬCubanȱreligiousȱmusicsȱ(usedȱinȱsyncreticȱbeliefȱsystemsȱ
likeȱSantería),ȱtoȱcomparsaȱ(conga)ȱandȱrumbaȱ(inȱitsȱoriginalȱsense).

84. Byȱ‘Cubanȱpopularȱmusic’ȱIȱbasicallyȱmeanȱwhatȱlaterȱbecameȱknownȱoutsideȱCubaȱ
asȱsalsa,ȱi.e.ȱtoȱmusicsȱbasedȱonȱvariousȱtypesȱofȱson,ȱespeciallyȱsonȱmontunoȱandȱ
mambo,ȱetc.ȱForȱexplanationȱofȱsonȱrhythmȱpatterns,ȱseeȱMillerȱ(2010:ȱ77Ȭ100).ȱ
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tionalȱbeatsȱ(2+2+2+2ȱsubbeats)ȱand/orȱasȱthreeȱbeatsȱofȱunequalȱduraȬ
tionȱ(3+3+2ȱorȱ2+3+3ȱorȱ3+2+3ȱsubbeats).ȱStandardȱCubanȱclaveȱpatterns
coverȱtwoȱbarsȱofȱ4/4,ȱaȱcycleȱofȱsixteenȱsubbeatsȱ(figureȱ12Ȭ3).ȱ

Table 12-3.2-3 and 3-2 clave patterns over two bars of 4/486 

InȱmuchȱCubanȱpopularȱmusicȱtheȱclaveȱpatternȱisȱimplicit:ȱitȱcanȱbeȱfelt
butȱitȱisn’tȱplayed.ȱSimilarȱcrossȬbeatȱpatternsȱwithoutȱanythingȱresemȬ
blingȱanȱaudibleȱtimeȱlineȱ(bellȱpattern)ȱareȱextremelyȱcommonȱinȱmany

typesȱofȱpopularȱmusicȱcontainingȱrhythmicȱelementsȱofȱAfricanȱorigin.
Theȱ crossȱ rhythmsȱ canȱ occurȱ consecutively,ȱ asȱ inȱZambeziȱ (Carstens,
1955),ȱorȱ inȱ theȱpilingȱupȱofȱ ‘AhȬs’ȱbeforeȱ theȱrepriseȱofȱeachȱverseȱ in
TwistȱAndȱShout;87ȱorȱtheyȱcanȱbeȱsoundedȱsimultaneouslyȱasȱcomposite

crossȱrhythmȱ(Tableȱ12Ȭ4).ȱ

Table 12-4.Examples of composite cross rhythm over two bars of 4/4 88 

Tableȱ12Ȭ4ȱpresentsȱ simplifiedȱ crossȬbeatȱpatternsȱ fromȱ threeȱ recordȬ
ings:ȱ[1]ȱProfessorȱLonghair’sȱrightȱandȱleftȱhandsȱonȱpianoȱinȱtheȱ1953
versionȱofȱTipitina;89ȱ[2]ȱtheȱtrumpet,ȱtromboneȱandȱguitar/bassȱfigures

85. ThanksȱtoȱSueȱMillerȱforȱhelpȱwithȱthisȱsection.ȱInȱAprilȱ2000ȱsheȱaskedȱherȱCubanȱ
fluteȱteacher,ȱcharangaȱmaestroȱRichardȱEgües,ȱifȱheȱcountedȱinȱusingȱclaves.ȱ‘¡No!’,ȱ
heȱreplied,ȱ‘uno…,ȱdos…,ȱunoȱdosȱtresȱcuatro’ȱ(emailȱfromȱMiller,ȱ2012Ȭ07Ȭ31).ȱ

subbeats 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16

ȱ2Ȭ3ȱsonȱclave ȣ ȣ ȣ ȣ ȣ
3Ȭ2ȱsonȱclave ȣ ȣ ȣ ȣ ȣ

86. ȣȱ=ȱmainȱbeat,ȱ¡ȱ=ȱsubsidiary,ȱalternativeȱorȱalternatingȱbeat.
87. ZambeziȱwasȱaȱhugeȱhitȱforȱtrumpeterȱEddyȱCalvertȱ(1956).ȱTheȱtune’sȱ3+3+2ȱpatternsȱ

areȱspeciallyȱclearȱinȱaȱversionȱbyȱTheȱShadowsȱ(1964).ȱTwistȱAndȱShout,ȱfirstȱ
recordedȱbyȱTheȱTopȱNotesȱ(1961),ȱisȱbestȱknownȱfromȱtheȱBeatlesȱversionȱ(1963).ȱ

subbeats 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16

TipitinaȱRH ȣ ¡ ȣ ¡ ȣ ¡ ȣ ¡
TipitinaȱLH ȣ ¡ ȣ ȣ ¡ ȣ ł ł

Shaftȱtrp. ȣ ȣ ȣ ȣ ¡ ȣ ȣ ¡
Shaftȱtrb. ȣ ȣ ȣ ȣ ȣ ȣ ¡

Shaftȱgtr.,ȱbs. ¡ ȣ ¡ ȣ ¡ ȣ ȣ
AC/DCȱgtr. ȣ ȣ ȣ ȣ ȣ ȣ
AC/DCȱdr. ȣ ¡ ȣ ¡ ȣ ¡ ȣ ¡

88. ȣȱ=ȱmainȱbeat,ȱ¡ȱ=ȱsubsidiary,ȱalternativeȱorȱalternatingȱbeat.
89. Pianoȱintroduction,ȱbasedȱonȱtranscriptionȱandȱdiscussionȱinȱDavisȱ(2005:ȱ102Ȭ105).
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atȱ2:16ȱ inȱIsaacȱHayes’ȱ titleȱ themeȱfromȱShaftȱ(1971);90ȱ[3]ȱ theȱ introȱ to
AC/DC’sȱShootȱToȱThrillȱ (1980ȱ*),ȱ featuringȱguitaristȱAngusȱYoung’s
guitarȱ3+3+3+3+2+2ȱagainstȱ theȱstraightȱ8×2ȱpatternȱ laidȱdownȱbyȱ the
kickȱdrumȱBOOMȱ(ȣ)ȱandȱsnareȱdrumȱTHWACKȱ(¡).ȱ

TheȱAC/DCȱ track’sȱ insistent,ȱ driving,ȱ crossȬrhythmicȱ rockȱ grooveȱ is
quiteȱdifferentȱtoȱthatȱofȱTipitinaȱwithȱitsȱrollingȱpianoȱaccompaniment

containingȱanȱeasyȬgoingȱcrossȬrhythmicȱjerk.ȱThisȱNewȱOrleansȱR&B
pianoȱgrooveȱcontainsȱelementsȱofȱCaribbeanȱrhythmȱ(rumba,ȱhabanȬ
era),ȱandȱhasȱbeenȱlabelledȱprotoȬfunkȱbyȱsomeȱscholars.91ȱHowever,ȱthe
relaxedȱTipitinaȱgrooveȱalsoȱdiffersȱradicallyȱfromȱtheȱfunkȱgrooveȱstartȬ
ingȱatȱ2:16ȱinȱShaftȱ(Hayes,ȱ1971).92ȱ

Funkȱandȱhocketȱ

FunkȱgroovesȱareȱparticularlyȱclearȱinȱJamesȱBrownȱnumbersȱlikeȱPapa’s
GotȱAȱBrandȱNewȱBagȱ(1965)ȱorȱColdȱSweatȱ(1967),ȱasȱwellȱasȱinȱtracksȱby
theȱlikesȱofȱWilsonȱPickett,ȱTheȱMetersȱandȱLarryȱGraham.93ȱSuchȱsynȬ
crisisȱhasȱbeenȱdescribedȱinȱtermsȱofȱaȱ‘tightȱgroove’ȱwithȱaȱ‘rhythmic

lock’ȱfeaturingȱ‘chopȱandȱscratchȱguitars’,ȱ‘clean’ȱandȱ‘distinct’ȱdrumȬ
ming,ȱ‘tightȱstaccatoȱhornȱbursts’ȱwithȱ‘slapȱandȱpop’ȱbassȱlinesȱthatȱfeaȬ
tureȱfrequentȱaccentsȱagainstȱtheȱunderlyingȱ4/4ȱbeat.94ȱTheseȱconcise
crossȬrhythmicȱelementsȱareȱbroughtȱtogetherȱintoȱaȱmetricȱlockȱ‘onȱthe
one’,ȱi.e.ȱonȱtheȱfirstȱbeatȱofȱeachȱUȱbar.95ȱ

Theȱkineticȱeffectsȱofȱtheseȱfunkȱgrooves,ȱwithȱtheirȱquickȱinterchange
ofȱshort,ȱsharpȱstabs,ȱbursts,ȱjerks,ȱjolts,ȱleaps,ȱslapsȱandȱpopsȱjumping

90. BasedȱonȱtranscriptionȱinȱDavisȱ(2005:ȱ209).ȱTheȱtwoȱbarsȱinȱfig.ȱ12Ȭ4ȱrunȱfromȱ2:16½Ȉȱ
toȱ2:20½ȈȱinȱHayesȱ(1971),ȱtheȱwholeȱsyncriticȱepisodeȱfromȱ1:45ȱtoȱ2:42.

91. Davisȱ(2005:ȱ110),ȱreferringȱtoȱBrackettȱ(1995).ȱSeeȱalsoȱ�ȱHawkettesȱ(1954).ȱ
92. Theȱtrumpetȱfigure’sȱbeatȱschemeȱisȱ2+2+2+3+2+2+3,ȱtrombonesȱmarkȱ3+3+3+3+2+2,ȱ

whileȱguitarȱandȱbassȱplayȱdupleȬtimeȱfiguresȱwhoseȱbeatsȱareȱoffsetȱbyȱoneȱsubbeatȱ
(])ȱagainstȱtheȱotherȱstrands.ȱPleaseȱclickȱdownloadȱiconȱforȱexplanationȱ()).

93. e.g.ȱFunkyȱBroadwayȱ(1967)ȱHeyȱPockyȱAȬWayȱ(Meters,ȱ1974),ȱGotȱToȱGoȱThroughȱItȱToȱ
GetȱToȱItȱ(GrahamȱCentralȱStation,ȱ1974);ȱseeȱalsoȱrecordingsȱbyȱFunkadelic,ȱTheȱJBs,ȱ
Parliament,ȱSlyȱandȱtheȱFamilyȱStone,ȱetc.ȱ

94. IfȱJamesȱBrownȱisȱpresentȱtheȱfunkȱgrooveȱwillȱalsoȱfeatureȱshoutedȱinterjectionsȱandȱ
short,ȱsharp,ȱmotifȬlengthȱphrases.ȱTheȱdescriptiveȱwordsȱforȱfunkȱgroovesȱwereȱ
citedȱorȱprovidedȱbyȱBobȱDavisȱ(2005:ȱ125,ȱ128,ȱ157Ȭ8,ȱ190).

95. Theȱfunkȱ‘one’ȱandȱitsȱalternativesȱareȱdiscussedȱbyȱDavisȱ(2005:ȱ276Ȭ280).ȱ

http://www.tagg.org/Clips/ACDC-ShootlXrhythm.mp4
http://www.tagg.org/audio/ShaftConfusion.mp4
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onȱandȱoffȱtheȱbeatȱfromȱregisterȱtoȱregisterȱandȱfromȱstrandȱtoȱstrand,
demandȱprecisionȱtiming.ȱTheirȱperceivedȱeffectsȱcanȱbeȱdescribedȱ in
termsȱofȱzest,ȱpunch,ȱpepȱandȱbounce.ȱTheyȱareȱsnappierȱthanȱtheȱrapid
exchangeȱ ofȱ oneȬlinersȱ betweenȱ professionalȱ comedians,ȱ andȱmuch

quickerȱthanȱtheȱtoȱandȱfroȱofȱnormalȱconversation.ȱTheseȱtraitsȱareȱnot
unlikeȱthoseȱofȱtheȱEuropeanȱHOCKETȱwhichȱbecameȱtheȱobjectȱofȱaȱpaȬ
palȱbanȱinȱ1325ȱbecauseȱofȱitsȱsudden,ȱquick,ȱmovement.ȱItȱwasȱconsidȬ
eredȱtooȱ‘frivolous’,ȱtooȱmuchȱ‘fun’ȱforȱuseȱinȱchurch.96ȱTheȱfunkyȱslap
bass,ȱwithȱ itsȱmeticulousȱarticulationȱbouncingȱbetweenȱoctaves,ȱcerȬ
tainlyȱseemsȱtoȱinvolveȱaȱtrickster’sȱsenseȱofȱfun,ȱatȱleastȱifȱtheȱsound’s
subsequentlyȱclichédȱuseȱinȱcomedyȱactionȱfilmsȱlikeȱBeverlyȱHillsȱCop
andȱFletchȱ(Faltermeyer,ȱ1984,ȱ1985),ȱnotȱtoȱmentionȱitsȱomnipresenceȱin
theȱcomedyȱseriesȱSeinfeldȱ(Wolff,ȱ1989),ȱareȱanythingȱtoȱgoȱby.97

‘Socialȱpartialityȱforȱrapidȱandȱcolourfulȱantiphonalȱinterchange’ȱisȱhow
Sandersȱ(1980)ȱcharacterisesȱtheȱhocketingȱheardȱinȱsomeȱSubȬSaharan
musics,98ȱqualitiesȱcloseȱtoȱtheȱ‘spontaneity’ȱandȱ‘participatoryȱcreativȬ
ity’ȱ(Davis,ȱ2005:ȱ62)ȱheldȱinȱhighȱesteemȱamongȱthoseȱwho,ȱinȱtheȱwake

ofȱtheȱUSȱCivilȱRightsȱmovement,ȱwereȱforgingȱaȱpositiveȱblackȱurban
identityȱinȱtheȱ1960s.ȱIt’sȱthereforeȱhardlyȱcoincidentalȱthatȱfunk,ȱrather
than,ȱsay,ȱbluesȱorȱspirituals,ȱprovidedȱmusicalȱfocusȱforȱthatȱidentityȱin
recordingsȱ likeȱ Jamesȱ Brown’sȱ Sayȱ Itȱ Loud,ȱ I’mȱ BlackȱAndȱ I’mȱ Proud
(1968),ȱSlyȱStone’sȱDon’tȱCallȱMeȱNigger,ȱWhiteyȱ(1969),ȱandȱCurtisȱMayȬ
field’sȱMighty,ȱMighty,ȱSpadeȱ (1969).99ȱTheȱ connectionȱ isȱ alsoȱ clearȱ in
Shaftȱ (1971),ȱ theȱ streetwiseȱAfricanȬAmericanȱ antiȬheroȱ copȱwithȱ the
IsaacȱHayesȱtitleȱtheme.ȱMoreover,ȱdirectlyȱAfricanȱconnectionsȱareȱobȬ
viousȱinȱtheȱartworkȱforȱtheȱMilesȱDavisȱfunkȬinfluencedȱalbumȱBitches

96. TheȱbullȱcameȱfromȱPopeȱJohnȱXXII.ȱHochetus,ȱLatinȱforȱ‘hiccup’ȱ(aȱshortȱsoundȱthatȱ
suddenlyȱinterruptsȱandȱjumpsȱregister),ȱwasȱconsideredȱlasciviusȱpropterȱsuiȱmobilȬ
tatemȱetȱvelocitatemȱ(Sanders,ȱ1980).ȱForȱexamplesȱofȱmedievalȱmotetsȱusingȱhochetusȱ
seeȱInȱsaeculumȱ(n.d.)ȱandȱVirgoȱ(EarlyȱMusicȱConsort,ȱ1976).

97. Speculation:ȱperhapsȱtheȱfunkȱbassȱlineȱhasȱAfricanȱoriginsȱsinceȱitȱisȱmuchȱmoreȱofȱaȱ
foregroundȱfigureȱthanȱinȱmostȱotherȱtypesȱofȱanglophoneȱpopularȱmusic.ȱ

98. e.g.ȱamongȱtheȱBaȬBenzéléȱorȱBiAkaȱ(CentralȱAfricanȱRepublic,ȱNorthwestȱCongo),ȱ
theȱBasarwaȱ(Botswana,ȱNamibia)ȱandȱtheȱWaGogoȱ(CentralȱTanzania);ȱseeȱ�ȱBaȬ
Benzéléȱ(1969),ȱ�ȱMusikȱfrånȱTanzaniaȱ(1974),ȱDNketiaȱ(1974),ȱDChernoffȱ(1979).

99. GeorgeȱClinton’sȱChocolateȱCityȱ(1975)ȱandȱFunkadelic’sȱOneȱNationȱUnderȱAȱGrooveȱ
(1978)ȱcontinuedȱtoȱmakeȱtheȱsameȱsortȱofȱBLACKȱPOWER/FUNKȱconnection.ȱ
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Brewȱ(1970),ȱasȱwellȱasȱinȱHerbieȱHancock’sȱ1974ȱversionȱofȱWatermelon
ManȱandȱitsȱintroȱliftedȱfromȱaȱfieldȱrecordingȱofȱBaȬBenzéléȱmusic.100ȱ

Itȱshouldȱbeȱclearȱfromȱtheȱaccountȱ justȱgivenȱ thatȱfunkȱsyncrisisȱhas
severalȱ interrelatedȱ semioticȱaspects.ȱForȱ example,ȱHerbieȱHancock’s

quoteȱfromȱaȱ fieldȱrecordingȱofȱAfricanȱ traditionalȱmusicȱ isȱ indexical
becauseȱitȱrefersȱoutȱfromȱtheȱhomeȱcontextȱofȱpopularȱpostȬbebopȱjazz
inȱ urbanȱNorthȱAmericaȱ toȱ anȱ exoticȱAFRICAȱ viaȱ theȱ synecdocheȱ of
hocketingȱusedȱinȱtheȱspecificȱ‘away’ȱcontextȱofȱaȱparticularȱsocietyȱof
huntersȱlivingȱinȱaȱoneȱsmallȱpartȱofȱanotherȱcontinent.ȱOtherȱsemiotic

aspectsȱofȱfunkȱsyncrisisȱareȱmostlyȱ iconic,ȱfunctioningȱasȱsocialȱanaȬ
phonesȱwhichȱstyliseȱparticularȱpatternsȱofȱgroupȱbehaviourȱinȱtermsȱof
participantȱnumbersȱandȱtypeȱofȱinteraction.ȱInȱmoreȱgeneralȱtermsȱit
canȱbeȱsaidȱthatȱtheȱsocialȱanaphoneȱaspectȱofȱsyncrisisȱworksȱonȱtwo

levels:ȱ[1]ȱasȱtheȱquasiȬliteralȱmanifestationȱofȱaȱsocialȱgroupȱtype;ȱ[2]ȱas
aȱpresentationȱofȱsocialȱinteractionȱwithinȱtheȱgroup.ȱ

GroupȬtypeȱmanifestationsȱ
QuasiȬliteralȱmanifestationsȱofȱgroupȱtypesȱinȱmusicalȱsyncrisisȱareȱas
obviousȱasȱtheyȱareȱnumerousȱandȱvariousȱinȱtermsȱofȱnumberȱandȱdeȬ
mographics.ȱForȱexample,ȱaȱtypicalȱbandȱfromȱtheȱheydayȱofȱrockȱconȬ
sistedȱofȱthreeȱtoȱfiveȱyoung,ȱwhite,ȱurban,ȱinformallyȱdressedȱyoung
males,ȱusuallyȱwithȱnoȱformalȱmusicȱtraining,ȱwhoȱperformedȱinȱpubs,
clubsȱand,ȱifȱcommerciallyȱsuccessful,ȱinȱsportsȱarenas.ȱRiotȱGrrlȱbands
wereȱaȱsimilarȱgroupȬtypeȱmanifestationȱinȱtermsȱofȱnumberȱandȱdemoȬ
graphics,ȱtheȱmostȱobviousȱdifferenceȱbeingȱthatȱbothȱleadȱandȱbacking
vocalsȱ (notȱ instrumentals),ȱasȱwellȱasȱonȬstageȱpresence,ȱwereȱallȱ reȬ
soundinglyȱfemale.101ȱFunkȱcombosȱprovideȱyetȱanotherȱexampleȱofȱa
smallȱensembleȱassociatedȱwithȱaȱparticularȱurbanȱcommunityȱofȱideas,
valuesȱandȱexperience,ȱoneȱinȱwhichȱlanguage,ȱlyricalȱcontent,ȱonȬstage
presenceȱ and,ȱ asȱweȱ saw,ȱ syncriticȱ interactionȱpatternsȱareȱgenerally
identifiedȱasȱAfricanȬAmericanȱfromȱtheȱperiodȱaroundȱ1970.102ȱ

100. Thisȱversionȱofȱ‘WatermelonȱMan’ȱisȱonȱtheȱfunkȬjazzȱalbumȱHeadhuntersȱ(Hancock,ȱ
1974);ȱtheȱ‘lifted’ȱAfricanȱmusicȱisȱfromȱ‘Hindewhu’ȱonȱ�ȱBaȬBenzéléȱ(1966).

101. Lyricsȱareȱalsoȱoftenȱsociallyȱcritical,ȱasȱinȱRejectȱAllȬAmericanȱ(BikiniȱKill,ȱ1996).
102. JamesȱBrown’sȱFamousȱFlamesȱcontainedȱbetweenȱ4ȱandȱ7ȱmusicians,ȱSlyȱ&ȱTheȱ

FamilyȱStoneȱ7,ȱGrahamȱCentralȱStationȱ4Ȭ5,ȱTheȱMetersȱ4.
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Ensemblesȱofȱ lessȱthanȱaroundȱeightȱmusiciansȱȰrockȱbands,ȱbarberȬ
shopȱ quartets,ȱ jazzȱ combos,ȱ conjuntos,ȱ etc.Ȱȱ are,ȱ inȱ groupȬdynamic

terms,ȱsmallȱenoughȱtoȱactȱasȱtightlyȱknitȱworkingȱgroups,ȱeachȱofȱwhose

membersȱhasȱaȱclearlyȱdefinedȱroleȱmakingȱanȱindispensableȱcontribuȬ
tionȱtoȱtheȱoverallȱsyncrisis.ȱEvenȱthoughȱsuchȱensemblesȱmayȱcontain
oneȱorȱtwoȱdominantȱmembers,ȱtheȱcreativeȱprocessȱinȱrehearsal,ȱperȬ
formanceȱandȱrecordingȱisȱlikelyȱtoȱbeȱmoreȱcollaborativeȱandȱlessȱhierȬ
archicalȱthanȱinȱlargerȱgroups.ȱThatȱaspectȱofȱaudibleȱcollaborationȱand
immediate,ȱpersonalȱinteractionȱbetweenȱgroupȱmembersȱisȱinȱitselfȱan
expressiveȱqualityȱthatȱmayȱhaveȱsemioticȱrelevanceȱtoȱanȱanalysisȱobȬ
ject.ȱToȱuseȱaȱmilitaryȱanalogy,ȱsmallȱensemblesȱworkȱmoreȱlikeȱmusical

performanceȱsquads,ȱwhileȱbigȱbands,ȱbrassȱbands,ȱgamelanȱorchestras
andȱcathedralȱchoirsȱareȱmoreȱlikeȱplatoons.ȱAȱfullȬscaleȱsymphonyȱorȬ
chestraȱ(80Ȭ100ȱmusicians)ȱisȱtheȱsizeȱofȱaȱmilitaryȱcompany.103ȱ

Theȱlargerȱtheȱensemble,ȱtheȱlessȱfeasibleȱitȱbecomesȱforȱitsȱindividual
membersȱtoȱ takeȱpersonalȱ initiativesȱ inȱ theȱcreativeȱprocess:ȱtheȱdiviȬ
sionȱofȱlabourȱbecomesȱbyȱnecessityȱgreaterȱandȱtheȱmanagementȱstrucȬ
tureȱmoreȱ hierarchical.ȱ Forȱ example,ȱ eachȱmusicianȱ inȱ aȱ symphony

orchestraȱisȱassignedȱaȱnumberedȱdeskȱ(first,ȱsecond,ȱetc.),ȱeachȱdeskȱbeȬ
longsȱtoȱaȱsectionȱ(firstȱviolins,ȱsecondȱviolins,ȱetc.),ȱeachȱsectionȱhasȱits
principal,ȱtheȱwholeȱorchestraȱhasȱitsȱleaderȱ(concertmaster),ȱandȱonȱtop
ofȱtheȱpyramid,ȱplacedȱcentreȱstageȱinȱperformance,ȱcomesȱtheȱconducȬ
tor.104ȱDespiteȱsuchȱsizeȱandȱhierarchy,ȱyouȱdon’tȱhaveȱtoȱbeȱaȱMahler

fanȱ toȱ realiseȱ thatȱmusicȱplayedȱbyȱ aȱ symphonyȱorchestraȱ isȱneither

103. ForȱsizeȱthresholdsȱinȱgroupȱdynamicsȱseeȱAllenȱ(2008).ȱInȱtheȱUSȱmilitaryȱ3Ȭ4ȱsolȬ
diersȱconstituteȱaȱFIRETEAM,ȱnotȱaȱSQUADȱ(UKȱ‘section’)ȱwhichȱconsistsȱofȱ8Ȭ13ȱsolȬ
diers.ȱStill,ȱSQUADȱisȱaȱusefulȱshortȱwordȱmeaningȱaȱteamȱ(cf.ȱIt.ȱsquadra)ȱwhoseȱ
individualȱmembersȱhaveȱspecificȱtasksȱwithinȱtheȱunit.ȱBarbershopȱquartets,ȱmadȬ
rigalȱgroupsȱ(3Ȭ6ȱvoices,ȱ1ȱsingerȱperȱvoice),ȱconjuntosȱnorteñosȱ(3Ȭ5ȱmembers,ȱe.g.ȱ
Rivera,ȱ2011)ȱandȱjazzȱcombosȱ(3Ȭ7,ȱe.g.ȱOscarȱPeterson,ȱ1964)ȱareȱallȱexamplesȱofȱ
musicalȱPERFORMANCEȱSQUADS.ȱOrqestasȱtípicasȱ(8Ȭ12ȱmusicians,ȱe.g.ȱOrquestaȱTípicaȱ
Imperial,ȱ2006),ȱbigȱbandsȱ(10Ȭ25),ȱEnglishȱcathedralȱchoirsȱ(,20,ȱe.g.ȱByrd,ȱ1591Ȭ95),ȱ
Balineseȱgamelanȱorchestrasȱ(,22,ȱe.g.ȱGamelanȱGongȱKebyar,ȱ2007)ȱandȱUKȱbrassȱ
bandsȱ(<=28,ȱseeȱBrassedȱOff,ȱ1996)ȱareȱtooȱlargeȱinȱgroupȬdynamicȱtermsȱtoȱfunctionȱ
asȱaȱsquad.ȱAȱmilitaryȱCOMPANYȱconsistsȱofȱ80+ȱsoldiers.ȱCOHORTȱisȱtooȱlargeȱaȱunitȱ
forȱanyȱtypeȱofȱmusicalȱensemble:ȱaȱRomanȱcohorsȱcontainedȱ480ȱsoldiers.ȱ

104. Seeȱ‘Monocentricȱmusicalȱpositioning’,ȱfigureȱ12Ȭ4,ȱp.ȱ427.ȱ
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moreȱnorȱ lessȱ exciting,ȱmoving,ȱ intimate,ȱpersonalȱorȱ ‘genuine’ȱ than
musicȱperformedȱbyȱsmallerȱensembles.105ȱAnythingȱsurprising,ȱimmeȬ
diate,ȱintimateȱorȱpersonalȱinȱsuchȱmusic,ȱwhetherȱheardȱinȱaȱfilmȱscore
orȱatȱaȱconcert,ȱcertainlyȱreliesȱonȱtheȱprofessionalȱexperienceȱofȱindiȬ
vidualȱmusicians,ȱbutȱ inȱsuchȱsituationsȱ it’sȱusuallyȱtheȱcomposerȱwho

makesȱ theȱmostȱfundamentalȱdecisionsȱaboutȱwhatȱ theȱaudienceȱwill

endȱupȱhearing.ȱTheȱprimaryȱtaskȱofȱaȱconductor,ȱdespiteȱhis/herȱstar
billingȱandȱprominentȱpositionȱonȱ theȱpodium,ȱ isȱ thereforeȱ thatȱofȱa
seniorȱlineȱmanagerȱwhoseȱjobȱitȱisȱtoȱensureȱthatȱanyȱ‘surprises’,ȱ‘imȬ
mediacies’,ȱ ‘intimacies’ȱ orȱ anyȱ otherȱ creativeȱ decisionȱmadeȱ byȱ the
composerȱareȱadequatelyȱperformedȱbyȱtheȱorchestraȱasȱaȱwhole.106ȱ

Inȱsemioticȱterms,ȱsyncriticȱgroupȬtypeȱmanifestationȱisȱcertainlyȱaȱmatȬ
terȱofȱgroupȬdynamicȱiconicityȱinȱthatȱgivenȱtypesȱofȱensembleȱresemȬ
bleȱgivenȱtypesȱofȱnonȬmusicȬmakingȱgroupsȱinȱtermsȱofȱsizeȱandȱtask
management.ȱButȱthat’sȱonlyȱpartȱofȱtheȱstoryȱbecause,ȱforȱexample,ȱa
largeȱsymphonyȱorchestraȱisn’tȱjustȱanȱensembleȱofȱupȱtoȱoneȱhundred
musiciansȱofȱanyȱoldȱ type.ȱThey’reȱalsoȱ formallyȱ trainedȱadultsȱwho,

unlikeȱriotȱgrrlsȱorȱmaleȱvoiceȱchoirs,ȱcanȱbeȱeitherȱmaleȱorȱfemale,ȱold
orȱyoungȱandȱwho,ȱuniformlyȱdressedȱandȱsittingȱonȱaȱhighȱstageȱwith

sheetȱmusicȱinȱfrontȱofȱthem,ȱplayȱparticularȱtypesȱofȱmusicȱinȱparticuȬ
larȱwaysȱonȱparticularȱ instrumentsȱ inȱ large,ȱwoodȬpanelled,ȱpublicly
fundedȱ and/orȱ privatelyȱ sponsoredȱ concertȱ hallsȱwithȱ purposeȬbuilt
acousticsȱforȱaȱparticularȱsortȱofȱaudience.ȱTheȱsoundȱofȱaȱsymphonyȱorȬ
chestraȱisȱthereforeȱmoreȱlikelyȱtoȱconjureȱupȱeitherȱtheȱsortȱofȱcultural

105. AlthoughȱMahler’sȱ9thȱsymphonyȱ(1911Ȭ12)ȱusesȱaȱ95Ȭpieceȱorchestraȱ(17ȱwoodȬ
wind,ȱ11ȱbrass,ȱ3ȱpercussion,ȱ2ȱharps,ȱ16+16ȱ(violins,ȱ12ȱviolas,ȱ10ȱcellos,ȱ8ȱdoubleȱ
basses)ȱandȱlastsȱeightyȱminutesȱwithoutȱaȱbreak,ȱit’sȱoftenȱwrittenȱaboutȱinȱtermsȱofȱ
aȱhighlyȱpersonalȱvaledictoryȱstatement:ȱsee,ȱforȱexample,ȱMahlerȇsȱSymphonyȱNo.ȱ9:ȱ
UpȱCloseȱ&ȱPersonalȱ(Strawser,ȱ2009).ȱBesides,ȱmostȱofȱusȱhaveȱatȱoneȱtimeȱorȱanotherȱ
beenȱgrabbedȱbyȱaȱwellȬcraftedȱsymphonicȱfilmȱthemeȱorȱunderscore.ȱ

106. PleaseȱnoteȱthatȱinȱlargeȱHollywoodȱproductionsȱtheȱrolesȱofȱcomposerȱandȱorchesȬ
trator/arrangerȱareȱusuallyȱassignedȱtoȱdifferentȱindividuals.ȱOnȱtheȱotherȱhand,ȱtheȱ
composerȱandȱconductorȱareȱmoreȱlikelyȱinȱfilmȱcontextsȱthanȱinȱconcertȱhallȱperȬ
formancesȱtoȱbeȱtheȱsameȱperson.ȱForȱAdorno’sȱcriticalȱthoughtsȱonȱconductorsȱandȱ
symphonyȱorchestras,ȱseeȱ‘DirigentȱundȱOrchester’,ȱChapterȱ7ȱinȱEinleitungȱinȱdieȱ
Musiksoziologieȱ(1962)ȱandȱ´TheȱMasteryȱofȱtheȱMaestro’ȱ(onȱToscanini)ȱinȱSoundȱFigȬ
uresȱ(1999).ȱSeeȱalsoȱChaptersȱ3ȱandȱ5ȱ(´TheȱProblemȱofȱMediation’;ȱ‘SocialȱContentȱ
andȱSocialȱFunction’)ȱinȱAdorno’sȱAestheticsȱofȱMusicȱ(Paddison,ȱ1993).ȱ
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sceneȱ justȱsuggested,ȱorȱaȱbigȬbudgetȱHollywoodȱfilm,ȱratherȱthanȱthe
peopleȱandȱenvironmentsȱ(scenes)ȱassociatedȱwithȱsoundsȱtypicalȱofȱa
rockȱgroupȱorȱMexicanȱconjunto.ȱIt’sȱinȱthisȱwayȱthatȱgroupȬtypeȱmaniȬ
festationsȱalsoȱactȱasȱstyleȱindicatorsȱ(pp.ȱ522Ȭ524)ȱwhichȱinȱtheirȱturn
indexicallyȱconnoteȱ theȱ typesȱofȱsartorial,ȱeconomic,ȱkinesic,ȱ linguistic
andȱotherȱproxemicȱcodesȱmentionedȱunderȱGenreȱandȱstyleȱandȱinȱthe
listȱofȱSimultaneousȱparamusicalȱformsȱofȱculturalȱexpression’ȱ(pp.ȱ266Ȭ269).ȱ

OneȱobviousȱideaȱofȱsemioticȱinterestȱinȱsyncrisisȱisȱthatȱdifferentȱpatȬ
ternsȱofȱinteractionȱbetweenȱmusicȬmakingȱparticipantsȱcanȱbeȱheardȱto
correspondȱwithȱdifferentȱsocialisationȱpatternsȱinȱtheȱcultureȱorȱsubȬ
cultureȱofȱwhichȱtheȱmusicȱisȱaȱpart.ȱEuropeanȱcontrapuntalȱpolyphony
(pp.ȱ430Ȭ432,ȱ454Ȭ456),ȱheavyȱmetalȱ(pp.ȱ433Ȭ444),ȱelectronicȱdanceȱmuȬ
sicȱ (pp.ȱ 442Ȭ446),ȱ SubȬSaharanȱ crossȱ rhythmȱ (pp.ȱ 457Ȭ463)ȱ andȱ funk
groovesȱ(pp.ȱ465Ȭ467),ȱnotȱtoȱmentionȱtheȱmelodyȬaccompanimentȱduȬ
alismȱ(pp.ȱ425Ȭ446),ȱallȱexemplifyȱdifferentȱtypesȱofȱsyncriticȱsemiosis.

Theȱonlyȱ troubleȱ isȱ thatȱevenȱ ifȱ Iȱwereȱ toȱ includeȱ theȱ findingsȱofȱ the
Cantometricsȱ team,ȱtheȱsortȱofȱconnectionsȱbetweenȱsyncrisisȱandȱsoȬ
cialisationȱpatternsȱjustȱsuggestedȱremainȱatȱbestȱplausibleȱhypotheses
basedȱonȱlimitedȱevidenceȱthatȱisȱlargelyȱcircumstantial.107ȱButȱthereȱare
otherȱwaysȱofȱdiscoveringȱsocialȱanaphonesȱinȱaȱmusicalȱanalysisȱobject.ȱ

Responsorialityȱ

Asȱweȱ alreadyȱ sawȱ (pp.ȱ 449Ȭ456),ȱunison,ȱ heterophony,ȱ homophony

andȱcounterpointȱareȱdifferentȱwaysȱofȱarrangingȱrelationshipsȱbetween

participantsȱinȱtheȱmusicȬmakingȱprocessȱinȱthatȱtheyȱcanȱallȱbeȱheard
asȱhomologousȱwithȱformsȱofȱsocialȱinteractionȱthatȱaren’tȱintrinsically
musical.ȱAnotherȱsimilarlyȱusefulȱtermȱisȱRESPONSORIAL.

RESPONSORIALȱmusicȬmaking,ȱasȱtheȱnameȱimplies,ȱhasȱtoȱdoȱwithȱthe
exchangeȱofȱmusicalȱmaterialȱinȱaȱformȱresemblingȱthatȱofȱquestionȱand
answer,ȱorȱofȱstatementȱandȱcounterȬstatement,ȱorȱofȱpropositionȱand
acknowledgement,ȱ agreement,ȱ elaborationȱ orȱ objection.ȱ Oneȱ wideȬ
spreadȱandȱfamiliarȱtypeȱofȱresponsorialȱpracticeȱisȱthatȱbetweenȱaȱlead

107. SeeȱCantometricsȱ(2009)ȱandȱLomaxȱ(1968);ȱseeȱalsoȱp.ȱ372.ȱThisȱseemsȱtoȱmeȱtoȱbeȱaȱ
crucialȱareaȱinȱneedȱofȱextensiveȱresearchȱandȱdocumentationȱinȱtheȱprocessȱofȱ
developingȱaȱviableȱmusicologyȱofȱsociety.ȱ
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(solo)ȱsingerȱwhoȱCALLsȱandȱaȱgroupȱofȱsingersȱ(choir,ȱbackingȱvocalists,
etc.)ȱwhoȱRESPOND,ȱasȱinȱtheȱchantedȱphrasesȱ‘Dominusȱvobiscum’ȱ(CALL)
fromȱtheȱpriestȱorȱcantorȱandȱ‘etȱcumȱspiritĀȱtuç’ȱ(RESPONSE)ȱfromȱtheȱchoir
orȱcongregation.ȱResponsorialityȱofȱthisȱtypeȱhasȱbeenȱpartȱofȱChristian
ritesȱforȱnearlyȱtwoȱmillenniaȱandȱhasȱprobablyȱbeenȱaroundȱsinceȱtime

immemorial.108ȱNow,ȱsinceȱcallȱandȱresponseȱisȱoftenȱusedȱasȱaȱcatchȬall
termȱdenotingȱanyȱtypeȱofȱresponsorialȱmusicȱmaking,ȱit’sȱworthȱdistinȬ
guishingȱbetweenȱfourȱgeneralȱtypesȱofȱresponsoriality.

Theseȱfourȱtypesȱofȱshortȱstatementsȱalternatingȱbetweenȱtwoȱpartiesȱin
musicalȱperformanceȱ areȱallȱ responsorialȱbut,ȱ strictlyȱ speaking,ȱonly
numbersȱ1ȱandȱ3ȱconstituteȱCALLȱANDȱRESPONSE.ȱWhenȱexchangeȱofȱmaȬ
terialȱinvolvesȱtwoȱgroupsȱ(typeȱ2)ȱratherȱthanȱalternationȱbetweenȱtwo

individualsȱ(1),ȱorȱbetweenȱanȱindividualȱandȱaȱgroupȱ(3),ȱtheȱresponsoȬ
rialȱpracticeȱisȱcalledȱANTIPHONY.ȱAntiphonalȱpracticesȱincludeȱalternate
singingȱbyȱmenȱandȱwomen,ȱthemesȱpassedȱfromȱoneȱinstrumentalȱsecȬ
tionȱtoȱanother,ȱandȱtheȱsingingȱofȱalternateȱlinesȱinȱaȱpsalmȱorȱcanticle
byȱ anȱ Englishȱ cathedralȱ orȱ collegiateȱ choirȱ dividedȱ intoȱ twoȱ equal
halvesȱfacingȱeachȱotherȱonȱoppositeȱsidesȱofȱquire.109ȱ
Groupȱstatementsȱansweredȱbyȱsoloȱresponsesȱareȱprobablyȱ theȱ least
commonȱofȱtheȱfourȱgeneralȱtypesȱofȱresponsorialȱpractice.ȱTheyȱoccur
inȱjazzȱnumbersȱ(lessȱoftenȱinȱpopȱandȱrock)ȱwhenȱaȱmusician,ȱusually
theȱdrumȱorȱbassȱplayer,ȱperformsȱaȱshortȱsoloȱbreak,ȱtypicallyȱtwoȱbars,
displayingȱtechnicalȱskillsȱandȱrespondingȱtoȱtheȱtuttiȱsectionȱofȱsimilar

lengthȱthatȱprecededȱit.110ȱ

108. AccordingȱtoȱWikipediaȱ(‘antiphony’)ȱquotingȱZenosȱ(1957:ȱ144),ȱantiphonalȱsingȬ
ingȱ(seeȱfollowingȱparagraph)ȱwasȱbasedȱonȱearlierȱJewishȱpracticesȱandȱintroducedȱ
intoȱChristianȱworshipȱbyȱIgnatiusȱofȱAntiochȱ(diedȱ107ȱAD).ȱCall:ȱ‘TheȱLordȱbeȱ
withȱyou’;ȱresponse:ȱ‘andȱwithȱthyȱspirit’.ȱMoreover,ȱshorterȱinterventionsȱfromȱtheȱ
chorusȱ(usuallyȱchorusȱleader)ȱinȱAncientȱGreekȱdramaȱcanȱactȱasȱ‘congregational’ȱ
responseȱtoȱ(orȱelaboration/explanationȱof)ȱlinesȱspokenȱbyȱtheȱmainȱcharactersȱ
(e.g.ȱlinesȱ657Ȭ660,ȱ879Ȭ884ȱinȱAntigoneȱ(Sophocles,ȱ442ȱBC)).

Table 12-5.Four general types of responsoriality 

1. Twoȱsoloȱstrandsȱ 2. Twoȱgroupȱstrandsȱorȱlayers

3. Soloȱcallȱ+ȱgroupȱresponse 4. Groupȱstatementȱ+ȱsoloȱresponse

109. Aȱveryȱclearȱ(andȱfunny)ȱexampleȱofȱantiphonyȱisȱP.ȱD.ȱQ.ȱBach’sȱEchoȱSonataȱforȱTwoȱ
UnfriendlyȱGroupsȱofȱInstrumentsȱ(�ȱSchickele,ȱ1967).ȱ
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Oneȱ familiarȱ typeȱ ofȱ callȬandȬresponseȱ betweenȱ aȱ soloȱ callerȱ andȱ a
groupȱ ofȱ respondentsȱ (responsorialityȱ typeȱ 1)ȱ isȱ foundȱ inȱ AfricanȬ
Americanȱgospelȱandȱinȱitsȱsecularȱdescendants,ȱ(soul,ȱMotown,ȱdooȬ
wop,ȱ etc.).ȱ Hereȱ theȱ leadȱ singer’sȱ roleȱ isȱ prominent,ȱ likeȱ thatȱ ofȱ a
preacherȱorȱprecentor,ȱwhileȱtheȱotherȱvocalistsȱ(replacedȱorȱreinforced
byȱtheȱhornȱsectionȱinȱsoul),ȱprovideȱharmonicȱandȱrhythmicȱbacking
motifsȱȰlikeȱriffsȱcreatingȱaȱgrooveȰȱbyȱwayȱofȱresponse.ȱThisȱdivision
ofȱlabourȱcanȱrangeȱfromȱthatȱofȱfigureȱ(soloist)ȱandȱgroundȱ(backing
vocals),ȱ inȱwhichȱcaseȱ theȱvocalȱgroupȱusuallyȱ justȱechoesȱkeyȱwords

andȱphrasesȱsungȱbyȱtheȱlead,ȱtoȱthatȱofȱinterlocutorsȱwhoȱcanȱanswer

backȱandȱaskȱquestionsȱratherȱthanȱmerelyȱconfirming,ȱsupportingȱor
agreeingȱwithȱtheȱleadȱvocalist.111ȱ

Anotherȱcommonȱtypeȱofȱcallȱandȱresponseȱisȱthatȱbetweenȱsoloȱvoice
(call)ȱandȱsoloȱinstrumentȱ(response)ȱwhereȱtheȱlatterȱfillsȱinȱtheȱshort
gapsȱbetweenȱsungȱphrases.ȱInȱ jazz,ȱbluesȱandȱrelatedȱtypesȱofȱmusic

theseȱshortȱinstrumentalȱresponsesȱareȱsimplyȱcalledȱFILLS.ȱAȱfillȱmay

oftenȱbeȱlittleȱmoreȱthanȱtheȱliteralȱfillingȱofȱaȱgapȱinȱtheȱmelodicȱflow,
butȱitȱcanȱalsoȱcommentȱorȱexpandȱuponȱwhatȱhasȱjustȱbeenȱsung,ȱespeȬ
ciallyȱ ifȱtheȱphrasesȱrunȱ inȱandȱoutȱofȱoneȱanother,ȱorȱ ifȱtheyȱoverlap
slightly.ȱInstrumentalȱfillsȱasȱ‘response’ȱareȱinȱsuchȱinstancesȱnotȱsimply

madrigalisms ȱbecauseȱtheirȱwordȱpaintingȱdoesȱnotȱjustȱillustrateȱwhatȬ
everȱtheȱvoiceȱjustȱ‘called’:ȱitȱcanȱalsoȱaddȱaȱwordlessȱinnerȱdimension

110. TuttiȱisȱItalianȱforȱ‘all’ȱorȱ‘everyone’,ȱi.e.ȱtheȱwholeȱensemble.ȱAȱparticularlyȱmovingȱ
exampleȱofȱresponsorialityȱtypeȱ4ȱisȱfoundȱinȱtheȱthirdȱmovementȱ(Nonȱtroppoȱlento)ȱ
ofȱBartók’sȱfourthȱstringȱquartetȱ(1928)ȱwhenȱtheȱviolaȱtakesȱoverȱtheȱcello’sȱroleȱasȱ
passionateȱsoloȱrespondingȱdesperatelyȱtoȱvirtuallyȱimmobileȱensembleȱplayingȱ
fromȱtheȱothers.ȱTheȱviolaȱpart’sȱdesperationȱisȱsoȱforcefulȱthatȱitȱprovokesȱaȱnervȬ
ouslyȱangryȱreactionȱfromȱtheȱotherȱinstrumentsȱuntilȱtheȱtotalȱtextureȱfallsȱtoȱ
pieces.ȱTheȱmovementȱendsȱwithȱaȱstrangeȱprocessȱofȱincreasinglyȱquiet,ȱthinȱandȱ
etherealȱdisarrayȱthatȱcontainsȱnothingȱsubstantialȱandȱpetersȱoutȱhighȱinȱtheȱair.ȱ

111. InȱtheȱformerȱinstanceȱtheȱactȱnameȱformatȱisȱtypicallyȱLeadȱSingerȱandȱtheȱBackingȱ
Vocals,ȱe.g.ȱClydeȱMcPhatterȱandȱtheȱDrifters,ȱMarthaȱandȱtheȱVandellas,ȱDianaȱ
RossȱandȱtheȱSupremes.ȱConversationalȱcallȬandȬresponseȱisȱclearȱinȱaȱfewȱrecordȬ
ingsȱofȱgirlȬgroupȱmusicȱfromȱtheȱearlyȱ1960s,ȱparticularlyȱinȱLeaderȱOfȱTheȱPackȱ
(ShangriȬLas,ȱ1964)ȱandȱTheȱShoopȱShoopȱSongȱ(It’sȱInȱHisȱKiss)ȱ(BettyȱEverett,ȱ1964).ȱ
It’sȱimportantȱtoȱrememberȱthatȱalthoughȱcallȱandȱresponseȱtechniquesȱareȱparticuȬ
larlyȱcommonȱinȱSubȬSaharanȱandȱAfricanȬAmericanȱtraditions,ȱtheyȱalsoȱhaveȱaȱ
longȱhistoryȱelsewhere,ȱe.g.ȱtheȱsawaalȬjawabȱ(=ȱquestionȬanswer)ȱofȱIndianȱr¬gaȱ
musicȱandȱtheȱchantedȱresponsesȱofȱChristianȱliturgyȱ(seeȱftnt.ȱ108).ȱ
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toȱtheȱprecedingȱvocalȱ‘call’.ȱSinceȱbothȱpartiesȱareȱfiguresȱinȱtheȱsame

overallȱmelodicȱ flow,ȱ theȱVOCALȱCALLȱFOLLOWEDȱBYȱMADRIGALISTICȱ INȬ
STRUMENTALȱFILLȱ canȱbeȱheardȱ toȱ resembleȱ twoȱdifferentȱ sidesȱ toȱ the
sameȱpersonȱratherȱthanȱtwoȱseparateȱindividuals.112ȱSuchȱresponsoriȬ
alityȱ isȱ inȱ thisȱsenseȱnotȱonlyȱdifferentȱ toȱ runȬofȬtheȬmillȱcallȱandȱ reȬ
sponseȱpatterns:ȱ itȱ isȱ alsoȱ atȱ theȱoppositeȱ endȱofȱ theȱ spectrumȱ from
RESPONSORIALȱDUELsȱandȱDUETs.

DuellingȱBanjosȱ(Weissbergȱ&ȱMandell,ȱ1972)ȱisȱaȱwellȬknownȱRESPONSOȬ
RIALȱDUELȱinȱwhichȱtwoȱmusiciansȱvieȱwithȱeachȱotherȱbyȱexchanging
shortȱphrasesȱofȱincreasingȱtechnicalȱdifficulty.ȱRESPONSORIALȱDUETs,ȱon
theȱotherȱhand,ȱrarelyȱinvolveȱanyȱcompetitiveȱelementȱevenȱifȱtheyȱofȬ
tenȱalsoȱincludeȱtheȱexchangeȱofȱshortȱphrases.ȱThat’sȱbecauseȱmostȱduȬ
etsȱinvolvingȱtwoȱsoloȱinstrumentalistsȱcontainȱjustȱasȱmuchȱbyȱwayȱof
contrapuntalȱorȱhomophonicȱplaying,ȱ sometimesȱevenȱaȱunisonȱpasȬ
sage.ȱResponsorialityȱisȱsimplyȱoneȱofȱseveralȱfrequentlyȱusedȱsyncritic
devicesȱinȱpiecesȱfeaturingȱtwoȱsoloȱinstrumentalists.113

Itȱshouldȱbeȱclearȱthatȱtheȱfourȱtypesȱofȱresponsorialityȱ justȱdiscussed
canȱallȱbeȱconfiguredȱdifferentlyȱandȱembodyȱdifferentȱ typesȱofȱrelaȬ
tionshipȱbetweenȱtheȱtwoȱpartiesȱinvolved.ȱThoseȱstructuralȱdifferences
canȱinvolveȱanyȱofȱtheȱfollowingȱfiveȱfactors.ȱ[1]ȱAbsoluteȱduration:ȱare
theȱstatementsȱcompleteȱphrasesȱorȱ justȱalternatingȱmotifsȱcontaining
onlyȱaȱfewȱnotes?ȱ[2]ȱRelativeȱduration:ȱisȱtheȱ‘call’ȱlongerȱthanȱtheȱ‘reȬ
sponse’ȱorȱviceȱversa,ȱorȱareȱbothȱofȱequalȱduration?ȱ[3]ȱExchangeȱpoint
mode:ȱisȱthereȱaȱclearȱbreakȱbetweenȱ‘call’ȱandȱ‘response’ȱorȱdoȱtheyȱrun
intoȱeachȱother?ȱ[4]ȱTimbralȬtonalȱdifference:ȱdoȱ‘call’ȱandȱ‘response’ȱuse
theȱsameȱorȱdifferentȱinstrumentationȱ(numberȱandȱtypeȱofȱinstruments

and/orȱvoices)?ȱDoȱtheyȱuseȱtheȱsameȱorȱaȱdifferentȱsortȱofȱtimbre?ȱAre

112. ForȱsoloȬvoiceȬtoȬsoloȬinstrumentȱcallȱandȱresponseȱinȱbluesȱperformanceȱtryȱanyȱofȱ
theȱfollowingȱthree:ȱ[1]ȱtheȱsaxȱfillsȱinȱtheȱfirstȱsungȱverseȱofȱHowȱBlueȱCanȱYouȱGet?ȱ
(BȱBȱKing,ȱ1965);ȱ[2]ȱtheȱveryȱshortȱguitarȱfillsȱinȱBornȱUnderȱAȱBadȱSignȱ(AlbertȱKing,ȱ
1967);ȱ[3]ȱslightlyȱlongerȱguitarȱfillsȱinȱStatesboroȱBluesȱ(TajȱMahal,ȱ1968).ȱ
ParticularlyȱexpressiveȱlongȱandȱoverlappingȱguitarȱfillsȱareȱfoundȱinȱMarcȱKnopȬ
fler’sȱrenderingȱofȱInȱTheȱGalleryȱ(DireȱStraits,ȱ1978).ȱShorterȱmadrigalisticȱfillsȱoccurȱ
inȱSultansȱOfȱSwingȱ(1978)ȱandȱBrothersȱInȱArmsȱ(1985).ȱAsȱforȱ‘twoȱdifferentȱsidesȱtoȱ
theȱsameȱperson’,ȱseeȱalsoȱPeterȱGabriel’sȱwhisperȱdubsȱ(p.299,ȱff.).

113. Examples:ȱJ.S.ȱBach’sȱdoubleȱviolinȱconcerto,ȱBMWȱ1043ȱ(1732);ȱMozart’sȱsinfoniaȱ
concertanteȱforȱviolinȱandȱviola,ȱK364ȱ(1779).ȱ
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theyȱpitchedȱinȱtheȱsameȱregister?ȱDoȱtheyȱshareȱtheȱsameȱmelodicȱand
rhythmicȱmaterialȱorȱdoȱtheyȱdiffer?ȱ[5]ȱAuralȱstaging:ȱareȱbothȱparties
presentedȱ inȱacousticȱpositionsȱofȱequalȱ importanceȱ (e.g.ȱequallyȱ left
andȱ right),ȱorȱ isȱoneȱplacedȱ centreȱ stageȱ frontȱ andȱ theȱother[s]ȱ elseȬ
where?ȱAreȱbothȱpartiesȱheardȱatȱtheȱsameȱvolume?ȱIt’sȱnotȱdifficultȱto
imagineȱconversationȱequivalentsȱofȱtheseȱvariantsȱofȱtheȱfourȱgeneral
responsorialȱtypes.ȱIfȱresponsorialȱpassagesȱoccurȱinȱyourȱAO,ȱit’sȱeasy
toȱnoteȱdownȱwhatȱsortȱofȱverbalȱexchangeȱyouȱthinkȱtheyȱresemble.ȱ ȱ

FigureȬgroundȱrelativityȱ

Givenȱallȱtheȱresponsorialȱvariantsȱjustȱdiscussed,ȱespeciallyȱinȱtheȱSOLO
CALLȱPLUSȱGROUPȱRESPONSEȱcategoryȱ (no.ȱ3)ȱwithȱ itsȱpossibleȱrelationȬ
shipsȱrangingȱfromȱresponsesȱthatȱexpandȱonȱtheȱcallȱtoȱthoseȱthatȱactȱas
itsȱbackingȱrhythmȱandȱharmonyȱ(p.ȱ472),ȱit’sȱhardlyȱsurprisingȱthatȱFIGȬ
UREȬGROUNDȱSYNCRISISȱisȱitselfȱalsoȱopenȱtoȱaȱcomparableȱrangeȱofȱvariȬ
ations.ȱAsȱexplainedȱearlier,ȱtheȱdifferenceȱbetweenȱFIGUREȬGROUNDȱor
MELODYȬACCOMPANIMENTȱSYNCRISISȱand,ȱsay,ȱcontrapuntalȱpolyphonyȱis
relative.ȱWeȱsawȱhintsȱofȱsuchȱvariationȱinȱtheȱthreeȱexamplesȱshownȱas
figureȱ12Ȭ9ȱ(p.ȱ432):ȱ[1]ȱaȱsoloȱviolinȱasȱTheȱLarkȱAscendingȱwithȱitsȱcomȬ
plexȱmelodyȱ flutteringȱhighȱaboveȱoneȱ singleȱheldȱchord;ȱ [2]ȱaȱ slow,
smooth,ȱeminentlyȱsingableȱ tuneȱ (AveȱMaria)ȱaccompaniedȱbyȱdainty
arpeggiosȱandȱaȱtiptoeȱbass;114ȱ[3]ȱaȱsimpleȱupȬtempoȱtuneȱ(Dixie)ȱwith

basicȱoomȬpaȱpolkaȱfiguresȱinȱtheȱpianoȱpart.ȱButȱvariationsȱinȱmelodyȬ
accompanimentȱsyncrisisȱcanȱbeȱmuchȱmoreȱradicalȱthanȱthat.

Inȱmanyȱtypesȱofȱpopularȱmusicȱtheȱ‘backing’ȱelementsȱcanȱsometimes

beȱmoreȱsingable,ȱmoreȱeasilyȱidentifiedȱasȱ‘figure’,ȱmoreȱtunefulȱthan
theȱ‘tune’ȱitself.ȱAskȱanyoneȱfamiliarȱwithȱrockȱnumbersȱlikeȱSatisfaction
orȱLaylaȱtoȱsingȱthoseȱtunesȱandȱtheyȱareȱmoreȱlikelyȱtoȱcomeȱupȱwith

theȱ introductoryȱ instrumentalȱriffsȱthanȱwithȱtheȱvocalȱ line.115ȱFigure
andȱgroundȱcanȱalsoȱswapȱplaces,ȱasȱinȱtheȱmiddleȱofȱTVȱthemesȱlikeȱKoȬ
jakȱorȱNYPDȱBlue,ȱwhileȱtheȱlackȱofȱmelodicȱpitchȱprofileȱinȱtheȱ‘A’ȱsecȬ
tionȱofȱJobim’sȱOneȱNoteȱSambaȱdrawsȱlessȱattentionȱtoȱitselfȱthanȱdoȱits
accompanyingȱchordȱchanges.116

114. Forȱdiscussionȱofȱtheȱtiptoeȱbass,ȱseeȱTaggȱ(2000b:ȱ41Ȭ42).
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LessȱextremeȱthanȱthoseȱvirtualȱreversalsȱofȱtheȱfigureȬgroundȱhierarȬ
chyȱareȱtheȱstandardȱpatternsȱofȱthreeȬȱorȱfourȬlayerȱsyncrisisȱtypicalȱof
theȱpopȱandȱrockȱrepertoire.ȱTheȱusualȱlayersȱareȱprovidedȱby:ȱ[1]ȱthe
leadȱvocalistȱorȱaȱleadȱinstrument;ȱ[2]ȱtheȱbassȱplayerȱwhoȱconventionȬ
allyȱ solidifiesȱ theȱmusic’sȱ tonalityȱbyȱ emphasisingȱ theȱ rootȱnotesȱ for
eachȱchord,ȱandȱitsȱbeatȱbyȱsynchronisingȱwithȱbassȱdrumȱkicks;ȱ[3]ȱinȬ
strumentsȱresponsibleȱforȱtheȱflowȱ(andȱinterruption)ȱofȱrhythmicȱand
harmonicȱmovementȱ (usuallyȱ rhythmȱguitarȱand/orȱkeyboard[s]);ȱ [4]
theȱmultiȬstrandȱdrumȱlayerȱwithȱtheȱnonȬtonalȱresponsibilitiesȱofȱlayer
3,ȱasȱwellȱasȱ theȱspecialisedȱtasksȱofȱprovidingȱaȱstableȱmetricȱframeȬ
work,ȱclearlyȱarticulatingȱbeatsȱ(kickȱandȱsnare),ȱsubbeatsȱ(hiȬhat),ȱand
marking,ȱoftenȱtogetherȱwithȱtheȱbassȱplayer,ȱperiodicȱborders.117ȱ

Secondaryȱfigures

Sinceȱtheȱwidespreadȱreplacement,ȱstartingȱaroundȱ1960,ȱofȱacousticȱby
electricȱ bassȱ (BASSȱ GUITAR)ȱ inȱ popȱ andȱ rockȱ circles,ȱ drumsȱ couldȱ be
playedȱfullȱtiltȱwithoutȱdrowningȱtheȱotherȱthreeȱlayers.ȱThisȱdevelopȬ
mentȱmeantȱthatȱpitchȱandȱarticulationȱdetailsȱinȱtheȱbassȱlineȱbecame

audible,ȱthatȱtheȱbassȱlineȱcouldȱbeȱheardȱasȱsuchȱ(aȱline),ȱorȱasȱaȱfigure,
ratherȱ thanȱ asȱ aȱ seriesȱ ofȱmuffledȱ ‘PLOOFs’ȱ inȱ theȱ background.ȱ This
changeȱdidȱnotȱdissuadeȱbassȱplayersȱlikeȱPaulȱMcCartneyȱfromȱstickȬ
ingȱ toȱroutineȱoomȬpaȱoomȬpaȱpatternsȱforȱseveralȱyearsȱ toȱcomeȱbut
others,ȱnotablyȱ JohnȱEntwistleȱofȱTheȱWhoȱ (1965,ȱ1966)ȱandȱMotown

sessionȱmanȱ Jamesȱ ‘Igor’ȱ Jamerson,ȱ tookȱ fullȱ advantageȱ ofȱ theȱ new
technology.118ȱAfterȱtheȱadventȱofȱmultiȬtrackȱmixingȱandȱrecordingȱin
theȱlateȱ1960s,ȱbassȱlinesȱcouldȱbeȱheardȱevenȱmoreȱclearly.ȱTheseȱadȬ

115. Satisfaction:ȱRollingȱStonesȱ(1965);ȱLayla:ȱDerekȱandȱtheȱDominoesȱ(1970).ȱIfȱyouȱ
knowȱthoseȱsongs,ȱcanȱyouȱsingȱtheirȱfirstȱvocalȱlines?ȱHint:ȱtheȱcorrespondingȱlyrȬ
icsȱareȱ‘Iȱcan’tȱgetȱnoȱsatisfaction’ȱ(Satisfaction)ȱandȱ‘What’llȱyouȱdoȱwhenȱyouȱgetȱ
lonely?’ȱ(Layla).ȱOrȱdoȱyou,ȱlikeȱmostȱpeopleȱIȱknow,ȱincludingȱmyself,ȱsingȱtheȱguiȬ
tarȱriff?ȱIt’sȱaȱrhetoricalȱquestion.Vocalisingȱpopȱandȱrockȱbackingȱpatternsȱisȱsuchȱ
commonȱpracticeȱthat,ȱinȱaȱroundȱcalledȱ‘Intros’,ȱtheȱirreverentlyȱpopularȱBBC2ȱTVȱ
quizȱshowȱNeverȱMindȱtheȱBuzzcocksȱ(1996Ȭ)ȱusesȱitȱasȱaȱhumorousȱbasisȱforȱ‘testing’ȱ
theȱabilityȱofȱtheȱshow’sȱguestsȱtoȱrecogniseȱparticularȱrecordings.ȱ

116. TheȱKojakȱthemeȱisȱbyȱBillyȱGoldenbergȱ(1973);ȱseeȱalsoȱTaggȱ(2000a:ȱ147Ȭ154).ȱTheȱ
NYPDȱBlueȱthemeȱisȱbyȱMikeȱPostȱ(1993);ȱseeȱalsoȱpageȱ290ȱandȱfootnoteȱ44ȱ(p.ȱ288).ȱ
Sambaȱdeȱumaȱnotaȱsóȱ(OneȱNoteȱSamba)ȱisȱbyȱJobimȱ(1961).

117. Seeȱ‘Episodicȱmarkers’ȱ(pp.516Ȭ520)ȱandȱ‘Anacrusis’ȱ(pp.293,581).
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vancesȱinȱaudioȱtechnologyȱwereȱprerequisitesȱforȱtheȱdevelopmentȱof
funkȱbassȱlinesȱwithȱtheirȱpreciselyȱplacedȱslaps,ȱpopsȱandȱoctaveȱleaps
butȱtheȱimprovementsȱwereȱalsoȱtakenȱonȱboardȱbyȱproducersȱofȱmore

mainstreamȱtypesȱofȱmusic,ȱasȱinȱtheȱfollowingȱtwoȱinstances.

InȱtheȱKojakȱthemeȱ(Goldenberg,ȱ1973),ȱoneȱprominentȱbassȱmotifȱconȬ
tainingȱsoul/funkȱelementsȱactsȱasȱaȱsubculturalȱurbanȱmusemeȱwhich

bothȱaccompaniesȱandȱrespondsȱtoȱtheȱeuroclassicallyȱheroicȱmainȱmelȬ
odyȱ carriedȱ byȱ fourȱFrenchȱhorns.ȱ Inȱ theȱ refrainȱ ofȱAbba’sȱ Fernando
(1975)ȱonȱtheȱotherȱhand,ȱtheȱbassȱguitarȱlaysȱdownȱtheȱsortȱofȱNewȱOrȬ
leansȱhabaneraȱriffȱwhichȱinȱtheȱ1950sȱhadȱtoȱbeȱassignedȱ(forȱprosaic
reasonsȱofȱaudibility)ȱtoȱtheȱtenorȱsaxȱorȱtheȱpianist’sȱleftȱhand,ȱasȱinȱthe
goodȬtimeȱFatsȱDominoȱrecordingsȱthatȱclearlyȱinformȱitsȱpresenceȱin
Fernando.119ȱTheȱAbbaȱbassȱriffȱactsȱneitherȱasȱfillȱnorȱresponseȱtoȱthe
melodicȱ lineȱbutȱasȱmainȱ ingredientȱ inȱtheȱrefrain’sȱaccompanimental

groove.ȱ Theȱ recording’sȱ FILLȱ andȱ RESPONSEȱ functionsȱ areȱ insteadȱ asȬ
signedȱtoȱtheȱtwoȱquenaȱflutesȱwhichȱareȱheardȱinȱbothȱverseȱandȱreȬ
frain.120ȱInȱshort,ȱbothȱtunesȱcontainȱaȱsecondaryȱfigureȱȰtheȱbassȱ in

118. Entwistle’sȱbassȱlines,ȱtechniqueȱandȱsound,ȱallȱhighlyȱoriginalȱatȱtheȱtime,ȱcanȱbeȱ
heardȱinȱSubstituteȱ(Who,ȱ1966)ȱand,ȱmoreȱobviously,ȱduringȱtheȱfourȱshortȱbreaksȱ
heȱfillsȱatȱ0:54ȱinȱMyȱGenerationȱ(Who,ȱ1965).ȱHisȱstyleȱandȱtechniqueȱcanȱalsoȱbeȱ
seenȱinȱtheȱbassȱguitaristȱdocumentaryȱRisingȱLowȱ(2002).ȱJamersonȱdevelopedȱ
melodicȱandȱrhythmicȱbassȱlinesȱthatȱbecameȱaȱcornerstoneȱinȱtheȱMotownȱsound:ȱ
theyȱsometimesȱevenȱworkedȱlikeȱaȱhook,ȱasȱinȱGetȱReadyȱ(Temptations,ȱ1966)ȱ
(pleaseȱnoteȱthatȱtheȱlastȱnoteȱofȱtheȱriffȱcitedȱinȱtheȱWikipediaȱarticleȱonȱJamersonȱ
shouldȱbeȱf#,ȱnotȱf�ȱ[120921]).ȱForȱmoreȱinfo,ȱseeȱ(StandingȱinȱtheȱShadowsȱofȱ
Motownȱ(2002),ȱaȱdocumentaryȱaboutȱtheȱFunkȱBrothers,ȱsessionȱmusiciansȱonȱhunȬ
dredsȱofȱhitsȱproducedȱinȱDetroitȱinȱtheȱ1960sȱandȱ1970s.ȱJamersonȱ(1936Ȭ1983)ȱ
playedȱbassȱonȱpracticallyȱallȱclassicȱMotownȱrecordings,ȱincludingȱDancingȱInȱTheȱ
Streetȱ(MarthaȱandȱtheȱVandellas,ȱ1964),ȱReachȱOutȱI’llȱBeȱThereȱ(FourȱTops,ȱ1966),ȱ
YouȱCan’tȱHurryȱLoveȱ(Supremes,ȱ1966),ȱIȱHeardȱItȱThroughȱTheȱGrapevineȱ(Gaye,ȱ1969)ȱ
andȱAin’tȱNoȱMountainȱHighȱEnoughȱ(Ross,ȱ1970).ȱ

119. ForȱsubstantiationȱofȱsemiosisȱinȱtheȱKojakȱtheme,ȱseeȱtheȱfollowingȱpagesȱinȱTaggȱ
(2000a):ȱpp.ȱ150Ȭ157ȱforȱtheȱ‘subculturalȱbass’,ȱpp.ȱ185Ȭ210ȱforȱtheȱ‘heroicȱhorns’,ȱ
andȱpp.ȱ222Ȭ228,ȱ295Ȭ298ȱforȱtheȱtheme’sȱsyncriticȱaspects.ȱAsȱforȱFernandoȱ(Tagg,ȱ
2000b),ȱseeȱpp.ȱ60Ȭ62ȱforȱtheȱNewȱOrleansȱbassȱconnection,ȱincludingȱquotesȱofȱriffsȱ
fromȱFatsȱDominoȱIOCMȱlikeȱAin’tȱThatȱAȱShame?ȱ(1955),ȱBlueberryȱHillȱ(1956)ȱandȱIȱ
HearȱYouȱKnockin’ȱ(1958).ȱ

120. Sinceȱtheȱtwoȱflutesȱplayȱhomophonicallyȱinȱparallelȱthirdsȱ(seeȱp.ȱ453ȱforȱexplanaȬ
tionsȱofȱhomophonyȱandȱparallelȱmotion)ȱtheyȱconstituteȱjustȱoneȱfigure,ȱnotȱtwo.ȱSeeȱ
pp.ȱ386Ȭ391ȱforȱaȱsemioticȱsummaryȱofȱFernandoȱasȱaȱwhole.ȱForȱmoreȱsemioticȱ
detailȱaboutȱtheȱFernandoȱflutes,ȱseeȱTaggȱ(2000b:ȱ29Ȭ31,ȱ34Ȭ35,ȱ68,ȱ74Ȭ75,ȱ106,ȱ112).
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Kojak,ȱtheȱflutesȱinȱFernandoȰȱthatȱrespondsȱtoȱaȱlongerȱprimaryȱfigure
ȰtheȱmainȱmelodicȱlineȰȱinȱtheȱshortȱgapsȱbetweenȱphrasesȱinȱtheȱpriȬ
maryȱstrandȱandȱwhichȱisȱclearlyȱheardȱinȱtheȱintroȱtoȱbothȱpieces.ȱ

It’sȱworthȱnotingȱthatȱtheȱsecondaryȱfigureȱinȱbothȱKojakȱandȱFernando
canȱbeȱheardȱasȱaȱgenreȱsynecdoche.ȱByȱcitingȱfunkȱelementsȱinȱtheȱstyȬ
listicȱcontextȱofȱaȱthemeȱtuneȱforȱaȱHollywoodȱdetectiveȱseries,ȱtheȱKojak
bassȱlineȱrefersȱtoȱ‘another’ȱstyleȱandȱthenceȱtoȱ‘another’ȱgenre,ȱmore

specificallyȱ toȱwhateverȱaȱmainstreamȱaudienceȱmightȱassociateȱwith

thatȱ ‘other’ȱmusic,ȱmostȱ likelyȱ ‘theȱ ghetto’ȱ andȱ itsȱ inhabitants.ȱ The
genreȱsynecdocheȱisȱevenȱclearerȱinȱtheȱverseȱpartsȱofȱFernando.ȱFrom
theȱhomeȱperspectiveȱofȱ1970sȱdiscoȱtheȱsecondaryȱfigureȱ(flute)ȱmakes

referenceȱtoȱpopularȱreleasesȱlikeȱLaȱflûteȱindienneȱ(1968)ȱandȱElȱcondor
pasaȱ (Simonȱ&ȱGarfunkel,ȱ 1970),ȱ thenceȱ toȱ peopleȱ associatedȱ byȱ the
homeȱaudienceȱofȱtheȱdayȱ(soonȱafterȱtheȱfascistȱcoupȱinȱChile)ȱwithȱthat
typeȱofȱAndeanȱmusic.ȱTheseȱobservationsȱinȱnoȱwayȱimplyȱthatȱallȱsynȬ
criticȱsecondaryȱfiguresȱconnoteȱsecondaryȱcitizensȱorȱethnicȱ ‘others’,
because,ȱasȱweȱsaw,ȱfillsȱandȱresponsesȱareȱmoreȱlikelyȱtoȱexpandȱonȱor
confirmȱ theȱ identityȱ ofȱ theȱprimaryȱ figureȱ thanȱ toȱ radicallyȱdiverge
fromȱit.ȱInȱfactȱthereȱareȱfourȱrelationshipsȱtoȱconsiderȱwhenȱdiscussing
figureȬgroundȱrelativity.ȱTheyȱareȱthoseȱbetween:ȱ[1]ȱprimaryȱandȱsecȬ
ondaryȱ figureȱ (pp.ȱ470Ȭ477);ȱ [2]ȱprimaryȱ figureȱandȱgroundȱ (pp.ȱ425Ȭ
446);ȱ [3]ȱ secondaryȱ figureȱ andȱ ground;ȱ [4]ȱ bothȱ figuresȱ andȱ ground
(combinationȱofȱ[1]ȱtoȱ[3]).ȱTheȱthirdȱofȱtheseȱneedsȱaȱshortȱexplanation.ȱ

Introsȱ
Noȱsecondaryȱfigureȱcanȱlogicallyȱexistȱwithoutȱaȱprimaryȱoneȱandȱyet
thatȱseemsȱtoȱbeȱexactlyȱwhatȱhappensȱinȱtheȱintroȱtoȱnotȱonlyȱtheȱKojak
themeȱ(7Ȉ)ȱandȱFernandoȱ(25Ȉ)ȱbutȱalsoȱtoȱinnumerableȱotherȱpiecesȱof
postȬ1955ȱpopularȱmusic.121ȱThereȱareȱ threeȱgoodȱreasonsȱwhyȱaȱmeȬ

121. Mostȱintrosȱestablishȱaȱrhythmicȱandȱtonalȱframeworkȱforȱwhatȱfollows.ȱAmongȱtheȱ
moreȱcommonȱtypesȱofȱintroȱareȱthoseȱconsistingȱof:ȱ[1]ȱkey,ȱchordȱorȱchordȱ
sequence,ȱmetre;ȱ[2]ȱasȱ[1]ȱbutȱalsoȱincludingȱsecondaryȱfiguresȱlikeȱriffsȱand/orȱfills,ȱ
oftenȱtoȱestablishȱaȱgroove;ȱ[3]ȱasȱ[2]ȱbutȱwithȱtheȱadditionȱofȱtheȱprimaryȱmelodicȱ
lineȱ(e.g.ȱhymns,ȱBaroqueȱarias);ȱ[4]ȱaȱstrongȱepisodicȱmarkerȱorȱturnaroundȱfromȱ
theȱsubsequentȱmaterialȱ(e.g.ȱBloodȱSweatȱ&ȱTearsȱ(1969),ȱMayallȱ(1966));ȱ[5]ȱ
preemptingȱtheȱmainȱhookȱorȱpayȬoffȱlineȱinȱaȱsong,ȱasȱwithȱtheȱfirstȱsetȱofȱBeatlesȱ
examplesȱinȱfootnoteȱ122.ȱTheȱKojakȱandȱFernandoȱintrosȱbelongȱtoȱcategoryȱ[2].ȱ
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lodicȱideaȱorȱmotifȱcanȱbeȱconstruedȱasȱsecondaryȱevenȱthoughȱtheȱpriȬ
maryȱfigureȱhasȱyetȱtoȱbeȱheard.ȱ[1]ȱTheȱmotifȱisȱtooȱshortȱtoȱcomeȱacross
asȱaȱfullȱmelodicȱstatement.ȱ[2]ȱItȱeitherȱcontinuesȱasȱanȱongoingȱriffȱ(acȬ
companimentalȱ function)ȱ orȱ reȬentersȱ asȱ anȱ instrumentalȱ fillȱ (asȱ reȬ
sponseȱtoȱaȱcall)ȱafterȱtheȱprimaryȱfigureȱhasȱcomeȱin.ȱ[3]ȱSinceȱit’sȱmore

commonȱ toȱstartȱaȱpop/rockȱsongȱorȱTVȱtitleȱ themeȱwithȱanȱ intro,ȱno
matterȱhowȱshort,ȱ thanȱ toȱ launchȱdirectlyȱ intoȱaȱmainȱmelodicȱ stateȬ
ment,ȱprimaryȱfiguresȱareȱsimplyȱtheȱexceptionȱratherȱthanȱtheȱruleȱin
pop/rockȱintros.122ȱMoreover,ȱtheȱwholeȱpointȱofȱsuchȱintrosȱisȱtoȱestabȬ
lishȱtheȱkey,ȱtheȱgrooveȱandȱgeneralȱmoodȱofȱwhatȱisȱtoȱcome,ȱinȱother
wordsȱ toȱsetȱ theȱ sceneȱ forȱ theȱ firstȱappearanceȱofȱaȱ fullȱmelodicȱstateȬ
ment.ȱNevertheless,ȱ ifȱaȱshortȱmusicalȱ ideaȱwithȱaȱclearȱmelodicȱand
rhythmicȱprofileȱoccursȱinȱanȱintroȱtogetherȱwithȱmoreȱgeneralȱaccomȬ
panimentalȱsonoritiesȱ(e.g.ȱsimplyȱstrummedȱguitar,ȱcontinuouslyȱheld
orȱsimplyȱarpeggiatedȱchords),ȱitȱwillȱstandȱoutȱasȱaȱFIGUREȱinȱrelation
toȱthatȱGROUND.ȱThisȱmeansȱthatȱtheȱsceneȱpreparedȱinȱsuchȱintrosȱreȬ
semblesȱnotȱsoȱmuchȱaȱtheatricalȱstageȱsetȱcontainingȱmerelyȱinanimate

objectsȱasȱaȱfilmȱsequenceȱofȱestablishingȱshotsȱthatȱincludeȱnotȱonlyȱa
generalȱ senseȱofȱ speedȱorȱ stillness,ȱ spaceȱorȱ confinement,ȱdensityȱor
sparsity,ȱ etc.ȱ butȱ also,ȱ thanksȱ toȱ theȱpresenceȱ ofȱ aȱ secondaryȱ figure,
identifiableȱtypesȱofȱgestureȱandȱbodilyȱmovement.ȱ

IntrosȱareȱusefulȱinȱtheȱsemioticȱanalysisȱofȱmanyȱtypesȱofȱpopularȱmuȬ
sicȱforȱthreeȱreasons.ȱ[1]ȱYouȱcanȱhearȱtheȱunderlyingȱsubstanceȱofȱthe

122. TheȱBeatlesȱmayȱhaveȱbegunȱmanyȱhitsȱwithȱtheȱmainȱmelodicȱhookȱȰintroȱtypeȱ[5]ȱ
inȱfootnoteȱ121Ȱ,ȱe.g.ȱSheȱLovesȱYou,ȱCan’tȱByȱMeȱLove,ȱHelp!,ȱEleanorȱRigby,ȱHeyȱJude,ȱ
PennyȱLane,ȱetc.),ȱbutȱevenȱtheyȱstartedȱmoreȱoftenȱthanȱnotȱwithȱtheȱmoreȱcommonȱ
introȱtypesȱ[1]ȱorȱ[2],ȱasȱinȱLoveȱMeȱDo,ȱPleaseȱPleaseȱMe,ȱNorwegianȱWood,ȱEightȱDaysȱ
AȱWeek,ȱYesterday,ȱDayȱTripper,ȱMichelle,ȱTicketȱToȱRide,ȱYellowȱSubmarine,ȱAȱDayȱInȱTheȱ
Life,ȱLadyȱMadonna,ȱWithȱAȱLittleȱHelpȱFromȱMyȱFriends,ȱLetȱItȱBe,ȱSomething,ȱObȬLaȬ
Di,ȱBackȱInȱTheȱUSSR,ȱGetȱBack.ȱAllȱAbbaȱhitsȱexceptȱTakeȱAȱChanceȱandȱSuperȱTrouperȱ
startȱwithȱanȱintroȱotherȱthanȱtypeȱ[5].ȱOfȱ21ȱRollingȱStonesȱhitsȱissuedȱbetweenȱ1964ȱ
andȱ1971ȱonlyȱRubyȱTuesdayȱisȱofȱtypeȱ[5].ȱFinally,ȱjustȱaȱfewȱofȱtheȱhundredsȱofȱ
widelyȱdiffusedȱTVȱthemesȱstartȱwithȱanȱintroȱofȱtypesȱ[1]ȱorȱ[2]ȱ(seeȱfootnoteȱ121):ȱ
TheȱAȬTeam,ȱTheȱAvengers,ȱBBCȱCricket,ȱBatman,ȱBergerac,ȱCagneyȱ&ȱLacey,ȱCheers,ȱDalȬ
las,ȱDangerȱMan,ȱDrȱWho,ȱDynasty,ȱEmmerdaleȱFarm,ȱFriends,ȱGrandstand,ȱHawaiiȱ5Ȭ0,ȱ
L.A.ȱLaw,ȱTheȱLoneȱRanger,ȱMagnumȱP.I.,ȱMASH,ȱMiamiȱVice,ȱMissionȱImpossible,ȱ
MontyȱPython,ȱTheȱMuppetȱShow,ȱTheȱPersuaders,ȱPerryȱMason,ȱTheȱPinkȱPanther,ȱTheȱ
Saint,ȱTheȱSimpsons,ȱSixȱFeetȱUnder,ȱTheȱSmurfs,ȱTheȱVirginian,ȱZorro.
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musicȱwithoutȱbeingȱdistractedȱbyȱitsȱtuneȱorȱlyrics.ȱ[2]ȱSomeȱintrosȱare
builtȱ upȱ layerȱ byȱ layer,ȱ givingȱ youȱ aȱ betterȱ chanceȱ ofȱ hearingȱ each
strandȱorȱ layer.ȱ [3]ȱSinceȱ theȱfirstȱfewȱsecondsȱofȱaȱpopȱ trackȱhaveȱ to
grabȱattentionȱandȱarouseȱ interestȱ (there’sȱ ‘neverȱaȱ secondȱ chanceȱ to
makeȱaȱ firstȱ impression’),123ȱ substantialȱpartsȱofȱ theȱkinetic,ȱ somatic,

connotativeȱandȱaffectiveȱessenceȱofȱaȱwholeȱsongȱcanȱoftenȱbeȱdistilled
inȱitsȱintro.ȱForȱexample,ȱhavingȱusedȱinterobjectiveȱ(intertextual)ȱmethȬ
odsȱ (seeȱChapterȱ 7)ȱ toȱ deduceȱ theȱ connotationsȱ ofȱ eachȱ constituent
museme,ȱIȱwasȱableȱtoȱarriveȱatȱtheȱfollowingȱmetaphoricalȱsummaryȱof
theȱsyncrisisȱinȱtheȱintrosȱtoȱtheȱKojakȱthemeȱandȱAbba’sȱFernando.124

‘AȱwellȬlit,ȱpartlyȱglitteringȱmodernȱurbanȱenvironment,ȱfullȱofȱgeneral,
constant,ȱbasicallyȱpleasantȱbutȱpartlyȱagitatedȱandȱnervouslyȱbustling
activityȱandȱexcitement,ȱ inȱwhichȱaȱdifferent,ȱmodern,ȱurban,ȱNorthȬ
Americanȱ element,ȱ excitingȱ butȱ partlyȱ threateningȱ andȱ subcultural
playsȱanȱimportantȱpart.’ȱ(Kojakȱtheme,ȱ0:00Ȭ0:07)

‘Aȱstill,ȱcalm,ȱwideȱopenȱexpanseȱofȱnaturalȱsceneryȱ inȱforeignȱclimes

(probablyȱAndeanȬIndian),ȱ tingedȱwithȱmelancholicȱbeautyȱ andȱ conȬ
tainingȱreminiscencesȱ(orȱtheȱdistantȱpresence)ȱofȱaȱloneȱindividual,ȱnaȬ
tiveȱofȱtheȱregion.’ȱ(Fernando,ȱ0:00Ȭ0:25)

Theseȱ twoȱ quotesȱ areȱmusogenicȱ verbalȬvisualȱmetaphorsȱ resulting
fromȱtheȱsemioticȱanalysisȱofȱintrosȱtoȱtwoȱpiecesȱofȱpopularȱmusic.125

Theyȱbothȱsetȱaȱscene.ȱTheȱsecondaryȱfiguresȱareȱpresentȱasȱtheȱPARTLY
THREATENINGȱSUBCULTURALȱELEMENTȱandȱtheȱLONEȱANDEANȬINDIANȱNAȬ
TIVEȱrespectively,ȱbutȱneitherȱsceneȱisȱcomplete…ȱ

Finalȱreturnȱtoȱtheȱscene
Onceȱtheȱgeneralȱmusicalȱsceneȱisȱset,ȱasȱinȱtheȱintrosȱtoȱKojakȱandȱFernȬ
ando,ȱ theȱprimaryȱ figureȱorȱmainȱmelodyȱ enters.ȱTheȱ sceneȱ thenȱbeȬ
comesȱ moreȱ complexȱ becauseȱ itȱ containsȱ twoȱ figureȬground
relationships:ȱoneȱbetweenȱ theȱsecondaryȱ figureȱandȱ theȱ lessȱmotivic

strandsȱinȱtheȱaccompaniment,ȱtheȱotherȱbetweenȱtheȱmainȱmelodicȱline
andȱ theȱ accompanimentȱ asȱ aȱwhole,ȱ includingȱ itsȱ secondaryȱ figure.
TheseȱrelationshipsȱareȱsetȱoutȱinȱTablesȱ12Ȭ6ȱandȱ12Ȭ7ȱ(p.ȱ480).

123. IrmaȱWyman,ȱexȬCEOȱofȱHoneywellȱInc.,ȱisȱcreditedȱasȱoriginatorȱofȱthisȱmaxim.

124. TheȱtwoȱnextȱquotesȱareȱadaptedȱfromȱTaggȱ(2000a:ȱ228ȱandȱ2000b:ȱ67).ȱ
125. ThoseȱanalysesȱareȱinȱTaggȱ(2000a:ȱ147Ȭ244ȱandȱ2000b:ȱ26Ȭ65ȱrespectively).
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Table 12-6.Kojak theme 0:07-0:19, syncrisis as interrelated PMFCs126 

Table 12-7. Fernando verse 1, 0:25-0:55: syncrisis as interrelated PMFCs127

I’veȱincludedȱtheseȱtablesȱofȱsyncriticȱPMFCs128ȱforȱtwoȱparticularȱreaȬ
sons.ȱOneȱisȱtoȱdemonstrateȱhowȱdetailedȱandȱpreciseȱmusematicȱmeanȬ
ingȱcanȱbeȱifȱyouȱhaveȱtheȱtimeȱandȱinclinationȱtoȱinvestigateȱitȱproperly,
aȱmatterȱalreadyȱcoveredȱinȱsomeȱdepth.129ȱTheȱotherȱreasonȱisȱtoȱhighȬ
lightȱtheȱimportanceȱofȱidentifyingȱfigure[s]ȱandȱground,ȱandȱtheirȱinȬ

Primaryȱfigure
(hornȱmelody)

Typeȱofȱ
relation

Accompaniment

callȱtoȱactionȱandȱ
attention,ȱstrong,ȱ
individualȱmoveȬ
ment,ȱupȱandȱ

outwards:ȱvirile,ȱ
energetic,ȱheroic,ȱ
leadingȱtoȱswayingȱ
calmȱandȱconfiȬ
dence;ȱsomethingȱ
individual,ȱmale,ȱ
martialȱandȱheroic

�

standsȱoutȱ
against,ȱisȱ
heardȱ

above,ȱisȱ
strongerȱ
than,ȱisȱ

engagedȱinȱ
unequalȱ
dialogueȱ
with

�

Secondary

figureȱ(bass)
TypeȱofȱrelaȬ

tion

Otherȱstrands
(lessȱmotivic)

energy,ȱexciteȬ
ment,ȱunrest:ȱ
strength,ȱthreatȱ
ofȱsubculturalȱ
environmentȱinȱ
largeȱNorthȱ

Americanȱcity
�

isȱpartȱof,ȱ
rumblesȱ
below,ȱ
isȱheardȱ
throughȱ
�

general,ȱconstant,ȱ
bustlingȱactivity:ȱ
agitated,ȱpleasant,ȱ
vibrant,ȱluminous,ȱ
modern,ȱurban:ȱ
sometimesȱjerky,ȱ
unrestful,ȱexciting

126. BasedȱonȱanalysisȱandȱmodelȱinȱTaggȱ(2000a:ȱ147Ȭ223).

Primaryȱfigure
(vocalȱline)

Typeȱofȱ
relation

Accompaniment
(environment)

youngȱEuropeanȱ
orȱN.ȱAmericanȱ
woman,ȱfervent,ȱ
sincere,ȱreflecting,ȱ

reminiscing,ȱ
narrating,

‘lotsȱtoȱsay’,
‘theȱwordsȱare
important’,

serious,ȱinvolved
�

occupiesȱ
foregroundȱ
inȱfrontȱof,ȱ
atȱtheȱcentreȱ
of,ȱandȱis
engagedȱinȱ
unequalȱ
dialogueȱ
with

�

Secondary

figureȱ(flutes)
Typeȱofȱ
relation

Otherȱparts
(accompaniment)

wistfulȱshortȱ
comments,ȱ
‘ethnic’,ȱ
Hispanic,ȱ

‘exoticȱflute’:
lonely,ȱ
honest,

‘authentic’

�

standsȱoutȱ
asȱaȱfigureȱ
in,ȱbutȱisȱ
alsoȱpartȱ

ofȱ
�

light,ȱopen,ȱrural,ȱ
slow,ȱstill,ȱcalm,

‘ethnic’,ȱAndean,ȱ
slightlyȱreligious,

devotional,

‘sincerity’,

distantȱmilitaryȱ
threatȱ

127. BasedȱonȱanalysisȱinȱTaggȱ(2000b:ȱ26Ȭ50,ȱ67Ȭ70).ȱ
128. PMFCȱ=ȱparamusicalȱfieldȱofȱconnotationȱ(seeȱGlossaryȱandȱp.ȱ229).
129. Seeȱ‘Polysemyȱandȱconnotativeȱprecision’,ȱpp.ȱ167Ȭ171.
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terrelation,ȱinȱthisȱtypeȱofȱsyncrisis.ȱThatȱisȱaȱmatterȱeasiestȱunderstood
byȱhypotheticallyȱswappingȱprimaryȱandȱsecondaryȱfiguresȱandȱapplyȬ
ingȱsuchȱcommutationȱtoȱrealȱmusicalȱexamples.

Youȱcould,ȱforȱinstance,ȱmakeȱtheȱ‘Andeanȱnativeȱflute’ȱtheȱprimaryȱfigȬ
ureȱinȱFernando’sȱversesȱbyȱpanningȱitȱcentreȱfrontȱandȱgivingȱitȱsomeȬ
thingȱmoreȱmelodicallyȱsubstantialȱtoȱplay.ȱThatȱwouldȱentailȱdemoting

theȱ‘sincereȱyoungȱEuropeanȱfemale’ȱtoȱsecondȬfigureȱpositionȱbyȱplacȬ
ingȱherȱslightlyȱtoȱoneȱsideȱfurtherȱbackȱinȱtheȱmix,ȱandȱbyȱlettingȱher
singȱnoȱmoreȱ thanȱ justȱbriefȱcommentsȱ inȱ responseȱ toȱ theȱ fluteȱ lead.
Thatȱsyncriticȱcommutationȱwouldȱhaveȱasȱradicallyȱdifferentȱanȱeffect
asȱtheȱdiatacticalȱsubstitutionȱsuggestedȱinȱChapterȱ11ȱ(p.ȱ391)ȱbecause
mainȱlistenerȱfocusȱwouldȱbeȱonȱtheȱforeignȱflute[s]ȱandȱtheȱoverallȱauȬ
dioȱperspectiveȱ(theȱaudioȱPOV)ȱwouldȱshiftȱquiteȱdramatically.ȱ

SimilarȱcommutationȱofȱsyncrisisȱinȱtheȱKojakȱthemeȱwouldȱhaveȱeven
moreȱdramaticȱeffectsȱifȱyouȱtookȱtheȱ‘subcultural’ȱsecondaryȱfigureȱout
ofȱtheȱ‘ghetto’,ȱgaveȱitȱmoreȱmelodicȱspaceȱandȱreducedȱtheȱroleȱofȱthe
heroicȱhornsȱtoȱplayingȱshort,ȱfanfareȬlikeȱfills.ȱWithȱaȱbitȱofȱpoeticȱliȬ
censeȱ youȱ couldȱ sayȱ thatȱ thisȱ commutationȱwouldȱ replaceȱ aȱ single,
white,ȱmaleȱheroȱsuccessfullyȱsolvingȱallȱcrimeȱinȱanȱexcitingȱbutȱdanȬ
gerousȱurbanȱenvironmentȱinȱNorthȱAmericaȱwithȱaȱgroupȱofȱAfricanȬ
Americanȱbrothersȱasȱnewȱprimaryȱfigure,ȱconfirmedȱasȱheroicȱbyȱthe
shortȱfanfareȱfillsȱasȱnewȱsecondaryȱfigure,ȱinȱsimilarlyȱexcitingȱurban
surroundingsȱwhichȱnowȱnoȱlongerȱincludeȱanythingȱ‘subcultural’ȱasȱa
threat.ȱThat’sȱaȱveryȱdifferentȱpointȱofȱviewȱwithȱaȱveryȱdifferentȱideoȬ
logicalȱmessage.

Howeverȱbanalȱitȱmayȱseem,ȱit’sȱworthȱnotingȱthatȱthereȱareȱbothȱsimiȬ
laritiesȱandȱdifferencesȱofȱsyncrisisȱbetweenȱtheȱtwoȱextractsȱunderȱdisȬ
cussionȱhere.ȱThereȱisȱsimilarityȱofȱoverallȱsyncriticȱformȱsinceȱbothȱare
constructedȱasȱdualȱfigureȬgroundȱrelationships:ȱaȱprimaryȱforeground
figureȱisȱprofiledȱagainstȱaȱbackgroundȱconsistingȱofȱaȱsubsidiaryȱfigȬ
ureȬgroundȱrelationshipȱbetweenȱaȱsecondaryȱfigureȱandȱtheȱlessȱmoȬ
tivicȱaccompanimentalȱstrands.ȱThisȱobservationȱisȱimportantȱasȱaȱstyle
indicator.ȱItȱtellsȱusȱwe’reȱnotȱhearingȱcontrapuntalȱpolyphony,ȱhymnal

homophony,ȱheterophony,ȱ crossȱ rhythmȱorȱhocketing:ȱnoneȱofȱ those
typesȱofȱsyncrisisȱareȱsimilarȱtoȱthatȱsharedȱbyȱKojakȱandȱFernando;ȱnor
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doȱtheȱsocial,ȱculturalȱorȱhistoricalȱconnotationsȱofȱthoseȱotherȱtypesȱof
syncrisisȱresembleȱthoseȱofȱourȱtwoȱexamples.ȱThatȱis,ȱhowever,ȱabout
asȱmuchȱasȱtheyȱdoȱhaveȱinȱcommon.ȱTheirȱdifferencesȱareȱmoreȱstrikȬ
ing.ȱ Justȱ fiveȱofȱ thoseȱdifferencesȱshouldȱgiveȱaȱgoodȱenoughȱ ideaȱof
howȱdecisiveȱdifferentȱparametersȱofȱmusicalȱexpression,ȱ theȱstrands
theyȱformȱandȱtheȱsyncrisisȱformedȱbyȱthoseȱstrands,ȱcanȱallȱbeȱtoȱthe
productionȱofȱtheȱconnotativeȱsortsȱofȱmeaningȱsetȱoutȱ inȱTablesȱ12Ȭ6
andȱ12Ȭ7.130ȱ

[1]ȱKojakȱrunsȱatȱaȱhigherȱtempoȱthanȱFernandoȱ(132ȱv.ȱ96ȱbpm)ȱandȱhas
aȱhigherȱconstantȱsurfaceȱrateȱ(528ȱv.ȱ192ȱnpm).ȱ[2]ȱIt’sȱconsistentlyȱloud
andȱitsȱaccompanimentalȱmotorȱaȱperpetuumȱmobile,ȱwhileȱaccompaȬ
nimentȱ toȱ theȱ verseȱ sectionsȱ ofȱ Fernandoȱ containsȱ veryȱ littleȱ audible
movement.ȱ[3]ȱKojakȱsoundsȱheavierȱbecauseȱitȱhasȱaȱstrong,ȱloud,ȱongoȬ
ingȱbassȱ line,ȱaudibleȱduringȱ100%ȱofȱ theȱ theme’sȱ totalȱrunningȱ time.

Theȱ Fernandoȱ extractȱdoesȱnot:ȱ itsȱ bassȱ lineȱ isȱ veryȱ lightȱ (theȱ ‘tiptoe
bass’)131ȱandȱconsistsȱofȱveryȱshortȱrisingȱmotifsȱheardȱduringȱ50%ȱof
theȱverseȱandȱ0%ȱofȱtheȱintro.ȱ[4]ȱTheȱtwoȱprimaryȱfiguresȱcoverȱroughly
theȱsameȱpitchȱrangeȱinȱtheȱmiddleȱofȱtheȱpianoȱkeyboardȱbutȱwhileȱthat
pitchȱrangeȱisȱhighȱforȱKojak’sȱhornsȱit’sȱaȱcomfortableȱregisterȱforȱanȱalto
voiceȱlikeȱthatȱofȱAbba’sȱFrida.ȱ[5]ȱAllȱmainȱmelodicȱphrasesȱinȱKojakȱrise
abruptlyȱtoȱtheȱhorns’ȱhighȱregisterȱandȱstayȱthereȱ(effortȱandȱurgency),
whileȱthoseȱofȱFernando’sȱversesȱproceedȱentirelyȱbyȱsimpleȱsingleȬpitch
stepsȱ(conjunctȱmotion),ȱtheȱlongerȱphrasesȱdescendingȱtoȱaȱfinalȱpitch
significantlyȱ lowerȱ thanȱ theirȱ departureȱ pointȱ (lessȱ effort,ȱmoreȱ reȬ
laxed).ȱToȱcutȱaȱlongȱstoryȱshort,ȱtheȱmainȱpartȱofȱtheȱKojakȱthemeȱexhibȬ
itsȱaȱgreaterȱdegreeȱofȱdensity,ȱmultiplicity,ȱenergyȱandȱactivityȱthanȱthe
Fernandoȱmusemeȱstack.ȱThoseȱfactorsȱareȱkeyȱelementsȱinȱtheȱproducȬ
tionȱofȱsemioticȱdifferencesȱbetweenȱtheȱtwo.ȱ

130. Amongȱotherȱdifferencesȱunderpinningȱconnotativeȱdifferenceȱbetweenȱtheȱtwoȱ
extractsȱareȱperiodicity,ȱoverallȱpitchȱrange,ȱtonalȱidiomȱandȱinstrumental/vocal/

timbral/registralȱassignmentȱofȱpartsȱ(Tagg,ȱ2000a:ȱ147Ȭ244;ȱ2000b:ȱ26Ȭ65).
131. ‘Tiptoeȱbass’:ȱseeȱTaggȱ(2000b:ȱ41Ȭ42).
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LosingȱlayersȱinȱtheȱfadeȬout

AsȱlayersȱandȱstrandsȱareȱremovedȱfromȱaȱmusemeȱstackȱitȱwillȱbyȱdefȬ
initionȱexhibitȱ lessȱmultiplicityȱandȱeventuallyȱ lessȱdensity.ȱMoreȱ imȬ
portantly,ȱifȱweȱremoveȱstrandsȱresemblingȱaȱhumanȱutteranceȱinȱterms

ofȱduration,ȱregister,ȱpitchȱprofile,ȱandȱsurfaceȱrate,ȱtheȱmusic’sȱidentifiȬ
ableȱfiguresȱandȱgesturesȱwillȱdisappearȱuntilȱwe’reȱleftȱwithȱjustȱsingle
notesȱfarȱaboveȱorȱfarȱbelowȱtheȱrangeȱofȱaȱhumanȱvoice.ȱThisȱemptying

ofȱmidȬrangeȱpitchesȱfromȱaȱmusemeȱstackȱisȱsometimesȱusedȱtoȱgreat
effectȱinȱfilmȱunderscore.ȱItȱcanȱbeȱquiteȱdisconcertingȱtoȱbeȱleftȱalone
withȱ justȱaȱdoomsdayȱmegadrone,132ȱorȱanȱongoing,ȱunvariedȱ single
screech,ȱorȱbothȱofȱthem,ȱbecauseȱthereȱisȱnobodyȱandȱnoȱbodyȱ‘there’ȱto
keepȱtheȱlistenerȱcompanyȱbetweenȱthoseȱextremeȱpitchȱpoles.ȱLessȱdisȬ
concertingȱbutȱ justȱasȱstrangeȱareȱthoseȱetherealȱpassagesȱofȱmusicȱ in
whichȱ pleasant,ȱ smoothlyȱ overlappingȱ sonoritiesȱ ascendȱ softlyȱ and
calmlyȱfromȱtheȱregistralȱrealmȱofȱtheȱhumanȱvoice,ȱgraduallyȱfading
higherȱandȱhigherȱintoȱtheȱblissfulȱnothingnessȱofȱtheȱgreatȱblueȱyonder,
likeȱaȱpeacefullyȱcontentedȱoutȬofȬbodyȱexperience.ȱ

Thatȱseemsȱlikeȱaȱgoodȱwayȱtoȱlayȱthisȱlongȱchapterȱtoȱrest.133ȱ

Summaryȱinȱtenȱpoints

[1]ȱSyncrisisȱisȱtheȱ‘nowȱsound’ȱaspectȱofȱmusicalȱform.ȱIt’sȱintensional
ratherȱ thanȱ extensional,ȱ synchronicȱ ratherȱ thanȱdiachronic,ȱ ‘vertical’
ratherȱthanȱ‘horizontal’.ȱItȱentailsȱtheȱcombinationȱofȱdifferentȱmaterials

(asȱexplainedȱinȱtermsȱofȱtheȱparametersȱofȱmusicalȱexpressionȱinȱChapȬ
tersȱ8,ȱ9ȱandȱ10)ȱ intoȱaȱwholeȱcontainableȱwithinȱtheȱ limitsȱofȱ theȱexȬ
tendedȱpresent.

[2]ȱSyncrisisȱcanȱalsoȱbeȱstructurallyȱunderstoodȱinȱtermsȱofȱparticipants,
strandsȱandȱlayersȱ(pp.ȱ446Ȭ449)ȱandȱsemioticallyȱinȱtermsȱofȱscenesȱwith

particularȱ combinationsȱ ofȱ physical,ȱ spatial,ȱ textural,ȱ kinetic,ȱ ethnic
andȱsocialȱtraits.ȱ

132. Forȱexplanationȱofȱtheȱdoomsdayȱmegadrone,ȱseeȱfootnoteȱ80,ȱp.ȱ337
133. I’veȱneverȱhadȱanȱoutȬofȬbodyȱexperienceȱnorȱeverȱusedȱhallucinogenicȱsubstances.ȱ

I’mȱjustȱtryingȱtoȱextendȱandȱexpandȱonȱhowȱI’mȱaffectedȱbyȱpassagesȱlikeȱtheȱlastȱ
20ȈȱofȱtheȱthirdȱmovementȱinȱBartók’sȱfourthȱstringȱquartetȱ(1928).
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[3]ȱDensity,ȱsparsity,ȱmultiplicityȱandȱsingularityȱareȱusefulȱwaysȱofȱunȬ
derstandingȱtheȱcharacterȱofȱmusicalȱsyncrisis.

[4]ȱTheȱmelodyȬaccompanimentȱdualismȱisȱtheȱmostȱcommonȱsyncritic
paradigmȱinȱWesternȱmusic.ȱSinceȱitsȱemergenceȱcoincidesȱwithȱtheȱrise
ofȱbourgeoisȱnotionsȱofȱtheȱindividual,ȱincludingȱitsȱexpressionȱinȱreliȬ
gionȱ(p.ȱ452ȱff.)ȱandȱtheȱvisualȱartsȱ(figure/ground,ȱpp.ȱ421Ȭ432),ȱitȱcan
beȱseenȱasȱaȱmodelȱofȱmonocentricȱmusicalȱsocialisationȱ(pp.ȱ427,ȱ433).ȱ

[5]ȱIfȱmelodyȬaccompanimentȱsyncrisisȱinvolvesȱmoreȱthanȱoneȱfigure
(itȱ cannotȱ involveȱmoreȱ thanȱoneȱground),ȱ relationsȱbetweenȱ figures
(e.g.ȱ equal,ȱ primaryȱ andȱ secondary),ȱ asȱwellȱ betweenȱ figure[s]ȱ and
groundȱneedȱtoȱbeȱmadeȱclearȱ(pp.ȱ475Ȭ481).

[6]ȱIntrosȱareȱusefulȱinȱtheȱsemioticȱanalysisȱofȱmanyȱtypesȱofȱpopular
musicȱ becauseȱ youȱ canȱ hearȱ theȱ underlyingȱ substanceȱ ofȱ theȱmusic

withoutȱbeingȱdistractedȱbyȱitsȱtuneȱorȱlyrics.

[7]ȱDifferentȱpatternsȱofȱinteractionȱbetweenȱmusicȬmakingȱparticipants
canȱbeȱheardȱtoȱcorrespondȱwithȱdifferentȱsocialisationȱpatternsȱinȱthe
cultureȱatȱlargeȱofȱwhichȱtheȱmusicȱisȱaȱpart.ȱ

[8]ȱ Europeanȱ contrapuntalȱ polyphonyȱ (pp.ȱ 430Ȭ432,ȱ 454Ȭ456),ȱ heavy
metalȱ(pp.ȱ433Ȭ444),ȱelectronicȱdanceȱmusicȱ(pp.ȱ442Ȭ446),ȱSubȬSaharan
crossȱ rhythmȱ (pp.ȱ457Ȭ463)ȱandȱ funkȱgroovesȱ (pp.ȱ465Ȭ467)ȱallȱexemȬ
plifyȱdifferentȱtypesȱofȱsyncrisisȱandȱsyncriticȱmeaning.ȱ

[9]ȱ Solo,ȱ unison,ȱ heterophony,ȱ homophony,ȱ counterpoint,ȱ antiphony
andȱresponsorialityȱareȱallȱimportantȱdeterminantsȱofȱdifferentȱtypesȱof
syncrisisȱ(pp.ȱ449Ȭ456,ȱ470Ȭ477).

[10]ȱGroupȬtypeȱmanifestationsȱ likeȱ theȱ rockȱbandȱ orȱ symphonyȱ orȬ
chestraȱcanȱactȱasȱiconsȱofȱextramusicalȱgroupȱformationsȱ(socialȱanaȬ
phones).ȱGroupȬtypeȱmanifestationsȱalsoȱfunctionȱ indexicallyȱbyȱconȬ
notingȱ genreȬspecificȱ codesȱ associatedȱwithȱ theȱ stylisticȱ traitsȱ ofȱ the
musicȱmadeȱbyȱtheȱensembleȱtypeȱinȱquestionȱ(pp.ȱ467Ȭ470).ȱ ȱ ‘ȱ ȱ
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13.ȱAȱsimpleȱsignȱtypology

Thisȱchapterȱsummarisesȱbasicȱwaysȱinȱwhichȱmusicalȱstructuresȱrelate
toȱwhatȱtheyȱcanȱbeȱseenȱtoȱelicitȱbyȱwayȱofȱresponse.ȱAtȱleastȱthatȱis
howȱthisȱsignȱtypologyȱcameȱintoȱbeing.ȱItsȱrationaleȱisȱeasiestȱtoȱgrasp
byȱconsideringȱaȱconcreteȱexample.ȱ

TheȱsecondȱofȱtheȱTenȱLittleȱTitleȱTunesȱ(TLTT)ȱtestedȱonȱ607ȱrespondents
wasȱaȱcoverȱversionȱofȱaȱTVȱWesternȱthemeȱ—TheȱVirginian.1ȱCommon

responsesȱtoȱthatȱpieceȱwereȱACROSS,ȱBROADȱEXPANSESȱ(incl.ȱPANORAMA,

OPENȱPLAINS,ȱPRAIRIE),ȱCOWBOY,ȱHERO,ȱHORSE,ȱRIDING,ȱTOWARDS,ȱTVȱand,
ofȱcourse,ȱWESTERN.ȱThoseȱVVAsȱfallȱintoȱtwoȱmainȱcategories:ȱ[1]ȱADȬ
VENTURE,ȱTVȱandȱWESTERN;ȱ [2]ȱHEROȱRIDINGȱACROSSȱOPENȱLANDSCAPE.

Theȱfirstȱcategoryȱconsistsȱofȱnarrativeȱgenreȱresponses,ȱwhileȱtheȱsecȬ
ondȱ—aȱHEROȱRIDINGȱACROSSȱOPENȱLANDSCAPEȱTOWARDSȱsomeȱdestinaȬ
tionȱ orȱ other—ȱ consistsȱ ofȱVVAsȱ thatȱmightȱ justȱ asȱwellȱ applyȱ toȱ a
HungarianȱgallopingȱacrossȱtheȱPusztaȱinȱ1241ȱasȱtoȱaȱcowboyȱriding
theȱ rangeȱ inȱ1881.2ȱAȱ loneȱheroȱdashingȱacrossȱwideȬopenȱspacesȱon
horsebackȱisȱkineticallyȱandȱspatially,ȱnotȱgeoculturallyȱorȱhistorically,
specificȱandȱmusicȱforȱsuchȱscenesȱwouldȱtypicallyȱincludeȱpatternsȱof
sonicȱmovementȱsuggestingȱhorseȱridingȱratherȱthanȱskatingȱorȱcaressȬ
ing,ȱanȱindividualȱratherȱthanȱaȱgang,ȱplainsȱratherȱthanȱstreets,ȱspeed
ratherȱ thanȱ calm,ȱ etc.ȱ Indeed,ȱHORSES,ȱRIDINGȱandȱ someȱ sortȱofȱOPEN
LANDSCAPEȱwere,ȱinȱadditionȱtoȱWESTERN,ȱTheȱVirginian’sȱmostȱcommon

VVAsȱwhileȱotherȱWesternȱnarrativeȱtropesȱwereȱabsent.ȱThereȱwereȱno
wagonȱtrains,ȱnoȱunshavenȱvillainsȱterrorisingȱ theȱtownsfolk,ȱnoȱU.S.
cavalry,ȱnoȱpowȬwowsȱorȱwigwams,ȱnoȱbarȱroomȱbrawls,ȱnoȱMexican

bandits,ȱnoȱbuggyȱrides,ȱnoȱshootȬoutsȱonȱmainȱstreet,ȱandȱnoȱhorses
beingȱserenadedȱbyȱtheȱlightȱofȱaȱcampȱfire.ȱTheȱVirginian’sȱrespondents
clearlyȱheardȱaȱparticularȱ typeȱofȱWestern.ȱSomeȱofȱ theȱmusicalȱstrucȬ
turesȱsignallingȱthatȱparticularityȱwereȱindicativeȱofȱaȱparticularȱmusiȬ

1. Faithȱ(Eȱ1962).ȱForȱanalysisȱproceduresȱinȱTLTT,ȱseeȱp.ȱ17ȱandȱp.209,ff.
2. HungaryȱwasȱinvadedȱbyȱMongolsȱinȱ1241.ȱ1881ȱwasȱinȱtheȱheydayȱofȱtheȱcattleȱdrivȬ

ingȱfromȱTexasȱupȱtoȱtheȱrailheadsȱinȱKansas.ȱForȱmusicalȱgalloping,ȱseeȱp.509.
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calȱ styleȱ (styleȱ indicators)ȱwhileȱothersȱwereȱmoreȱkineticȱ andȱ spatial
(kineticȱanaphones).ȱSuchȱdistinctionsȱwereȱusefulȱinȱtryingȱtoȱdetermine

whichȱmusicalȱelementsȱinȱtheȱpieceȱwereȱmoreȱlikelyȱtoȱconnectȱwith

whichȱresponses.

Theȱsimpleȱsignȱtypologyȱthatȱfollowsȱhasȱtwoȱcomplementaryȱuses.ȱ[1]
Itȱfacilitates,ȱasȱjustȱsuggested,ȱconsiderationȱofȱtheȱwaysȱinȱwhichȱcerȬ
tainȱresponsesȱtoȱtheȱmusicȱrelateȱtoȱcertainȱsoundsȱinȱtheȱanalysisȱobȬ
jectȱ (AO).ȱ [2]ȱ Itȱcanȱhelpȱ inȱ theȱ formulationȱofȱhypothesesȱaboutȱ the
connotationsȱofȱtheȱmusicalȱstructuresȱunderȱanalysis.ȱ

Table 13-1. Sign typology: basic overview  

Beforeȱexplainingȱandȱexemplifyingȱeachȱofȱtheseȱsignȱtypesȱitȱshould
beȱnotedȱthatȱonlyȱtwoȱpairsȱofȱsignȱtypesȱshownȱinȱtheȱtableȱareȱmutuȬ
allyȱexclusive:ȱ[1]ȱgenreȱsynecdochesȱandȱstyleȱindicators;ȱ[2]ȱepisodic
determinantsȱandȱepisodicȱmarkers.ȱWithȱthoseȱexceptions,ȱexplained
later,ȱlinksȱbetweenȱmusicalȱstructureȱandȱVVAsȱcanȱalmostȱalwaysȱbe
understoodȱasȱcombinationsȱofȱanyȱofȱtheȱsignȱtypesȱjustȱlisted,ȱasȱcomȬ
posites.ȱThatȱobservationȱalsoȱ talliesȱwithȱ theȱqualitiesȱofȱmusicȱasȱa
modeȱ ofȱ crossȬdomainȱ representationȱ andȱ synaesthesisȱ (p.62,ff.),ȱ as
wellȱasȱwithȱ theȱ importanceȱofȱconsideringȱmusemesȱnotȱsoȱmuchȱas
singleȱentitiesȱbutȱratherȱasȱlayeredȱstacksȱofȱmeaningȱ(p.235,ff.,ȱsyncriȬ

Signȱtypes page Minimalȱdescription

AnaȬ
phone

sonic 487 similarityȱtoȱparamusicalȱsoundȱ
tactile 494 similarityȱtoȱparamusicalȱperceptionȱofȱtouch

kineticȱor
spatial

498 similarityȱtoȱparamusicalȱmovement

and/orȱparamusicalȱspace
composite 509 similarityȱusingȱseveralȱmodesȱofȱperceptionȱ
social 514 similarityȱtoȱsizeȱandȱtypeȱofȱ(social)ȱgroup

DiataxȬ
eme

episodic

determinant

515 structuralȱelementsȱdeterminingȱtheȱdivisionȱ
ofȱmusicȱintoȱdistinctȱepisodesȱorȱsectionsȱ

episodic

marker

516 shortȱprocessualȱstructureȱsignallingȱtemporalȱ
positionȱorȱrelativeȱimportanceȱofȱevents

diataxis 522 overallȱpatterningȱofȱsectionsȱ(episodes)
intoȱoneȱprocessȱorȱsetȱofȱprocesses

Style

styleȱ
indicator

523 aspectsȱofȱmusicalȱstructurationȱindicatingȱtheȱ
‘home’ȱstyleȱofȱtheȱmusicȱinȱquestion

flag genreȱ
synecdoche

524 parsȱproȱtotoȱreferenceȱtoȱ‘foreign’ȱmusicalȱstyle,ȱ
thenceȱtoȱculturalȱcontextȱofȱthatȱstyle
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sis,ȱChapterȱ12).ȱIt’sȱalsoȱworthȱflaggingȱupȱthatȱsomeȱsignȱtypesȱ—anaȬ
phones,ȱepisodicȱmarkersȱandȱgenreȱsynecdoches—ȱworkȱatȱtheȱlevelȱof
musemesȱandȱmusemeȱstacksȱwhileȱtheȱothersȱ—styleȱindicators,ȱepiȬ
sodicȱdeterminantsȱandȱformȱpatterns—ȱareȱmeaningfulȱatȱtheȱlevelȱof
idiomȱandȱprocess.ȱTheȱformerȱareȱtheȱcontentsȱofȱtheȱlatter,ȱsoȱtoȱspeak.ȱȱȱȱȱȱ

Anaphonesȱ
ANAPHONEȱisȱetymologicallyȱanalogousȱtoȱanalogy;ȱbutȱinsteadȱofȱmeanȬ
ingȱtheȱ‘imitationȱofȱexistingȱmodels...ȱinȱtheȱformationȱofȱwords’ȱ(anaȬ
logy),ȱANAPHONEȱmeansȱtheȱuseȱofȱexistingȱmodelsȱinȱtheȱformationȱofȱ(meanȬ
ingfulȱmusical)ȱ sounds.ȱAnaphonesȱ areȱ inȱ thatȱ senseȱ homologousȱ sign
typesȱandȱcanȱbeȱthoughtȱofȱinȱthreeȱmainȱcategoriesȱ—sonic,ȱkineticȱand
tactile—ȱdependingȱonȱwhichȱmodeȱofȱperceptionȱ—sound,ȱmovement

orȱtouch—ȱisȱmostȱstrikingȱinȱtheȱlinkȱbetweenȱmusicalȱstructureȱand
paramusicalȱphenomena.ȱThatȱsaid,ȱanaphonesȱareȱusuallyȱcomposites

ofȱsonic,ȱtactileȱandȱkineticȱperception.3ȱ

Sonicȱanaphonesȱ
Aȱ SONICȱ ANAPHONEȱ canȱ beȱ thoughtȱ ofȱ asȱ theȱmusicalȱ stylisationȱ of
soundȱ thatȱexistsȱoutsideȱ theȱdiscourseȱofȱmusic.ȱSuchȱsoundȱcanȱbe
producedȱbyȱtheȱhumanȱbody,ȱbyȱanimalsȱorȱbyȱelementsȱandȱobjectsȱin
theȱ naturalȱ orȱ manȬmadeȱ environment.ȱ Inȱ thisȱ sectionȱ sonic

anaphones areȱdividedȱintoȱtwoȱprincipalȱbutȱoverlappingȱsubcategoȬ
ries:ȱthoseȱproducedȱbyȱtheȱhumanȱvoiceȱ(vocalȱanaphones)ȱandȱthose
thatȱaren’tȱ(nonȬvocal).4ȱLet’sȱstartȱwithȱtheȱlatter.

3. Sinceȱnoȱsoundȱcanȱbeȱproducedȱandȱnoȱtouchȱfeltȱwithoutȱmovementȱ(energyȱandȱ
massȱinȱspace),ȱbothȱsonicȱandȱtactileȱanaphonesȱshouldȱideallyȱsortȱunderȱtheȱmainȱ
headingȱkineticȱ(p.498,ff.).ȱI’veȱchosenȱtoȱtreatȱthemȱseparately,ȱnotȱbecauseȱIȱthinkȱ
theyȱaren’tȱinterrelatedȱ—theyȱmostȱdefinitelyȱare—ȱbutȱforȱeducationalȱreasonsȱ(seeȱ
p. 498,ff).ȱForȱmoreȱonȱcompositeȱanaphones,ȱseeȱp.509,ff.ȱSeeȱalsoȱtheȱwholeȱofȱ
Chapterȱ12ȱ(syncrisis)ȱandȱtheȱsectionȱonȱmusemeȱstacksȱ(pp.ȱ235Ȭ237).

4. SinceȱmostȱnonȬhumanȱmammalsȱhaveȱaȱlarynxȱandȱcanȱcommunicateȱvocally,ȱtheȱ
labelȱ‘nonȬvocal’ȱis,ȱIȱadmit,ȱmisleading.ȱReasonsȱforȱchoosingȱthatȱlabelȱareȱasȱfolȬ
lows.ȱ[1]ȱBirds,ȱfrogs,ȱwhalesȱandȱotherȱnonȬhumanȱanimalsȱcommunicateȱthroughȱ
soundȱbutȱhaveȱnoȱvocalȱchords;ȱtheirȱsoundsȱareȱtherefore,ȱstrictlyȱspeaking,ȱnonȬ
vocal.ȱ[2]ȱAsȱanthropocentricȱhumansȱweȱareȱmoreȱlikelyȱtoȱgroupȱtheȱsoundsȱmadeȱ
by,ȱsay,ȱfrogsȱandȱbirdsȱ(nonȬvocal)ȱwithȱthoseȱofȱvocalȱmammalsȱlikeȱcowsȱorȱdogsȱ
ratherȱthanȱwithȱtheȱvocalȱsoundsȱweȱhumansȱmake.ȱ[3]ȱIȱcouldȱnotȱfindȱaȱlessȱinadeȬ
quateȱlabelȱtoȱcharacteriseȱourȱanthropocentricȱnotionȱofȱvoice.
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NonȬvocalȱanaphones4ȱ

Theȱ BABBLINGȱ BROOKȱ pianoȱ accompanimentȱ inȱ Schubert’sȱDieȱ schöne
Müllerinȱ (1822),ȱ theȱ THUNDERSTORMȱ inȱBeethoven’sȱPastoralȱSymphony
(1808),ȱ theȱ EARTHQUAKEȱ inȱ Bach’sȱ Matthewȱ Passionȱ (1729),ȱ William

Byrd’sȱBELLSȱ (c.1600),ȱDaquin’sȱCUCKOOȱ (1735),ȱMessiaien’sȱBLACKBIRD
(1952),ȱHendrix’sȱ B52ȱ BOMBERSȱ (1971),ȱ theȱ firstȱMOTORBIKEȱ secondȱ of
Sweetȱ HitchȬHikerȱ (Creedence,ȱ 1971)ȱ andȱ Theȱ Fools’ȱ Psychoȱ CHICKEN
(1980)ȱallȱcontainȱprettyȱobviousȱsonicȱanaphones.5ȱHowever,ȱasȱRösing
(1977)ȱpointsȱout,ȱsonogramsȱofȱSchubertȱbrooksȱorȱofȱBeethovenȱthunȬ
derȱshareȱveryȱlittleȱobjectivelyȱinȱcommonȱwithȱtheȱrealȱsoundsȱthose
musicalȱstylisationsȱareȱsupposedȱtoȱrepresent.ȱStill,ȱthatȱisȱhardlyȱthe
pointȱ becauseȱ theȱ structuralȱ homologiesȱ betweenȱ realȱ andȱmusical

brooksȱorȱbetweenȱrealȱandȱmusicalȱthunderȱstemȱpartlyȱfromȱcultural
conventionȱ andȱ socialȱ experience,ȱ partlyȱ fromȱ differencesȱ inȱ sound
technology.ȱ Thisȱ dualȱmechanismȱ explainsȱwhyȱ Vangelis’sȱ sampled

rainȱ inȱSoilȱFestivitiesȱ (1984)ȱ soundsȱmuchȱmoreȱ likeȱactualȱ rainȱ than
Beethoven’sȱor,ȱforȱthatȱmatter,ȱanyȱofȱEisler’sȱFourteenȱWaysȱofȱDescribȬ
ingȱRainȱ(1941).ȱ

Toȱputȱthingsȱsimply,ȱyouȱmayȱwellȱhaveȱaȱnonȬvocalȱsonicȱanaphone
onȱyourȱhandsȱifȱaȱmusicalȱstructureȱunderȱanalysisȱcanȱbeȱdescribed
usingȱwordsȱofȱtheȱfollowingȱtype:ȱ

bang,ȱbeep,ȱboing,ȱboom,ȱbubble,ȱbump,ȱbuzz,ȱchatter,ȱchug,ȱchunter,ȱclang,
clank,ȱclatter,ȱclick,ȱclunk,ȱclipȬclop,ȱcrack,ȱcrackle,ȱcrash,ȱcreak,ȱcrumble,ȱcrumȬ
ple,ȱ crunch,ȱdiddle,ȱding,ȱdong,ȱdrip,ȱdrop,ȱ fizz,ȱ fizzle,ȱ flutter,ȱgrate,ȱgrind,
gush,ȱjangle,ȱjingle,ȱkerplunk,ȱknock,ȱlap,ȱpatter,ȱplip,ȱplop,ȱpop,ȱpow,ȱratȬaȬtat,
rattle,ȱring,ȱripple,ȱrumble,ȱrustle,ȱscrape,ȱscratch,ȱshatter,ȱsizzle,ȱslam,ȱslap,
slosh,ȱsmack,ȱsmash,ȱsmatter,ȱsnap,ȱsplash,ȱsplatter,ȱsplutter,ȱsquelch,ȱsquish,
swish,ȱswoosh,ȱthrob,ȱthrum,ȱthud,ȱthump,ȱthunder,ȱthwack,ȱtickȬtock,ȱtinkle,
tintinnabulate,ȱtrickle,ȱtwang,ȱvroom,ȱwhirr,ȱwhoosh,ȱwhizz.ȱ

5. TheȱBachȱearthquakeȱoccursȱinȱtheȱcontinuoȱpartȱofȱtheȱrecitativeȱ‘Undȱsieheȱda,ȱderȱ
VorhangȱinȱTempelȱzerrißȱinȱzweiȱstück’ȱatȱtheȱwordsȱ‘undȱdieȱErdeȱerbebete’.ȱForȱ
theȱGUITARȱDISTORTIONȱ=ȱMOTORBIKEȱanaphone,ȱseeȱTaggȱ(2011a).ȱPsychoȱChicken:ȱ
althoughȱtheȱcluckingȱofȱaȱrealȱ(recorded)ȱchickenȱisȱheardȱinȱbreaks,ȱtheȱvastȱmajorȬ
ityȱofȱpoultryȱsoundȱinȱthisȱrecording,ȱlargelyȱaȱparodyȱofȱPsychoȱKillerȱbyȱTheȱTalkȬ
ingȱHeadsȱ(1977),ȱisȱproducedȱonȱguitarȱorȱbyȱtheȱvocalist.
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Addȱtoȱthatȱallȱtheȱsoundsȱemanatingȱfromȱtheȱanimalȱkingdomȱ—bark,
bleat,ȱchirp,ȱcluck,ȱmoo,ȱpurr,ȱquack,ȱtwitter,ȱwhinny,ȱetc.—,ȱplusȱwordsȱthat
canȱ describeȱ bothȱ humanȱ andȱ nonȬhumanȱ soundsȱ —babble,ȱ belch,
breathe,ȱcall,ȱchoke,ȱchortle,ȱcough,ȱcroak,ȱcry,ȱfart,ȱgroan,ȱgrowl,ȱgulp,ȱgurgle,
hiccup,ȱ hiss,ȱ howl,ȱ hum,ȱmoan,ȱmurmur,ȱ roar,ȱ scream,ȱ sigh,ȱ slobber,ȱ snarl,
sneeze,ȱ snivel,ȱ splutter,ȱ squeak,ȱ whisper,ȱ whine,ȱ whistle,ȱ yell,ȱ etc.ȱ (see
p.492)—ȱandȱyouȱmayȱfindȱitȱeasierȱtoȱidentifyȱaȱnonȬvocalȱsonicȱanaȬ
phoneȱsomewhereȱinȱyourȱanalysisȱobject.ȱIfȱnot,ȱyouȱwillȱalmostȱcerȬ
tainlyȱstumbleȱonȱsomeȱotherȱtypeȱofȱanaphone.ȱ

Vocalȱanaphones

Vocalȱanaphonesȱareȱthoseȱinȱwhichȱtheȱmusic’sȱmelodicȱandȱrhythmic

profileȱresemblesȱthatȱofȱspeechȱorȱotherȱhumanȱtypesȱofȱvocalȱutterȬ
ance.ȱVocalȱanaphonesȱmusicallyȱstyliseȱeitherȱ linguisticȱ rhythmȱand
intonationȱorȱparalinguisticȱutterancesȱ likeȱ sighsȱandȱ interjectionsȱof
disgust,ȱdelight,ȱhorror,ȱsurprise,ȱrelief,ȱcontentmentȱandȱsoȱon.ȱ

Linguisticȱvocalȱanaphonesȱ

Transscansionsȱ

TRANSSCANSIONSȱ areȱ theȱmostȱ strikingȱ typeȱ ofȱ linguisticȱ vocalȱ anaȬ
phone.ȱTheyȱareȱshortȱwordlessȱmotifsȱwhoseȱmelodicȱandȱrhythmicȱprofile
closelyȱresemblesȱthatȱofȱatȱleastȱtwoȱspokenȱsyllablesȱassociatedȱwithȱtheȱmusic
inȱwhichȱ itȱoccurs.ȱTheȱtalkingȱdrumsȱofȱsomeȱtraditionalȱmusicsȱfrom
WestȱAfricaȱdemonstrateȱoneȱofȱtheȱmostȱobviousȱandȱconsistentȱusesȱof
transscansionȱbutȱ transscansionsȱalsoȱaboundȱ inȱcontemporaryȱWestȬ
ernȱmassȱmedia,ȱnotablyȱinȱadvertisingȱandȱtitleȱmusic.6ȱTheȱIntelȱInside
jingleȱprovidesȱoneȱfamiliarȱexample,ȱitsȱfourȱnotesȱechoingȱtheȱrhythȬ
micȱpatternȱofȱtheȱfourȱspokenȱsyllablesȱ‘Intelȱinside’.7ȱ

Transscansionsȱtypicallyȱserveȱtoȱhighlightȱandȱreinforceȱkeyȱwordsȱor
phrasesȱthatȱareȱsungȱelsewhereȱinȱtheȱsameȱpieceȱofȱmusicȱorȱthatȱapȬ
pearȱinȱitsȱtitle.ȱTheyȱareȱcommonȱinȱtheȱinstrumentalȱintrosȱandȱoutros
toȱoperaȱarias,ȱLieder,ȱoratorioȱchoruses,ȱparlourȱsongsȱandȱpopȱsongs,
whereȱintrosȱpreȬemptȱandȱoutrosȱechoȱtheȱprosodicȱprofileȱofȱwordsȱin

6. TalkingȱdrumsȱareȱcommonȱinȱareasȱwhereȱAkan,ȱAshanti,ȱFante,ȱTwi,ȱHausa,ȱWolofȱ
orȱYorubaȱisȱspoken.ȱTheyȱareȱsuitedȱtoȱtonalȱlanguagesȱinȱwhichȱpitchȱvariationȱofȱ
theȱsameȱphonemeȱresultsȱinȱdifferentȱtonemesȱconveyingȱdifferentȱmeanings.
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theȱvocalȱline,ȱasȱinȱtheȱHallelujahȱchorusȱfromȱHandel’sȱMessiahȱ(1741),
orȱSchubert’sȱAnȱdieȱMusikȱ (1816),ȱorȱClaribel’sȱ IȱCannotȱSingȱTheȱOld
Songsȱ(c.1855),ȱorȱTheȱBeatles’ȱPleaseȱPleaseȱMeȱ(1963).8ȱAȱsimilarȱprocess
operatesȱwhenȱchurchȱorganistsȱplayȱtheȱfirstȱand/orȱlastȱlineȱofȱaȱhymn

tuneȱtoȱprepareȱtheȱcongregationȱforȱwhatȱtheyȱareȱaboutȱtoȱsing:ȱhearȬ
ingȱtheȱfirstȱlineȱof,ȱsay,ȱ‘OȱGod,ȱourȱhelpȱinȱagesȱpast’ȱwithoutȱwords

establishesȱinȱadvanceȱbothȱtuneȱandȱwordsȱofȱtheȱhymnȱ‘OȱGod,ȱour
helpȱinȱagesȱpast’.ȱ

Thereȱ areȱ twoȱ otherȱ sortsȱ ofȱ linguisticȱ anaphone.ȱLessȱ strikingȱ than
transscansions,ȱtheȱlanguageȱidentifierȱandȱtheȱstockȬphraseȱhomologyȱinȬ
volveȱnoȱexplicitȱechoingȱofȱactualȱwordsȱandȱcanȱoccurȱinȱeitherȱvocal
orȱinstrumentalȱstrandsȱofȱtheȱmusic.ȱ

Languageȱidentifiersȱ

Asȱ itsȱ labelȱsuggests,ȱ theȱLANGUAGEȬIDENTIFIERȱ involvesȱmelodicȬrhythȬ
micȱmotifsȱcharacteristicȱforȱtheȱprosodyȱofȱaȱparticularȱlanguage.ȱForȱexamȬ
ple,ȱtheȱtwoȬnoteȱdisyllabicȱScotchȱsnap,ȱasȱinȱcoming,ȱgoing,ȱbody,ȱhitȱit
etc.,ȱisȱasȱtypicalȱaȱrhythmicȱtraitȱofȱEnglishȱorȱGaelicȱasȱitȱisȱuncommon

inȱItalianȱorȱSpanish,ȱwhichȱinȱtheirȱturnȱfeatureȱtrisyllabicȱpatternsȱ—

7. TheȱIntelȱInsideȱjingleȱisȱtheȱsubjectȱofȱanȱ11Ȭminuteȱanalysisȱclipȱ('Tagg,ȱ2010b).ȱSixȱ
otherȱwellȬknownȱtransscansionsȱare:ȱ[1]ȱtheȱ3Ȭnote/3Ȭsyllableȱ|.O�OB�inȱtheȱthemeȱ
fromȱSupermanȱ(Williams,ȱ1978);ȱ[2]ȱtheȱ4Ȭnote/4ȬsyllableȱmotifȱinȱtheȱTVȱthemeȱforȱ
TheȱVirginianȱ(Faith,ȱ1962);ȱ[3]ȱtheȱ7Ȭnote/7ȬsyllableȱLLMO�MLOBȱforȱWhoseȱLineȱisȱitȱ
Anyway?ȱ[4]ȱtheȱLLO�O.ȱofȱEmmerdaleȱFarmȱ(TLTT:ȱ503Ȭ519;ȱHatch,ȱ1972;ȱȱ'Tagg,ȱ
2010a);ȱ[5]ȱtheȱ.O�O�ofȱDynastyȱ(Conti,ȱ1981);ȱ[6]ȱtheȱ]O�]_�K�ȱofȱAȱSummerȱPlaceȱ(Faith,ȱ
1959).ȱPerhapsȱevenȱtheȱsimpleȱK KȱȱinȱtheȱStarȱWarsȱthemeȱ(Williams,ȱ1977)ȱcanȱbeȱ
heardȱasȱaȱtransscansionȱofȱtheȱfilm’sȱtitle.ȱJustȱtryȱsingingȱ‘SoȱthisȱisȱStarȱWars,ȱwonȬ
derfulȱStarȱWars,ȱgloriousȱStarȱWars,ȱthat’sȱwhatȱitȱis’ȱtoȱthatȱfamousȱtune!ȱIȱalsoȱ
admitȱtoȱusingȱtransscansionsȱinȱTVȱthemesȱ(Samtal;ȱStudioȱG;ȱTagg,ȱ1980,ȱ1982)ȱlongȱ
beforeȱhavingȱtoȱinventȱaȱwordȱdenotingȱtheȱpracticeȱforȱteachingȱpurposes.

8. TheȱHallelujahȱchorusȱintroȱworksȱlikeȱtheȱchurchȱorganist’sȱhymnȱintroȱdescribedȱ
nextȱinȱtheȱmainȱtext.ȱThereȱareȱtwoȱtransscansionsȱinȱtheȱpianoȱpartȱofȱSchubert’sȱAnȱ
dieȱMusik,ȱoneȱinȱtheȱintro,ȱtheȱotherȱinȱtheȱoutro.ȱTheȱintroȱtransscansionȱprefiguresȱ
theȱfirstȱmusical/verbalȱphraseȱ(‘DuȱholdeȱKunst’ȱinȱverseȱ1),ȱwhileȱtheȱoutroȱechoesȱ
theȱlastȱfewȱsyllablesȱofȱtheȱvocalȱpartȱ(verseȱ1:ȱ‘inȱeinerȱbeßrerȱWeltȱentrückt’ȱtwice,ȱ
thenȱ‘inȱeinerȱbeßrerȱWelt,ȱȇnerȱbeßrerȱWelt,ȱȇnerȱbeßrerȱWeltȱentrückt’).ȱTheȱintrosȱ
andȱoutrosȱtoȱtheȱClaribelȱsongȱsimplyȱstyliseȱtheȱprosodyȱofȱ‘Iȱcannotȱsingȱtheȱoldȱ
songs’.ȱTheȱharmonicaȱintroȱtoȱPleaseȱPleaseȱMeȱpreȬemptsȱtheȱsong’sȱfirstȱline:ȱ‘Lastȱ
nightȱIȱsaidȱtheseȱwordsȱtoȱmyȱgirl’.ȱ



Tagg:ȱMusic’sȱMeaningsȱ—ȱ13.ȱAȱsimpleȱsignȱtypology 491

Milano,ȱSevilla,ȱtiȱamo,ȱtusȱojos,ȱteȱquiero,ȱlaȱnotte,ȱmiȱvida,ȱilȱmare,ȱlaȱplaya,
etc.—ȱthatȱareȱmuchȱrarerȱinȱEnglishȱorȱGaelic.9ȱAlthoughȱanaphonicȱin
thatȱtheyȱresembleȱspeechȱindependentȱofȱmusicalȱdiscourse,ȱtheȱvocal
anaphonesȱofȱ languageȱidentificationȱalsoȱfunctionȱasȱstyleȱ indicators
orȱgenreȱsynecdochesȱbecause,ȱbyȱsignallingȱspecificȱspeechȱpatterns,
theyȱcanȱconnoteȱtheȱlanguageȱandȱcultureȱofȱwhichȱthoseȱpatternsȱare
butȱaȱsmallȱpart.ȱ

StockȬphraseȱhomologiesȱ

STOCKȬPHRASEȱHOMOLOGIESȱ alsoȱ relateȱ toȱprosodicȱ aspectsȱ ofȱ speech.
Likeȱ transscansionsȱ andȱ languageȱ identifiersȱ theyȱ areȱ alsoȱwordless

melodicȬrhythmicȱmotifsȱbutȱtheyȱneitherȱechoȱsyllablesȱdirectlyȱassociȬ
atedȱwithȱtheȱpieceȱinȱwhichȱtheyȱoccurȱ(transscansions),ȱnorȱdoȱthey
necessarilyȱconnoteȱ(althoughȱtheyȱcan)ȱanyȱcultureȱthroughȱtheȱspecific
prosodyȱofȱaȱparticularȱ languageȱ (languageȱ identifiers).ȱAsȱ theȱ label
suggests,ȱ stockȬphraseȱ homologiesȱ areȱmelodicȬrhythmicȱmotifsȱ that
canȱbeȱheardȱtoȱresembleȱtheȱprosodyȱofȱcommonȱverbalȱstatementsȱutȬ
teredȱwithȱtheȱattitudeȱappropriateȱtoȱtheirȱmessage.ȱTheȱmotifȱunder
investigationȱmightȱmelodicallyȱ andȱ rhythmicallyȱ resembleȱmoreȱ a
short,ȱsharpȱSHUTȱUP!ȱorȱGOȱTOȱHELL!ȱthanȱaȱmellifluousȱIȱLOVEȱYOUȱBEȬ
CAUSEȱYOUȱUNDERSTAND,ȱDEAR.ȱOrȱmaybeȱitȱsoundsȱmoreȱlikeȱaȱflustered
GETȱAȱMOVEȱON!ȱorȱLEAVEȱMEȱALONE!,ȱorȱperhapsȱaȱsincereȱTHAT’SȱSOȱKIND

OFȱYOU,ȱorȱaȱprovocativeȱYOUȱAIN’TȱSEENȱNOTHINGȱYET.ȱForȱexample,ȱthe
sentenceȱIȱloveȱyouȱbecauseȱyouȱunderstand,ȱdear,ȱasȱsungȱbyȱJimȱReeves
(1964),ȱhasȱexactlyȱtheȱsameȱrhythm,ȱdurationȱandȱnumberȱofȱsyllables
asȱIȱhateȱyouȱbecauseȱyouȱmakeȱmeȱvomit.ȱUnlessȱcomicȱeffectȱisȱintended,
theseȱtwoȱisorhythmicȱandȱequidurationalȱsentencesȱareȱunlikelyȱtoȱbe
utteredȱusingȱtheȱsameȱtimbre,ȱintonation,ȱdictionȱorȱdynamics.ȱȱȱ

9. ComingȱThroughȱTheȱRyeȱ(RȱBurns,ȱ1969:ȱ664ȱ#560)ȱisȱveritablyȱlitteredȱwithȱScotchȱ
snapsȱ(comin’,ȱJenny,ȱbody,ȱpettie,ȱcoatie),ȱasȱareȱmostȱStrathspeys.ȱTheȱrhythmȱofȱ
LalandȱScotsȱ(English)ȱisȱthoughtȱtoȱderiveȱfromȱGaelic,ȱas,ȱforȱexampleȱinȱȇSȱtoighȱ
leamȱcruinneagȱdhonnȱnamȱboȱ(ScottishȱTrad.,|members.fortunecity.co.uk/gaidhlig/page3c.html| 
[110315].)ȱTheȱScotchȱsnapȱisȱalsoȱcommonȱinȱIrishȱGaelic,ȱasȱinȱtheȱlamentȱSeánȱÓȱDuiȬ
bhirȱa’ȱGhleannaȱ(‘SeanȱO’DwyerȱofȱtheȱGlen’;ȱinȱAmhránleabharȱÓgraȱÉireann,ȱDublin:ȱ
Folens,ȱ1971).ȱSeeȱScotchȱSnapsȱȬȱTheȱBigȱPictureȱ(75ȱmins)ȱforȱmoreȱonȱthisȱtopicȱ
('Tagg,ȱ2011b).
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Paralinguisticȱanaphonesȱ
PARALINGUISTICȱANAPHONESȱinvolveȱtheȱmusicalȱstylisationȱofȱnonȬverbal
vocalȱexpression.ȱSuchȱanaphonesȱcanȱstyliseȱtheȱsoundsȱof,ȱforȱexample:

babbling,ȱ booing,ȱ cackling,ȱ calling,ȱ crying,ȱ cheering,ȱ giggling,ȱ groaning,
growling,ȱgrunting,ȱgurgling,ȱhicupping,ȱhowling,ȱlaughing,ȱmoaning,ȱmumȬ
bling,ȱmurmuring,ȱmuttering,ȱscreaming,ȱsighing,ȱslobbering,ȱsnarling,ȱsnivȬ
elling,ȱsquawking,ȱsqueaking,ȱsquealing,ȱstammering,ȱwhimpering,ȱwhining,
whooping,ȱyammering,ȱyawning.ȱ

Theyȱ canȱ alsoȱbeȱheardȱ asȱ resemblingȱ theȱvocalȱ expression,ȱwithȱ or
withoutȱwords,ȱofȱstatesȱofȱmindȱandȱemotions,ȱsuchȱas:ȱ

[1]ȱ abandon,ȱ ecstasy,ȱ extraversionȱ orȱ control,ȱ restraint,ȱ introversion;ȱ [2]
loneliness,ȱsolitudeȱorȱaȱsenseȱofȱcommunityȱandȱbelonging;ȱ[3]ȱcontentment,
hope,ȱ enthusiasmȱorȱ anger,ȱ apathy,ȱ irritation,ȱ confusion,ȱ consternation,ȱdeȬ
spair,ȱdespondency,ȱdisinterest,ȱregret;ȱ[4]ȱcalm,ȱconfidence,ȱdeterminationȱor
fear,ȱworry,ȱ panic,ȱ apprehension;ȱ [5]ȱ delight,ȱ appreciation,ȱ encouragement,
happinessȱorȱdisgust,ȱdisdain,ȱgrief,ȱsadness;ȱ[5]ȱreliefȱorȱtension;ȱ[6]ȱsurprise
orȱshock;ȱandȱofȱcourseȱ[7]ȱpleasureȱorȱpain.

Anotherȱwayȱ ofȱ understandingȱ paralinguisticȱ anaphonesȱ isȱ toȱ hear
themȱinȱtermsȱofȱeitherȱtheȱprosodyȱorȱsocialȱfunctionȱofȱtheȱtypeȱofȱutȬ
teranceȱtheyȱresemble.ȱAreȱanyȱofȱtheȱmelodicȱmotifsȱinȱyourȱAOȱinȱany
wayȱsimilarȱtoȱtheȱprosodyȱofȱanyȱofȱtheȱfollowingȱtypesȱofȱspeech?ȱ

accusing,ȱagreeing,ȱaffirming,ȱannouncing,ȱapologising,ȱapproving,ȱarguing,
asking,ȱbeseeching,ȱbewailing,ȱcajoling,ȱchallenging,ȱchattering,ȱchiding,ȱcomȬ
plaining,ȱ condemning,ȱ confiding,ȱ confirming,ȱ comforting,ȱ cursing,ȱdeclaimȬ
ing,ȱ denying,ȱ disagreeing,ȱ encouraging,ȱ exhorting,ȱ gossiping,ȱ negating,
objecting,ȱordering,ȱpersuading,ȱpleading,ȱpraising,ȱpraying,ȱpreaching,ȱproȬ
voking,ȱranting,ȱreciting,ȱteasing,ȱtaunting,ȱthreatening,ȱwarning,ȱwhining.ȱ

OrȱperhapsȱsomeȱmelodicȱutterancesȱinȱyourȱAOȱmayȱbeȱpresentedȱinȱa
formȱthatȱresemblesȱoneȱofȱtheseȱtypesȱofȱspeech:

monologueȱ(incl.ȱmonologueȱ intérieure),ȱrumination,ȱdiscussion,ȱdeclamaȬ
tion,ȱconversation,ȱproclamation,ȱquestionȱandȱanswer,ȱcallȱandȱresponse,ȱopenȬ
ingȱline,ȱpunchline,ȱcomment,ȱ(theatrical)ȱaside.

VocalȱanaphonesȱcanȱsometimesȱalsoȱbeȱroughlyȱindicatedȱusingȱinterȬ
jectionsȱlikeȱaah!,ȱaïee!,ȱbrrr!,ȱeh?,ȱgasp!,ȱgroan!,ȱgrrr!,ȱgulp!,ȱhelp!,ȱhm!,ȱhoȬ
ho!,ȱ huh?,ȱ hush!,ȱno!,ȱ ohȱ yes!,ȱ ohȬho!,ȱ ohȱno!ȱ ooh!,ȱ oomph!,ȱ ouch!,ȱ phew!,
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phwoah!,ȱ sh!ȱ sigh!,ȱ slurp!,ȱ teeȬhee!,ȱ ugh!,ȱ uhȬuh!,ȱ whoopee!,ȱ wow!,ȱ yay!,
yawn!,ȱyeeȬha!,ȱyes!,ȱyuck!ȱorȱzzzz!10ȱHowever,ȱgivenȱtheȱconnotativeȱpreȬ
cisionȱofȱmusic,ȱit’sȱoftenȱmoreȱinstructiveȱifȱyouȱcanȱfindȱwordsȱthatȱcoȬ
herentlyȱexpressȱ theȱattitudeȱorȱstateȱofȱmindȱstylisedȱ inȱ theȱrelevant
anaphone.ȱRememberingȱthatȱlogogenicȱprecisionȱrarelyȱresemblesȱits
musogenicȱcounterpart,ȱit’sȱunlikelyȱthatȱtheȱwordsȱyouȱfindȱtoȱindicate
theȱrelevantȱstateȱofȱmindȱwillȱcreateȱaȱstockȬphraseȱhomology,ȱletȱalone
aȱtransscansion.ȱConcoctingȱlyricsȱisȱnotȱtheȱpointȱofȱtheȱexerciseȱhere:
it’sȱaȱmatterȱofȱprosaicȱverbalȱprecisionȱaboutȱmusicalȱdiscourse,ȱnotȱofȱit.
That’sȱwhyȱit’sȱmoreȱusefulȱtoȱhazardȱinterpretativeȱguessesȱlikeȱIFȱONLY

THINGSȱWEREȱTHATȱEASY!,ȱorȱ I’MȱTOTALLYȱLOSTȱANDȱCONFUSED,ȱorȱNOW

I’LLȱSHOWȱYOU,ȱorȱevenȱLIFEȱMAYȱBEȱHARDȱBUTȱI’LLȱNOTȱBEȱPUTȱDOWNȱthan
toȱ hideȱ behindȱ theȱ convenientȱ truthȱ thatȱmusicȱ cannotȱ beȱ putȱ into
words.ȱTheȱaimȱisȱnotȱtoȱputȱmusicȱintoȱwordsȱbutȱtoȱuseȱwordsȱtoȱforȬ
mulateȱaȱmetaphoricalȱorȱapproximateȱdescriptionȱofȱwhatȱyouȱthink
theȱmusicȱmightȱmean.ȱYouȱwillȱneverȱbeȱableȱ toȱproveȱconclusively
thatȱyourȱinterpretationȱisȱrightȱbutȱyouȱcanȱatȱleastȱtestȱitsȱplausibility
usingȱtheȱapproachesȱpresentedȱinȱchaptersȱ6ȱandȱ7.ȱ

Theȱ factȱ thatȱvocalȱexpression,ȱverbalȱorȱnonȬverbal,ȱ isȱ intimatelyȱreȬ
latedȱtoȱwordlessȱmusicalȱstatementsȱwillȱbeȱevidentȱtoȱanyoneȱfamiliar

withȱcertainȱtypesȱofȱblues,ȱrock,ȱCountry,ȱorȱwithȱanyȱotherȱtypeȱofȱmuȬ
sicȱinȱwhichȱcallȬandȬresponseȱpatternsȱareȱdividedȱbetweenȱvoiceȱ(the
‘call’)ȱandȱ instrumentȱ (theȱ ‘response’).ȱForȱexample,ȱ instrumentalȱ fills
betweenȱvocalȱphrasesȱ inȱ theȱmusicalȱ stylesȱ justȱmentionedȱareȱanaȬ
phonicȱ inȱ thatȱ theyȱ suggestȱ conversation:ȱ sometimesȱ theyȱ seemȱ to
merelyȱanswerȱ theȱvocalȱ line,ȱwhileȱatȱothersȱ theyȱcommentȱandȱexȬ
pandȱonȱwhatȱhasȱ justȱbeenȱsung.11ȱPerhapsȱevenȱmoreȱ indicativeȱof
language’sȱcloseȱrelationshipȱwithȱmelodicȱlinesȱisȱtheȱuseȱofȱwahȬwah

10. ForȱanȱextraordinarilyȱrichȱlistȱofȱcomicȬbookȱsoundȱverbalisationsȱandȱexplanationsȱ
ofȱtheȱsonicȱactionsȱtheyȱdesignate,ȱseeȱParksȱetȱal.ȱ(2002).

11. InȱMatchboxȱBluesȱ(1927)ȱBlindȱLemonȱJefferson’sȱguitarȱfillsȱactȱasȱsimpleȱbutȱeffecȬ
tiveȱresponseȱtoȱeachȱvocalȱ‘call’.ȱInȱJeannieȱCȱRiley’sȱHarperȱValleyȱPTAȱ(1968)ȱguitarȱ
fillsȱshowȱincreasingȱinvolvementȱ(startingȱafterȱ‘miniȱskirt’)ȱinȱtheȱvocalist’sȱaccountȱ
ofȱsmallȱtownȱhypocrisy.ȱMarkȱKnopfler’sȱfillsȱforȱInȱTheȱGalleryȱ(DireȱStraits,ȱ1978)ȱ
areȱinstrumentalȱmadrigalismsȱsoȱpreciselyȱcraftedȱ(afterȱ‘skatingȱballerina’,ȱworkingȱ
inȱ‘clayȱandȱstone’,ȱ‘wavesȱcomingȱtoȱtheȱshore’,ȱetc.)ȱthatȱgoȱwayȱbeyondȱtheȱfuncȬ
tionȱofȱmereȱfillsȱorȱresponses;ȱseeȱ‘Responsoriality’,ȱp.ȱ470,ȱff.
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andȱtheȱtalkȱboxȱinȱrockȱmusic.ȱInstrumentalȱfillsȱandȱcomments,ȱasȱwell

asȱtheȱdevicesȱjustȱmentioned,ȱallȱserveȱinȱoneȱwayȱorȱanotherȱtoȱmake

anȱinstrumentalȱstatementȱresembleȱtheȱutteranceȱofȱaȱhumanȱvoice.12ȱȱȱȱȱȱȱȱ

Sonicȱanaphones,ȱnonȬvocalȱorȱvocal,ȱmayȱbeȱtheȱmostȱobviousȱsortȱof
anaphoneȱbecauseȱtheyȱareȱunimodalȱ(soundȱrepresentingȱotherȱsound)
butȱtheyȱareȱneitherȱtheȱonlyȱnorȱtheȱmostȱcommonȱtypeȱofȱanaphone.
Transmodalȱanaphonesȱinȱwhichȱmusicalȱsoundȱ linksȱwithȱotherȱsenȬ
soryȱmodesȱandȱdomainsȱofȱrepresentation,ȱnotablyȱthoseȱofȱtouchȱand,
evenȱmoreȱ importantly,ȱofȱmovement,ȱareȱ centralȱ toȱ theȱ semioticsȱof
music.ȱȱȱȱ

Tactileȱanaphonesȱ

Sensuousȱstringȱpadsȱ

OneȱofȱtheȱmostȱfamiliarȱtactileȱanaphonesȱtoȱWesternȱearsȱmustȱsurely
beȱtheȱsoundȱofȱorchestralȱstringsȱbowedȱsmoothlyȱandȱwithoutȱharsh
dissonancesȱtoȱproduceȱaȱslowlyȱmoving,ȱcontinuous,ȱchordalȱtexture.
Onȱ synthesisersȱ suchȱ soundsȱareȱcalledȱ stringȱpadsȱbecauseȱ theyȱpad
holesȱandȱfillȱgapsȱinȱtheȱmusic’sȱoverallȱtexture.ȱPerformedȱ liveȱonȱa
groupȱofȱstringedȱ instruments,ȱstringȱpadsȱareȱcharacterisedȱbyȱ their
lackȱofȱdistinctȱattackȱandȱdecay,ȱandȱbyȱtheirȱrelativelyȱconsistentȱenveȬ
lope,ȱallȱoftenȱenhancedȱbyȱconsiderableȱamountsȱofȱreverb.13ȱThisȱsort
ofȱsoundȱproducesȱaȱhomogeneous,ȱthick,ȱrich,ȱviscousȱsonicȱeffectȱand,
byȱhapticȱsynaesthesis,ȱsensationsȱofȱluxury,ȱcomfortȱandȱsmoothness.

ThisȱobservationȱcanȱbeȱsubstantiatedȱbyȱnotingȱtitlesȱandȱinȬhouseȱdeȬ
scriptionsȱofȱlibraryȱmusicȱfeaturingȱthickȱ(rich,ȱlush)ȱstringȱscoringȱof
pleasantȱharmonies,ȱ forȱexample:ȱ [1]ȱLullabyȱOfȱTheȱCity:ȱhome,ȱ SOFT
ANDȱVELVETY,ȱGENTLYȱFLOWING,ȱQUIET,ȱ INTIMATEȱANDȱRESTFUL;ȱ[2]ȱPentȬ

12. WAHȬWAHȱwasȱusedȱextensivelyȱinȱjazzȱusingȱplungerȱmutesȱ(e.g.ȱBubberȱMileyȱinȱ
theȱDukeȱEllingtonȱBand).ȱItsȱheydayȱwasȱthatȱofȱtheȱwahȬwahȱpedalȱandȱitsȱmostȱ
celebratedȱexponentȱJimiȱHendrix,ȱasȱinȱVoodooȱChildȱ(SlightȱReturn)ȱ(1968).ȱAȱtalkȱboxȱ
passesȱamplifiedȱsoundȱthroughȱtheȱinstrumentalist’sȱmouthȱthatȱcanȱbeȱshapedȱtoȱ
formȱ‘words’ȱsoȱthatȱaȱmixtureȱofȱvocalȱandȱinstrumentalȱsoundȱisȱproduced.ȱTheȱ
mostȱnotableȱtalkȱboxȱexponentȱisȱprobablyȱguitaristȱPeterȱFramptonȱ(e.g.ȱ1976).ȱTalkȱ
boxesȱshouldȱnotȱbeȱconfusedȱwithȱvocodersȱwhichȱareȱoftenȱusedȱtoȱmakeȱaȱvocalȱlineȱ
soundȱroboticȱ(e.g.ȱKraftwerk,ȱ1974).ȱ

13. Generousȱreverbȱwillȱinevitablyȱdrownȱanyȱeventualȱcrispnessȱofȱaȱnote’sȱdecay.
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houseȱAffair:ȱfashions,ȱSWEETlyȱmelodic,ȱslightlyȱNOSTALGICȱBUTȱSOPHISTIȬ
CATED,ȱ‘DRESSEDȱINȱSILKȱANDȱSATIN’;ȱ[3]ȱAmethystsȱforȱEsmeraldaȱ—ȱRICH
ANDȱDREAMY;ȱ[4]ȱGirlȱInȱBlueȱ—ȱLUSH,ȱSMOOTHȱmelody;ȱ[5]ȱValseȱAnastasie
—ȱROMANTIC,ȱLUSH;ȱ [6]ȱSequenceȱ forȱSentimentalistsȱ—ȱRICH,ȱROMANTIC

theme.14 ViscousȱstringȱpadsȱhaveȱofȱcourseȱalsoȱactedȱasȱsonicȱemulsiȬ
fiersȱinȱmanyȱaȱvoluptuousȱHollywoodȱloveȱscene.15ȱ

SOFT,ȱGENTLE,ȱVELVETY,ȱSILKȱANDȱSATIN,ȱLUSH,ȱSMOOTHȱandȱRICHȱallȱconȬ
noteȱaȱparticularȱrangeȱofȱtactileȱsensationsȱtoȱwhichȱIȱadded,ȱmoreȱproȬ
saically,ȱ HOMOGENEOUS,ȱ THICK,ȱ EMULSIFIEDȱ andȱ VISCOUSȱ inȱ effortsȱ to
concretiseȱtheȱsharedȱphysicalȱcharacteristicsȱofȱtheȱunctuousȱaspectȱof
theȱsortȱofȱstringȱpadȱanaphoneȱunderȱreviewȱhere.ȱOILY,ȱSTICKYȱand
GLUTINOUSȱwouldȱadmittedlyȱbeȱstrangeȱdescriptorsȱofȱtheȱsound,ȱbut
SACCHARINE,ȱSUGARY,ȱSYRUPY,ȱSAPPY,ȱSLUSHY,ȱGOOEYȱandȱMUSHYȱhaveȱall
beenȱusedȱdisparaginglyȱtoȱqualifyȱmusicȱthatȱlistenersȱfindȱtooȱLUSH,
tooȱCLOYING,ȱSWEETȱorȱRICH.16ȱThatȱsaid,ȱsweetȱviscosity,ȱmusicalȱorȱothȬ
erwise,ȱcannotȱbeȱunpleasantȱperȱse,ȱasȱappositeȱcorrelativesȱlikeȱJUICY,
SUCCULENT,ȱ CREAMY,ȱ SOFTȱ andȱ SMOOTHȱ clearlyȱ suggest.ȱ Besides,ȱ the
otherȱ tactileȱ aspectȱ ofȱ theȱ libraryȱmusicȱdescriptionsȱ—theȱ SILKȱAND

SATINȱsideȱofȱtheȱanaphone—ȱembodyȱlitheȱdelicacyȱandȱGENTLYȱFLOWȬ
INGȱsmoothnessȱasȱcounterbalanceȱtoȱtheȱdeeper,ȱthickerȱandȱmoreȱvisȬ
cidȱaspectȱofȱsmoothnessȱinȱtheȱRICHȱstringȱtexture.ȱ

14. Examplesȱ[1]ȱandȱ[2]ȱareȱfromȱBackgroundȱMusicȱforȱHomeȱMoviesȱ(n.d.);ȱ[3]Ȭ[6]ȱareȱ
fromȱtheȱcollectionȱBooseyȱ&ȱHawkesȱRecordedȱMusicȱforȱFilm,ȱRadioȱ&ȱTVȱ(n.d.).ȱ

15. HereȱareȱaȱeightȱHollywoodȱexamplesȱforȱscepticalȱreaders:ȱ[1]ȱDriscollȱandȱAnneȱ
kissingȱonȱtheȱboatȱinȱKingȱKongȱ(Steiner,ȱ1932);ȱ[2]ȱJohnȱWayneȱproposingȱtoȱMissȱ
DallasȱinȱDVDȱchapterȱ12ȱofȱStagecoachȱ(Steiner/Hageman,ȱ1939);ȱ[3]ȱPaulȱ‘ShallȬWeȬ
HaveȬAȬCigaretteȬOnȬIt?’ȱHenreidȱandȱBetteȱDavisȱinȱDVDȱchaptersȱ17ȱandȱ36ȱofȱNowȱ
Voyagerȱ(Steiner,ȱ1942);ȱ[4]ȱBarbaraȱStanwyckȱasȱtheȱlusciousȱbutȱlethalȱMrsȱDietrichȬ
sonȱinȱDoubleȱIndemnityȱ(Rózsa,ȱ1944);ȱ[5]ȱLovelyȱLauraȱfromȱtheȱhomonymousȱfilmȱ
(Raksin,ȱ1944);ȱ(6)ȱLara’sȱThemeȱfromȱDrȱZhivagoȱ(Jarre,ȱ1965);ȱ(7)ȱAda’sȱthemeȱ(Temaȱ
diȱAda)ȱforȱtheȱromanticallyȱhedonistȱembodimentȱofȱupperȬclassȱfeminineȱchaosȱinȱ
DVDȱchapterȱ11ȱofȱPartȱ1ȱofȱ1900ȱ(Morricone,ȱ1976);ȱ(8)ȱTheȱvoluptuousȱpasȱdeȱdeuxȱ
fromȱKhatchaturian’sȱballetȱSpartacusȱ(1954)ȱusedȱforȱtheȱswellȱofȱtheȱseaȱandȱemoȬ
tionsȱinȱaȱBritishȱsoapȱofȱtheȱseventiesȱentitledȱTheȱOnedinȱLine.

16. NotȱtoȱmentionȱtheȱGermanȱexpressionȱSchmalzȱ(literallyȱ=ȱpigȱfatȱdripping).ȱCharlesȱ
Parry,ȱcomposerȱofȱJerusalemȱ(‘Andȱdidȱthoseȱfeetȱinȱancientȱtime’…)ȱisȱrumouredȱtoȱ
haveȱusedȱtheȱphraseȱ‘theȱstrawberryȱjamȱofȱmusic’.ȱSeeȱPercyȱScholes’ȱOxfordȱComȬ
panionȱtoȱMusicȱ(1955),ȱcitedȱbyȱVanȱderȱMerweȱ(1989:243).
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Theȱlighterȱqualityȱofȱsmoothȱsheenȱ(SILKȱANDȱSATIN)ȱratherȱthanȱofȱdeep
viscosityȱ isȱ largelyȱattributableȱ toȱhigherȱpitchȱ (higherȱasȱ lighter,ȱ less
heavy,ȱ lessȱdark)ȱ inȱ termsȱofȱ fundamentalȱorȱharmonics.ȱStringȱpads,
liveȱorȱsynthesised,ȱareȱcharacterisedȱbyȱaȱtimbreȱthatȱisȱnormallyȱrichȱin
highȱharmonicsȱsoȱthatȱnotesȱplayedȱinȱtheȱmid,ȱorȱevenȱlow,ȱregisterȱinȬ
cludeȱ anȱ elementȱ ofȱ ‘shine’.ȱ Indeed,ȱ expressionsȱ likeȱ ‘shimmering

strings’ȱandȱ‘silverȱstrings’ȱareȱsoȱwidespreadȱthatȱsuggestingȱsynaesȬ
theticȱlinksȱbetweenȱtheȱsheenȱofȱsilkȱorȱsatinȱandȱtheȱ‘shine’ȱofȱ‘satin
strings’ȱseemsȱsuperfluous.17ȱTheȱSWEETLYȱMELODICȱcoȬdescriptorȱofȱthe
SILKȱANDȱSATINȱpieceȱPenthouseȱAffairȱ(p.494)ȱhintsȱatȱanotherȱexplanaȬ
tionȱofȱtheȱcontrastȱbetweenȱtheȱSILKYȱDELICACYȱandȱRICHȱVISCOSITYȱtypes
ofȱsmoothness:ȱnotȱonlyȱisȱtheȱpiece’sȱmelodyȱsetȱatȱaȱhigherȱ(lighter)
pitchȱthanȱtheȱaverageȱofȱitsȱaccompanyingȱstringȱpad;ȱitsȱlegatoȱnotes
alsoȱchangeȱatȱaȱquickerȱpaceȱthanȱthoseȱofȱtheȱunderlyingȱstringȱpad’s
chordsȱ soȱ thatȱ itȱ canȱ become,ȱ asȱ theȱ libraryȱmusicȱ companyȱ putȱ it,
SWEETLYȱMELODICȱandȱmoreȱGENTLYȱFLOWINGȱlikeȱLullabyȱOfȱTheȱCity.ȱ

Now,ȱ althoughȱ SOFT,ȱGENTLE,ȱVELVETY,ȱ SILKȱANDȱ SATIN,ȱ LUSH,ȱ SMOOTH

andȱRICHȱallȱindicateȱclearlyȱtactileȱqualities,ȱseveralȱofȱtheȱwordsȱjust
usedȱtoȱdescribeȱstringȱpadȱsoundsȱobviouslyȱrelateȱ toȱtasteȱ—SWEET,

SUGARY,ȱ SYRUPYȱ andȱ CREAMY,ȱ forȱ example.ȱ Soȱwhyȱ areȱ gustatoryȱ anaȬ
phonesȱabsentȱfromȱthisȱtaxonomy?ȱ

Theȱfirstȱreasonȱisȱthatȱmostȱofȱtheȱtasteȱwordsȱusedȱsoȱfarȱhaveȱasȱmuch

toȱdoȱwithȱtextureȱorȱconsistencyȱ(CREAMY,ȱSYRUPY,ȱJUICY,ȱetc.)ȱasȱwith

tasteȱitselfȱandȱthatȱthoseȱofȱunquestionablyȱgustatoryȱderivationȱ(typiȬ
callyȱSWEETȱandȱitsȱoppositeȱnumbersȱSOURȱandȱBITTER)ȱareȱjustȱasȱoften
usedȱinȱeverydayȱspeechȱtoȱqualifyȱperceptionȱthatȱisȱnonȬgustatory,ȱas
inȱ‘aȱSWEETȬNATUREDȱperson’,ȱ‘aȱSOURȱface’,ȱ‘aȱBITTERȱexperience’,ȱetc.ȱAlȬ
thoughȱtheȱSWEETȱinȱtheȱSWEETLYȱMELODICȱdescriptionȱofȱPenthouseȱAffair
(p.494)ȱmayȱrelateȱtransmodallyȱtoȱtheȱactualȱtasteȱofȱsugar,ȱhoneyȱorȱa
ripeȱpeach,ȱthatȱuseȱofȱSWEETȱisȱjustȱasȱlikelyȱtoȱbeȱnonȬgustatoryȱinȱthe

17. Googleȱsearchesȱ2011Ȭ03Ȭ17:ȱ[1]ȱ|"shimmering strings"|ȱ20,300ȱhits;ȱ[2]ȱ|"silver strings"|ȱ
244,000;ȱ[3]ȱ|silk* satin strings +music -bikini -thong -ribbon -panty -knicker* -briefs|ȱ>1ȱmillion.ȱ
Interestingly,ȱseveralȱofȱtheȱ‘satinȱstrings’ȱhitsȱreferredȱmeȱtoȱNashvilleȱpedalȬsteelȱ
guitaristȱJerryȱByrd’sȱ1963ȱalbumȱSatinȱStringsȱOfȱSteel.ȱItȱconsistedȱlargelyȱofȱslow,ȱ
smoothȱballadsȱexecutedȱwithȱfrequentȱslow,ȱsmoothȱglissandiȱonȱpedalȱsteel.ȱForȱ
scientificȱdataȱonȱtheȱfrequencyȱspectrumȱofȱ(violins,ȱseeȱVosȱetȱal.ȱ(n.d.).
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senseȱofȱ‘attractive,ȱpleasantȱorȱendearing’.18ȱTheȱsecondȱreasonȱforȱexȬ
cludingȱgustatoryȱ—andȱolfactory—ȱanaphonesȱfromȱtheȱtaxonomyȱis
thatȱEnglishȱhasȱfarȱfewerȱwordsȱdescriptiveȱofȱtasteȱ—andȱevenȱlessȱof
smell—ȱthanȱofȱnonȬverbalȱsound,ȱnotȱtoȱmentionȱvision.19ȱThisȱheavy
relianceȱonȱotherȱmodesȱofȱperceptionȱ(mainlyȱtactile)ȱtoȱdescribeȱtaste
andȱ smellȱ explainsȱwhyȱ gustatoryȱ andȱ olfactoryȱ anaphonesȱ areȱ less
usefulȱ inȱtheȱsemioticȱanalysisȱofȱmusicȱthanȱthoseȱrelatingȱtoȱsound,
touch,ȱspace,ȱmassȱandȱmovement.ȱȱȱȱ

Roughȱandȱgrainyȱ
Atȱ theȱ otherȱ endȱ ofȱ theȱ tactileȱ spectrumȱ fromȱ SMOOTH,ȱ RICH,ȱ LUSH
soundsȱ thatȱ PADȱHOLES,ȱ FILLȱGAPSȱ andȱ FLOWȱGENTLYȱ areȱ soundsȱperȬ
ceivedȱ asȱ ROUGH,ȱ COARSE,ȱ GRAINY,ȱ UNEVEN,ȱ CHOPPY,ȱ HARSH,ȱ BITTER,
SHARP,ȱ PIERCING,ȱ etc.ȱExcludingȱ theȱmoreȱkineticȱ thanȱdirectlyȱ tactile
pairȱofȱoppositesȱFLOWINGȬCHOPPY,ȱoneȱclearȱexampleȱofȱrough,ȱgrainy
soundȱ inȱmusicȱ isȱ theȱdistortedȱelectricȱguitarȱusedȱ inȱsomeȱ typesȱof
rock,ȱinȱparticularȱtoȱproduceȱtheȱpowerȱchordsȱofȱheavyȱmetal.20ȱ
Inȱaȱ30ȬsecondȱTVȱadȱfromȱ1986ȱforȱanȱelectricȱshaver,ȱaȱfullyȱdistorted
powerȱchordȱonȱelectricȱguitar,ȱveryȱsimilarȱtoȱthoseȱheardȱatȱtheȱstartȱof
MoneyȱForȱNothingȱ(DireȱStraits,ȱ1985),ȱaccompaniesȱfootageȱofȱaȱman

ridingȱaȱredȱDucatiȱ throughȱdesertȱscenery.21ȱ Itȱ includesȱcloseȬupsȱof
spinningȱbikeȱwheelsȱcrossȱcutȱwithȱtheȱshaver’sȱrotorȱbladesȱandȱshots

18. OxfordȱConciseȱEnglishȱDictionary,ȱOUPȱ(1995).
19. Thatȱobservationȱisȱsupportedȱbyȱtwoȱpiecesȱofȱcircumstantialȱevidence.ȱ[1]ȱRoget’sȱ

Thesaurusȱ(1989)ȱdevotesȱtheȱfollowingȱnumberȱofȱpagesȱtoȱwordsȱdescriptiveȱofȱtheȱ
differentȱsenses:ȱoneȱforȱsmell,ȱtwoȱforȱtaste,ȱfourȱforȱtouch,ȱtenȱforȱsoundȱandȱtwentyȱ
forȱvision.ȱ[2]ȱWineȱexpertsȱhaveȱtoȱuseȱanȱextraordinarilyȱeclecticȱrangeȱofȱnonȬgusȬ
tatoryȱmetaphorsȱtoȱdescribeȱtaste.ȱAccordingȱtoȱoneȱoenophileȱwebsiteȱ(winelover-
spage.com/lexicon/ [110317]),ȱwineȱcanȱbeȱdescribedȱasȱBRIGHT,ȱBROODING,ȱCHUNKY,ȱ
CLEAN,ȱCLOAKED,ȱCOMPLEX,ȱDARK,ȱDOMINANT,ȱEARTHY,ȱELUSIVE,ȱFRAGILE,ȱFUNKY,ȱ
HAZY,ȱHOLLOW,ȱLEAN,ȱLEATHERY,ȱMUTED,ȱOPAQUE,ȱPIERCING,ȱPLUMP,ȱPRICKLY,ȱRACY,ȱ
ROBUST,ȱROUGH,ȱSTEELY,ȱSTONY,ȱSUBTLE,ȱTHIN,ȱVELVETY,ȱVOLATILE,ȱWARMȱandȱWOODY.ȱ
WinesȱcanȱapparentlyȱalsoȱhaveȱATTACK,ȱBACKBONEȱandȱBODY,ȱorȱremindȱyouȱofȱtheȱ
BARNYARD.ȱIt’sȱalsoȱinterestingȱtoȱnoteȱthatȱtheȱFrenchȱforȱcreamȱofȱmushroomȱsoupȱisȱ
veloutéȱdeȱchampignons,ȱwhereȱveloutéȱmeansȱvelvety,ȱi.e.ȱsmoothȱinȱtheȱsenseȱofȱthick,ȱ
creamyȱemulsion.ȱInȱrealityȱthere’sȱnoȱmoreȱcreamȱtastingȱofȱrealȱcreamȱinȱcreamȱofȱ
mushroomȱsoupȱthanȱthereȱisȱvelvetȱtastingȱofȱveloursȱinȱaȱveloutéȱdeȱchampignons.

20. ThisȱsectionȱisȱbasedȱonȱtheȱvideoȱBuzz,ȱRoar,ȱClickȱandȱCrashȱ' 5ADH5RB6Qsg [110712]ȱȱȱ
Powerȱchordsȱareȱdemonstratedȱbyȱ‘Bob’ȱ(fromȱToronto)ȱusingȱtheȱintroȱtoȱBlackȱSabȬ
bath’sȱIronȱManȱ(1971)ȱatȱ09:37ȱinȱtheȱvideoȱ(Tagg,ȱ2011a).
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ofȱtheȱman’sȱfaceȱinȱtheȱbike’sȱrearȬviewȱmirrorȱjuxtaposedȱwithȱcloseȬ
upsȱofȱtheȱsameȱguyȱinȱhisȱshavingȱmirrorȱasȱheȱattacksȱsomeȱserious
stubble.ȱWe’reȱobviouslyȱsupposedȱtoȱequateȱtheȱtypicallyȱmaleȱactivity
ofȱshavingȱwithȱtheȱtypicallyȱmaleȱexcitementȱofȱridingȱaȱpowerȱbike
andȱwithȱ aȱ successfulȱ rockȱ andȱ rollȱ lifestyle.ȱTheseȱvisualȱ linksȱ rely
partlyȱonȱtheȱwellȬestablishedȱsonicȱanaphoneȱROCKȱPOWERȱCHORDȱ=ȱMOȬ
TORȱBIKE,ȱbutȱinȱrealityȱtheȱshaverȱsoundsȱmuchȱlighterȱ(midȬrange,ȱlowȬ
volumeȱbuzz),ȱmuchȱlessȱpowerfulȱthanȱtheȱbikeȱ(fullȬthroatedȱroar).22
Thatȱobviousȱincongruityȱisȱcounteractedȱinȱtwoȱways:ȱ[1]ȱaȱcommonalȬ
ityȱ ofȱmalenessȱ betweenȱ shavingȱ andȱ powerȬbikeȱ ridingȱ isȱ takenȱ as
read;ȱ[2]ȱtheȱdistortedȱguitarȱtimbreȱworksȱnotȱonlyȱasȱaȱsonicȱanaphone
forȱ theȱbikeȱbutȱalsoȱasȱaȱ tactileȱanaphoneȱ reminiscentȱofȱ theȱnotȱaltoȬ
getherȱ unpleasantȱ abrasiveȱ sandpaperȱ soundȱ andȱ scratchy,ȱ tingling
sensationȱofȱ shaving.ȱAfterȱall,ȱbothȱDZZZZȱ (shaverȱbuzz)ȱandȱGRRRR
(bikeȱvroom)ȱhaveȱmoreȱinȱcommon,ȱbothȱinȱtermsȱofȱtouchȱandȱsound,
withȱ eachȱotherȱ thanȱ theyȱdoȱwith,ȱ say,ȱ BABBLE,ȱBANG,ȱCLANK,ȱCLINK,

DINGȬDONG,ȱEEK,ȱHICCUP,ȱKERRANG,ȱMMMM,ȱOOPS,ȱPATTER,ȱRUSTLE,ȱSIGH,
SPLASH,ȱSPLUTTER,ȱSWISH,ȱTEEȬHEE,ȱTINKLE,ȱUGHȱorȱWHISPER.22ȱȱȱȱ

It’sȱworthȱnotingȱ thatȱ tactileȱanaphones,ȱbeȱ theyȱsmoothȱandȱsilkyȱor
roughȱandȱabrasive,ȱusuallyȱrelateȱtoȱtimbralȱpropertiesȱofȱmusicȱand
thatȱtheȱbordersȱdistinguishingȱthemȱfromȱsonicȱanaphonesȱareȱfluid.
Theȱdividingȱlineȱbetweenȱtactileȱandȱkineticȱanaphonesȱisȱevenȱfuzzier
becauseȱtouchȱisȱimpossibleȱwithoutȱmovement.ȱȱȱȱȱ

Kineticȱanaphonesȱ

Sinceȱneitherȱsoundȱnorȱtouchȱcanȱexistȱwithoutȱmovementȱ(energyȱand
massȱinȱspace),ȱbothȱsonicȱandȱtactileȱanaphonesȱshouldȱperhapsȱhave
beenȱdealtȱwithȱasȱsubtypesȱofȱtheȱkineticȱanaphone.23ȱIndeed,ȱallȱasȬ
pectsȱ ofȱmusicalȱ structurationȱ stylisingȱ anythingȱ onȱ aȱ scaleȱ running
fromȱtotalȱstasisȱtoȱfreneticȱaction,ȱareȱintrinsicallyȱkinetic.24ȱHowever,

sinceȱexperienceȱhasȱ taughtȱmeȱ thatȱ studentsȱ findȱ itȱeasierȱ toȱdistinȬ

21. TheȱadȱwasȱforȱtheȱPhilishaveȱTracer.ȱIt’sȱtheȱobjectȱofȱsemioticȱanalysisȱinȱtheȱvideoȱ
Buzz,ȱRoar,ȱClickȱandȱCrashȱ(Tagg,ȱ2011a;ȱseeȱalsoȱfootnoteȱ20).

22. Forȱmoreȱdetail,ȱseeȱBuzz,ȱRoar,ȱClickȱandȱCrashȱ'ȱ5ADH5RB6Qsg|[110305].
23. Seeȱalsoȱfootnoteȱ3,ȱp.ȱ487.
24. Hanslick’sȱ‘Tonalȱformsȱinȱmovement’ȱ(ftntȱ12,ȱp.ȱ89)ȱisȱinȱthisȱsenseȱprettyȱaccurate.ȱ
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guishȱtypesȱofȱmusicalȱsemiosisȱonȱtheȱbasisȱofȱdifferentȱmodesȱofȱsenȬ
soryȱperceptionȱthanȱbyȱconsideringȱdifferentȱcombinationsȱofȱdifferent
quantitiesȱofȱmass,ȱenergyȱandȱspace,ȱI’veȱpersistedȱinȱsubdividingȱanaȬ
phonesȱintoȱsonic,ȱtactileȱandȱkinetic,ȱtheȱlatterȱrelatingȱstronglyȱtoȱeleȬ
mentsȱofȱvisualȱperception.ȱOfȱcourse,ȱthisȱvisualȱaspectȱdoesȱnotȱmean

thatȱmovementȱhasȱ toȱbeȱseen,ȱasȱanyȱunsightedȱpersonȱwillȱ tellȱyou
andȱasȱanyȱseeingȱpersonȱknowsȱfullȱwell,ȱespeciallyȱifȱthey’veȱexperiȬ
encedȱaȱstormȱonȱtheȱhighȱseasȱinȱtotalȱdarkness.ȱItȱjustȱmeansȱthatȱkiȬ
neticȱanaphonesȱareȱthoseȱthatȱare,ȱatȱleastȱforȱtheȱseeing,ȱtheȱeasiestȱto
conceptualiseȱinȱvisualȱterms.ȱ

GrossȬmotoric,ȱfineȬmotoricȱandȱholokineticȱ

Kineticȱanaphonesȱrelateȱcloselyȱtoȱatȱleastȱthreeȱofȱtheȱsixȱdomainsȱof
representationȱthatȱmakeȱupȱtheȱembodyingȱorȱcombinatoryȱ(orȱ‘protoȬ
musical’)ȱ levelȱ ofȱ representationȱ discussedȱ inȱ chapterȱ 2ȱ (pp.62Ȭ68).
Thoseȱ threeȱdomainsȱareȱ theȱgrossȬmotoric,ȱ theȱ fineȬmotoricȱandȱ the
‘physical’.ȱAȱveryȱbriefȱrecapȱmayȱbeȱinȱorderȱhere.

Theȱ grossȬmotoricȱ sideȱ ofȱ kineticȱ anaphonesȱ isȱ easiestȱ toȱ envisageȱ in
termsȱofȱhumansȱ riding,ȱdragging,ȱpushing,ȱpulling,ȱdriving,ȱ flying,
walking,ȱ running,ȱmarching,ȱ trudging,ȱ skippingȱ etc.ȱ along,ȱ through,
round,ȱacross,ȱover,ȱtoȱandȱfro,ȱupȱandȱdown,ȱinȱrelationȱtoȱaȱparticular
environmentȱorȱfromȱoneȱenvironmentȱtoȱanother.ȱMostȱtypesȱofȱdance
containȱculturallyȱstylisedȱkineticȱanaphonesȱ—grooves—ȱappropriate
toȱcertainȱtypesȱofȱhumanȱbodyȱmovement.ȱGrossȬmotoricȱkineticȱanaȬ
phonesȱcanȱalsoȱbeȱvisualisedȱasȱ theȱmovementȱofȱanimalsȱenȱmasse

(birds,ȱinsects,ȱcattle,ȱetc.)ȱorȱofȱobjectsȱ(machinery,ȱvehicles,ȱtrees,ȱcornȬ
fields,ȱbodiesȱofȱwater,ȱwind,ȱetc.).25ȱ

Theȱ fineȬmotoricȱaspectȱofȱkineticȱanaphonesȱrelatesȱtoȱsmaller,ȱ lighter
andȱmoreȱdelicateȱtypesȱofȱmovement,ȱforȱexampleȱblinking,ȱglittering,
shimmering,ȱ rustling,ȱ fluttering,ȱ babbling,ȱ clicking,ȱ tapping,ȱ ticking,
fingering,ȱfiddling,ȱtwiddling,ȱdripping,ȱtickling,ȱandȱsoȱon.

25. ForȱaȱmusicalȱbeeȱtryȱRimskyȱKorsakovȱ(1874),ȱforȱaȱskylarkȱVaughanȱWilliamsȱ
(1914),ȱforȱlocustsȱMorriconeȱ(1976a),ȱforȱB52sȱHendrixȱ(1969/71),ȱforȱaȱtrainȱHonegȬ
gerȱ(1923),ȱforȱseaȱswellȱDebussyȱ(1905)ȱorȱSatieȱ(1913).ȱ
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Theȱ physicalȱ domainȱ ofȱ representationȱ givesȱ riseȱ toȱ complexȱ kinetic
anaphonesȱinȱwhichȱdifferentȱaspectsȱofȱspaceȱareȱkeyȱingredientsȱand
whichȱ alwaysȱ alsoȱ containȱ fineȬȱ orȱ grossȬmotoricȱ elements.ȱ These
anaphones,ȱwhichȱcanȱbeȱcalledȱholokinetic,ȱareȱspatioȬtemporalȱandȱinȬ
volveȱtheȱinteractionȱofȱoneȱorȱmoreȱobjectsȱ(includingȱbodies)ȱwithȱanȬ
otherȱorȱothers,ȱorȱwithȱ aȱmass.ȱAsȱ statedȱonȱpageȱ 63,ȱ ‘theȱphysical
domainȱ coversȱ theȱ ballistics,ȱ trajectoryȱ andȱ kineticȱ relationshipȱ ofȱ a
bodyȱ (orȱ bodies,ȱ includingȱ one’sȱ own)ȱ toȱ theȱ typeȱ ofȱ spaceȱ through
whichȱitȱtravelsȱ(orȱtheyȱtravel),ȱorȱinȱwhichȱitȱisȱ(orȱtheyȱare)ȱmotionȬ
less,ȱasȱwellȱasȱtheȱrelationshipȱofȱmovementȱbetweenȱoneȱbodyȱ(orȱsevȬ
eralȱbodies)ȱandȱothersȱinȱsimultaneousȱmovementȱorȱstasis’.

Spatialȱanaphonesȱ

Spatialȱanaphonesȱareȱaȱsubsetȱofȱholokineticȱanaphonesȱthatȱareȱeasyȱto
identify.ȱ Justȱasȱ theȱsameȱpieceȱofȱ liveȱmusicȱheardȱ inȱaȱhotelȱ lounge
soundsȱradicallyȱdifferentȱwhenȱperformedȱinȱaȱcathedral,ȱtheȱtypesȱof
acousticȱspaceȱassignedȱtoȱdifferentȱtracksȱinȱaȱmultiȬtrackȱrecording,ȱor
toȱtheȱmixȬdownȱasȱaȱwhole,ȱcreateȱvirtualȱacousticȱspace[s]ȱinȱtheȱlisȬ
tener’sȱspeakers,ȱheadphonesȱandȱactualȱhead.ȱForȱexample,ȱmyȱaudio
softwareȱfeaturesȱreadyȱreverbȱtemplatesȱallowingȱmeȱtoȱfakeȱtheȱfolȬ
lowingȱsortsȱofȱspace:ȱrichȱhall,ȱwideȱopenȱhall,ȱconcertȱhall,ȱdeepȱhall,ȱlong
hall,ȱmediumȱ hall,ȱwarmȱ space,ȱ cavernousȱ space,ȱ brightȱ corridor,ȱmedium
room,ȱsmallȱroom,ȱliveȱambience,ȱwarmȱambience,ȱmetalȱtankȱandȱsewer.ȱIȱcan
alsoȱuseȱdifferentȱdelayȱsettingsȱtoȱcreateȱspacesȱlikeȱanȱemptyȱurbanȱalȬ
ley,ȱevenȱtoȱsuggestȱtoȱlistenersȱthatȱthey’reȱhearingȱvoicesȱinsideȱtheir
ownȱheads.26ȱIȱcanȱapplyȱtheseȱeffectsȱtoȱone,ȱmoreȱorȱallȱtheȱtracksȱI
record,ȱdependingȱonȱhowȱIȱwantȱthemȱtoȱbeȱheardȱinȱrelationȱtoȱeach
otherȱandȱonȱhowȱIȱwantȱtheȱoverallȱacousticȱspaceȱofȱtheȱrecordingȱto
comeȱacross.ȱIȱcanȱofȱcourseȱalsoȱpanȱdifferentȱtracksȱatȱvariousȱpoints
toȱtheȱleft,ȱrightȱorȱcentreȱofȱtheȱrecordingȱandȱplaceȱthemȱtowardsȱthe
backȱorȱfrontȱofȱtheȱmix;ȱandȱIȱcanȱuseȱpitchȱandȱEQȱtoȱmakeȱdifferent
tracksȱseemȱspatiallyȱhigherȱorȱlower.27ȱȱȱȱ

26. SonyȱplugȬinsȱusedȱinȱAcidȱProȱv6,ȱSonyȱVegasȱv8ȱandȱSteinbergȱWaveLabȱv6.ȱForȱaȱ
simpleȱdemonstrationȱofȱvariousȱreverbȱandȱotherȱsoundȱtreatmentȱeffects,ȱvisitȱ
|tagg.org/teaching/soundstuds/sfxexx.htm| [110712].
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Identifyingȱ spatialȱ anaphonesȱ inȱ aȱ recordingȱ letsȱyouȱdetermineȱnot
onlyȱtheȱpositioningȱandȱrelativeȱimportanceȱofȱdifferentȱstrandsȱinȱthe
music.ȱItȱcanȱalsoȱprovideȱinsightȱintoȱtheȱmediationȱofȱmoodȱinȱtheȱmuȬ
sic.ȱDoȱtheȱspacesȱsuggest,ȱforȱexample,ȱsomethingȱmysticalȱorȱmatterȬ
ofȬfact,ȱintimateȱorȱpublic,ȱgeneralȱorȱparticular,ȱopenȱorȱenclosed,ȱexȬ
pansiveȱorȱcrowded,ȱexternalȱandȱdocumentaryȱorȱinternalȱandȱpsychȬ
edelic,ȱ anȱ acousticȱ performanceȱ orȱ aȱ sciȬfiȱ scene?ȱAndȱ howȱ doȱ the
spacesȱassignedȱtoȱdifferentȱstrandsȱofȱtheȱmusicȱrelateȱtoȱeachȱother?
Theȱfollowingȱdescriptionsȱofȱtwoȱrock/popȱrecordingsȱillustrateȱhow
importantȱspatialȱanaphonesȱandȱphonographicȱstagingȱcanȱbeȱ inȱthe
mediationȱofȱmusicalȱmessage.ȱȱȱ

[1]ȱTheȱleadȱvocalsȱseemȱtoȱbeȱaȱfewȱmetresȱaway,ȱtogetherȱwithȱaȱmeȬ
tallicȬsoundingȱdrumkit,ȱinȱanȱacousticȱspaceȱresemblingȱthatȱofȱaȱdisȬ
usedȱ factory.ȱGuitarȱ fillsȱandȱ synthesisedȱ stabsȱ areȱpunchedȱ straight
intoȱyourȱfaceȱfromȱmuchȱcloser:ȱthey’reȱheadȬsplitting!
(Yes:ȱOwnerȱOfȱAȱLonelyȱHeart,ȱ1983)*28

[2]ȱAȱfemaleȱvocalistȱyellsȱfromȱwhatȱsoundsȱlikeȱtheȱfarȱendȱofȱaȱvery
longȱcorridor.ȱCloserȱby,ȱlifeȱseemsȱtoȱmoveȱonȱinexorablyȱwithȱsmooth

butȱratherȱominousȱorȱlugubriousȱsynthȱpadȱpatternsȱandȱanȱinsistently
tinnyȱbellȱsound.ȱ(MassiveȱAttack:ȱUnfinishedȱSympathy,ȱ1991)*28

Otherȱkineticȱanaphones,ȱlikeȱthoseȱofȱtheȱvocalȱandȱinstrumentalȱtracks
justȱalludedȱ to,ȱmoveȱ insideȱ(orȱcanȱmoveȱ inȱandȱoutȱof)ȱsuchȱvaried
constellationsȱofȱacousticȱ space.ȱSuchȱmovementȱcanȱbeȱ fastȱorȱ slow,
hecticȱorȱserene,ȱjerkyȱorȱsmooth,ȱregularȱorȱirregular,ȱoscillatoryȱorȱuniȬ
directional,ȱsuddenȱorȱgradual,ȱrepeatedȱorȱvaried,ȱwavyȱorȱjagged,ȱcirȬ
cularȱorȱangular,ȱorȱrelativelyȱmotionless.29ȱTheȱmovement,ȱorȱlackȱofȱit,
canȱoccurȱinȱaȱwideȱopenȱorȱtightlyȱclosedȱspaceȱthatȱobjectsȱorȱbeings
canȱenterȱorȱleaveȱinȱvariousȱways,ȱorȱinȱwhichȱtheyȱcanȱremain.ȱMusic

27. Stereoȱpanningȱandȱvolumeȱ+ȱEQȱcreateȱaȱtwoȬdimensionalȱimpressionȱ(leftȬright,ȱ
frontȬback)ȱinȱfrontȱofȱtheȱlistener.ȱSurroundȱsoundȱ(Dolbyȱ5.1)ȱextendsȱthatȱdimenȬ
sionalityȱtoȱincludeȱleft,ȱrightȱandȱcentreȱbehind,ȱasȱwellȱasȱinȱfrontȱof,ȱtheȱlistener.ȱ
Forȱexplanationȱofȱtheȱthirdȱdimensionȱinȱmusicalȱspaceȱ(highȱandȱlow),ȱseeȱp.274,ff.ȱ
Forȱexplanationȱofȱsonicȱfigureȱandȱground,ȱseeȱchapterȱ8,ȱp.000ȱff.ȱ

28. Descriptionsȱbasedȱonȱnotesȱfromȱpopularȱmusicȱanalysisȱseminarȱdiscussionsȱinȱ
Liverpoolȱduringȱtheȱ1990s.ȱForȱdetailedȱtreatmentȱofȱ‘vocalȱstaging’,ȱseeȱLacasseȱ
(2000,ȱpassim);ȱseeȱalsoȱ‘Space’ȱinȱchapterȱ8,ȱpp.ȱ298Ȭ303.

29. Musicalȱstasisȱcanȱonlyȱeverȱbeȱrelative,ȱneverȱtotalȱorȱabsolute.

http://www.tagg.org/bookxtrax/NonMuso/mp3s/MassAttakUnfinishedSympXtr1.mp3
http://www.tagg.org/bookxtrax/NonMuso/mp3s/YesOwner55sec.mp3
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isȱ eminentlyȱ suitedȱ toȱ representingȱperceptionȱofȱallȱ suchȱaspectsȱof
movementȱthroughȱcombinationsȱofȱkineticȱanaphones.ȱTheȱnotionȱof
gesturalȱinterconversion,ȱexplainedȱnext,ȱshouldȱshedȱaȱlittleȱmoreȱlight
onȱthisȱmatter.ȱ

Gesturalȱinterconversionȱ

DiligentȱreadersȱwillȱrecallȱtheȱAUSTRIAȱANDȱSHAMPOOȱepisodeȱinȱchapȬ
terȱ5ȱ(p.ȱ167,ȱff.),ȱfeaturingȱtheȱTimoteiȱshampooȱadvertȱandȱtheȱtheme

songȱ fromȱTheȱSoundȱ ofȱMusic.ȱ Iȱ insistedȱ thatȱAUSTRIAȱ andȱ SHAMPOO

wereȱmusogenicallyȱtheȱ‘sameȱthing’,ȱarguingȱthatȱpointȱonȱtheȱbasisȱof
twoȱfacts:ȱ[1]ȱthatȱtheȱAUSTRIAȱmentionedȱbyȱrespondentsȱwasȱnotȱany
oldȱAustriaȱbutȱthatȱofȱtheȱJulieȱAndrewsȱcharacterȱinȱaȱlongȱdressȱas
sheȱ strolls,ȱ armsȱ outstretched,ȱ throughȱ aȱ grassyȱ summerȱ meadow

againstȱtheȱbackdropȱofȱdistantȱhillsȱwhich,ȱsheȱproclaimsȱinȱsong,ȱare
‘aliveȱwithȱtheȱsoundȱofȱmusic’;ȱ[2]ȱthatȱtheȱSHAMPOOȱinȱquestionȱwas

notȱ soȱmuchȱaȱplasticȱbottleȱ containingȱviscoseȱ liquidȱappliedȱ toȱ the
scalpȱinȱtheȱintimacyȱofȱaȱshowerȱcabinȱasȱtheȱTimoteiȱshampooȱadvert’s
youngȱblondeȱwomanȱinȱaȱlongȱdressȱsaunteringȱthroughȱanotherȱsumȬ
merȱmeadowȱasȱsheȱgathersȱwildȱflowersȱunderȱtheȱadmiringȱgazeȱofȱa
youngȱman.ȱAȱveryȱsimilarȱtypeȱofȱgesturalȱinterconversionȱisȱatȱwork

inȱbothȱtheȱAustriaȱandȱtheȱshampooȱscene:ȱlongȱflowingȱdresses,ȱaȱleiȬ
surelyȱwalkingȱpace,ȱtheȱpotentialȱsensationȱofȱsummerȱgrassȱagainst
theȱlegs,ȱetc.ȱTheȱgesturesȱimmanentȱinȱbothȱsetsȱofȱimagesȱshareȱaȱlotȱin
common.ȱSoȱwhatȱisȱgesturalȱinterconversion?30ȱ

GesturalȱinterconversionȱisȱaȱtwoȬwayȱprocessȱthatȱreliesȱonȱanaphonic
connectionsȱbetweenȱmusicȱ andȱphenomenaȱperceivedȱ inȱ relationȱ to
music.ȱSinceȱ interconversionȱmeansȱ theȱ conversionȱ intoȱ eachȱotherȱof
twoȱentities,ȱgesturalȱinterconversionȱmeansȱtwoȬwayȱtransferȱviaȱaȱcomȬ
monalityȱofȱgestureȱbetween,ȱonȱ theȱoneȱhand,ȱparticularȱ sensations
thatȱseemȱ toȱbeȱbothȱsubjectiveȱandȱ internal,ȱand,ȱonȱ theȱotherȱhand,
particularȱexternalȱobjectsȱ(animateȱorȱinanimate)ȱinȱtheȱmaterialȱworld.

Gesturalȱinterconversionȱentailsȱinȱotherȱwordsȱbothȱtheȱprojectionȱof
anȱinternalȱsensationȱviaȱanȱappropriateȱgestureȱonȱtoȱexternalȱphenomȬ

30. MoreȱextensiveȱaccountsȱofȱgesturalȱinterconversionȱcanȱbeȱfoundȱinȱTLTT:ȱ253Ȭ275ȱ
andȱinȱ‘Gesturalȱinterconversionȱandȱconnotativeȱprecision’ȱ(Tagg,ȱ2005a).ȱ
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enaȱ andȱ theȱ internalisationȱ orȱ appropriationȱ ofȱ externalȱ phenomena

throughȱ theȱmediumȱofȱaȱgestureȱcorrespondingȱ inȱsomeȱwayȱ toȱ the
perceivedȱform,ȱshape,ȱmovement,ȱgrain,ȱdensity,ȱviscosity,ȱetc.ȱofȱthose
externalȱphenomena.ȱOfȱcourse,ȱdifferentȱculturesȱandȱindividualsȱare
liableȱtoȱexhibitȱdifferentȱpatternsȱofȱgesturalȱinterconversion,ȱsoȱthere
canȱbeȱnoȱuniversalȱagreementȱasȱtoȱwhichȱparticularȱphenomenaȱrelate
viaȱwhichȱparticularȱgesturesȱtoȱwhichȱparticularȱsensationsȱandȱvice
versa.ȱHowȱdoesȱthisȱwork?ȱLet’sȱstartȱwithȱsomeȱhills.
Fig. 13-1.  Profile of the Clwydian range viewed from the Northeast 

Figureȱ13Ȭ1ȱshowsȱtheȱoutlineȱofȱWelshȱhillsȱvisibleȱonȱaȱclearȱdayȱfrom
whereȱIȱusedȱtoȱliveȱinȱLiverpool.ȱMoelȱFamau,31ȱinȱtheȱmiddle,ȱisȱ35ȱkilȬ
ometresȱ awayȱ asȱ theȱ crowȱ flies,ȱ andȱ theȱ rangeȱ stretchesȱ 45ȱkmȱ inȱ a
northwesterlyȱdirectionȱfromȱleftȱtoȱright.ȱApartȱfromȱtheȱverticalȱaxis
ofȱFigureȱ13Ȭ1,ȱexaggeratedȱforȱpurposesȱofȱclarity,ȱtheseȱfactsȱareȱirrefȬ
utable.ȱEquallyȱirrefutableȱisȱtheȱfactȱthatȱifȱyouȱputȱyourȱhandȱaboutȱ50
cmȱinȱfrontȱofȱyouȱwithȱyourȱfingertipsȱatȱeyeȱlevel,ȱyou’llȱfindȱthatȱthe
rangeȱ ofȱhillsȱmeasuresȱ aboutȱ 30ȱ cm.32ȱYou’llȱ alsoȱ findȱ thatȱ itȱ takes
roughlyȱsevenȱsecondsȱforȱyourȱfingertipsȱtoȱtraceȱtheȱupsȱandȱdowns

ofȱthatȱskylineȱfromȱleftȱtoȱright.ȱThreeȱcomplementaryȱtypesȱofȱmoveȬ
mentȱareȱinvolvedȱinȱcompletingȱthisȱgesture:ȱ[1]ȱyourȱarmȱpansȱgraduȬ
allyȱfromȱleftȱtoȱright;ȱ[2]ȱyourȱwristȱrocksȱveryȱslightlyȱtoȱoutlineȱthe
verticalȱcontourȱofȱeachȱhillȱandȱvalley;ȱ[3]ȱyourȱelbowȱgentlyȱswivelsȱa
fewȱdegreesȱatȱeachȱhilltopȱandȱvalleyȱfloorȱtoȱoffsetȱtheȱverticalȱrocking
andȱtoȱensureȱfluidityȱofȱmovementȱandȱdirection.ȱAȱtwoȬwayȱprocess
ofȱgesturalȱ interconversionȱ linksȱ theȱphysicalȱ characteristicsȱofȱ these
hillsȱtoȱtheȱhumanȱmovementsȱjustȱdescribed.ȱInȱoneȱdirectionȱthereȱis
gesturalȱinternalisationȱfromȱ45ȱkmȱofȱexternalȱrealityȱtoȱ30ȱcmȱofȱhand
gesture,ȱ quiteȱ aȱ smallȬscaleȱ conversionȱ inȱ termsȱ ofȱ mapȱ reading
(1:150,000).ȱInȱtheȱotherȱdirectionȱthereȱisȱgesturalȱexternalisationȱ(proȬ
jection)ȱfromȱhandȱgestureȱtoȱhillsȱonȱaȱreciprocallyȱlargeȱscale.33ȱ

31. MoelȱisȱWelshȱforȱaȱroundedȱhill.ȱTheȱFamauȱinȱ‘MoelȱFamau’ȱisȱtheȱmutatedȱpluralȱofȱ
mamȱ(=ȱmother)ȱandȱMoelȱFamauȱ(=ȱ‘MothersȱHill’)ȱisȱbigȱandȱround.

32. Theȱbodyȱmeasurementsȱusedȱhereȱareȱthoseȱofȱtheȱauthorȱwhoseȱheightȱisȱ185ȱcm.
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Figureȱ13Ȭ2ȱ(p.ȱ504)ȱconsistsȱofȱfiveȱshotsȱtakenȱfromȱtheȱotherȱsideȱof
theȱsameȱrangeȱofȱhillsȱasȱshownȱinȱfigureȱ13Ȭ1.ȱAȱsweepȱofȱtheȱhand
overȱtheȱhillsȱstretchesȱthisȱtimeȱfromȱleftȱ(north)ȱtoȱtheȱknollȱonȱtheȱfar
rightȱ (south).ȱ Theȱ scaleȱ ofȱ gesturalȱ projectionȱ hereȱ isȱ nowȱ downȱ to
1:40,000ȱbecauseȱaȱpanoramicȱ33ȱcmȱhandȱsweepȱoverȱtheȱhillsȱorȱunder
theȱcumulusȱcloudsȱonlyȱcoversȱaboutȱ13ȱkmȱofȱexternalȱreality.ȱ

Fig. 13-2.  Dee valley looking east from Plâs Berwyn (Llangollen, North Wales)

Fig. 13-3.  Some patterns of undulant gesturality immanent in Fig. 13-2 

Muchȱcloserȱthanȱtheȱhillsȱinȱtheȱbackground,ȱatȱaboutȱ25ȱmetresȱfrom
theȱcamera,ȱ theȱ treeȱ lineȱpresentsȱeightȱseparateȱwaves,ȱallȱcontained
withinȱoneȱoverallȱdescendingȱ sweepȱ spanningȱaboutȱ300ȱmetres,ȱor
33.3ȱcmȱatȱaȱhandȬtoȬviewȱscaleȱofȱ1:900.ȱSlightlyȱcloserȱstill,ȱatȱaȱscaleȱof
1:600,ȱtheȱforegroundȱterrainȱdescendsȱroughlyȱ200ȱmetresȱfromȱleftȱto
rightȱandȱisȱcontouredȱbyȱtwoȱroundedȱdips.34ȱ

Figureȱ13Ȭ4aȱ(p.ȱ505)ȱbringsȱtheȱexternalȱobjectsȱofȱgesturalȱinterconverȬ
sionȱevenȱcloser.ȱIgnoringȱtheȱdistantȱcordillera,ȱaȱfiveȬsecondȱhandȱgesȬ
tureȱofȱ30ȱcmȱextendingȱfromȱyourȱchestȱwillȱtraceȱoverȱaȱkilometreȱof
gentlyȱ curvedȱ shorelineȱ asȱ smallȱwavesȱbreakȱ towardsȱyouȱ andȱ ebb

33. Sinceȱmusicalȱgesture,ȱnotȱcartography,ȱisȱtheȱissue,ȱtheȱinterconversionȱfactorȱ
betweenȱtheȱhillsȱandȱtheȱhumanȱgestureȱisȱbetterȱqualifiedȱasȱlarge,ȱnotȱsmall.

34. Noteȱalsoȱthatȱtheȱtreeȱonȱtheȱfarȱrightȱcontainsȱitsȱownȱdoubleȱbulge,ȱandȱthat,ȱjustȱtoȱ
itsȱleft,ȱaȱlineȱofȱotherȱtreesȱinȱtheȱvalleyȱfollowsȱtheȱsweepȱofȱaȱlongȱbendȱinȱtheȱriver.ȱ
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backȱeveryȱsevenȱorȱeightȱseconds.ȱWavesȱareȱalsoȱvisibleȱonȱtheȱsea,ȱas
areȱ changingȱareasȱofȱ shadowȱandȱ sunlight,ȱbothȱproducingȱ smooth

patternsȱofȱmovementȱaȱfewȱtensȱofȱmetresȱaway.ȱAtȱleastȱthreeȱdifferent
scalesȱofȱgesturalȱ interconversionȱareȱatȱworkȱ inȱ termsȱofȱundulation
andȱofȱeasyȱhandȱmovementsȱinȱthisȱscene:ȱ1:5,000ȱforȱtheȱ1.5ȱkmȱcurve
ofȱtheȱbeach,ȱ1:70ȱforȱtheȱwavesȱonȱtheȱseaȱtwentyȱmetresȱaway,ȱandȱ1:20
forȱtheȱsmallȱwavesȱlappingȱatȱyourȱfeetȱfromȱaȱdistanceȱofȱsixȱmetres.ȱ

Fig. 13-4.  (a) Sunny day on a beach in Baja California; (b) unidentified clip art 

Youȱhaveȱtoȱzoomȱinȱevenȱfurtherȱtoȱtraceȱtheȱcurvesȱofȱtheȱwomanȱin
Figureȱ13Ȭ4b.ȱInȱorderȱtoȱseeȱherȱinȱfullȱfigure,ȱyou’dȱneedȱtoȱbeȱatȱaȱdisȬ
tanceȱofȱaboutȱthreeȱmetres.ȱFromȱthatȱdistance,ȱaȱfiveȬsecond,ȱthirtyȬ
centimetreȱ sweepȱ ofȱ theȱ armȱ downȱ theȱ curves,ȱ exaggeratedȱ byȱ the
clothingȱofȱtheȱdayȱandȱindicatedȱbyȱarrows,ȱwouldȱtakeȱyouȱfromȱhead
toȱ toeȱ inȱaȱfewȱsecondsȱatȱaȱscaleȱofȱaboutȱ1:7.ȱTheȱgeneralȱ ‘zoomȬin’
driftȱofȱthisȱwavyȱnarrativeȱshouldȱbeȱobviousȱbyȱnow.ȱ

(a)ȱ (b)ȱ
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Inȱ Figureȱ 13Ȭ5ȱ gesturalȱ interconverȬ
sionȱzoomsȱinȱtoȱaȱscaleȱofȱ1:3.ȱTheȱVirȬ
gin’sȱ head,ȱ shouldersȱ andȱ breastȱ are
nowȱonlyȱjustȱoverȱaȱmetreȱawayȱfrom
theȱviewer,ȱherȱhandsȱandȱkneesȱaȱlitȬ
tleȱ less,ȱ justȱoutȱofȱ touchingȱ rangeȱat
1:1.ȱInȱadditionȱtoȱtheȱlittleȱroundȱbunȬ
dlesȱofȱbabyȱandȱbreasts,ȱMoralesȱhas
paintedȱ hisȱ subjectȱ withȱ longȱ hair
(locksȱonȱtheȱleft,ȱstrandsȱonȱtheȱright),
andȱ emphasisedȱ theȱ arcȱ ofȱ herȱ neck
andȱ shouldersȱ whileȱ creatingȱ addiȬ
tionalȱ curvatureȱ throughȱ foldsȱ inȱ the
smoothȱ andȱ suppleȱ materialȱ ofȱ her
flowingȱgarments.ȱTheȱMoralesȱVirgin
isȱ farȱfromȱ theȱonlyȱEuropeanȱ female

subjectȱtoȱbeȱportrayedȱinȱsuchȱterms.

Longȱhair,ȱarcȱofȱtheȱneck,ȱbodyȱcurvatureȱaccentuatedȱthroughȱexpoȬ
sureȱofȱbareȱfleshȱorȱbyȱchoiceȱofȱsuitableȱfabricȱetc.ȱareȱrecurrentȱfeaȬ
turesȱinȱourȱculture’sȱvisualȱrepresentationsȱofȱdesirableȱwomanhood.

Theȱ‘obviousȱnarrative’ȱhereȱisȱthatȱanȱundulantȱ30ȬcmȱhandȱgestureȱfitȬ
tingȱtheȱoutlineȱofȱhillsȱandȱvalleysȱinȱtheȱdistance,ȱorȱgentleȱwavesȱon
theȱseaȱorȱofȱwindȱacrossȱaȱcornfieldȱatȱ100ȱmetres,ȱorȱtheȱsummerȱfoliȬ
ageȱofȱaȱlargeȱelm,ȱoakȱorȱlimeȱtreeȱatȱ30ȱmetres,ȱcorrespondsȱtoȱtheȱacȬ
tualȱ lengthȱ ofȱ curvesȱ inȱ theȱ adultȱ humanȱ body,ȱmaleȱ orȱ female,ȱ for
exampleȱroundȱtheȱbackȱofȱtheȱheadȱtoȱtheȱneck,ȱroundȱtheȱnapeȱofȱthe
neckȱtoȱtheȱshoulders,ȱroundȱtheȱshouldersȱtoȱtheȱelbow,ȱfromȱtheȱelbow
roundȱtheȱwristȱtoȱtheȱhandȱandȱfingers,ȱandȱsoȱon.ȱWhat,ȱyouȱmayȱwell

ask,ȱdoesȱallȱthisȱhaveȱtoȱdoȱwithȱmusic?

AsȱdescribedȱinȱtheȱAUSTRIAȱANDȱSHAMPOOȱsectionȱofȱchapterȱ5,ȱamong

theȱmostȱ commonȱ VVAsȱ providedȱ byȱ 607ȱ respondentsȱ onȱ hearing,
withoutȱvisualȱ accompaniment,ȱ theȱ firstȱofȱTenȱLittleȱTitleȱTunesȱ (The
DreamȱofȱOlwen),ȱwere,ȱ inȱdescendingȱorderȱofȱ frequency:ȱROMANTIC,

LOVE,ȱ [LONG,ȱGREEN]ȱGRASSȱ (usuallyȱ aȱMEADOW),ȱ SUMMER,ȱCOUNTRYȬ
SIDE,ȱ SEA,ȱ Aȱ COUPLEȱ [MANȱ ANDȱ WOMAN],ȱ WALKING,ȱ SUN,ȱ [SAILING]

Fig. 13-5. Morales (c.1568): Vir-
gin and Child (Prado)

http://www.tagg.org/bookxtrax/NonMuso/mp3s/Olwen.mp3
http://www.tagg.org/bookxtrax/NonMuso/mp3s/Olwen.mp3
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BOATS,ȱ PASTORAL,ȱ FLOWERS,ȱ GIRL,ȱ WOMAN,ȱ FAMILY,ȱ WOODS,ȱ COAST,
BEACH,ȱWIND,ȱLAKES,ȱHILLS,ȱGLIDING,ȱFIELDS,ȱCORNFIELD.ȱTheȱsameȱtune
alsoȱ scoredȱwellȱaboveȱaverageȱonȱ connotationsȱ likeȱ SUMMER,ȱWAVY,

BECKȱ(CREEK)ȱandȱRIVER,ȱandȱitȱwasȱtheȱonlyȱoneȱtoȱelicitȱtheȱresponses
SLOWȱMOTION,ȱVALLEYS,ȱROLLINGȱ[HILLS],ȱLONGȱDRESS,ȱLONGȱHAIRȱand,
ofȱcourse,ȱtheȱkineticȱandȱtactileȱaspectsȱofȱSHAMPOOȱasȱdisplayedȱinȱthe
shinyȱbodyȬofȬhairȱswishȱcapturedȱasȱstillsȱinȱfigureȱ13Ȭ6.35ȱ

Fig. 13-6.  TV advert for Pantène Pro Plus Shampoo (Canada, 2003) 

Theȱ gesturalȱ commonȱ denominators,ȱ bothȱ kineticȱ andȱ tactile,ȱ ofȱ all
thoseȱwavesȱonȱtheȱsea,ȱrollingȱhillsȱandȱvalleys,ȱsandyȱbeaches,ȱtrees,
fields,ȱlongȱhairȱandȱdressesȱcanȱbeȱsummarisedȱinȱsixȱpoints.ȱ[1]ȱLong
grass,ȱflowers,ȱcornȱinȱaȱfield,ȱtreesȱandȱseasȱcanȱallȱsway,ȱundulate,ȱripple
andȱ flow.ȱ [2]ȱ Cloudsȱ canȱ float,ȱ hillsȱ andȱ valleysȱ canȱ roll.ȱ [3]ȱ Rivers,
streams,ȱlongȱhairȱandȱlongȱdressesȱcanȱflow.ȱ[4]ȱFlowingȱgarmentsȱand
longȱhairȱcanȱsway.ȱ[5]ȱHumanȱmovementȱfilmedȱinȱslowȱmotionȱfloatsȱor
glides.ȱ[6]ȱTheȱidealȱbeachȱhasȱsmoothȱsandȱandȱaȱgentlyȱcurvingȱshoreline
byȱtheȱwavesȱofȱtheȱsea.ȱSuchȱobservationsȱillustrateȱtheȱfirstȱpremiseȱof
gesturalȱinterconversion:ȱitsȱsharedȱcharacteristicsȱdoȱnotȱderiveȱfromȱtheȱunȬ
mediatedȱobjectiveȱqualitiesȱofȱtheȱphenomenaȱinȱquestionȱbutȱfromȱhumanȱgesȬ
turality,ȱ tactility,ȱbodilyȱmovementȱandȱ sensualȱperceptionȱwhich,ȱwithinȱ a
givenȱculture,ȱcanȱbeȱobservedȱasȱrelatingȱtoȱtheȱsameȱobjectiveȱphenomenaȱ—
henceȱtheȱwavingȱofȱcornȱandȱofȱtheȱsea,ȱtheȱswayingȱofȱhairȱandȱofȱtrees,
theȱflowingȱofȱlooseȱgarmentsȱandȱofȱrivers,ȱetc.

Theȱsecondȱpremiseȱofȱgesturalȱinterconversionȱfollowsȱfromȱtheȱfirstȱand
statesȱthatȱitȱisȱpossibleȱtoȱprojectȱtheȱsameȱbasicȱsetȱofȱhumanȱgesturesȱonȱto
allȱmatterȱandȱobjectsȱperceived,ȱinȱtheȱmannerȱjustȱdescribed,ȱasȱsharingȱthe
sameȱgeneralȱqualities.ȱThisȱpremiseȱalsoȱassumesȱthatȱtheȱphenomenaȱin

35. Seeȱp.168ȱforȱotherȱrelevantȱpicturesȱandȱTLTT:ȱ156Ȭ275ȱforȱaȱcompleteȱanalysisȱofȱtheȱ
musicȱandȱitsȱresponses.ȱ
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questionȱareȱperceivedȱfromȱparticularȱperspectives,ȱi.e.ȱplacedȱatȱsuch
aȱdistanceȱfromȱtheȱhumanȱandȱviewedȱatȱsuchȱanȱangleȱasȱtoȱallowȱa
particularȱ typeȱofȱgestureȱ toȱcoincideȱwithȱ theȱperceivedȱ form,ȱ shape,
surfaceȱorȱmovementȱofȱtheȱphenomenaȱinȱquestion.ȱIf,ȱasȱweȱsaw,ȱhills
andȱdalesȱareȱviewedȱfromȱaȱdistanceȱofȱtenȱkilometres,ȱorȱaȱcornfieldȱor
meadowȱ fromȱaȱhundredȱmetres,ȱorȱaȱ largeȱ treeȱorȱwavesȱonȱ theȱsea
fromȱtwenty,ȱorȱtheȱfullȱfigureȱofȱaȱhumanȱfromȱthreeȱmetres,ȱorȱ‘his/
her’ȱheadȱandȱshouldersȱfromȱoneȱmetre,ȱetc.,ȱthenȱtheȱsize,ȱproportions
andȱtrajectoryȱofȱaȱviewer’sȱgesturesȱoutliningȱtheȱprofileȱofȱthoseȱpheȬ
nomenaȱwillȱbeȱquiteȱsimilar.ȱ

Theȱthirdȱpremiseȱisȱaȱcorollaryȱofȱtheȱsecond.ȱJustȱasȱtheȱsameȱhuman

gestureȱcanȱbeȱprojectedȱonȱtoȱaȱsetȱofȱgesturallyȱcompatibleȱexternal
objects,ȱtheȱsameȱexternalȱphenomenaȱcan,ȱifȱperceivedȱfromȱtheȱrelevant
perspective,ȱalsoȱbeȱappropriatedȱandȱinternalisedȱthroughȱtheȱmediumȱofȱgesȬ
ture.ȱIt’sȱthisȱtwoȬwayȱprocessȱofȱprojectionȱandȱappropriationȱthroughȱgesture
whichȱgivesȱriseȱtoȱtheȱtermȱgesturalȱinterconversion.

Toȱclarifyȱtheseȱprinciples,ȱpleaseȱnoteȱthatȱTheȱDreamȱofȱOlwenȱclocked
upȱ noȱ responseȱ involvingȱ speed,ȱ conflict,ȱ aggression,ȱ crime,ȱ asperity,
fear,ȱeruptionȱorȱdisorder,ȱandȱnothingȱinȱtheȱurban,ȱNorthȱAmerican,

darkness,ȱ danger,ȱmodernityȱ orȱ futureȬtimeȱ departmentsȱ (fig.ȱ 13Ȭ7,
p.509).36ȱ That’sȱ becauseȱ theȱmusicȱ featuredȱ kineticȱ anaphonesȱ perȬ
ceivedȱasȱWAVY,ȱUNDULATING,ȱSMOOTH,ȱCURVED,ȱSWAYING,ȱROLLING,ȱRIPȬ
PLING,ȱ FLOWINGȱ andȱ noȱ sharp,ȱ square,ȱ angular,ȱ rough,ȱ suddenȱ or
choppyȱ sortsȱ ofȱmovementȱ orȱ touch.ȱGesturalȱ interconversionȱ isȱ in
otherȱwordsȱusefulȱinȱsemioticȱmusicȱanalysisȱbecauseȱbyȱsynaesthetiȬ
callyȱconnectingȱappropriateȱgestureȱwithȱtheȱmusicȱitȱallowsȱusȱtoȱconȬ
cretiseȱtheȱsortȱofȱspaces,ȱobjects,ȱtexturesȱandȱmovementsȱrepresented
inȱ sound.ȱOfȱ course,ȱ neitherȱ hair,ȱ hills,ȱwaves,ȱ fieldsȱ andȱ trees,ȱ nor
motherboards,ȱ skyscrapers,ȱ radiatorsȱ andȱNaziȱ phalanxes,ȱ areȱ toȱ be
heardȱliterallyȱanywhereȱinȱanyȱmusic,ȱbutȱspaceȱandȱmovementȱmediȬ
atedȱthroughȱcommonalityȱofȱgesturalȱinterconversionȱappropriateȱto
eitherȱofȱthoseȱtwoȱsetsȱofȱexternalȱobjectsȱisȱmostȱcertainlyȱsomething

thatȱmusicȱcanȱexpressȱwithȱconsiderableȱforceȱandȱprecision.ȱ

36. Seeȱalsoȱtableȱ6Ȭ1,ȱp.486,ȱff.ȱandȱcompareȱVVAȱcategoriesȱ103,ȱ111,ȱ114,ȱ141,ȱ31,ȱ541ȱ
andȱ55ȱwithȱcategoriesȱ122,ȱ141,ȱ35ȱandȱ592.ȱ
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Fig. 13-7.  ‘Non-fluid’ (choppy/angular) gestural interconversion: (a) computer 
motherboard; (b) Chicago skyline; (c) radiator; (d) Nazi rally 1938 

Compositeȱanaphonesȱ

Asȱmentionedȱearlier,ȱ theȱcategoriesȱandȱsubcategoriesȱofȱ thisȱsimple

typologyȱofȱmusicalȱsignsȱareȱrarelyȱmutuallyȱexclusive.ȱTheȱfollowing

threeȱexamplesȱ—GALLOPING,ȱSTABBINGȱandȱNEWSCASTING—ȱeachȱillusȬ
trateȱhowȱanaphonesȱoftenȱcombineȱsonic,ȱ tactileȱandȱkineticȱaspects
intoȱoneȱsingleȱmusemeȱstack.37

Gallopingȱ

TheȱmostȱcommonȱequineȱanaphoneȱinȱEuropeanȱandȱNorthȱAmerican

musicȱforȱtheȱstageȱandȱtheȱmovingȱimageȱmustȱsurelyȱbeȱtheȱfastȱDIDȬ
DLEȬDUMȱDIDDLEȬDUMȱgallopȱmotifȱheardȱinȱsuchȱpiecesȱasȱRossini’sȱWilȬ
liamȱTellȱovertureȱ(1829ȱ—alsoȱasȱTVȱthemeȱmusicȱforȱTheȱLoneȱRanger),
theȱsignatureȱtuneȱforȱBonanzaȱ(Livingston,ȱ1959),ȱandȱMorricone’sȱtitle
musicȱforȱbothȱForȱaȱFewȱDollarsȱMoreȱ(1965)ȱandȱTheȱGood,ȱTheȱBadȱand
theȱUglyȱ(1966).38ȱThereȱmayȱnotȱbeȱmuchȱtactilityȱinȱthisȱpopularȱgallop
motifȱbutȱitsȱsonicȱandȱkineticȱaspectsȱareȱquiteȱclear.ȱSonicallyȱthisȱDIDȬ

37. Socialȱanaphonesȱareȱalsoȱcompositesȱandȱdiscussedȱonȱpageȱ514.ȱ
38. ThisȱpopularȱgallopȱmotifȱinȱbinaryȱmetreȱdominatesȱtheȱlastȱsectionȱofȱtheȱRossiniȱ

overtureȱ(c.160ȱbpm)ȱandȱisȱcrossȬfadedȱwithȱhorseȱhoofȱsoundsȱinȱTheȱLoneȱRanger.ȱItȱ
isȱheardȱthroughoutȱtheȱBonanzaȱthemeȱ(c.140ȱbpm)ȱandȱfirstȱappearsȱinȱtheȱMorriȬ
coneȱtitleȱmusicȱexamplesȱatȱ1:41ȱ(1965)ȱandȱ0:46ȱ(1966)ȱrespectivelyȱ(c.ȱ120ȱbpm).
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DLEȬDUMȱorȱGIDDYȬUPȱmotifȱoffersȱonlyȱaȱveryȱapproximateȱstylisationȱof
horseȱhoovesȱhittingȱtheȱgroundȱinȱfullȱgallop.ȱThat’sȱpartlyȱbecauseȱthe
animalȱhasȱfour,ȱnotȱjustȱthreeȱlegs:ȱitȱtakesȱoffȱafterȱitsȱfourthȱhoofȱhits
theȱgroundȱ(onȱtheȱ‘DUM’ȱofȱDIDDLEȬDUMȱorȱDIDDLEDYȬDUM,ȱorȱonȱtheȱlitȬ
eralȱUPȱofȱGIDDYȬUP)ȱforȱaȱdurationȱsimilarȱtoȱthatȱoccupiedȱbyȱtheȱother
threeȱhoovesȱtouchingȱtheȱgroundȱ([a]ȱandȱ[b]ȱpropellingȱintoȱ[c]ȱand
[d]ȱinȱfigureȱ13Ȭ8).ȱThoseȱthree,ȱnotȱtwo,ȱotherȱhoovesȱshouldȱlogically
promptȱaȱ fourȬsyllableȱonomatopoeiaȱ likeȱDIDDLEDYȬDUMȱ ratherȱ than
theȱmereȱ threeȱ syllablesȱ ofȱ theȱ popularȱ gallopȱmotifȱ DIDDLEȬDUMȱ or
GIDDYȬUP.ȱTheȱstrongestȱkineticȱelementȱinȱtheȱmotifȱisȱtheȱgroupȱofȱtwo

quickȱnotesȱ—theȱDIDDLEȱorȱGIDDY—ȱpropellingȱenergyȱtowardsȱanȱagoȬ
gicȱaccentȱatȱtheȱtakeȬoffȱpointȱ—theȱDUMȱorȱUP.39ȱ

Fig. 13-8.  Gallop: ‘diddle-dum’ (‘giddy-up’) or ‘diddledy-dum’?40 

Stabbingȱ

Figureȱ13Ȭ9ȱ(p.ȱ511)ȱisȱaȱreductionȱofȱHerrmann’sȱfamousȱscoreȱforȱthe
showerȱsceneȱatȱ0:48:24ȱinȱHitchcock’sȱPsychoȱ(1960).ȱIt’sȱincludedȱhere
asȱaȱtextbookȱexampleȱofȱcompositeȱanaphonesȱinȱaction.ȱOfȱtheȱeightȬ
eenȱbarsȱcitedȱinȱtheȱexample,ȱtheȱfirstȱtwelveȱconsistȱofȱ36ȱequiduraȬ
tionalȱstabsȱ(8ȱeveryȱ5ȱsecondsȱatȱ96ȱbpm),ȱeachȱplayedȱforcefullyȱand
veryȱloudȱ(sffȱ=ȱsforzandoȱfortissimo)ȱwithȱdownȬbowȱstrokesȱ(é).ȱSuchȱarȬ
ticulationȱcreatesȱ strong,ȱsharp,ȱpercussive,ȱabrasiveȱandȱpiercingȱatȬ
tacksȱ forȱ eachȱ note.ȱ Stridentȱ harmonicȱ dissonancesȱ areȱ addedȱ inȱ a
descendingȱpatternȱsoȱthatȱtheȱsimultaneouslyȱsoundedȱnotesȱcoverȱnot
justȱtheȱhighȱpitchesȱheardȱonȱtheirȱownȱinȱbarsȱ1Ȭ3ȱbutȱprogressively
alsoȱencompassȱmidȬregisterȱdissonancesȱ(barsȱ4Ȭ12).ȱ

39. Agogicȱaccentsȱareȱonȱnotesȱlongerȱthanȱtheȱnote[s]ȱprecedingȱit,ȱorȱthatȱareȱfollowedȱ
byȱaȱpauseȱlongerȱthanȱthoseȱseparatingȱitsȱprecedingȱnotes.ȱTheȱCLACKȱofȱCLICKETYȬ
CLACKȱisȱanotherȱexampleȱofȱtheȱagogicȱaccent’sȱpropulsiveȱpropertiesȱ(p.292,ff.).ȱSeeȱ
alsoȱtheȱsectionȱonȱpropulsiveȱreiterationsȱ(p.518,ff).

40. PhotosȱtakenȱbyȱEdwardȱMuybridgeȱ(diedȱ1904),ȱfirstȱpublishedȱinȱ1887ȱatȱPhiladelȬ
phia;ȱhttp://commons.wikimedia.org/wiki/File:Muybridge_race_horse_gallop.jpg [110727].
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Fig. 13-9.  Herrmann: Shower scene music from Psycho (1960)

Sonically,ȱtheȱsudden,ȱsharp,ȱrepeatedȱnotesȱinȱhighȱregisterȱresembleȱa
combinationȱofȱfemaleȱscreamsȱofȱterrorȱandȱtheȱsoundȱofȱaȱlargeȱknife
beingȱsharpened.41ȱTactileȱandȱkineticȱanaphonesȱareȱricherȱinȱthisȱparȬ
agonȱofȱmusicalȱhorror:ȱ theȱ sharp,ȱpiercing,ȱpainfulȱdissonancesȱ are
one,ȱtheȱreplacementȱofȱKHEEKȬKHEEKȱ[:K�M]ȱ(barsȱ1Ȭ12)ȱwithȱtheȱBWEEPȬ
BWEEPȱ[DYK�R?ȱofȱbarsȱ13Ȭ14ȱanother.ȱTheȱshort,ȱslidingȱBWȱ(glissando)ȱof
thoseȱ sixȱ BWEEPsȱ isȱparticularlyȱdisconcertingȱbecauseȱ itȱ replacesȱ the
straightȱhackingȱofȱtheȱfirstȱ36ȱKHEEKsȱwithȱaȱmomentaryȱsoftnessȱofȱatȬ
tackȱ(BWȱinsteadȱofȱKH)ȱatȱtheȱonsetȱofȱeachȱstab.ȱThatȱmodifiedȱattack
resembles,ȱinȱtermsȱofȱbothȱtouchȱandȱmovement,ȱtheȱinitialȱresistance
offeredȱbyȱ theȱskinȱ justȱbeforeȱ theȱknifeȱpointȱplungesȱ intoȱ theȱbody.
Equallyȱunsettlingȱisȱtheȱadditionȱofȱprogressivelyȱlowerȱdissonancesȱin

41. Toȱhearȱthisȱinȱaction,ȱlistenȱtoȱ|* tagg.org/audio/PsychoShowerAnaphones.mp3| [50"; 110713].

http://www.tagg.org/bookxtrax/NonMuso/mp3s/PsychoShowerAnaphones.mp3
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barsȱ4Ȭ12,ȱnotȱsoȱmuchȱbecauseȱtheȱhaplessȱMarionȱslumpsȱgradually
downȱtoȱherȱdeathȱasȱbecauseȱpainȱoccupiesȱmoreȱandȱmoreȱofȱherȱenȬ
tireȱbody,ȱ startingȱwithȱ theȱhighȬpitchedȱ terrorȱ inȱ (her)ȱheadȱ register
andȱ graduallyȱ extendingȱ toȱ theȱ chestȱ registerȱ andȱ abdomenȱ—from

short,ȱsharp,ȱexcruciatingȱpainȱtoȱmoreȱgeneralised,ȱthrobbingȱandȱinȬ
ternalȱhaemorrhaging,ȱsoȱtoȱspeak.ȱ
Theȱ kineticȱ anaphoneȱ ofȱ regularlyȱ repeatedȱ stabsȱ isȱ alsoȱdisturbing,
perhapsȱsurprisinglyȱso,ȱsinceȱregularityȱusuallyȱimpliesȱpredictability
andȱbecauseȱpredictabilityȱgenerallyȱ impliesȱorderȱratherȱ thanȱchaos.
However,ȱsinceȱHitchcock’sȱcuttingȱofȱthisȱsceneȱ isȱitselfȱ intentionally
chaoticȱandȱdisorientatingȱ (frequentȱandȱsuddenȱchangesȱofȱangleȱ in
jaggedlyȱcutȱ takes,ȱetc.),ȱHerrmann’sȱmetronomicallyȱ repeatedȱdissoȬ
nantȱstabsȱworkȱasȱaȱdisturbingȱcounterpoint,ȱasȱanȱinexorable,ȱalmost

mechanicallyȱunstoppable,ȱcounterpartȱtoȱtheȱhorrorȱbehindȱtheȱchaos
andȱmayhemȱshownȱonȱscreen.ȱ

Newscastingȱ
‘Staccatoȱ signalsȱ ofȱ constantȱ information’ȱ isȱ howȱ Paulȱ Simonȱ (1986)
characterisedȱthisȱcompositeȱanaphone.42ȱHe’sȱreferringȱofȱcourseȱtoȱthe
rapid,ȱ irregularȱ rhythmsȱ ofȱ ‘newsȱmusic’ȱ thatȱwereȱ soȱwidelyȱ used
throughoutȱ theȱ1970sȱandȱ1980sȱasȱurgencyȱcuesȱ identifyingȱTVȱproȬ
ductionsȱlikeȱSportsnightȱandȱCapitalȱRadioȱNewsȱinȱtheȱUK,ȱlikeȱSportȬ
nytt,ȱTVȬnyttȱandȱAktuelltȱinȱSweden,ȱlikeȱTF1ȱTéléjournalȱVingtȱHeuresȱin
France;ȱandȱlikeȱThisȱWeek,ȱWallȱStreetȱWeekȱandȱTheȱMcLaughlinȱGroup
(worldȱaffairsȱprogramme)ȱinȱtheȱUSA.43ȱ
Theȱkineticȱaspectȱofȱtheseȱ‘staccatoȱsignalsȱofȱconstantȱinformation’ȱis
closelyȱ linkedȱ toȱ itsȱ sonicȱ character.ȱTheȱ rhythmȱofȱ thisȱ typeȱofȱanaȬ
phoneȱ resembles:ȱ [1]ȱ theȱ unpredictableȱ patternsȱ ofȱ dotsȱ andȱ dashes
heardȱwhileȱsendingȱorȱreceivingȱMorseȱcodeȱmessages,ȱaȱsoundȱassoȬ
ciatedȱwithȱimmediacyȱandȱurgencyȱsinceȱtheȱearlyȱdaysȱofȱtelegraphy;

42. Fromȱlyricsȱofȱ‘BoyȱInȱAȱBubble’ȱonȱtheȱGracelandȱalbum.

43. ThisȱsectionȱisȱbasedȱonȱtheȱSporstnightȱchapterȱinȱTaggȱ&ȱClaridaȱ(2003:ȱ475Ȭ501).ȱ
Sportsnightȱ(EȱTonyȱHatch;ȱBBC,ȱ1973).ȱTheȱotherȱjinglesȱdateȱfromȱtheȱmidȬtoȬlateȱ
1970s,ȱexceptȱforȱThisȱWeekȱ(ABCȱTV,ȱ1988),ȱWallȱStreetȱWeekȱ(MarylandȱPBS,ȱ1989)ȱ
andȱTheȱMcLaughlinȱGroupȱ(1989).ȱAȱveryȱsimilarȱmotifȱwasȱusedȱasȱstationȱidentificaȬ
tionȱlogoȱbyȱWINSȱ(newsȱradio)ȱinȱNewȱYorkȱ(1988),ȱasȱwellȱasȱinȱaȱpoliticalȱnewsȱ
(‘WNIX’)ȱpasticheȱlampooningȱNixonȱafterȱWatergateȱ(1972Ȭ3?).
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[2]ȱtheȱfastȱbutȱirregularȱstringȱofȱrepeatedȱconsonantsȱutteredȱbyȱsomeȬ
oneȱstammering,ȱaȱsoundȱassociatedȱwithȱstress,ȱworryȱandȱurgencyȱbeȬ
causeȱevenȱindividualsȱwhoȱdon’tȱnormallyȱstutterȱareȱmoreȱlikelyȱtoȱdo
soȱifȱunderȱpressureȱtoȱsayȱsomethingȱimportantȱinstantaneously.ȱMoreȬ
over,ȱtheȱtimbreȱofȱinstrumentsȱarticulatingȱtheseȱrhythmsȱoftenȱsounds
‘mechanical’ȱorȱ‘synthetic’,ȱi.e.ȱunlikeȱtheȱnormalȱsoundȱandȱutterance
ofȱaȱhumanȱvoiceȱorȱofȱanȱacousticȱinstrumentȱstatingȱaȱmelodicȱline.44

Inȱ termsȱ ofȱ touch,ȱ thisȱ ‘newsȱ anaphone’ȱ bearsȱ noȱ traceȱ ofȱ anything
smooth,ȱsweet,ȱrich,ȱsoft,ȱvelvety,ȱrestful,ȱdreamy,ȱlush,ȱfluid,ȱflowing,

rolling,ȱ rounded,ȱwavy,ȱ swayingȱorȱviscose;ȱbutȱnorȱ isȱ itȱparticularly
rough,ȱabrasiveȱorȱeruptive.ȱ(HereȱtheȱlinesȱbetweenȱtouchȱandȱmoveȬ
mentȱareȱobviouslyȱblurred.)ȱItsȱshort,ȱquickȱnotesȱclearlyȱconnectȱwith

fineȬmotoricȱ ratherȱ thanȱ grossȬmotoricȱmovement,ȱwithȱ fingersȱ tapȬ
ping,ȱorȱteethȱchattering,ȱratherȱthanȱbodiesȱbending,ȱarmsȱswirlingȱor
legsȱkicking.ȱItȱmoreȱcloselyȱresemblesȱrapidȱtwitching,ȱsplutteringȱor
flickeringȱ thanȱbabbling,ȱripplingȱorȱrustling.ȱ Itȱdoesn’tȱhaveȱenough
massȱ(tooȱhigh,ȱtooȱlight)ȱtoȱbeȱsquare,ȱjerkyȱorȱangularȱbutȱitȱdoesȱhave
aȱ certainȱ sharpness:ȱnotȱ thatȱofȱbeingȱ cutȱbyȱ aȱknifeȱorȱ razorȱbutȱof
somethingȱmoreȱlikeȱrunningȱyourȱfingertipsȱdownȱanȱirregularlyȱpebȬ
bleȬdashedȱwall:ȱnoȱsensationȱofȱsmoothnessȱorȱfluidityȱthere,ȱ justȱan
incessantȱsequenceȱofȱveryȱsmall,ȱhardȱandȱsharpȱpoints.45ȱGivenȱalso
theȱmechanicalȱorȱsyntheticȱtimbreȱthatȱoftenȱcarriesȱtheseȱmotifsȱand
givenȱtheirȱsonicȱetymophonyȱ(telegraphy,ȱstammering),ȱlittleȱwonder

thatȱ theseȱ fineȬmotoricȱkineticȱanaphonesȱ (sharplyȱ twitching,ȱ flickerȬ
ing)ȱwereȱalsoȱconflatedȱwithȱ theȱstutteringȱsoundȱofȱ tickerȬtapeȱmaȬ
chines,ȱ withȱ teleprintersȱ and,ȱ consequently,ȱ consideredȱ thoroughly
appropriateȱasȱurgencyȱcuesȱforȱnewscasting.46ȱ

44. SynthesisedȱsamplesȱofȱacousticȱinstrumentsȱareȱunlikelyȱtoȱbeȱusedȱinȱsuchȱcircumȬ
stances.ȱInȱtheȱpreȬsynthesiserȱeraȱxylophones,ȱmetalophonesȱorȱsmatteringȱbrassȱ
wereȱusedȱtoȱcarryȱtheseȱmotifsȱ(TLTT:ȱ475Ȭ501).ȱEvenȱtheȱGreenwichȱmeanȱtimeȱsigȬ
nalȱ(fromȱWorldȱWarȱII)ȱwasȱanȱ‘unnatural’,ȱelectroȬacousticallyȱgeneratedȱsound.

45. Pebbleȱdashȱhasȱtooȱcoarseȱaȱtextureȱtoȱbeȱtrulyȱabrasiveȱlikeȱcoarseȱsandpaper.
46. TheyȱareȱalsoȱsimilarȱtoȱtheȱgratuitousȱsoundȱeffectsȱaddedȱtoȱtextȱdisplaysȱonȱcomȬ

puterȱscreensȱshownȱinȱHollywoodȱmovies,ȱanȱactȱofȱpoeticȱlicenseȱsimilarȱtoȱBBCȱTV’sȱ
continuedȱuseȱofȱaȱteleprinterȱ(withȱaȱgolfȬballȱhead),ȱlongȱafterȱtheȱarrivalȱofȱmatrixȱ
dotȱprinters,ȱtoȱshowȱincomingȱfootballȱresultsȱ(seeȱTLTT:ȱ489).ȱForȱmusicȱandȱtickerȬ
tapeȱmachines/teleprinters,ȱseeȱWallȱStreetȱWeekȱ(TLTT:ȱ493).ȱȱȱ
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Socialȱanaphonesȱ

Someȱcompositeȱanaphonesȱareȱnotȱmerelyȱaggregatesȱofȱtextural,ȱkiȬ
neticȱandȱspatialȱfeaturesȱbecauseȱtheyȱalsoȱexhibitȱsocialȱtraitsȱinvolving
theȱiconicȱrepresentationȱofȱpatternsȱofȱhumanȱinteraction.47ȱTheseȱcomposȬ
itesȱcanȱbeȱcalledȱSOCIALȱANAPHONES.ȱDiscussedȱatȱsomeȱlengthȱinȱchapȬ
terȱ12ȱ(pp.ȱ446Ȭ475)ȱtheȱorganisationȱofȱdifferentȱvoices,ȱinstrumentsȱor
recordedȱtracksȱintoȱsyncriticȱformsȱlikeȱunison,ȱheterophony,ȱhomophȬ
ony,ȱ contrapuntalȱ polyphony,ȱ crossȱ rhythm,ȱ antiphony,ȱ callȱ andȱ reȬ
sponse,ȱ figureȬgroundȱ dualism,ȱ etc.ȱ canȱ beȱ heardȱ asȱ representing
differentȱtypesȱofȱrelationshipȱbetweenȱindividuals,ȱorȱbetweenȱanȱindiȬ
vidualȱandȱhis/herȱalterȱego,ȱorȱbetweenȱindividualsȱandȱtheirȱenvironȬ
ment.ȱWeȱcouldȱbeȱhearingȱaȱsortȱofȱconversation,ȱorȱanȱargument,ȱor
agreement,ȱorȱtheȱstatementȱofȱaȱsingleȱindividual,ȱorȱofȱseveral,ȱorȱthe
relationshipȱofȱanȱindividualȱtoȱanȱenvironment,ȱorȱtheȱostensibleȱabȬ
senceȱofȱanyȱindividualȱinȱanȱenvironment.ȱWeȱmightȱalsoȱbeȱhearing
everyoneȱ‘singingȱfromȱtheȱsameȱhymnȱsheet’ȱ(performingȱexactlyȱthe
sameȱthingȱatȱtheȱsameȱtime),ȱorȱseveralȱpeopleȱ ‘saying’ȱbasicallyȱthe
sameȱthingȱbutȱeachȱaudibleȱasȱanȱindividualȱ(performingȱmoreȱorȱless
theȱsameȱthingȱatȱroughlyȱtheȱsameȱtime),ȱorȱseveralȱpeopleȱ‘saying’ȱdifȬ
ferentȱthingsȱbutȱstillȱsimultaneouslyȱpartȱofȱtheȱsameȱcommunity.ȱOr
perhapsȱthoseȱindividualsȱorȱgroupsȱofȱindividualsȱareȱinȱconflictȱwith

eachȱother,ȱorȱmaybeȱsoȱmanyȱdifferentȱ thingsȱareȱbeingȱ ‘said’ȱatȱ the
sameȱ timeȱ thatȱ theȱ impressionȱ isȱmoreȱoneȱofȱ chaosȱorȱofȱaȱ faceless
crowdȱthanȱofȱaȱcollectionȱofȱmutuallyȱdistinguishableȱindividuals.ȱAlȬ
thoughȱonlyȱaȱfewȱconceptsȱcanȱbeȱcalledȱuponȱtoȱdenoteȱtheseȱsocial
anaphones,ȱtheyȱareȱeasilyȱperceivedȱandȱidentifiedȱifȱyouȱareȱawareȱof
theirȱexistenceȱasȱaȱsignȱtypeȱandȱifȱyouȱlistenȱoutȱforȱthemȱinȱtheȱmusic

you’reȱanalysing.48ȱ

47. Iconicȱinȱtheȱsemioticȱsenseȱ(p.ȱ161).ȱWe’reȱdealingȱhereȱwithȱtheȱsocialȱdomainȱ(p.ȱ64)ȱ
ofȱmusicȱasȱaȱfieldȱofȱ’CrossȬdomainȱrepresentationȱandȱsynaesthesis’ȱ(p.ȱ62,ȱff.).ȱ

48. Asȱwithȱallȱtheȱotherȱsignȱtypes,ȱtheȱoccurrenceȱofȱsocialȱanaphonesȱinȱanȱAOȱcanȱbeȱ
indicatedȱusingȱunequivocalȱtimecodeȱplacementȱreferenceȱ(seeȱpp.ȱ256Ȭ259).
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Diataxemesȱ

DIATAXISȱ is,ȱasȱweȱsawȱatȱ theȱstartȱofȱchapterȱ11,ȱ theȱdiachronic,ȱepiȬ
sodic,ȱextensional,ȱlongȬtermȱnarrativeȱaspectȱofȱform.ȱAȱDIATAXEMEȱis
thereforeȱanȱidentifiableȱelementȱofȱmeaningȱrelatingȱtoȱtheȱmusic’sȱepiȬ
sodicȱorderȱofȱevents.ȱThereȱareȱthreeȱtypesȱofȱdiataxeme:ȱEPISODICȱDEȬ
TERMINANT,ȱEPISODICȱMARKERȱandȱOVERALLȱDIATAXIS.ȱ

Episodicȱdeterminantsȱ

Episodicȱdeterminantsȱandȱmarkers,49ȱlikeȱmostȱofȱtheȱsignȱtypesȱpreȬ
sentedȱinȱthisȱchapter,ȱhadȱtoȱbeȱconceptualisedȱbecauseȱofȱdifferences
inȱmusicalȱ semiosisȱ observedȱ inȱ conjunctionȱwithȱ theȱ receptionȱ test
dataȱ referredȱ toȱonȱseveralȱpreviousȱoccasions.50ȱToȱbeȱmoreȱprecise,
someȱpiecesȱinȱtheȱtestȱbatteryȱgaveȱriseȱtoȱfarȱmoreȱepisodicȱassociaȬ
tionsȱthanȱdidȱothers,ȱi.e.ȱtoȱresponsesȱlikeȱHASȱJUST,ȱAFTERȱTHAT,ȱAFTER
AȱLONGȱTIME,ȱABOUTȱTOȱHAPPEN,ȱLEADINGȱTO,ȱANDȱTHEN.ȱHowȱwereȱthose
piecesȱstructurallyȱdifferentȱfromȱlessȱepisodicȱexamples?ȱ

Theȱobviousȱconclusionȱwasȱthatȱtestȱpiecesȱfeaturingȱmoreȱstructural
changeȱwereȱ heardȱ asȱmoreȱ episodicȱ thanȱ thoseȱ thatȱ justȱ ‘chugged
along’ȱrecyclingȱtheȱsameȱbasicȱmusicalȱmaterialȱfromȱstartȱtoȱfinish.ȱIn
ourȱtestȱtunesȱweȱfoundȱfiveȱmainȱstructuralȱfactorsȱoperativeȱinȱelicitȬ
ingȱepisodicȱresponses:ȱnonȬrecurrentȱ themes,ȱharmonicȱblur,ȱorchesȬ
tralȱ change,ȱ temporalȱ changeȱ andȱ unidirectionalȱ sweeps.51ȱMostȱ of
thoseȱstructuralȱchangeȱtypesȱareȱimmediate.ȱTheyȱputȱtheȱmusicȱinȱa
differentȱplace,ȱsoȱtoȱspeak,ȱwithȱlittleȱorȱnoȱwarning:ȱtheȱmusicȱchanges
keyȱwithoutȱpreparatoryȱmodulation,ȱorȱgetsȱlouderȱwithoutȱanȱintroȬ
ductoryȱcrescendo,ȱorȱchangesȱregisterȱwithoutȱaȱpreliminaryȱascentȱor
descent,ȱorȱchangesȱinstrumentation,ȱorȱmelodicȱcontourȱandȱrhythm,

orȱunderlyingȱaccompanimentalȱfigures,ȱorȱmetre,ȱorȱ tempo,ȱorȱaural
stagingȱetc.,ȱorȱseveralȱofȱtheseȱallȱatȱonce.ȱTheseȱchangesȱmakeȱoneȱsecȬ
tionȱofȱ theȱmusicȱsoundȱdifferentȱ toȱanotherȱ (e.g.ȱverseȱlȱchorus,ȱA
themeȱlȱBȱtheme,ȱinstrumentalȱlȱvocal,ȱetc.)ȱbutȱareȱtheyȱepisodic?

49. Similarȱtoȱtheȱ‘boundaryȱmarker’ȱinȱlinguisticsȱ(SinclairȱandȱCoulthard,ȱ1975).ȱ
ThanksȱtoȱKayȱRichardson,ȱLiverpool,ȱforȱthisȱobservation.

50. Forȱmoreȱonȱreceptionȱtests,ȱseeȱpp.17,ȱff.ȱandȱ200,ȱff.
51. Taggȱ&ȱClaridaȱ(2003:ȱ555Ȭ562,ȱesp.ȱTableȱ8Ȭ7,ȱp.560).
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IfȱEPISODE,ȱappliedȱtoȱmusic,ȱmeansȱ‘aȱpassageȱcontainingȱdistinctȱmateȬ
rial’ȱasȱpartȱofȱaȱ largerȱsequenceȱofȱevents,52ȱandȱ ifȱthatȱpassageȱ lasts
longȱ enoughȱ toȱ establishȱ itselfȱ asȱ anȱ episodeȱ ratherȱ thanȱ asȱ aȱmere

phraseȱorȱevent,ȱthenȱtheȱsortsȱofȱchangeȱjustȱlistedȱareȱdefinitelyȱepiȬ
sodic.ȱHowever,ȱsuchȱimmediateȱchangesȱdoȱnotȱsoȱmuchȱmarkȱepisodic
changeȱasȱconstituteȱinȱthemselvesȱtheȱactualȱmaterialsȱofȱdifferenceȱthatȱdeȬ
termineȱtheȱexistenceȱofȱanȱepisode.ȱSuchȱsoundsȱdeterminingȱtheȱidentity
ofȱoneȱpassageȱasȱdistinctȱfromȱanotherȱareȱthereforeȱreferredȱtoȱasȱEPIȬ
SODICȱ DETERMINANTS:ȱ theyȱ areȱ theȱ constituentȱ ingredientsȱ ofȱ what

soundsȱcharacteristicȱforȱtheȱdurationȱofȱtheȱmusicalȱepisodeȱinȱquesȬ
tion.53ȱTheyȱareȱinȱaȱmannerȱofȱspeakingȱtheȱstyleȱindicatorsȱofȱaȱmusiȬ
calȱsectionȱratherȱthanȱofȱaȱwholeȱpiece.ȱ

Episodicȱmarkersȱ

Unidimensionalȱmarkersȱ

Oneȱ ofȱ theȱ fiveȱ episodicȱ traitsȱmentionedȱ aboveȱ—theȱ unidirectional
sweep—ȱdiffersȱfromȱtheȱothers.ȱSinceȱitȱdoesȱnotȱinȱitselfȱconstituteȱepiȬ
sodicȱchangeȱbutȱratherȱpreparesȱitȱorȱdrawsȱattentionȱtoȱit,ȱtheȱunidiȬ
rectionalȱsweepȱdoesȱnotȱdetermineȱtheȱnatureȱofȱaȱmusicalȱepisodeȱ(as
justȱdefined):ȱitȱ‘is’ȱnotȱtheȱchangeȱitselfȱbutȱtheȱstructureȱmarkingȱitsȱimȬ
minentȱarrival.ȱTwoȱofȱtheȱmoreȱepisodicȱpiecesȱinȱtheȱTLTTȱtestȱbattery
containedȱthisȱsortȱofȱunidirectionalȱsweep.ȱTheyȱwereȱmelodicȱfigures
risingȱ quicklyȱ —aboutȱ oneȱ second’sȱ worthȱ ofȱ ‘takeȬoff’,ȱ ‘runȬup’,
‘whoosh’,ȱ ‘scoop’,ȱ ‘swoop’,ȱetc.—ȱfromȱmidȱtoȱhighȱregister,ȱatȱwhich

pointȱnewȱmelodicȱmaterialȱwasȱpresentedȱinȱthatȱhigherȱregister.ȱNeiȬ
therȱfigureȱlastedȱlongȱenoughȱtoȱbecomeȱanȱepisodicȱdeterminant,ȱnor
didȱeitherȱofȱthemȱoccurȱinȱtheȱmaterialȱimmediatelyȱprecedingȱthem.

SinceȱtheyȱwereȱshortȱeventsȱleadingȱintoȱandȱdrawingȱattentionȱtoȱepȬ
isodicȱchange,ȱnotȱconstitutingȱit,ȱtheyȱwereȱcalledȱepisodicȱmarkers.ȱ

It’sȱimportantȱtoȱunderstandȱthatȱanȱepisodicȱmarkerȱhasȱtoȱbeȱunidirecȬ

52. DefinitionȱinȱConciseȱOxfordȱDictionaryȱ(1995).
53. Anȱ8ȬbarȱperiodȱofȱUȱmetreȱatȱ120ȱbpmȱ(32ȱbeats)ȱlastsȱ16Ȉȱandȱwouldȱconstituteȱaȱ

typicalȱ‘episode’ȱ(theȱAȱorȱBȱsection)ȱin,ȱsay,ȱaȱbriskȱ32ȬbarȱjazzȱstandardȱinȱcharacterȬ
isticȱAABAȱform.ȱAnotherȱexample:ȱAbba’sȱFernandoȱcontainsȱthreeȱdifferentȱ‘pasȬ
sagesȱcontainingȱdistinctȱmaterial’ȱ(episodes):ȱ[1]ȱtheȱinstrumentalȱintroductionȱandȱ
interlude;ȱ[2]ȱtheȱverses;ȱ[3]ȱtheȱrefrainȱsectionsȱ(seeȱp.ȱ386,ȱff.,ȱesp.ȱfig.ȱ11Ȭ1,ȱp.ȱ387).ȱ
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tional.ȱIfȱaȱlineȱofȱmusicȱleapsȱandȱfallsȱstraightȱbackȱdownȱagainȱ(�!)

it’sȱnoȱmoreȱthanȱoneȱsingleȱeventȱinsideȱanȱepisode;ȱbutȱifȱitȱgoesȱinȱonly
oneȱdirectionȱ—�ȱorȱ!—ȱandȱleadsȱintoȱtheȱnewȱregisterȱcontinuing
fromȱtheȱpointȱofȱtheȱarrowȱtip,ȱitȱmarksȱanȱepisodicȱchangeȱfromȱone
registerȱtoȱanother.54ȱTheȱsameȱprincipleȱappliesȱtoȱaȱcrescendoȱ(<:ȱfrom
quietȱtoȱloud)ȱorȱdiminuendoȱ(>:ȱfromȱloudȱtoȱquiet).ȱIfȱtheȱprocessȱis
unidirectionalȱitȱcanȱbecomeȱanȱepisodicȱmarkerȱdrawingȱattentionȱto
theȱlouderȱorȱsofterȱsectionȱitȱprepares;ȱbutȱifȱitȱgoesȱ‘thereȱandȱstraight
back’ȱ(�!ȱorȱ!�;ȱ< >ȱorȱ><)ȱitȱcannot:ȱitȱmerelyȱdrawsȱattentionȱtoȱitȬ
self.ȱIt’sȱlikeȱqueuingȱatȱtheȱpostȱoffice.ȱWhenȱyouȱseeȱaȱcashierȱopenȱa
newȱwindowȱforȱserviceȱit’sȱanȱepisodicȱmarkerȱ(fromȱclosedȱtoȱopen),
asȱisȱalsoȱclosingȱtheȱwindowȱafterȱit’sȱbeenȱopenȱforȱsomeȱtime.ȱButȱif
theȱcashierȱopensȱthenȱimmediatelyȱclosesȱtheȱwindowȱthere’sȱnoȱepiȬ
sodicȱmarker,ȱjustȱoneȱsingleȱ(andȱveryȱannoying)ȱeventȱinsideȱtheȱ‘epiȬ
sode’ȱofȱbeingȱclosed.

Chordȱsequencesȱworkȱ inȱsimilarȱways.ȱSomeȱareȱmodulationsȱ(short
chordȱprogressionsȱleadingȱfromȱoneȱkeyȱintoȱanother),ȱasȱ justȱbefore
theȱmiddleȬeightȱ (‘bridge’)ȱ sectionȱ ofȱAȱNightingaleȱ Sangȱ Inȱ Berkeley
SquareȱorȱOnceȱInȱAȱWhile55ȱandȱinȱsoȱmanyȱotherȱjazzȱstandardsȱthatȱthe
deviceȱworksȱnotȱonlyȱaȱmarkerȱofȱepisodicȱchangeȱ(toȱaȱnewȱkey)ȱbut
alsoȱasȱaȱstyleȱindicatorȱsignallingȱ‘thisȱsortȱofȱkeyȱchangeȱisȱtypicalȱfor
jazzȱstandards’.ȱButȱatȱotherȱtimes,ȱasȱweȱsawȱinȱchapterȱ8ȱ(p. 341 ff.),
shortȱchordȱprogressionsȱoperateȱasȱloops,ȱlikeȱinȱtheȱVAMPȱUNTILȱREADY
introductionsȱtoȱjazzȱstandardsȱorȱasȱtonalȱbackgroundȱtoȱmelodyȱand
riffsȱinȱrockȱandȱpopȱmusic.56ȱInȱadditionȱtoȱitsȱfunctionȱasȱstyleȱindicaȬ
tor,ȱVAMPȱUNTILȱREADYȱcanȱworkȱasȱanȱepisodicȱmarkerȱwhenȱrepeated
atȱtheȱstartȱofȱaȱsongȱbecauseȱitȱdrawsȱattentionȱtoȱwhateverȱbreaksȱthe
repetitionȱinȱtermsȱofȱeitherȱaȱdifferentȱchordȱsequenceȱor,ȱmoreȱcomȬ
monly,ȱtheȱentranceȱofȱtheȱmainȱmelodicȱline.ȱRiffsȱinȱpopȱandȱrock,ȱon

54. Itȱgoesȱwithoutȱsayingȱthatȱunidirectionalȱsweeps,ȱcrescendiȱorȱdiminuendiȱdon’tȱ
needȱtoȱbeȱepisodicȱmarkers.ȱTheyȱonlyȱacquireȱthatȱfunctionȱifȱtheyȱleadȱintoȱaȱnewȱ
sectionȱorȱnewȱrepriseȱofȱaȱpreviouslyȱheardȱsectionȱofȱtheȱmusic.

55. FromȱE�ȱtoȱGȱviaȱAm7�5ȱorȱCm6ȱandȱD7.ȱTheȱtwoȱsongsȱareȱbyȱSherwinȱ(1939)ȱandȱ
Edwardsȱ(1937)ȱrespectively.

56. Forȱdetails,ȱseeȱchaptersȱ10Ȭ13ȱ(‘Chordȱloops’,ȱ‘Modalȱloops’ȱandȱ‘Theȱ“YesȱWeȱCan”ȱ
chords’)ȱinȱTaggȱ(2009).ȱAȱvampȱloopȱrunsȱIȬviȬiiȱorȱIVȬV.ȱ
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theȱotherȱhand,ȱ rarely,ȱ ifȱ ever,ȱ functionȱ asȱ episodicȱmarkersȱbecause
theyȱareȱrepeatedȱthroughoutȱmostȱofȱeitherȱanȱentireȱepisodeȱorȱpiece
(asȱkineticȱanaphones),ȱinȱwhichȱcaseȱtheyȱalsoȱactȱasȱstyleȱindicators.57ȱ

Propulsiveȱreiterationȱ

OneȱofȱtheȱmostȱcommonȱtypesȱofȱepisodicȱmarkerȱisȱtheȱpropulsiveȱreiterȬ
ation.ȱIt’sȱexemplifiedȱinȱfigureȱ13Ȭ10ȱandȱshowsȱaȱstrippedȬdownȱverȬ
sionȱ ofȱkitȱpatternsȱyouȱmightȱhearȱ fromȱ anȱ extremelyȱ rudimentary

rockȱdrummerȱduringȱtheȱlastȱtwoȱbarsȱ(=ȱ8ȱbeatsȱorȱ4ȱseconds)ȱofȱaȱfourȬ
barȱperiodȱrunningȱinȱUȱmetreȱatȱ120ȱbpm.ȱ

Fig. 13-10.   Diddle-diddle drum fill as propulsive reiteration (episodic marker)

TheȱDIDDLEȬDIDDLEȬDIDDLEȬDIDDLEȱonȱtomsȱpacksȱeightȱnotesȱintoȱtheȱfiȬ
nalȱsecondȱ(2ȱbeats)ȱofȱtheȱperiodȱcomparedȱtoȱtheȱrateȱofȱjustȱtwoȱnotes
perȱsecondȱ (BOOMȱplusȱTHWACK)ȱ throughoutȱ theȱprecedingȱ threeȱsecȬ
ondsȱ(6ȱbeats).ȱMidȬtoȬlowȱpercussionȱnotesȱareȱinȱotherȱwordsȱarticuȬ
latedȱfourȱtimesȱfasterȱduringȱthatȱfinalȱsecond.ȱIncreasingȱtheȱsurface
rateȱatȱtheȱendȱofȱaȱperiodȱisȱaȱveryȱcommonȱdeviceȱforȱpropellingȱthe
musicȱtowardsȱwhateverȱcomesȱnext,ȱbeȱitȱsomethingȱnewȱorȱsimplyȱa
signalȱthatȱtheȱepisodeȱjustȱendingȱisȱaboutȱtoȱbeȱrepeated:ȱitȱmarksȱthe
endȱofȱoneȱepisodeȱandȱtheȱpotentialȱstartȱofȱanother.ȱSuchȱpropulsion
canȱalsoȱbeȱgeneratedȱbyȱanȱincreaseȱinȱharmonicȱrhythmȱ(theȱrateȱat
whichȱchordsȱchange),58ȱorȱbyȱintroducingȱaȱquickȱoneȬoffȱscalarȱfigure
likeȱ theȱunidimensionalȱupwardȱsweepȱ inȱ theȱ twoȱepisodicȱreception
testȱtunes,ȱorȱbyȱrepeatingȱaȱshortȱmotifȱaȱfewȱtimes.

57. Ofȱcourse,ȱifȱtheȱriffȱisȱrepeatedȱthroughoutȱjustȱoneȱepisodeȱinsideȱtheȱsameȱpieceȱitȱ
isȱalsoȱanȱepisodicȱdeterminant.

58. Steppingȱupȱtheȱharmonicȱrhythmȱisȱaȱdeviceȱusedȱasȱepisodicȱmarkerȱinȱturnaroundȱ
patternsȱduringȱbarsȱ11ȱandȱ12ȱinȱaȱtwelveȬbarȱbluesȱmatrixȱ(Tagg,ȱ2009:ȱ170Ȭ171).
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RepeatingȱaȱshortȱmotifȱaȱfewȱtimesȱisȱaȱveryȱcommonȱdeviceȱforȱdrivȬ
ingȱmusicȱforwardȱintoȱwhateverȱcomesȱnext.ȱThisȱdevice,ȱtheȱpropulsive
reiterationȱexemplifiedȱinȱfigureȱ13Ȭ10ȱ(p.518),ȱisȱaȱkineticȱanaphoneȱalso
knownȱasȱREADYȱSTEADYȱGO!,ȱsometimesȱasȱ1Ȭ2Ȭ3ȬGO!,ȱwhereȱSTEADYȱisȱa
repetitionȱofȱREADY,ȱwhereȱ2ȱandȱ3ȱareȱrepetitionsȱofȱ1,ȱandȱwhereȱGO!ȱis
theȱpointȱtowardsȱwhichȱtheȱreiterationȱisȱpropelled.ȱNow,ȱpropulsive
reiterationȱisȱaȱbasicȱelementȱofȱmelodicȱconstructionȱinȱpopularȱeuroȬ
classicalȱpieces,ȱinȱpopularȱsongȱfromȱtheȱArabȱWorld,ȱtheȱBritishȱIsles,
Russia,ȱScandinaviaȱandȱelsewhere.59ȱHowever,ȱevenȱthoughȱallȱthese
sortsȱofȱreiterationȱpropelȱmovementȱtowardsȱwhateverȱbreaksȱtheȱrepȬ
etition,ȱ theyȱonlyȱbecomeȱepisodicȱmarkersȱwhenȱ theirȱGO!ȱcoincides
withȱ theȱ startȱofȱ anȱ episode,ȱoldȱorȱnew.ȱ Suchȱ episodicȱmarkersȱ are
clearestȱwhenȱtheȱrepeatedȱmotifȱisȱreallyȱshort,ȱasȱinȱtheȱcaseȱofȱtheȱDIDȬ
DLEȱinȱourȱDIDDLEȱDIDDLEȱDIDDLEȱDIDDLEȱ(actuallyȱaȱ1Ȭ2Ȭ3Ȭ4ȬGO!)ȱonȱpage
518.ȱTheȱsixȱrepeatedȱnotesȱleadingȱintoȱtheȱchorusȱofȱAbba’sȱFernando
(1975)ȱprovideȱanotherȱexampleȱofȱpropulsiveȱ reiterationȱasȱepisodic
marker.ȱInȱthatȱinstance,ȱtheȱsurfaceȱrateȱofȱnotesȱinȱtheȱvocalȱlineȱdoes
notȱincrease:ȱtheȱpropulsionȱisȱgeneratedȱbyȱrepeatingȱtheȱsameȱnoteȱat
theȱsameȱpitchȱatȱtheȱsameȱsurfaceȱrateȱforȱtheȱsixȱsyllablesȱTHEREȱWAS

SOMETHINGȱ INȱ THE…ȱ producingȱ aȱ threeȬbeat,ȱ 1Ȭ2Ȭ3ȬGO!ȱ anacrusis:ȱ (1)
THEREȱWAS,ȱ (2)ȱSOMETHING,ȱ (3)ȱ INȱTHEȱ (GO!)…60ȱ It’sȱaȱbitȱ likeȱsomeone

sayingȱ‘Letȱmeȱtellȱyouȱthat…,ȱtellȱyouȱthat…,ȱtellȱyouȱthat…’ȱbeforeȱfiȬ
nallyȱreachingȱ‘Iȱloveȱyou’,ȱ‘Iȱhateȱyou’ȱorȱsomethingȱelseȱaltogether.

Otherȱclearȱexamplesȱofȱpropulsiveȱreiterationȱareȱ foundȱasȱrepeated
centrifugalȱmelodicȱminiȬswirlsȱinȱtwoȱpopularȱwaltzes:ȱDieȱFledermaus

59. ForȱlayeredȱREADYȱSTEADYȱGO!ȱpropulsions,ȱseeȱtheȱfinalȱgallopȱsectionȱofȱRossini’sȱ
WilliamȱTellȱOvertureȱ(1829)ȱandȱtheȱfirstȱmovementȱofȱMozart’sȱEineȱkleineȱNachtȬ
musikȱ(1787),ȱcommentedȱinȱTaggȱ(2009:ȱ72Ȭ73).ȱForȱpropulsiveȱrepetitionȱwithoutȱ
episodicȱfunction,ȱseeȱTheȱWraggleȱTaggleȱGypsiesȱ(Englishȱtrad.),ȱCocklesȱandȱMusselsȱ
(Irishȱtrad.),ȱMidnightȱInȱMoscowȱ(Solovievȱn.d.),ȱMamelukȱ(Egyptianȱtrad.),ȱVårvindarȱ
friskaȱ(Swedishȱtrad.)ȱandȱAxelȱFȱ(Faltermeyer,ȱ1984),ȱcitedȱinȱTaggȱ(2009:ȱ62Ȭ71).
EvenȱtheȱstandardȱtwelveȬbarȱbluesȱmatrixȱusesȱanȱextendedȱvariantȱofȱtheȱREADYȱ
STEADYȱGO!ȱprincipleȱasȱstyleȱindicator.ȱForȱexample:ȱREADYȱ(barsȱ1Ȭ4)ȱ|ȱI’mȱgoin’ȱtoȱ
Memphis,ȱbaby,ȱtoȱhaveȱmyȱhamȱboneȱboiled.ȱ|ȱSTEADYȱ(barsȱ5Ȭ8,ȱrepeatingȱ1Ȭ4)ȱ|ȱ
Yes,ȱI’mȱgoin’ȱtoȱMemphis,ȱbaby,ȱtoȱhaveȱmyȱhamȱboneȱboiled.ȱ|ȱGO!ȱ(barsȱ9Ȭ12,ȱ
punchȱline)ȱ|ȱ‘CauseȱthoseȱMemphisȱwomenȱdoneȱletȱmyȱlil’ȱol’ȱhamȱboneȱspoil.|ȱ

60. Thisȱpropulsiveȱmusemeȱ(‘ChorusȱleadȬin’)ȱisȱdiscussedȱinȱTaggȱ(2000b:ȱ50).
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(JȱStrauss,ȱ1874)ȱandȱ theȱMinuteȱWaltzȱ (Chopin,ȱ1847).61ȱTheirȱkinetic
characterȱisȱmoreȱlikeȱthatȱofȱaȱdiscusȱthrowerȱcirclingȱonȱtheȱspotȱbeȬ
foreȱreachingȱtheȱGO!ȱpointȱofȱactuallyȱhurlingȱtheȱobject,ȱlessȱlikeȱaȱpole
vaulter’sȱrunȬupȱtoȱtheȱ takeȬoffȱpoint.ȱWhateverȱtheirȱkineticȱniceties,
theseȱsortsȱofȱreiterationȱareȱoftenȱcalledȱ‘leadȬins’,ȱ‘pickȬups’ȱor,ȱmore

technically,ȱ anacruses.ȱTheirȱpropulsiveȱqualityȱ isȱ anacrusticȱ andȱ they
gatherȱmomentumȱtoȱarriveȱatȱtheȱGO!ȱpointȱwithȱmaximumȱeffect.ȱThat
pointȱmayȱbeȱaȱnewȱsectionȱorȱtheȱstartȱofȱaȱreprise,ȱbutȱitȱcanȱalsoȱbeȱthe
finalȱ chordȱorȱnoteȱ inȱ aȱpieceȱ (1Ȭ2Ȭ3ȬSTOP!),ȱbecauseȱ thatȱ finalȱ sound
eventȱisȱalwaysȱnew,ȱgivenȱthatȱitȱcanȱlogicallyȱoccurȱonlyȱonceȱinȱany
pieceȱofȱmusic.ȱ

Finalityȱmarkers

Episodicȱmarkersȱofȱfinalityȱareȱobvious.ȱTheȱfadeȬoutȱofȱaȱpopȱsong,
theȱ repeatedȱ chordsȱ atȱ theȱ endȱ ofȱ euroclassicalȱpieces,ȱ theȱ virtuosic
milkingȱofȱtheȱpenultimateȱchordȱtoȱendȱnumbersȱinȱstadiumȱrockȱgigs,
theȱdescendingȱflourishȱonȱsitarȱinȱaȱr¬gaȱperformance,ȱtheȱfinalȱgongȱin
gamelanȱmusic,ȱetc.ȱareȱallȱepisodicȱmarkersȱofȱfinalityȱthatȱareȱalsoȱarȬ
chetypalȱstyleȱindicators.ȱFinalityȱmarkersȱcanȱalsoȱexistȱinsideȱtheȱsame

pieceȱofȱmusic.ȱTheseȱENDȬOFȬPHRASEȱorȱENDȬOFȬSECTIONȱMARKERSȱusuȬ
allyȱtakeȱtheȱformȱofȱmelodic,ȱharmonicȱorȱrhythmicȱcadenceȱpatterns,
alsoȱoftenȱformulaicȱenoughȱtoȱactȱasȱstyleȱindicators.62ȱ

Breaks

Breaks63ȱ areȱ alsoȱ episodicȱmarkers.ȱTheyȱ areȱoftenȱusedȱ inȱpopȱ and
rock,ȱasȱwellȱasȱinȱjazzȱandȱelectronicȱdanceȱmusic,ȱandȱcanȱinȱgeneral
termsȱbeȱcharacterisedȱasȱfollows.ȱAȱbreakȱstartsȱwhenȱongoingȱaccomȬ
panimentȱpatternsȱsuddenlyȱstopȱ toȱgiveȱsonicȱspaceȱ to,ȱandȱ thereby
highlight,ȱwhateverȱoccupiesȱthem.ȱThatȱ‘whatever’ȱcanȱbeȱtotalȱmusiȬ
calȱsilenceȱ(inȱwhichȱcaseȱtheȱ‘nothing’ȱisȱimportant),ȱbutȱit’sȱmoreȱlikely

61. Op.64ȱ#1.ȱForȱmoreȱpropulsiveȱspinning,ȱseeȱwaltzȱsectionsȱinȱtheȱovertureȱtoȱDieȱFleȬ
dermausȱ(JȱStraussȱJr,ȱ1874;ȱatȱ03:18ȱandȱ07:00ȱinȱKarajanȱversion).ȱTheȱFrenchȱtitleȱforȱ
theȱChopinȱwaltzȱisȱValseȱduȱpetitȱchienȱandȱisȱsaidȱtoȱhaveȱbeenȱinspiredȱbyȱGeorgeȱ
Sand’sȱsmallȱdogȱchasingȱitsȱownȱtailȱinȱcirclesȱonȱtheȱbalcony.

62. ForȱtypicallyȱArabic,ȱRussian,ȱScandinavian,ȱIrishȱandȱEnglishȱturnsȱofȱphraseȱandȱ
melodicȱcadences,ȱpleaseȱseeȱTaggȱ(2009:ȱ67Ȭ70).ȱ

63. ForȱdisambiguationȱofȱtheȱtermȱBREAK,ȱseeȱGlossary,ȱp. 583.
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toȱdrawȱattentionȱ toȱcatchȱphrasesȱ inȱ theȱ lyrics,ȱorȱ toȱ theȱ tune’sȱhook
line,ȱorȱtoȱtheȱskillsȱofȱtheȱdrummerȱorȱofȱanotherȱmusician,ȱorȱtoȱaȱpoint
atȱwhichȱdancersȱcanȱexecuteȱspecialȱmoves,ȱorȱfreezeȱonȱtheȱspot,ȱor
waveȱtheirȱarmsȱinȱtheȱair,ȱetc.64ȱObviously,ȱbreaksȱendȱwhenȱtheȱsusȬ
pendedȱaccompanimentalȱactivityȱisȱresumed.ȱȱȱ

Bridgesȱandȱtailsȱ

Inȱmusicȱ forȱ theȱmovingȱ image,ȱ episodicȱmarkersȱ areȱ oftenȱusedȱ to
bringȱaffectiveȱclarityȱtoȱvisualȱnarrativeȱthatȱmightȱotherwiseȱseemȱconȬ
fusingȱorȱincongruous.ȱTheseȱmarkersȱareȱparticularlyȱclearȱinȱtheȱshort
musicȱcuesȱusedȱasȱbridgesȱbetweenȱtwoȱscenesȱofȱdisparateȱcharacter.
ImagineȱanȱepisodeȱofȱtheȱpopularȱTVȱsoapȱDallasȱ(1978Ȭ1991)ȱinȱwhich

theȱ sceneȱ changesȱ fromȱ [a]ȱburlyȱbronzedȱmenȱ inȱhardȱhatsȱ asȱ they
struggleȱtoȱplugȱanȱoilȱrigȱthatȱhasȱblownȱtoȱ[b]ȱtheȱiceȱblueȱsatinȱsheets
ofȱ theȱblondeȱpromȱqueen’sȱbedroomȱ asȱ sheȱ attendsȱ toȱherȱ recently
shampooed,ȱconditionedȱandȱblowȬdriedȱtressesȱwithȱ leisurelyȱlegato
sweepsȱofȱaȱbejewelledȱhairbrush.ȱStagedȱinȱaȱtheatre,ȱthereȱwouldȱbeȱa
sceneȱchangeȱgivingȱtheȱaudienceȱtimeȱtoȱadaptȱfromȱoilȱrigȱtoȱboudoir
butȱonȱTVȱtheȱcutȱfromȱoneȱtoȱtheȱotherȱisȱinstantaneousȱtoȱtheȱpointȱof
absurdity.ȱAȱmusicalȱbridgeȱlastingȱaȱfewȱsecondsȱhelpsȱsolveȱthisȱprobȬ
lemȱ ofȱ narrativeȱ incongruityȱ byȱ firstȱ veryȱ brieflyȱ statingȱ something

compatibleȱwithȱtheȱoilȱrigȱscene,ȱforȱexampleȱaȱchordalȱstabȱthatȱisȱheld
andȱcrossȬfadedȱ intoȱmusicalȱelementsȱcompatibleȱwithȱ theȱcossetted
bedroom,ȱtypicallyȱaȱstringȱpadȱwithȱrichȱharmonicȱtextureȱunderscorȬ
ingȱaȱshortȱsexaphoneȱmotif.65ȱAȱbridgeȱlikeȱthatȱwouldȱ lastȱnoȱmore

thanȱaȱfewȱseconds,ȱendingȱonȱaȱsonorityȱwithoutȱclosureȱthatȱwould

fade,ȱ leavingȱtheȱacousticȱspaceȱopenȱforȱdialogueȱandȱsoundȱeffects.
Suchȱendings,ȱcalledȱ tailsȱbecauseȱ theyȱ literallyȱ tailȱoffȱ intoȱwhatever

followsȱthem,ȱareȱepisodicȱmarkersȱofȱnonȬfinality.ȱTheyȱserveȱaȱsortȱof
TOȱBEȱCONTINUEDȱpurpose,ȱtypicallyȱtoȱbringȱTVȱviewersȱbackȱintoȱthe
narrativeȱafterȱattacksȱofȱconsumeristȱpropagandaȱ(commercialȱbreaks).ȱ

64. EddieȱCochran’sȱSummertimeȱBluesȱ(1958)ȱlastsȱ1:58ȱbutȱeachȱverseȱcontainsȱtwoȱ
breaks,ȱoneȱforȱtheȱhookȱlineȱ‘Ain’tȱnoȱcureȱforȱtheȱsummertimeȱblues’,ȱtheȱotherȱforȱ
theȱcomicȱauthorityȱlinesȱ‘Noȱdice,ȱson,ȱyouȱgottaȱworkȱlate’,ȱ‘Youȱcan’tȱuseȱtheȱcarȱ
‘causeȱyouȱdidn’tȱworkȱlate’,ȱ‘I’dȱlikeȱtoȱhelpȱyou,ȱson,ȱbutȱyou’reȱtooȱyoungȱtoȱvote’.ȱ

65. ‘WhatȱisȱKennyȱGȱdoingȱinȱeveryone’sȱbedroom?’ȱisȱhowȱBenȱandȱKerryȱ(fromȱHamȬ
ilton,ȱOntario)ȱlampoonȱthisȱtropeȱ(seeȱSEXAPHONEȱinȱGlossary).
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Diataxisȱ(narrativeȱformȱpatterns)
AsȱshownȱinȱtheȱcommutationȱofȱorderȱofȱeventsȱinȱAbba’sȱFernando,ȱin
TheȱBeatles’ȱAȱDayȱInȱTheȱLife,ȱasȱwellȱasȱ inȱtheȱdiscussionȱofȱcyclical
processesȱ (pp.ȱ390Ȭ403),ȱdiataxisȱ (�ȱnarrativeȱ formȱpatterns)ȱcanȱconȬ
tributeȱsubstantiallyȱtoȱtheȱmeaningȱofȱaȱpieceȱofȱmusic.ȱMoreȱprosaiȬ
callyȱbutȱjustȱasȱimportantly,ȱit’sȱevidentȱfromȱlabelsȱlikeȱtwelveȬbarȱblues,
32Ȭbarȱevergreen,ȱstrophicȱballad,ȱverseȬrefrainȱpopȱsong,ȱnotȱtoȱmentionȱsoȬ
nataȱform,ȱthatȱtheȱsortsȱofȱdiataxisȱdiscussedȱinȱChapterȱ11ȱareȱindicaȬ
tiveȱofȱparticularȱmusicalȱstylesȱand,ȱbyȱextension,ȱofȱgenresȱtoȱwhich

thoseȱstylesȱbelong.ȱTheyȱcanȱinȱotherȱwordsȱactȱasȱSTYLEȱFLAGs.ȱ

Styleȱflagsȱ
Asȱitsȱlabelȱsuggests,ȱthisȱthirdȱandȱfinalȱmainȱsignȱtypeȱusesȱparticular
soundsȱtoȱidentifyȱaȱparticularȱmusicalȱstyleȱandȱoften,ȱbyȱconnotative
extension,ȱ theȱ culturalȱ genreȱ toȱwhichȱ thatȱmusicalȱ styleȱ belongs.66
Thereȱareȱtwoȱmainȱcategoriesȱofȱstyleȱflag:ȱthoseȱthatȱestablishȱaȱ‘home’

styleȱorȱmusicalȱidiomȱ—STYLEȱINDICATORS—ȱandȱthoseȱthatȱreferȱfrom
insideȱaȱhomeȱstyleȱtoȱaȱ‘foreign’ȱstyleȱandȱtoȱtheȱgenreȱassociatedȱwith

thatȱstyleȱ—GENREȱSYNECDOCHES.ȱStyleȱflagsȱofȱbothȱtypesȱuseȱdifferent
combinationsȱofȱdifferentȱaspectsȱofȱduration,ȱrhythm,ȱtimbre,ȱtonality,
spatiality,ȱdiataxis,ȱetc.ȱtoȱdetermineȱstyleȱidentityȱandȱtheseȱcombinaȬ
tionsȱoftenȱincludeȱstructuresȱthatȱsimultaneouslyȱworkȱasȱanaphones,
episodicȱmarkersȱorȱasȱboth.ȱTheyȱletȱlistenersȱinstantaneouslyȱknowȱif
they’reȱhearingȱ1970sȱdiscoȱ ratherȱ thanȱzouk,ȱ rococoȱ chamberȱmusic

ratherȱthanȱdeathȱmetal,ȱglitchȱdubȱratherȱthanȱGregorianȱplainchant,
mbaqangaȱ ratherȱ thanȱMuzak,ȱanȱElizabethanȱmadrigalȱ ratherȱ thanȱa
lowȬchurchȱhymn,ȱaȱr¬gaȱperformanceȱratherȱthanȱaȱromanticȱpopȱbalȬ
lad,ȱaȱnationalȱanthemȱratherȱthanȱaȱTVȱdetectiveȱtheme,ȱandȱsoȱon.

Asȱ alreadyȱmentionedȱ (p.306,ff.),ȱ perhapsȱ theȱmostȱ obviousȱ sortȱ of
styleȱflag,ȱbeȱitȱstyleȱindicatorȱorȱgenreȱsynecdoche,ȱisȱinstrumental.ȱFor
example,ȱaȱstringȱquartetȱ(twoȱviolins,ȱviolaȱandȱcello)ȱindicatesȱ‘string
quartet’,ȱnotȱ ‘barbershopȱquartet’ȱorȱ ‘glitchȱdub’,ȱ justȱasȱtheȱstandard
guitarȱbandȱlineȬupȱ(lead,ȱrhythmȱandȱbassȱguitarsȱplusȱdrumkit)ȱindiȬ

66. GENREȱandȱSTYLEȱareȱusedȱinȱtheȱsensesȱdefinedȱbyȱFabbriȱ(1982,ȱ2007)ȱandȱexplainedȱ
onȱpagesȱ266Ȭ268.
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catesȱaȱparticularȱtypeȱofȱrock,ȱnotȱaȱmadrigalȱgroupȱorȱgamelanȱensemȬ
ble.ȱVocalȱtypesȱorȱmannerismsȱcanȱalsoȱbeȱclearlyȱindicativeȱofȱmusical

style,ȱforȱexampleȱtheȱleadȱvocalistȱandȱhisȱtwoȱorȱthreeȱmaleȱbacking
vocalistsȱforȱdooȬwop,ȱorȱtheȱ‘authentic’ȱandȱ‘individual’ȱvocalȱpersona
cultivatedȱbyȱmaleȱsingerȬsongwritersȱperformingȱseriousȱlyrics.67ȱ
Ofȱcourse,ȱtonalȱvocabulary,ȱrhythmicȱconfigurations,ȱvolume,ȱdiataxis
andȱsoȱonȱareȱallȱoperativeȱinȱcommunicatingȱoneȱstyleȱratherȱthanȱanȬ
other.ȱForȱexample,ȱmusicȱusingȱonlyȱaȱfewȱchordsȱ(rarelyȱinverted)ȱbut
sportingȱ plentyȱ ofȱ vocalȱ andȱ instrumentalȱ inflectionȱ (ofȱ particular
types)ȱmightȱbeȱregardedȱasȱindicativeȱofȱbluesȱratherȱthanȱofȱViennese
classicism,ȱwhereasȱplentyȱofȱdifferentȱchordsȱ(frequentlyȱinverted)ȱand
muchȱlessȱvariationȱinȱtermsȱofȱvocalȱorȱinstrumentalȱinflectionȱmight

beȱregardedȱasȱindicatingȱVienneseȱclassicismȱratherȱthanȱblues.68ȱ

Styleȱindicatorȱ
AȱSTYLEȱINDICATORȱisȱthatȱtypeȱofȱstyleȱflagȱwhichȱcontributesȱtoȱtheȱesȬ
tablishmentȱ ofȱ aȱ ‘home’ȱmusicalȱ style.ȱ Styleȱ indicatorsȱ areȱ inȱ other
wordsȱ thoseȱ aspectsȱ ofȱmusicalȱ structureȱ thatȱ stateȱ theȱ compositional
normsȱandȱidentityȱofȱaȱgivenȱstyleȱandȱthatȱtendȱtoȱbeȱconstantȱforȱthe
durationȱofȱanȱentireȱpiece.ȱTheyȱlayȱdownȱtheȱbasisȱofȱtheȱ‘home’ȱstyle
withoutȱwhichȱgenreȱ synecdochesȱ (discussedȱnext)ȱ cannotȱ existȱ and
intoȱwhichȱtheȱ latterȱmustȱbeȱ importedȱfromȱoutside.ȱApartȱfromȱthe
sortsȱofȱstyleȱflagȱmentionedȱinȱtheȱpreviousȱtwoȱparagraphs,ȱit’sȱworth

addingȱthatȱobviousȱstyleȱindicatorsȱoccurȱinȱdanceȱmusicȱwhereȱcharȬ
acteristicȱrhythmicȱconfigurationsȱ(waltz,ȱtango,ȱtwist,ȱsamba,ȱetc.)ȱfor
obviousȱreasonsȱremainȱconstantȱforȱtheȱdurationȱofȱtheȱpiece.ȱEpisodic
markersȱofȱpropulsionȱandȱfinalityȱcanȱalsoȱactȱasȱstyleȱindicators.ȱItȱis,
forȱexample,ȱeasyȱ toȱdistinguishȱbetweenȱ theȱwayȱ inȱwhichȱ finalȱ caȬ
dencesȱareȱmilkedȱinȱaȱeuroclassicalȱsymphonyȱandȱinȱaȱstadiumȱrock
gig.69ȱSimilarly,ȱaȱ rapidlyȱ risingȱ scalarȱ figureȱ (orȱaȱStamitzȬstyleȱ creȬ
scendo,ȱorȱ‘Mannheimȱrocket’)ȱisȱmoreȱlikelyȱtoȱprovideȱpropulsionȱin

67. ForȱtheȱsingerȬsongwriter’sȱvocalȱ‘authenticity’ȱseeȱpp.ȱ373Ȭ374.ȱ
68. Chordalȱinversionȱoccursȱwhenȱtheȱchord’sȱlowestȱnoteȱisȱnotȱitsȱroot.ȱForȱexample,ȱifȱ

aȱCȱmajorȱtriad,ȱconsistingȱofȱF,�HȱandȱJ,ȱhasȱFȱasȱitsȱlowestȱnote,ȱtheȱchordȱisȱinȱrootȱ
position;ȱbutȱifȱHȱisȱlowestȱtheȱchordȱisȱinȱitsȱfirstȱinversionȱandȱifȱgȱisȱlowestȱit’sȱtheȱ
chord’sȱsecondȱinversion.ȱInvertingȱtertialȱchordsȱinȱpopȱsongsȱisȱoftenȱusedȱtoȱmakeȱ
themȱsoundȱeuroclassical,ȱasȱinȱProcolȱHarum’sȱAȱWhiterȱShadeȱOfȱPaleȱ(1967).
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aȱeuroclassicalȱsymphonyȱthanȱ inȱaȱrockȱrecordingȱwhoseȱpropulsive
episodicȱmarkersȱareȱmoreȱlikelyȱtoȱbeȱarticulatedȱasȱaȱdrumȱfillȱonȱtoms

leadingȱtoȱaȱdownbeatȱcymbalȱcrashȱandȱkickȱdrumȱhit.ȱȱȱ

Genreȱsynecdocheȱ

Theȱ secondȱ categoryȱ ofȱ styleȱ flagȱ isȱ theȱ GENREȱ SYNECDOCHEȱ [�= $Q U�

V , Q � ( N G � N ,].ȱ SYNECDOCHEȱmeansȱ aȱ figureȱ ofȱ speechȱ inȱwhichȱ aȱ part
standsȱforȱtheȱwholeȱ(parsȱproȱtoto),ȱasȱinȱtheȱexpressionȱ‘fiftyȱheadȱof
cattle’ȱmeaningȱfiftyȱentireȱanimals,ȱnotȱjustȱtheirȱheads.ȱAȱmusicalȱsynȬ
ecdocheȱ isȱ thereforeȱ aȱ setȱ ofȱmusicalȱ structuresȱ importedȱ intoȱ aȱmusical
‘home’ȱstyleȱthatȱreferȱtoȱanotherȱ(different,ȱ‘foreign’,ȱ‘alien’)ȱmusicalȱstyle
byȱcitingȱoneȱorȱmoreȱelementsȱsupposedȱtoȱbeȱtypicalȱofȱthatȱ‘other’ȱstyleȱwhen

heardȱinȱtheȱcontextȱofȱtheȱ‘home’ȱstyle.70ȱByȱincludingȱpartȱofȱtheȱ‘other’
style,ȱtheȱimportedȱsoundsȱalludeȱnotȱonlyȱtoȱthatȱotherȱstyleȱinȱitsȱentiretyȱbut
alsoȱtoȱtheȱcompleteȱgenreȱofȱwhichȱthatȱotherȱmusicalȱstyleȱisȱbutȱaȱpart.

Herrmann’sȱmurderȱmusicȱforȱtheȱshowerȱsceneȱinȱPsychoȱ(fig.ȱ13Ȭ9,ȱp.
511),ȱplayedȱ inȱaȱ concertȱorȱ radioȱ contextȱ toȱpopularȱmusicȱ listeners
whoȱdon’tȱrecogniseȱtheȱpiece,ȱmightȱwellȱbeȱperceivedȱasȱaȱgenreȱsynȬ
ecdoche.ȱWhy?ȱWell,ȱsinceȱitȱsoundsȱmoreȱlike,ȱsay,ȱaȱPendereckiȱcomȬ
positionȱ thanȱ aȱ Célineȱ Dionȱ recording,ȱ itȱ mightȱ produceȱ theȱ style
referenceȱMODERNȱARTȱMUSICȱconnoting,ȱasȱgenreȱsynecdoche,ȱAVANTȬ
GARDEȱANGSTȱratherȱthan,ȱasȱcompositeȱanaphone,ȱMURDERȱBYȱMULTIPLE

STABBINGȱinȱaȱpopularȱHORRORȱfilm.ȱ

Genreȱsynecdochesȱoperateȱinȱmanyȱtypesȱofȱmusic,ȱnotȱleastȱinȱwellȬ
knownȱworksȱfromȱtheȱeuroclassicalȱrepertoire.ȱI’mȱthinkingȱhereȱofȱa
musemeȱstackȱconsistingȱofȱaȱlongȱheldȱnoteȱ(droneȱorȱpedalȱpoint)ȱover
whichȱaȱ simpleȱmelodyȱ isȱplayed.ȱThisȱmusemeȱ stackȱpermeatesȱ the
pastoralȱsymphoniesȱfromȱbothȱJ.S.ȱBach’sȱChristmasȱOratorioȱ(1734)ȱand
Handel’sȱMessiahȱ(1741),ȱasȱwellȱasȱatȱtheȱstartȱofȱBeethoven’sȱPastoral
Symphonyȱ(1808).ȱWithȱitsȱdroneȱandȱharmonicȱstasis,ȱthisȱsortȱofȱsyncȬ
risisȱwasȱoutȱofȱplaceȱinȱtheȱurbaneȱmusicalȱidiomȱofȱeuroclassicalȱtradiȬ

69. FinalȱcadencesȱinȱclassicalȱsymphoniesȱoftenȱrepeatȱtheȱchangeȱVȬIȱseveralȱtimesȱ
beforeȱtheȱfinalȱtonicȱchordȱisȱsounded.ȱInȱstadiumȱrockȱgigsȱtheȱIVȱinȱtheȱfinalȱIVȬIȱ
cadenceȱisȱoftenȱextendedȱtoȱgiveȱtheȱleadȱguitaristȱandȱdrummerȱspaceȱforȱsusȬ
pendedȱ(senzaȱmisura)ȱvirtuosicȱflourishesȱbeforeȱtheȱfinalȱtonic.

70. ‘HOMEȱSTYLE’ȱisȱdiscussedȱunderȱ‘Styleȱindicator’ȱ(p.523,ȱff.)ȱ
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tionsȱ whichȱ featuredȱ noȱ dronedȱ instrumentsȱ butȱ plentyȱ ofȱ chord
changes.ȱThatȱmeantȱitȱcouldȱbeȱusedȱasȱaȱdeviceȱreferringȱfromȱinside
theȱeuroclassicalȱ idiomȱ toȱ ‘other’ȱmusicȱonȱ theȱoutside,ȱmoreȱspecifiȬ
callyȱtoȱtheȱmusicȱofȱEurope’sȱ(then)ȱcontemporaryȱagrarianȱproletariat.
Thatȱmusematicȱdeviceȱwasȱinȱotherȱwordsȱnotȱonlyȱaȱstyleȱreference
fromȱinsideȱaȱ‘home’ȱmusicalȱstyleȱtoȱanotherȱonȱtheȱoutside;ȱitȱalsoȱreȬ
ferred,ȱbyȱextensionȱandȱconnotation,ȱtoȱtheȱpeople,ȱaȱcultureȱandȱaȱlifeȬ
styleȱonȱ theȱoutside.ȱThat’sȱwhyȱ thoseȱ familiarȱatȱ thatȱ timeȱwithȱ the
euroclassicalȱ idiomȱ couldȱ recogniseȱ thatȱ otherȱ musicȱ asȱ ‘country’,
‘peasant’ȱandȱ‘pastoral’.ȱIt’sȱalsoȱwhyȱBachȱandȱHandelȱfoundȱitȱhandy
forȱpassagesȱinvolvingȱ‘shepherdsȱkeepingȱwatchȱoverȱtheirȱflocksȱby
night’,ȱandȱwhyȱBeethovenȱcouldȱuseȱ itȱtoȱsuggestȱtheȱ ‘awakeningȱof
cheerfulȱfeelingsȱuponȱarrivingȱinȱtheȱcountry.’71

Unlikeȱanaphones,ȱgenreȱsynecdochesȱconnoteȱparamusicalȱsemantic

fieldsȱ—anotherȱplace,ȱanotherȱ timeȱ inȱhistory,ȱanotherȱculture,ȱother
sortsȱofȱpeople—ȱnotȱbyȱsynaestheticȱorȱstructuralȱhomology,ȱbutȱbyȱthe
intermediaryȱofȱanotherȱ(‘foreign’)ȱmusicalȱstyle.ȱSinceȱtheȱintermediate

‘foreign’ȱstyleȱ isȱonlyȱoneȱpartȱofȱaȱ largerȱsetȱofȱculturalȱphenomena

(wayȱofȱlife,ȱattitudes,ȱperceivedȱenvironment,ȱclothing,ȱbehaviour,ȱetc.)
asȱviewedȱbyȱtheȱ‘home’ȱstyle’sȱaudience,ȱtheȱ‘foreign’ȱstyleȱactsȱasȱsynȬ
ecdocheȱ forȱ thatȱ largerȱsetȱofȱ ‘foreign’ȱphenomena.ȱPutȱ tersely,ȱgenre
synecdochesȱcontainȱthreeȱstagesȱofȱsemiosisȱinȱaȱconnotativeȱchain:ȱ[1]
fromȱcertainȱsoundsȱconsidered,ȱrightlyȱorȱwrongly,ȱasȱtypicalȱforȱaȱ‘forȬ
eign’ȱmusicalȱstyleȱtoȱtheȱtotalityȱofȱthatȱsameȱstyle;ȱ[2]ȱfromȱthatȱstyle
toȱtheȱgenreȱofȱwhichȱit’sȱconsideredȱtoȱbeȱpart;ȱ[3]ȱfromȱthatȱgenreȱto
theȱrestȱofȱtheȱcultureȱofȱwhichȱthatȱ‘foreign’ȱstyleȱandȱitsȱconcomitant

genreȱareȱthoughtȱtoȱbeȱpart.72ȱ

Muchȱuseȱ isȱmadeȱofȱ instrumentalȱorȱvocalȱ timbreȱandȱ techniqueȱ to
produceȱgenreȱ synecdoches.ȱAmongȱ theȱmoreȱ stereotypicalȱWestern

notionsȱaboutȱtheȱgeoȬethnicȱ identityȱofȱvocalȱorȱ instrumentalȱsound,
manyȱofȱwhichȱhaveȱbeenȱmentionedȱearlier,ȱareȱtheȱfollowingȱtwenty

‘equations’:ȱ[1]ȱquenaȱflute,ȱpanpipesȱ(zampoñas),ȱcharangoȱandȱbombo

71. ‘ErwachenȱheitererȱEmpfindungenȱbeiȱderȱAnkunftȱaufȱdemȱLande’ȱisȱtheȱepithetȱ
providedȱbyȱBeethovenȱhimselfȱforȱtheȱfirstȱmovementȱofȱhisȱPastoralȱSymphony.

72. Forȱexplanationȱofȱconnotationȱandȱconnotativeȱlinksȱseeȱpp.ȱ164Ȭ166.ȱ
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drumȱ=ȱtheȱAndes;73ȱ[2]ȱshakuhachiȱandȱkotoȱ=ȱJapan;ȱ[3]ȱaccordéonȱmuȬ
setteȱ=ȱParis;ȱ[4]ȱtinȱwhistle,ȱuileannȱ[�+N�P]ȱpipesȱandȱkeeningȱ(caoine)ȱ=
Ireland;ȱ[5]ȱHighlandȱpipes,ȱpibrochȱ(piobaireachd),ȱScotchȱsnapsȱ=ȱScotȬ
land;74ȱ[6]ȱsteelȱdrumsȱ=ȱTrinidad;ȱ[7]ȱcastanetsȱandȱflamencoȱguitarȱ=
Spain;ȱ[8]ȱmariachiȱtrumpetsȱ=ȱMexico;ȱ[9]ȱbouzoukiȱ=ȱGreece;ȱ[10]ȱbalaȬ
laikaȱ=ȱRussia;ȱ[11]ȱud,ȱneyȱandȱdarbukaȱ=ȱtheȱArabȱworld;ȱ[12]ȱbottleȬ
neckȱguitarȱandȱdobroȱ=ȱ theȱdeepȱ ruralȱ southȱofȱ theȱUSA;ȱ [13]ȱ sitar,
shenhai,ȱtablasȱandȱadultȱwomenȱwithȱ‘girlie’ȱvoicesȱ=ȱIndia;ȱ[14]ȱerhu,
pipa,ȱqin,ȱsheng,ȱguanȱandȱgongȱ=ȱChina;ȱ[15]ȱgamelanȱmetalophonesȱ=
Indonesia;ȱ[16]ȱdigeridooȱ=ȱAboriginalȱAustralia;ȱ[17]ȱwomenȱsinging
semitoneȱdyadsȱ=ȱBulgaria;ȱ [18]ȱ Inuitȱcompetitiveȱsongȱ(katajjaq);ȱ [19]
Mongolianȱthroatȱsinging;ȱ[20]ȱAlpineȱyodelling.75ȱ
Asȱexplainedȱunderȱ‘Modeȱandȱconnotation’ȱ(p.ȱ332,ȱff.),ȱtonalȱvocabuȬ
laryȱ isȱ alsoȱ usedȱ toȱ produceȱ genreȱ synecdoches.ȱMusiciansȱ referȱ to
bluesȱ scales,ȱGypsyȱ scales,ȱArabȱ scalesȱ (includingȱHijazȱandȱKurd),76
medievalȱecclesiasticalȱmodes,ȱ ‘pseudoȬRussian’ȱguitarȱ tuning,ȱCeltic
pentatonicism,ȱChineseȱpentatonicism,ȱandȱsoȱon.ȱPerhapsȱtheȱmostȱfaȬ
miliarȱexampleȱofȱaȱdifferentȱtonalȱvocabularyȱtoȱconnoteȱ‘othersȱelseȬ
where’,ȱatȱ leastȱ toȱNorthernȱEuropeansȱandȱNorthȱAmericans,ȱ isȱ the
genreȱsynecdocheȱlinkingȱtheȱphrygianȱmodeȱwithȱallȱthingsȱSpanish,
asȱinȱRimskyȬKorsakov’sȱCapriccioȱEspagnolȱ(1887),ȱBizet’sȱCarmenȱ(1875)
andȱRodrigo’sȱConciertoȱdeȱAranjuezȱ(1940),ȱincludingȱMilesȱDavis’sȱverȬ
sionȱofȱtheȱpieceȱonȱSketchesȱofȱSpainȱ(1959).77ȱ
InȱadditionȱtoȱtheȱfrequentȱuseȱofȱtonalȱvocabularyȱandȱvocalȱorȱinstruȬ
mentalȱtimbreȱtoȱconnoteȱ‘othersȱelsewhere’,ȱanaphonesȱofȱanyȱtypeȱcan

73. Thisȱ‘Andean’ȱsynecdocheȱisȱdiscussedȱinȱmyȱanalysisȱofȱAbba’sȱFernandoȱ(1975)ȱinȱ
FernandoȱtheȱFluteȱ(Tagg,ȱ2000b:ȱ29Ȭ35).ȱSeeȱalsoȱp.306ȱff.

74. SeeȱScotchȱSnaps:ȱtheȱBigȱPictureȱ'ȱ3BQAD5uZsLY [110511] (Tagg,ȱ2011b).
75. ToȱhearȱanyȱofȱtheseȱtwentyȱgeoȬethnicȱtropes,ȱjustȱenterȱtheȱrelevantȱkeywordsȱintoȱ

theȱYouTubeȱorȱGoogleȱsearchȱbox.ȱEnteringȱ|accordéon musette|ȱproduced,ȱforȱexamȬ
ple,ȱOrchestreȱMusetteȱCaféȱdeȱParisȱ(2009)ȱandȱColomboȱ&ȱMurenaȱ(2007),ȱwhileȱ
|Mongolian throat singing|ȱgaveȱSunduiȱ(2007)ȱandȱTuvanȱ(2006),ȱetc.ȱForȱBulgarianȱ
womenȱsingingȱsemitoneȱdyadsȱseeȱTaggȱ(2011e).ȱForȱtheȱsemioticsȱofȱyodellingȱfromȱ
aȱNorthȱAmericanȱperspective,ȱseeȱWiseȱ(2004).ȱ

76. HijazȱisȱtheȱregionȱofȱSaudiȱArabiaȱcontainingȱJeddahȱandȱMecca.ȱKurdȱdenotesȱaȱ
tonalȱvocabularyȱatȱoneȱtimeȱconsideredȱtypicalȱforȱKurdistan.

77. TheȱgeoȬethnicȱequationȱPHRYGIANȱ=ȱSPAINȱ(forȱnonȬHispanics)ȱisȱinterestingȱbecauseȱ
theȱphrygianȱmodeȱwasȱoriginallyȱtypicalȱforȱAndalucia,ȱnotȱforȱSpainȱinȱgeneral.

http://www.youtube.com/watch?v=34ZHJj0lW0I
http://www.youtube.com/watch?v=34ZHJj0lW0I
http://www.youtube.com/watch?v=34ZHJj0lW0I
http://www.youtube.com/watch?v=34ZHJj0lW0I
http://www.youtube.com/watch?v=34ZHJj0lW0I
http://www.youtube.com/watch?v=34ZHJj0lW0I
http://www.youtube.com/watch?v=3BQAD5uZsLY
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inȱ factȱalsoȱdoubleȱasȱgenreȱsynecdoches.ȱForȱexample,ȱbyȱ importing

Scotchȱsnapsȱandȱpentatonicismȱintoȱtheȱhomeȱstyleȱofȱtheȱeuroclassical
orchestralȱtradition,ȱDvoìákȱwasȱableȱtoȱproduceȱhisȱ‘Symphonyȱfrom
theȱNewȱWorld’ȱ(1893):ȱthoseȱimportsȱgaveȱhisȱworkȱaȱconvincingȱflaȬ
vourȱofȱ‘othersȱelsewhere’ȱwithoutȱradicallyȱdisruptingȱtheȱsymphonic

‘home’ȱidiom.78ȱ

Otherȱ genreȱ synecdochesȱ occurȱ inȱ popȱmusic.ȱ Inȱ theȱ verseȱ partsȱ of
Abba’sȱ Fernandoȱ (1975),ȱ forȱ example,ȱ youȱhearȱ quasiȬAndeanȱ instruȬ
mentsȱandȱinstrumentalȱtechniques,ȱirregularȱperiodicity,ȱaȱsparseȱbass
line,ȱmilitaryȱfiguresȱonȱsnaresȱbutȱnoȱotherȱpartȱofȱtheȱdrumkit,ȱandȱvoȬ
calȱdeliveryȱresemblingȱmoreȱrecitedȱspeechȱthanȱtheȱstrophicallyȱreguȬ
larȱpatternsȱofȱpopȱ songȱ (p.ȱ386ȱ ff.).ȱTheseȱdevicesȱ situateȱ theȱ tune’s
versesȱ inȱaȱverballyȱandȱmusicallyȱ foreignȱTHEREȬANDȬTHENȱ thatȱconȬ
trastsȱwithȱ theȱHEREȬANDȬNOWȱhomeȱ territoryȱofȱ theȱ tune’sȱ choruses,
withȱtheirȱmidȬ1970sȱeasyȬdiscoȱbackingȱpatternsȱfeaturingȱfullȱdrumȬ
kitȱandȱconstantȱbassȱriffs,ȱtheirȱstrophicallyȱregularȱvocalȱphrases,ȱand
theirȱoverallȱregularȱperiodicityȱ (4ȱ×ȱ4ȱ=ȱ16ȱbars).ȱOfȱcourse,ȱ theȱ ‘AnȬ
dean’ȱelementsȱinȱFernandoȱcanȱonlyȱbeȱgenreȱsynecdochesȱinȱtheȱHERE

ANDȱNOWȱofȱAbba’sȱhomeȱstyle;ȱbutȱtheyȱwouldȱbeȱstyleȱindicatorsȱin
theȱoriginalȱstyleȱandȱgenreȱcontextȱfromȱwhichȱtheyȱwereȱborrowed:

Huaynoȱmusicȱ fromȱPeru,ȱBoliviaȱorȱChile.ȱWhetherȱ theȱstyleȱ flagȱ is
genreȱsynecdocheȱorȱstyleȱindicatorȱallȱdependsȱonȱwhereȱ‘home’ȱis.

Sometimesȱaȱgenreȱsynecdocheȱcanȱbecomeȱaȱstyleȱ indicatorȱifȱit’sȱreȬ
peatedlyȱusedȱoverȱtimeȱuntilȱitȱnoȱlongerȱsoundsȱforeignȱinȱtheȱhome

style.ȱForȱexample,ȱfromȱoriginallyȱconnotingȱ thingsȱ likeȱHAWAIIȱand
SUNSHINEȱ inȱearlyȱstylesȱofȱCountryȱmusicȱ inȱ theȱUSA,ȱwhiningȱsteel
guitarȱ glissandiȱ graduallyȱ becameȱ styleȱ indicatorsȱ ofȱ mainstream

Countryȱmusicȱandȱceasedȱtoȱoperateȱasȱgenreȱsynecdochesȱconnoting
HAWAIIȱorȱ SUNSHINE.ȱSuchȱ incorporationȱofȱ ‘foreign’ȱ elementsȱ intoȱ a
‘home’ȱstyleȱisȱofȱcourseȱpartȱandȱparcelȱofȱmusicalȱacculturationȱandȱof

78. ItȱcanȱalsoȱbeȱarguedȱthatȱDvoìák’sȱsymphonyȱpavedȱtheȱwayȱforȱaȱUSȬAmericanȱ
symphonicȱidiomȱinȱvariousȱguisesȱsuchȱasȱGershwin’sȱsymphonicȱjazz,ȱandȱHollyȬ
wood’sȱsymphonicȱscoringȱofȱWesternsȱforȱtheȱbigȱscreen.ȱIt’sȱinterestingȱtoȱnoteȱthatȱ
inȱ1893,ȱwhenȱDvoìákȇsȱNewȱWorldȱSymphonyȱwasȱfirstȱperformed,ȱaȱnewspaperȱ
interviewȱquotedȱhimȱsayingȱthatȱ‘theȱmusicȱofȱAfricansȱinȱtheȱUSAȱbearsȱaȱremarkaȬ
bleȱsimilarityȱtoȱtheȱmusicȱofȱScotland’.ȱForȱmoreȱonȱthisȱissueȱseeȱTaggȱ(2011b).
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semioticȱprocessesȱinȱwhichȱmusic’sȱmeaningsȱandȱsocialȱfunctionsȱare
renegotiatedȱoverȱ timeȱ fromȱoneȱaudienceȱ toȱanotherȱunderȱdifferent
social,ȱculturalȱandȱ technologicalȱconditions.ȱTheȱdistinctionȱbetween

genreȱsynecdocheȱandȱstyleȱindicatorȱisȱinȱotherȱwordsȱusefulȱbecause
itȱletsȱusȱdiscussȱmusicalȱmeaningȱfromȱaȱhistoricalȱperspective.ȱȱȱȱȱȱȱȱ

Soȱwhat?

Theȱaimȱofȱthisȱchapterȱhasȱbeenȱtoȱexplainȱsomeȱofȱtheȱwaysȱinȱwhich

musicalȱstructuresȱcanȱbeȱ relatedȱ toȱ theirȱperceivedȱmeanings,ȱ i.e.ȱ to
theirȱconnotations,ȱusesȱandȱparamusicalȱcontexts.ȱInȱfactȱthatȱhasȱbeen
theȱaimȱofȱthisȱbookȱinȱgeneral.ȱTheȱobviousȱquestionȱisȱwhetherȱanyȱof
theȱpreviousȱ528ȱpagesȱhaveȱbeenȱofȱanyȱuse.ȱOfȱcourse,ȱI’dȱlikeȱtoȱthink
soȱbutȱthere’sȱreallyȱonlyȱoneȱwayȱofȱfindingȱoutȱandȱthat’sȱtoȱseeȱifȱit
worksȱ inȱeverydayȱpractice.ȱThat’sȱwhyȱ theȱnextȱandȱ finalȱchapterȱ in
thisȱbookȱisȱdevotedȱtoȱanȱaccountȱofȱcoursesȱIȱranȱfromȱ1993ȱtoȱ2010
aboutȱtheȱmeaningsȱofȱtheȱsortȱofȱmusicȱpeopleȱinȱtheȱcontemporaryȱurȬ
banȱWestȱMusicȱhearȱmoreȱthanȱanyȱother.ȱIȱmeanȱallȱthatȱinvisibleȱmuȬ
sicȱweȱhearȱinȱconjunctionȱwithȱtheȱmovingȱimage.ȱ
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14.ȱAnalysingȱfilmȱmusicȱ

Invisibleȱmusic
ABOUTȱhalfȱtheȱmusicȱWesternersȱhearȱonȱaverageȱeveryȱdayȱaccompaȬ
niesȱmovingȱimages.ȱTheȱvastȱmajorityȱofȱthatȱmusicȱisȱinvisibleȱinȱthe
senseȱthatȱweȱdon’tȱseeȱanybodyȱactuallyȱmakingȱtheȱsoundsȱweȱhear.1
Ifȱyouȱalsoȱconsiderȱmusicȱforȱreligiousȱandȱotherȱritualȱfunctions,ȱfor
theȱstage,ȱforȱdancing,ȱonȱtheȱradio,ȱonȱsmartphones,ȱthroughȱspeakers
inȱbars,ȱcars,ȱcafés,ȱtrains,ȱplanes,ȱshoppingȱcentresȱetc.,ȱitȱbecomesȱobȬ
viousȱthatȱmostȱmusic,ȱnotȱ justȱmostȱmusicȱheardȱinȱconjunctionȱwith

movingȱimages,ȱisȱinvisible.2ȱ

Ifȱmusicȱinȱeverydayȱlifeȱisȱoverwhelminglyȱinvisibleȱforȱtheȱmajorityȱof
thoseȱwhoȱhearȱandȱuseȱit,ȱit’sȱnotȱunreasonableȱtoȱaskȱwhyȱmusicȱstudȬ
iesȱhaveȱbeenȱsoȱdominatedȱbyȱvisibleȱmusicȱmaking,ȱmostlyȱinȱtermsȱof
performance,ȱlessȱcommonlyȱ(andȱlessȱvisibly)ȱasȱcomposition,ȱarrangeȬ
mentȱorȱrecording.ȱThatȱanomalyȱisȱpartlyȱexplainedȱinȱChapterȱ3’sȱdeȬ
constructionȱ ofȱ theȱ ABSOLUTEȱ MUSICȱ aesthetic,ȱ butȱ itȱ alsoȱ relatesȱ to
issues,ȱdiscussedȱinȱChapterȱ6,ȱaboutȱmusicȱeducation’sȱlopsidedȱconȬ
cernȱforȱpoïesisȱatȱtheȱexpenseȱofȱaesthesis.3ȱWhileȱit’sȱobviousȱthatȱmuȬ
sicȱmakingȱcannotȱexistȱwithoutȱbeingȱableȱtoȱseeȱand/orȱfeelȱ‘whereȱthe
notesȱare’,ȱtheȱactualȱmusicȬmakingȱprocessȱ(poïesis)ȱisȱasȱaȱruleȱvisibly
absentȱatȱtheȱmomentȱofȱmusicalȱperceptionȱ(aesthesis).ȱTrue,ȱtheȱeffects
ofȱtheȱmusicȱmayȱwellȱbeȱtactileȱand/orȱvisualȱ—dancing,ȱgooseȱpimȬ
ples,ȱtears,ȱsynaestheticȱconnotations,ȱetc.—ȱbutȱtheseȱaesthesicȱaspects
ofȱtouchȱandȱsightȱcannotȱbeȱequatedȱwithȱthoseȱinvolvedȱinȱmusicȱmakȬ
ing.ȱIt’sȱfromȱthisȱperspectiveȱthatȱanalysingȱmusicȱusedȱinȱconnection

1. 120ȱminutesȱofȱmusicȱwithȱmovingȱimagesȱisȱaȱroughȱestimateȱ(ftnt.ȱ1,ȱp. 35).ȱMusicȱ
programmingȱonȱTV,ȱmusicȬbasedȱgames,ȱadvertsȱshowingȱmusicalȱperformanceȱ
andȱmusicalȱfilmsȱareȱallȱtheȱexceptionȱratherȱthanȱtheȱrule.ȱInvisibleȱmusicȱisȱaȱtermȱ
borrowedȱfromȱAustrianȱtwelveȬtoneȱandȱfilmȱcomposerȱHannsȱJelinekȱ(1968).

2. Inȱtheseȱcontextsȱhearingȱdoesȱnotȱnecessarilyȱinvolveȱlistening.ȱInȱtheȱtheatre,ȱofȱ
course,ȱmusicȬmakingȱisȱhiddenȱinȱtheȱorchestraȱpitȱunderȱtheȱstage.ȱInȱchurchesȱtheȱ
organistȱisȱusuallyȱplacedȱinȱanȱorganȱloftȱorȱinȱaȱsimilarȱpositionȱoutȱofȱsight.

3. ȱChapterȱ3,ȱpp.ȱ115Ȭ130;ȱChapterȱ6,ȱpp.ȱ196Ȭ198.ȱ
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withȱmovingȱimagesȱbecomesȱanȱimportantȱfieldȱofȱstudy,ȱnotȱjustȱbeȬ
causeȱmusicȱonȱTVȱorȱinȱfilmsȱandȱgamesȱreachesȱourȱearsȱandȱbrains
moreȱthanȱdoesȱmusicȱfromȱanyȱotherȱsourceȱbutȱalsoȱbecauseȱtheȱmuȬ
sic’sȱmeaningsȱcannotȱbeȱ fullyȱunderstoodȱwithoutȱconsideringȱother
eventsȱseenȱandȱheardȱatȱtheȱsameȱtime.4ȱ

Anotherȱimportantȱreasonȱforȱstudyingȱmusicȱandȱtheȱmovingȱimageȱis
thatȱit’sȱaȱsubjectȱofȱequalȱinterestȱtoȱthoseȱwithȱandȱthoseȱwithoutȱforȬ
malȱtrainingȱinȱmusic.ȱIȱsayȱthisȱbecauseȱalthoughȱmyȱjobȱwasȱtoȱteach
inȱuniversityȱschoolsȱofȱmusic,ȱaȱsignificantȱnumberȱofȱstudentsȱonȱmy

MusicȱandȱMovingȱ Imageȱcoursesȱcameȱ fromȱsubjectsȱ likeȱcinemaȱand
communicationȱstudies.ȱThisȱmixtureȱofȱmusosȱandȱnonȬmusosȱonȱthe
sameȱcourseȱhasȱthreeȱdistinctȱadvantages.

[1]ȱItȱrhymesȱbetterȱwithȱtheȱrealityȱofȱaudiovisualȱproductionȱwhere

musicalȱexpertsȱ (composer,ȱmusicȱeditor,ȱmusicȱ supervisor,ȱetc.)ȱand
othersȱ(director,ȱproducer,ȱetc.)ȱhaveȱtoȱcollaborate.ȱ

[2]ȱMusosȱhaveȱtoȱlearnȱhowȱtoȱtalkȱaboutȱtheirȱideasȱinȱwaysȱthatȱnonȬ
musosȱcanȱunderstandȱandȱtoȱtryȱandȱdecipherȱwhatȱnonȬmusoȱcollabȬ
oratorsȱwantȱbyȱwayȱofȱmusic.ȱ

[3]ȱNonȬmusosȱwhoȱwantȱ toȱworkȱ inȱ theȱaudiovisualȱsphere,ȱhaveȱ to
relyȱonȱtheirȱownȱaesthesicȱcompetenceȱinȱmusicȱandȱlearnȱhowȱtoȱgive
composersȱandȱmusicȱeditorsȱaȱcoherentȱandȱcomprehensibleȱbrief.5

Theseȱthreeȱpointsȱfurtherȱimplyȱthat:

[4]ȱMusosȱhaveȱ toȱ learnȱ theȱrudimentsȱofȱcinematographicȱ termsȱand
practices,ȱwhileȱnonȬmusosȱhaveȱtoȱplungeȱintoȱtheȱweirdȱworldȱofȱmuȬ
sicalȱthought.ȱ

[5]ȱMusosȱhaveȱtoȱlearnȱthatȱmusicȱservesȱotherȱpurposesȱthanȱthoseȱexȬ
tolledȱbyȱtheirȱmusicȬmakingȱpeers,ȱthatȱtheirȱartȱcommunicatesȱmore

4. Evenȱifȱit’sȱmethodologicallyȱnecessary,ȱasȱwe’llȱsee,ȱtoȱconsiderȱtheȱmusicȱseparatelyȱ
fromȱconcurrentȱaudiovisualȱeventsȱinȱorderȱtoȱestablishȱitsȱownȱPMFCsȱindependȬ
entȱofȱtheȱspecificȱcontextȱunderȱanalysis,ȱneitherȱtheȱmusicȱnorȱitsȱPMFCsȱcanȱbeȱ
understoodȱinȱtheȱspecificȱaudiovisualȱcontextȱwithoutȱbeingȱrejoinedȱtoȱthatȱconȬ
text’sȱconcurrentȱaudiovisualȱevents

5. ProblemsȱarisingȱfromȱaȱbreakdownȱinȱcommunicationȱbetweenȱproducerȱandȱcomȬ
poserȱareȱillustratedȱtowardsȱtheȱendȱofȱChapterȱ5,ȱp.186,ff.
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thanȱ justȱ itself,ȱandȱ thatȱvisualȱnarrativeȱ rarelyȱalignsȱ squarelyȱwith

musicalȱpatternsȱofȱchange,ȱcontinuationȱandȱfinality.6ȱ

[6]ȱNonȬmusosȱneedȱtoȱstopȱpretendingȱthey’reȱunmusicalȱandȱtoȱtrust
theirȱownȱearsȱasȱwellȱasȱeyes.7ȱTheyȱalsoȱneedȱ toȱunderstandȱsomeȬ
thingȱofȱhowȱmusiciansȱtendȱtoȱthinkȱandȱactȱandȱtoȱgraspȱtheȱpotential
ofȱmusic’sȱmainȱparametersȱofȱexpressionȱ(Chaptersȱ8Ȭ12).

[7]ȱAsȱshownȱinȱChapterȱ7ȱ(pp.256Ȭ260),ȱanyone,ȱmusoȱorȱnonȬmuso,ȱcan,
sinceȱtheȱadventȱofȱrealȬtimeȱcounters,ȱunequivocallyȱdesignate,ȱtoȱthe
nearestȱsecond,ȱanyȱmusicalȱstructureȱbyȱreferringȱtoȱ theȱtimecodeȱat
whichȱitȱstartsȱinȱaȱdigitalȱrecording.ȱNonȬmusoȱunfamiliarityȱwithȱthe
poïeticȱ denotorsȱ ofȱ conventionalȱmusicȱ theoryȱ isȱ inȱ otherȱwordsȱ no
longerȱanȱexcuseȱforȱavoidingȱstructuralȱdenotationȱinȱmusic.

[8]ȱ Bothȱmusosȱ andȱ nonȬmusosȱ involvedȱ inȱ audiovisualȱ production
needȱtoȱhaveȱrealisticȱnotionsȱofȱwhatȱmusicȱcanȱandȱcannotȱdo,ȱandȱof
howȱitȱcanȱcommunicateȱthingsȱotherȱthanȱitself.8ȱ

[9]ȱBothȱmusosȱandȱnonȬmusosȱneedȱtoȱbeȱawareȱthatȱtheirȱownȱmusical

experienceȱisȱnotȱnecessarilyȱthatȱofȱtheirȱprospectiveȱaudience.ȱ

Sinceȱtheseȱnineȱpointsȱderiveȱsubstantiallyȱfromȱteachingȱexperience,
theȱ restȱofȱ thisȱ chapterȱ isȱdevotedȱ toȱexplainingȱkeyȱelementsȱ inȱ the
courseȱMusicȱandȱtheȱMovingȱImage.ȱParticularȱattentionȱwillȱbeȱpaidȱto
theȱhandsȬonȱanalysisȱallȱstudents,ȱmusoȱandȱnonȬmusoȱalike,ȱhaveȱhad
toȱdoȱbyȱwayȱofȱcoursework.ȱ

Courseȱdescriptionȱ

MusicȱandȱtheȱMovingȱImageȱisȱtheȱnameȱofȱaȱsingleȬsemesterȱundergradȬ
uateȱcourseȱIȱtaughtȱbetweenȱ1993ȱandȱ2009.9ȱItȱmostȱrecentlyȱinvolved
thirteenȱeffectiveȱteachingȱweeksȱofȱthreeȬhourȱsessionsȱandȱanȱaverage
classȱsizeȱofȱfortyȬfourȱstudentsȱ(Tableȱ14Ȭ1,ȱp.532).

6. Exceptions:ȱmusicȱvideosȱ(seeȱp.3,ff.);ȱtitleȱsequencesȱ(pp.ȱ555Ȭ556).
7. Forȱmoreȱonȱunderestimatedȱvernacularȱcompetence,ȱseeȱpp.13,ȱ118Ȭ120.
8. TheseȱtopicsȱareȱdiscussedȱinȱChaptersȱ2,ȱ5Ȭ7ȱandȱ13.
9. CoursesȱgivenȱatȱtheȱUniversityȱofȱLiverpoolȱ(1993Ȭ2002)ȱandȱtheȱUniversitéȱdeȱ

Montréalȱ(2003Ȭ2009).ȱMostȱofȱthisȱchapterȱisȱbasedȱonȱtheȱMontréalȱperiod.



532 Tagg: Music’s Meanings — 14. Analysing film music

Table 14-1: Music and the Moving Image course overview10 

MusicȱandȱtheȱMovingȱImageȱcontainsȱtwoȱinterrelatedȱelements:ȱ[1]ȱtheȬ
oryȱandȱhistory;ȱ[2]ȱanalysis.ȱWithȱtheȱexceptionȱofȱtheȱtwoȱguestȱlecȬ
turesȱ(weeksȱ12Ȭ13ȱinȱTableȱ14Ȭ1),ȱtheoryȱandȱhistoryȱareȱmainlyȱdealt

1 *�Intro:ȱaims,ȱcontent,ȱtasks,ȱevaluation,ȱadmin.,ȱetc.
v�Discussionȱofȱmusicȱinȱtwoȱclipsȱ(pp.ȱ542Ȭ543).
y�1.ȱFilmȱmusic’sȱfunctionsȱ(p.546,ff.).ȱ2.ȱSemioticȱanalysisȱmethodȱ(Ch.5Ȭ13).
y�Cueȱlistȱandȱanalysisȱassignmentȱexplanationsȱ(pp.ȱ558Ȭ576).

2 v�Discussionȱofȱfeatureȱfilmȱchoicesȱforȱfinalȱassignmentȱ(p.ȱ558).
y�OriginsȱofȱsilentȱfilmȱmusicȱinȱEuroȬclassicalȱrepertoireȱ(p.534,ff.).
*�Explanationȱofȱsilentȱfilmȱgroupȱworkȱ(seeȱp.ȱ543,ȱff.).

3 v�Discussionȱofȱfeatureȱfilmȱchoicesȱforȱfinalȱassignmentȱ(p.ȱ558).
z�Groupȱwork:ȱsilentȱfilmȱandȱmodernȱmoodȱcategoryȱcomparisonȱ(p.ȱ543,ȱff.).

4 v�Discussionȱofȱfeatureȱfilmȱchoicesȱforȱfinalȱassignmentȱ(p.ȱ558).
y�Filmȱmusicȱduringȱtheȱsilentȱera;ȱarrivalȱofȱtheȱtalkies;ȱclickȱtracks.
z�Groupȱworkȱ(continued;ȱp.ȱ543,ȱff.).

5 *�Deadlineȱforȱchoiceȱofȱfeatureȱfilmȱtoȱanalyse
z�Silentȱfilmȱgroupȱworkȱpresentationsȱ1Ȭ8ȱ.

6 v�Silentȱfilmȱgroupȱworkȱpresentationsȱ9Ȭ11.
y�Finalȱassignmentȱexplanationsȱ(pp.ȱ558Ȭ576).

7 y�’Classical’ȱHollywoodȱfilmȱscores:ȱSteiner,ȱTiomkin,ȱRózsa,ȱetc.,ȱetc.
y�‘New’ȱstylesȱ&ȱstereotypes:ȱcowboys,ȱPIs,ȱmenȱandȱwomenȱinȱfilmȱmusic.

8 y�Postwarȱadditionsȱtoȱtheȱfilmȱmusicȱpalette:ȱfolk,ȱjazz,ȱrock,ȱ‘world’,ȱetc.
y�Digitalȱtechniologyȱ(incl.ȱSMPTE),ȱsynthesisers,ȱetc.
z�Groupȱsupervisionȱofȱworkȱwithȱcueȱsheetȱandȱgraphicȱscore.

9 z�Feedbackȱsessionsȱ1Ȭ3ȱ(plenary)ȱ(pp.ȱ562Ȭ564).
z�Feedbackȱsessionsȱ4Ȭ8ȱandȱ9Ȭ13ȱ(twoȱclassrooms;ȱpp.ȱ562Ȭ564)

10 z�Feedbackȱsessionsȱ14Ȭ21ȱandȱ22Ȭ29

11 z�Feedbackȱsessionsȱ30Ȭ37ȱandȱ38Ȭ44

12 z�Overspillȱforȱfeedbackȱsessions,ȱsupervisionȱofȱfinalȱassignment,ȱetc.ȱ
y�Guestȱlectureȱ1:ȱfilmȱmusicȱcomposer

13 *�Deadline:ȱsubmissionȱofȱfinalȱassignmentȱCueȱlistȱandȱanalysis.
y�Guestȱlectureȱ2:ȱgamesȱaudioȱexpert

10. Legend:ȱ*ȱlogisticalȱandȱadministrative;ȱyȱcontentȱdeliveryȱinȱlectureȱformatȱwithȱ
audiovisualȱillustration;ȱ[3]ȱzȱcontentȱdeliveryȱbyȱstudentsȱ(averageȱno.ȱparticiȬ
pantsȱinȱMontréal:ȱ44);ȱ[4]ȱvȱdiscussionȱwithȱatȱleastȱasȱmuchȱinputȱfromȱstudentsȱ
asȱfromȱteachingȱstaff.ȱN.B.ȱThisȱcourseȱcannotȱbeȱdeliveredȱtoȱmoreȱthanȱ30ȱstuȬ
dentsȱwithoutȱhelpȱfromȱaȱteachingȱassistantȱ(thanksȱtoȱSimonȱBertrand,ȱMontréal).



Tagg: Music’s Meanings — 14. Analysing film music 533

withȱinȱweeksȱ1,ȱ2,ȱ4,ȱ7ȱandȱ8ȱwhileȱanalysisȱelementsȱoccurȱthroughout
theȱ course,ȱ occupyingȱ theȱ entiretyȱ ofȱ sessionsȱ 3,ȱ 5,ȱ 6ȱ andȱ 9Ȭ11.ȱ The
course’sȱmainȱ theoreticalȱelementsȱare:ȱ [1]ȱ theȱ functionsȱofȱ filmȱmusic

(weekȱ 1;ȱ p.546,ff.);ȱ [2]ȱ rudimentaryȱ semioticȱmethodȱ forȱ filmȱmusic

analysisȱ(weekȱ1,ȱbasedȱonȱChaptersȱ4Ȭ13ȱ inȱ thisȱbook);ȱ[3]ȱcinematoȬ
graphicȱandȱ filmȬmusicalȱ terminologyȱ (reading,ȱweeksȱ1Ȭ4;ȱp.552,ff.).
TheseȱelementsȱareȱintroducedȱinȱdirectȱconnectionȱwithȱaudioȱorȱauȬ
diovisualȱexamplesȱpresentedȱ inȱclass.ȱTheȱhistoricalȱelementsȱare:ȱ[1]
originsȱofȱfilmȱmusicȱ(weekȱ2;ȱp.534,ff.);ȱ[2]ȱmusicȱforȱsilentȱfilm,ȱincludȬ
ingȱ theȱ comparativeȱ analysisȱ carriedȱ outȱ inȱ groupsȱ (weeksȱ 2Ȭ6;ȱ see
p.543,ff.);ȱ[3]ȱ‘classic’ȱHollywoodȱfilmȱscoresȱ(weekȱ7);ȱ[4]ȱpostwarȱfilm
scoresȱ(weekȱ8).ȱThisȱaspectȱofȱtheȱcourseȱincludesȱmandatoryȱhistorical
reading,ȱplusȱobligatoryȱviewingȱandȱlisteningȱrepertoires.11ȱ

Theȱcourseȱfocusesȱmainlyȱonȱfeatureȱfilmȱmusicȱratherȱthanȱonȱmusicȱfor
TVȱorȱgamesȱforȱtheȱfollowingȱfourȱpracticalȱreasons.

[1]ȱTheȱ featureȱ filmȱhasȱ theȱ longestȱhistoryȱofȱanyȱextantȱ typeȱofȱ reȬ
cordedȱ audiovisualȱ productionȱ inȱwhichȱmusicȱ playsȱ anȱ important

part.ȱIt’sȱalsoȱtheȱtypeȱofȱrecordedȱproductionȱwithȱwhichȱmostȱpeople
areȱmostȱfamiliar.

[2]ȱThereȱisȱmoreȱliteratureȱofȱaȱseriousȱnatureȱaboutȱfilmȱmusicȱthan
about,ȱforȱexample,ȱmusicȱforȱtelevisionȱorȱcomputerȱgames.

[3]ȱLegalȱrecordingsȱofȱfeatureȱfilmsȱareȱinȱgeneralȱeasierȱtoȱacquireȱthan
recordingsȱofȱTVȱprogramming,ȱadverts,ȱshortȱfilms,ȱetc.ȱ

[4]ȱSinceȱvideoȱgameȱnarrativeȱunfoldsȱaccordingȱtoȱtheȱskillȱofȱindividȬ
ualȱplayers,ȱitsȱmusicȱhasȱtoȱadaptȱtoȱeachȱplayer’sȱpositionȱinȱtheȱgame

andȱtoȱhis/herȱrelativeȱspeedȱinȱreactingȱtoȱeachȱsituationȱwhereȱmusical

changeȱmayȱbeȱ appropriate.ȱ Sinceȱ adaptiveȱmusicȱ conceivedȱ forȱ such
conditionsȱcannotȱbeȱmappedȱasȱ fixedȱsyncȱpointsȱonȱ theȱ immutable

timeȱlineȱofȱaȱfilmȱorȱTVȱproduction,ȱtheȱcompositionȱandȱanalysisȱof
gamesȱmusicȱ demandȱ skillsȱ andȱ practicesȱ thatȱ cannotȱ beȱ easilyȱ inȬ
cludedȱinȱaȱsingleȬsemesterȱcourseȱcontainingȱ‘handsȬon’ȱelements.12ȱ

11. ForȱmoreȱdetailsȱseeȱDtagg.org/Teaching/mmi/MusMovImg2010.htmlȱ(English);ȱ
Dtagg.org/udem/musimgmot/musimgmot.htmȱ(français).
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Beforeȱtheȱanalysis

Historyȱ
Aȱbasicȱhistoryȱofȱfilmȱmusicȱisȱincludedȱinȱtheȱcourseȱforȱseveralȱreasons.

[1]ȱTechnologicalȱdevelopmentsȱ (cueȱsheets,ȱclickȱ tracks,ȱSMPTE,ȱ timeȬ
code,ȱetc.)ȱhighlight:ȱ[i]ȱtheȱcentralityȱofȱsynchronisationȱinȱtheȱproviȬ
sionȱ ofȱ musicȱ forȱ theȱ movingȱ image;ȱ [ii]ȱ radicalȱ changesȱ inȱ the
treatmentȱofȱrelationshipsȱbetweenȱdialogue,ȱsoundȱeffectsȱandȱmusic

(fromȱoneȬchannelȱmonoȱandȱthroughȬcomposedȱscoresȱtoȱmultiȬchanȬ
nelȱaudioȱmixes,ȱsoȱtoȱspeak).

[2]ȱStudyingȱstylisticȱchangeȱprovidesȱ insightsȱ intoȱhowȱ filmȱmusic’s

rangeȱofȱidiomsȱexpandsȱtoȱincludeȱsoundsȱappropriateȱtoȱnewȱsortsȱof
popularȱnarrativeȱ(Westerns,ȱdetectives,ȱmodernȱsocialȱdrama,ȱscience
fiction,ȱstoriesȱsetȱinȱunfamiliarȱlocations,ȱetc.).13ȱStyleȱhistoryȱalsoȱgives
recurrentȱevidenceȱofȱtheȱneedȱtoȱuseȱwordsȱtoȱreferȱtoȱmusicȱinȱways

thatȱ directorsȱ andȱ producers,ȱ notȱ justȱmusicians,ȱ understandȱ (silent
filmȱmusicȱcompilations,ȱlibraryȱmusicȱcategories,ȱetc.).ȱȱȱ

[3]ȱByȱhearing/viewingȱandȱtalkingȱaboutȱexamplesȱfromȱtheȱhistorical
repertoire,ȱstudentsȱlearnȱwaysȱofȱdiscussingȱmusicȱandȱtheȱmovingȱimȬ
ageȱthatȱareȱdirectlyȱapplicableȱtoȱtheirȱanalysisȱworkȱ(p.562,ff.).

AlthoughȱIȱcannot,ȱforȱreasonsȱofȱspaceȱandȱclarity,ȱdiscussȱtheȱhistoriȬ
calȱpartȱofȱtheȱcourseȱinȱanyȱdetail,ȱoneȱperiodȱisȱofȱparticularȱimporȬ
tanceȱtoȱtheȱanalysisȱworkȱthatȱisȱtheȱmainȱfocusȱofȱthisȱchapterȱandȱto
theȱtopicȱofȱthisȱbookȱinȱgeneral:ȱtheȱoriginsȱofȱfilmȱmusic.

Originsȱofȱfilmȱmusicȱ

Twoȱbasicȱquestionsȱariseȱatȱtheȱstartȱofȱanyȱhistoryȱofȱfilmȱmusic.ȱ[1]
Whyȱdidȱsilentȱfilmsȱneedȱmusic?ȱ[2]ȱWhy,ȱatȱ leastȱinȱNorthȱAmerica

andȱEurope,ȱdidȱmusicȱforȱsilentȱfilmȱdrawȱsoȱmuchȱonȱoneȱmusicalȱtraȬ
ditionȱandȱsoȱlittleȱonȱothers?ȱ

12. Startingȱinȱtheȱmidȱ1990s,ȱIȱalwaysȱsavedȱoneȱsessionȱforȱaȱvisitingȱexpertȱonȱgamesȱ
music,ȱaȱtopicȱthatȱsubsequentlyȱbecameȱaȱteachingȱsubjectȱinȱitsȱownȱright.ȱForȱ
moreȱonȱ‘adaptiveȱmusic’ȱ(a.k.a.ȱ‘dynamicȱmusic’),ȱseeȱKaaeȱ(2008),ȱGeeleȱ(2008),ȱ
andȱtheȱintroductionȱtoȱCollinsȱ(2008aȱandȱb).ȱ

13. Asȱdescribedȱnextȱ(p.534),ȱfilmȱmusic’sȱstylisticȱoriginsȱareȱinȱtheȱlateȱ19thȬcenturyȱ
euroclassicalȱtraditionȱwhereȱthoseȱnarrativeȱgenresȱdidȱnotȱexist.
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Theȱusualȱanswerȱ toȱquestionȱ1ȱ isȱ thatȱmusicȱwasȱusedȱ toȱmaskȱunȬ
wantedȱnoiseȱ fromȱ theȱprojector,ȱ fromȱ theȱaudienceȱand,ȱ inȱ theȱnonȬ
soundproofedȱvenuesȱwhereȱfilmsȱwereȱoftenȱshownȱinȱtheȱearlyȱyears
ofȱcinema,ȱfromȱtheȱstreetȱoutside.ȱThisȱisȱcertainlyȱoneȱfeasibleȱexplaȬ
nationȱforȱmusicȱbeingȱplayedȱatȱfilmsȱshownȱinȱpennyȱarcades,ȱnickeȬ
lodeons,ȱ fairgroundsȱ and,ȱ inȱ general,ȱ forȱ cinemaȱ asȱ workingȬclass
entertainmentȱbeforeȱ1910ȱorȱso;ȱbutȱitȱdoesn’tȱexplainȱwhyȱtheȱpractice
continuedȱafterȱprojectorsȱwereȱboxedȱoffȱfromȱtheȱauditoriumȱinȱpicȬ
tureȱhousesȱwithȱaȱfoyerȱseparatingȱtheȱaudienceȱfromȱtheȱstreetȱoutȬ
side.ȱWhileȱ it’sȱ possibleȱ thatȱ theȱ practiceȱmayȱ toȱ someȱ extentȱ have
continuedȱintoȱtheȱ1910sȱandȱ1920sȱoutȱofȱforceȱofȱhabit,ȱaȱmoreȱlikely
explanationȱ isȱ thatȱseeingȱ justȱmovementȱwithoutȱanyȱaccompanying

soundȱatȱallȱisȱsimplyȱunreal.ȱItȱcanȱevenȱbeȱquiteȱupsetting.ȱJustȱimagȬ
ineȱaȱbadȱdreamȱ inȱwhichȱnoȱ soundȱ comesȱoutȱofȱyourȱmouthȱeven
thoughȱyou’reȱyellingȱatȱtheȱtopȱofȱyourȱvoice,ȱorȱinȱwhichȱyou’reȱtrying
toȱrunȱawayȱfromȱaȱtsunami,ȱanȱavalanche,ȱaȱpyroclasticȱflowȱorȱsome

otherȱloudȱthreatȱyouȱseeȱbutȱcannotȱhearȱbearingȱdownȱonȱyou.14ȱLittle
wonder,ȱthen,ȱthatȱtheȱLumièreȱBrothers’ȱsilentȱshortȱArrivalȱofȱaȱTrainȱat
LaȱCiotatȱ(1895)ȱscaredȱsomeȱofȱtheȱaudience,ȱnotȱjustȱbecauseȱaȱlargeȱloȬ
comotiveȱcameȱtowardsȱthemȱinȱ2DȱblackȬandȬwhiteȱbutȱalsoȱbecauseȱit
approachedȱthemȱwithoutȱitsȱsound.ȱAtȱtheȱsameȱtime,ȱtheȱpassengers
andȱstationȱstaffȱbustlingȱaboutȱonȱtheȱplatformȱwereȱallȱsilentȱtoo,ȱunȬ
real,ȱghostlikeȱandȱsonicallyȱdisembodied.ȱ

IfȱyouȱthinkȱI’mȱoverstatingȱtheȱcaseȱforȱsoundȱasȱintrinsicȱtoȱenergyȱand
movementȱpleaseȱconsiderȱtheȱfollowingȱpiecesȱofȱcircumstantialȱeviȬ
dence:ȱ[1]ȱ‘whatȱaȱnoise!’ȱtranslatesȱintoȱSwedishȱasȱ‘vilketȱliv!’ȱwhichȱlitȬ
erallyȱ meansȱ ‘whatȱ aȱ life!’ȱ inȱ theȱ senseȱ ofȱ ‘whatȱ aȱ noiseȱ and/or
commotion!’,ȱimplyingȱthatȱsound,ȱmotionȱandȱenergyȱareȱintrinsicȱto
life;ȱ[2]ȱmotionȱoccupiesȱmostȱofȱtheȱwordsȱcommotionȱandȱemotion,ȱthe
latterȱlinkedȱtoȱbeingȱmovedȱby,ȱforȱexample,ȱtheȱsoundsȱofȱmusic;ȱ[3]ȱclaȬ
mour,ȱuproar,ȱracketȱandȱhubbubȱ(sound),ȱasȱwellȱasȱagitation,ȱbustle,ȱtuȬ

14. Mostȱofȱusȱhaveȱdreamtȱsomethingȱlikeȱthatȱatȱsomeȱtime.ȱ‘Ifȱyouȱtryȱtoȱscream,ȱbutȱ
noȱsoundȱcomesȱout,ȱthenȱitȱindicatesȱyourȱsenseȱofȱhelplessnessȱandȱfrustrationȱinȱ
someȱsituation.…ȱAlternatively,ȱyourȱinabilityȱtoȱscreamȱmayȱbeȱaȱformȱofȱREMȱ
paralysis’ȱ|dreammoods.com/dreamdictionary/s.htm| [101008].ȱ
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multȱandȱturbulenceȱ(motion),ȱareȱallȱsynonymsȱforȱcommotion.15ȱThese
pointsȱmightȱhelpȱexplainȱwhyȱsoundȱwasȱnecessaryȱinȱtheȱearlyȱdaysȱof
cinemaȱbutȱnotȱwhyȱtheȱsoundȱshouldȱbeȱmusic.ȱTheȱsimpleȱanswerȱis
thatȱmusicȱwasȱcheaperȱandȱtheȱonlyȱpracticalȱalternativeȱatȱtheȱtime.ȱ

Beforeȱtheȱgeneralȱspreadȱofȱelectricallyȱamplifiedȱsoundȱtechnologyȱin
theȱlateȱ1920s,ȱdialogue,ȱsoundȱeffectsȱandȱambienceȱwouldȱeitherȱhave
hadȱtoȱbeȱrecordedȱandȱplayedȱbackȱwithoutȱamplificationȱorȱproduced
liveȱatȱeveryȱshowingȱofȱeveryȱfilmȱinȱeveryȱcinema.ȱTheȱlatterȱcanȱbe
ruledȱoutȱstraightȱawayȱbecauseȱtheȱamountȱofȱstaffȱandȱequipmentȱreȬ
quiredȱtoȱdubȱdialogueȱandȱtoȱconvincinglyȱproduceȱanȱinfiniteȱnumber

ofȱdifferentȱsoundsȱwasȱneverȱaȱfinancialȱorȱlogisticalȱoption;ȱnorȱwere

theȱnewfangledȱ78ȱrpmȱaudioȱdiscsȱbecauseȱtheyȱhadȱnoȱbassȱregister
andȱbecauseȱplaybackȱwasȱunamplified.ȱIfȱtheȱLumièreȱbrothers’ȱlarge
steamȱ locomotiveȱhadȱ beenȱ shownȱ accompaniedȱ byȱ anȱunamplified

acousticȱrecordingȱofȱtheȱactualȱsoundȱitȱhadȱmadeȱwhenȱshotȱtoȱcelluȬ
loid,ȱtheȱcinemaȱaudienceȱmightȱhaveȱheardȱsomeȱfaintȱhissingȱandȱdisȬ
tantȱclinkingȱbutȱ theȱmassiveȱengine’sȱ rumblingȱandȱclankingȱwould

haveȱalreadyȱbeenȱfilteredȱoutȱwithȱallȱtheȱotherȱbassȱfrequenciesȱatȱthe
recordingȱ stage.ȱ Theȱ visualȱ effectȱ ofȱ theȱ approachingȱ locomotive’s

power,ȱsizeȱandȱvolumeȱandȱ itsȱpresenceȱcloseȱ toȱ theȱaudience’sȱeyes
wouldȱinȱotherȱwordsȱhaveȱbeenȱcontradictedȱbyȱtheirȱears.ȱMoreover,

sinceȱmultiȬchannelȱmixingȱonȱtoȱaudioȱtapeȱwasȱnotȱinȱwidespreadȱuse
untilȱmuchȱlaterȱandȱstereoȱuncommonȱbeforeȱtheȱ1960s,ȱitȱwasȱimposȬ
sibleȱtoȱaurallyȱstageȱanyȱsceneȱconvincinglyȱsoȱthat,ȱforȱexample,ȱthe
‘smaller’ȱsoundsȱaudibleȱonȱ theȱLaȱCiotatȱstationȱplatformȱwhenȱ the
visualsȱ wereȱ shotȱ (generalȱ bustle,ȱ passengersȱ talking,ȱ stationȱ staff

15. Ifȱyou’reȱstillȱnotȱconvinced,ȱarguing,ȱsay,ȱthatȱaȱsnowflakeȱlandingȱandȱmeltingȱonȱ
theȱwindowȱsillȱisȱinaudible,ȱpleaseȱaskȱyourselfȱwhichȱofȱtheȱfollowingȱonomatoȬ
poeiasȱisȱleastȱinappropriateȱforȱthatȱinaudibleȱsound:ȱsplash,ȱsmash,ȱcreek,ȱcrack,ȱ
wham,ȱthud,ȱkerrang,ȱding,ȱdong,ȱplip,ȱplopȱorȱpffthȱ[S I I 7 7].ȱAlthoughȱdingȱmightȱdoȱasȱ
sonicȱcounterpartȱtoȱtheȱtactileȱsensationȱofȱaȱsnowflakeȱlandingȱonȱyourȱcheekȱ(aȱbitȱ
likeȱtheȱdingȱinȱtheȱColgateȱ‘ringȱofȱconfidence’ȱroundȱyourȱsupposedlyȱfreshȱandȱ
gleamingȱteeth),ȱaȱveryȱquietȱpffthȱis,ȱitȱseemsȱtoȱme,ȱisȱtheȱbestȱalternative.ȱIfȱoneȱ
soundȱratherȱthanȱanotherȱcanȱevenȱbeȱimaginedȱasȱmoreȱorȱlessȱappropriateȱthanȱ
anotherȱforȱanȱinaudibleȱsound,ȱthenȱsoundȱisȱanȱinextricableȱpartȱofȱperceivedȱ
movement.ȱBesides,ȱasȱsoonȱasȱthereȱisȱmovementȱorȱfrictionȱofȱanȱobjectȱorȱobjectsȱ
inȱairȱorȱwater,ȱwavesȱspreadȱfromȱtheȱpointȱofȱthatȱmovementȱorȱfriction.
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shouting,ȱetc.)ȱcouldȱbeȱheardȱinȱtheȱrightȱplaceȱofȱtheȱaudioȱpicture,ȱif
theyȱwereȱaudibleȱatȱallȱonȱtheȱrecording.ȱAddȱtoȱthatȱtheȱfactȱthatȱselecȬ
tiveȱaudioȱfocusȱ—recreatingȱtheȱcocktailȱpartyȱeffect,ȱmakingȱanȱactor’s
innerȱthoughtsȱaudible,ȱevenȱaȱsimpleȱvoiceȬover—ȱwasȱoutȱofȱtheȱquesȬ
tionȱandȱit’sȱclearȱthatȱtheȱcamera’sȱandȱprojector’sȱabilityȱtoȱproduceȱa
convincingȱsimulacrumȱofȱvisualȱrealityȱhadȱnoȱsonicȱcounterpartȱuntil
decadesȱlater.ȱAndȱevenȱifȱnoneȱofȱtheȱtechnologicalȱandȱexpressiveȱreȬ
strictionsȱ justȱ mentionedȱ hadȱ applied,ȱ filmȱ distributionȱ companies

wouldȱhaveȱhadȱtoȱincludeȱtwentyȱbrittleȱandȱscratchableȱ78ȱrpmȱdiscs
withȱtheȱtwoȱorȱthreeȱreelsȱofȱcelluloidȱtheyȱcirculatedȱtoȱcinemasȱfor
eachȱhourȬlongȱfilm.ȱSuchȱhypotheticalȱ‘solutions’ȱwouldȱinȱtheirȱturn
assumeȱthatȱprojectorsȱandȱrecordȱturntablesȱranȱatȱaȱfixedȱrateȱinȱevery
cinemaȱtoȱensureȱthatȱsoundȱandȱimageȱwereȱinȱsync,ȱaȱtechnologyȱunȬ
availableȱbeforeȱ1926ȱandȱwhichȱwasȱreplacedȱsoonȱafterȱbyȱtheȱmore

reliableȱandȱlessȱcumbersomeȱsystemȱofȱopticalȱsound.16ȱMeanwhileȱit
wasȱmusicȱthatȱofferedȱtheȱeasiestȱsolutionȱtoȱtheȱsilentȱfilm’sȱdilemma

ofȱsonicȱdisembodiment.

MusicȱcouldȱatȱleastȱtemporarilyȱsolveȱtheȱsynchronisationȱproblemȱbeȬ
causeȱitȱhasȱitsȱownȱlogicȱofȱtemporalȱandȱkineticȱnarrativeȱindependent
ofȱtheȱwayȱinȱwhichȱvisualȱeventsȱunfold.17ȱMusic’sȱsonicȱlogicȱcanȱin
otherȱwordsȱoverrideȱtheȱneedȱtoȱhearȱtheȱaudibleȱcounterpartȱtoȱevery
potentiallyȱ audibleȱ eventȱ orȱ situationȱ onȱ film:ȱ neitherȱ lipȬsyncȬed
speech,ȱnorȱFoleys,ȱnorȱevenȱtheȱambientȱsoundscapeȱhasȱtoȱbeȱpresent
ifȱmusicȱisȱplayed.ȱAsȱlongȱasȱsuitableȱmusicȱstartedȱonȱcueȱinȱtheȱsilent

16. [1]ȱHandȬcrankedȱprojectorsȱandȱwindȬupȱturntablesȱwithȱspringȱmechanismsȱwereȱ
stillȱinȱwideȱuseȱuntilȱWorldȱWarȱIȱandȱelectricalȱcurrentȱwasȱneverȱconstant.ȱIfȱaȱ
recordȱturntableȱranȱatȱ77ȱorȱ79ȱinsteadȱofȱ78ȱrpm,ȱsoundsȱwouldȱbecomeȱoutȱofȱsyncȱ
withȱpicture,ȱresultingȱinȱaȱthreeȬsecondȱdifferenceȱbyȱtheȱendȱofȱeachȱthreeȬminuteȱ
disc.ȱBesides,ȱtheȱsoundȱqualityȱofȱ78ȱrpmȱdiscsȱusedȱatȱthatȱtimeȱdeterioratedȱ
quicklyȱeachȱtimeȱtheyȱwereȱplayed.ȱ[2]ȱObviously,ȱnoȱcinemaȱcouldȱpossiblyȱhouseȱ
enoughȱsoundsȱrecordedȱonȱ78ȱrpmȱdiscsȱtoȱserviceȱallȱtheȱfilmsȱitȱwasȱlikelyȱtoȱ
showȱandȱthereȱwasȱnoȱwayȱinȱwhichȱcinemaȱstaffȱcouldȱretrieveȱtheȱrightȱsoundȱforȱ
theȱrightȱmomentȱinȱeveryȱfilm.ȱ[3]ȱWarnerȱBrothers’ȱVitaphoneȱsystemȱ(aȱstackȱofȱ
electricallyȱrecordedȱ78sȱplayedȱbackȱwithȱamplificationȱonȱspecialȱequipmentȱ
linkedȱtoȱtheȱprojector)ȱwasȱfirstȱusedȱtoȱsyncȱAxtȱ&ȱMendoza’sȱmusicȱ(noȱdialogueȱ
orȱvisibleȱmusicalȱperformance)ȱwithȱtheȱfilmȱDonȱJuanȱ(1926).ȱItȱwasȱusedȱtoȱsyncȱ
passagesȱcontainingȱbothȱdialogueȱandȱperformanceȱinȱTheȱJazzȱSingerȱ(1927).

17. IsȱthisȱaspectȱofȱmusicȱwhatȱHanslickȱ(p.89)ȱmeantȱbyȱ‘tonalȱformsȱinȱmovement’?
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filmȱera,ȱitȱcouldȱbeȱplayedȱforȱtheȱdurationȱofȱanȱentireȱsceneȱuntilȱthe
generalȱmood,ȱ atmosphereȱ orȱ locationȱ changedȱ andȱ differentȱmusic

wasȱrequired.ȱMoreover,ȱsinceȱtheȱmusicȱwasȱplayedȱlive,ȱitȱwasȱbyȱdefȬ
initionȱheardȱinȱhiȬfi,ȱvariableȱenoughȱinȱvolumeȱandȱadaptableȱenough
inȱallȱ itsȱotherȱparametersȱofȱexpressionȱ toȱaccompanyȱ largeȱ locomoȬ
tives,ȱbustlingȱcrowds,ȱpastoralȱidyllsȱandȱintimateȱloveȱscenes.18ȱWhat

sortȱofȱrepertoireȱcouldȱsilentȱfilmȱmusiciansȱdrawȱonȱtoȱprovideȱsuchȱa
wideȱrangeȱvarietyȱofȱ‘suitableȱmusics’?ȱ

Aȱquickȱglanceȱthroughȱanyȱextantȱcueȱsheetȱfromȱtheȱ1910sȱorȱanyȱcolȬ
lectionȱofȱsilentȱfilmȱmusicȱfromȱtheȱearlyȱ1920sȱshowsȱthatȱnineteenthȬ
centuryȱ euroclassicalȱmusicȱ dominatesȱ theȱ repertoire.ȱ Forȱ example,

ErnæȱRapée’sȱMotionȱPictureȱMoodsȱforȱPianistsȱandȱOrganistsȱ(1924)ȱconȬ
tainsȱ19ȱpiecesȱbyȱGrieg,ȱ12ȱbyȱMendelssohn,ȱ5ȱeachȱbyȱBeethovenȱand
Bizet,ȱ 4ȱ byȱ Schubert,ȱ anotherȱdozenȱ orȱ twoȱ byȱ theȱ likesȱ ofȱBrahms,

Dvoìák,ȱSchumann,ȱJ.ȱStrauss,ȱTchaikovskyȱandȱWagner,ȱplusȱaȱsignifiȬ
cantȱnumberȱofȱpiecesȱinȱtheȱsameȱveinȱbyȱ lessȱwellȬknownȱfigures.19
Thereȱareȱatȱ leastȱ threeȱreasonsȱforȱ theȱdominanceȱofȱnineteenthȬcenȬ
turyȱeuroclassicalȱmusicȱinȱtheȱsilentȱfilmȱera.
1. Itȱwas,ȱatȱleastȱinȱbothȱEuropeȱandȱNorthȱAmerica,ȱtheȱmostȱwideȬ

spreadȱandȱinterculturallyȱviableȱofȱanyȱmusicalȱtraditionȱavailableȱ
atȱtheȱtime.20

2. ItȱwasȱaȱmusicalȱtraditionȱwithȱwellȬestablishedȱpracticesȱforȱuseȱ
togetherȱwithȱaȱwideȱvarietyȱofȱparamusicalȱformsȱofȱexpression.

3. Itsȱuseȱofȱnotationȱenabledȱsilentȱfilmȱmusiciansȱtoȱsynchroniseȱ
theirȱperformanceȱwithȱwhatȱwasȱshownȱonȱscreen.

Reasonsȱtwoȱandȱthreeȱneedȱsomeȱelaboration.

Theȱmostȱobviousȱ‘classical’ȱforerunnersȱtoȱfilmȱmusicȱareȱfoundȱinȱopȬ
era,ȱballetȱandȱmusicȱforȱtheȱtheatre.ȱHereȱwasȱaȱlivingȱtraditionȱofȱinȬ

18. AsȱshownȱinȱtheȱleftȱcolumnȱofȱFigureȱ14Ȭ1ȱ(p.544),ȱRailroad,ȱChase,ȱChatter,ȱPastoraleȱ
andȱLoveȱThemesȱwouldȱhaveȱbeenȱappropriateȱcategoriesȱinȱRapéeȱ(1924).ȱ

19. Rapéeȱ(1924)ȱcontainsȱ259ȱpiecesȱaltogetherȱofȱwhichȱ135ȱareȱdances,ȱmarchesȱorȱ
locationȬspecificȱpiecesȱ(nationalȱanthems,ȱetc.).ȱMusicȱinȱtheȱeuroclassicalȱidiomȱ
answersȱforȱvirtuallyȱallȱtheȱremainingȱ124ȱpieces.ȱOtherȱ‘known’ȱeuroclassicalȱcomȬ
posersȱincludedȱbyȱRapéeȱareȱDelibes,ȱElgar,ȱMeyerbeerȱandȱWaldteufel.

20. Forȱexample,ȱmostȱofȱtheȱworld’sȱnationalȱanthemsȱareȱconceivedȱinȱtheȱsameȱeuroȬ
classicalȱidiomȱ(seeȱp.163).
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visibleȱ instrumentalȱmusicȱ accompanyingȱ stageȱ action.ȱ Itȱwasȱmusic

thatȱcouldȱbeȱeasilyȱadaptedȱforȱuseȱwithȱsilentȱfilm.ȱToneȱpoemsȱand
otherȱtypesȱofȱprogrammeȱmusicȱprovidedȱanotherȱsource,ȱasȱdidȱthe
pianoȱpartsȱofȱparlourȱsongȱwhoseȱmusicalȱideasȱhadȱtoȱfitȱtheȱlyrics.21
Theȱeuroclassicalȱtradition’sȱpopularȱ‘characterȱpieces’ȱwereȱalsoȱuseful
sinceȱtheyȱwereȱexplicitlyȱlinkedȱtoȱextramusicalȱphenomenaȱandȱwere

alreadyȱwrittenȱ forȱ theȱpiano.22ȱMoreover,ȱnoȱotherȱ repertoireȱwasȱat
thatȱ timeȱasȱ interculturallyȱviableȱasȱmusicȱ inȱ theȱeuroclassicalȱ tradiȬ
tion,ȱandȱnoȱotherȱ repertoireȱhadȱ theȱEuropeanȱ tradition’sȱ systemȱof
physicallyȱstoringȱessentialȱaspectsȱofȱ itsȱsoundȱ—staffȱnotation—ȱso
thatȱmusiciansȱcouldȱretrieveȱandȱperformȱaȱmuchȱwiderȱrangeȱofȱmuȬ
sicȱthanȱtheyȱcouldȱpossiblyȱmemorise.ȱ

Reasonȱnumberȱthreeȱ—notationȱasȱaȱprerequisiteȱforȱsatisfactoryȱsynȬ
chronisation—ȱisȱevenȱmoreȱprosaic.ȱLet’sȱsayȱweȱneedȱmusicȱtoȱcover
visualȱfootageȱlastingȱfortyȱsecondsȱandȱthatȱweȱhaveȱaȱsuitableȱmusical

extractȱoccupyingȱ16ȱbarsȱofȱ4/4ȱtimeȱ(64ȱbeatsȱinȱall)ȱthatȱsoundsȱgood
playedȱatȱ92ȱbpm.ȱUsingȱaȱmetronomeȱandȱsimpleȱarithmeticȱweȱcan
calculateȱtheȱdurationȱofȱthoseȱ16ȱbarsȱbyȱfirstȱconvertingȱtheȱtempoȱof
92ȱbeatsȱperȱminuteȱ intoȱbeatsȱperȱsecondȱ [60÷92=ȱ0.652174],ȱ thenȱby
multiplyingȱthatȱfigureȱbyȱtheȱnumberȱofȱbeatsȱ(64)ȱinȱourȱmusicalȱexȬ
tractȱ[0.652174×64ȱ=ȱ41.74].ȱSinceȱ41.74ȱisȱalmostȱtwoȱsecondsȱtooȱlong
forȱtheȱ40Ȭsecondȱfootageȱweȱwantȱourȱmusicȱtoȱfitȱwe’llȱeitherȱhaveȱto

21. I’mȱincludingȱLiederȱbyȱtheȱlikesȱofȱSchubertȱandȱSchumannȱunderȱ‘parlourȱsong’,ȱ
notȱoutȱofȱdisrespectȱbutȱbecauseȱtheyȱwereȱalsoȱquiteȱpopularȱ(see,ȱforȱexample,ȱTheȱ
GoldenȱTreasuryȱofȱSongȱ(1903))ȱandȱoftenȱperformedȱinȱbourgeoisȱparlours.ȱ

22. [1]ȱOrchestralȱmusicȱforȱtheȱstageȱ(opera,ȱballet,ȱincidentalȱmusic),ȱasȱwellȱasȱtoneȱ
poemsȱandȱotherȱorchestralȱprogrammeȱmusic,ȱhadȱtoȱbeȱrearrangedȱforȱpianoȱorȱ
organ,ȱorȱforȱmuchȱsmallerȱensemblesȱinȱmostȱcinemasȱduringȱtheȱsilentȱfilmȱera.ȱ
Playedȱbyȱfullȱorchestra,ȱtheseȱtypesȱofȱmusicȱdidȱnotȱreallyȱcomeȱintoȱtheirȱownȱ
untilȱtheȱadventȱofȱtheȱtalkies.ȱ[2]ȱ‘Characterȱpieces’ȱisȱaȱdirectȱtranslationȱofȱCharakȬ
terstücke.ȱTheyȱhaveȱaȱlongȱhistory,ȱexemplifiedȱinȱStockmeierȱ(1970)ȱandȱincludingȱ
Byrd’sȱ‘TheȱBells’,’ȱ(MyȱLadyȱNevell’sȱBook,ȱ1591),ȱKuhnau’sȱBiblicalȱSonatasȱ(e.g.ȱ
Davidȱv.ȱGoliath,ȱ1700),ȱandȱKauer’sȱSonataȱmilitareȱ(c.1800).ȱGrieg’sȱLyricalȱPiecesȱ
(1867Ȭ1901),ȱMendelssohn’sȱSongsȱWithoutȱWordsȱ(1829Ȭ1845)ȱandȱSchumann’sȱ
Kinderszenenȱ(1838)ȱmayȱnotȱbeȱCharakterstückeȱbutȱtheyȱwereȱprobablyȱusefulȱinȱ
Rapée’sȱ1924ȱcollectionȱforȱ‘motionȱpictureȱpianistsȱandȱorganists’ȱbecauseȱtheyȱwereȱ
originallyȱpianoȱmusicȱneedingȱlittleȱorȱnoȱrearrangementȱforȱcinematicȱuse.
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playȱtheȱpieceȱaȱlittleȱquickerȱorȱuseȱsimpleȱarithmeticȱagainȱtoȱcalculate
theȱrightȱmetronomeȱtempoȱforȱourȱ16ȱbarsȱofȱmusic.ȱDividingȱtheȱ64
beatsȱofȱourȱpieceȱbyȱtheȱdurationȱ(0:40)ȱofȱtheȱvisualȱextractȱitȱhasȱtoȱfit
(64÷40)ȱmeansȱwe’llȱneedȱtoȱperformȱtheȱpieceȱatȱ1.6ȱbeatsȱperȱsecond,
i.e.ȱatȱ96ȱbeatsȱperȱminuteȱ(1.6×64)ȱtoȱmakeȱourȱmusicȱfitȱtheȱfootage.23ȱ

ThisȱwayȱofȱaligningȱmusicalȱcuesȱtoȱfitȱexactlyȱwithȱvisualȱeventsȱbeȬ
cameȱevenȱmoreȱ importantȱwithȱ theȱadventȱofȱ theȱ talkiesȱbecauseȱno
longerȱwasȱaȱsingleȱfilmȱsubjectedȱtoȱasȱmanyȱvariationsȱofȱMUSICȱPLUS
IMAGEȱasȱthereȱwereȱcinemas.ȱInsteadȱoneȱsingleȱproductȱwasȱdistribȬ
utedȱtoȱeveryȱcinemaȱandȱitȱwasȱobviouslyȱdesirableȱthatȱtheȱcentrally
producedȱcombinationȱofȱmusicȱandȱmovingȱimageȱbeȱasȱconvincingly
synchronisedȱ asȱpossible.ȱ Itȱwasȱ toȱ thisȱ endȱ thatȱ theȱ systemȱofȱ click
tracks,ȱexpressedȱasȱbeatsȱperȱminuteȱandȱfilmȱframesȱperȱclick,ȱwasȱdeȬ
veloped.24ȱItȱwasȱaȱsynchronisationȱsystemȱthatȱremainedȱinȱuseȱuntil
theȱ1980s.ȱWithȱtheȱexceptionȱofȱmusicȱscenes,ȱtitleȱsequencesȱandȱcerȬ
tainȱtypesȱofȱanimatedȱfilm,ȱtheȱfactȱthatȱmusicȱhadȱasȱaȱruleȱtoȱadaptȱto
visualȱeventsȱratherȱthanȱviceȱversaȱdemandedȱthatȱitsȱsynchronisation
beȱplannedȱinȱtheȱminutestȱdetail.ȱWithȱmusicalȱnotationȱasȱtheȱonlyȱviȬ
ableȱ editingȱ andȱ storageȱ technologyȱ allowingȱ forȱ suchȱ planningȱ it’s
hardlyȱsurprisingȱthat,ȱbetweenȱroughlyȱ1930ȱandȱ1980,ȱfilmȱcomposers

wereȱalmostȱexclusivelyȱclassicallyȱtrained,ȱwithȱadvancedȱskillsȱinȱorȬ
chestration,ȱarrangement,ȱcompositionȱandȱconducting.ȱAndȱthatȱisȱof

23. Anotherȱexample:ȱtheȱ17ȱbarsȱofȱsilentȱfilmȱmusicȱinȱcutȱtimeȱ(2/2ȱ=ȱ34ȱbeats,ȱ4/4ȱ=ȱ68)ȱ
shownȱasȱFigureȱ14Ȭ1(p.544)ȱplayedȱatȱ72ȱbpmȱ(144ȱinȱ4/4)ȱwouldȱlastȱforȱ28.33ȱsecȬ
onds.ȱIfȱtheȱfootageȱitȱneedsȱtoȱfitȱhasȱaȱdurationȱofȱ30ȱseconds,ȱtheȱtempoȱwillȱhaveȱ
toȱdecreaseȱtoȱ68ȱbpmȱ(136ȱbpmȱinȱ4/4ȱtime).ȱTheȱbasicȱformulaȱforȱcalculatingȱtheȱ
durationȱdȱofȱaȱpieceȱofȱmusicȱisȱd=ȱb(60/m)ȱwhereȱbȱisȱtheȱnumberȱofȱbeatsȱinȱtheȱ
musicȱandȱmȱitsȱmetronomeȱmarkingȱ(bpm);ȱforȱcalculatingȱbpmȱ(m)ȱfromȱaȱgivenȱ
durationȱandȱnumberȱofȱbeatsȱtheȱformulaȱisȱm=60(b÷d).ȱ

24. ConversionȱtablesȱforȱbpmȱandȱframesȱperȱclickȱcanȱbeȱfoundȱasȱappendicesȱinȱsevȬ
eralȱbooksȱforȱwouldȬbeȱfilmȱcomposersȱinȱtheȱpreȬdigitalȱeraȱ(e.g.ȱDolan,ȱ1967).ȱForȱ
example,ȱ‘10¾ȱCLIX’ȱappearsȱatȱtheȱtopȱofȱtheȱscoreȱofȱtheȱKojakȱthemeȱ(Goldenberg,ȱ
1973).ȱItȱmeansȱthatȱaȱholeȱisȱpunchedȱinȱtheȱsoundtrackȱofȱtheȱmusicȱeditor’sȱcopyȱ
everyȱ10¾ȱframesȱ(i.e.ȱ4ȱevenlyȱspacedȱholesȱforȱeveryȱ43ȱframesȱofȱfilm),ȱtheȱsameȱ
asȱ134ȱbpm.ȱIfȱbȱrepresentsȱbeatsȱperȱminuteȱandȱfȱtheȱnumberȱofȱframesȱperȱclick,ȱ
andȱifȱtheȱframeȱrateȱisȱ24ȱperȱsecondȱthenȱb=60(24÷f).ȱInȱKojak’sȱcaseȱ24÷10.75=ȱ
2.23256ȱandȱ2.23256×60ȱ=ȱ133.96ȱ(134).ȱ
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courseȱwhy,ȱ inȱ theȱ earlyȱdaysȱ ofȱ theȱ talkingȱ film,ȱHollywoodȱheadȬ
huntedȱEuropeansȱlikeȱKorngoldȱ(praisedȱbyȱMahler),ȱSteinerȱ(pupilȱof
BrahmsȱandȱMahler)ȱandȱTiomkinȱ(pupilȱofȱGlazunov)ȱ toȱscoreȱfilms

likeȱRobinȱHoodȱ(Korngold,ȱ1938),ȱKingȱKongȱ(Steiner,ȱ1933)ȱandȱLostȱHoȬ
rizonȱ(Tiomkin,ȱ1937).ȱ

Theȱmainȱlessonsȱtoȱbeȱlearntȱfromȱthisȱshortȱexcursionȱintoȱtheȱorigins
ofȱfilmȱmusicȱare:

1. Unlessȱyou’reȱinȱaȱvacuumȱthere’sȱnoȱmovementȱwithoutȱsound.ȱ
Visibleȱmovementȱwithȱnoȱsoundȱcanȱcomesȱacrossȱasȱunrealisticȱ
andȱdisembodied.

2. Duringȱtheȱsilentȱfilmȱeraȱmusicȱwasȱtheȱonlyȱviableȱsolutionȱtoȱtheȱ
problemȱofȱsoundlessȱvisibleȱmovement,ȱnotȱjustȱforȱtechnicalȱandȱ
logisticalȱreasonsȱbutȱalsoȱbecauseȱmusic’sȱownȱnarrativeȱlogicȱcanȱ
forȱshortȱperiodsȱofȱtimeȱoverrideȱthatȱofȱtheȱvisuals.

3. Synchronisationȱofȱmusic’sȱentry,ȱexitȱorȱradicalȱalterationȱwithȱkeyȱ
pointsȱinȱtheȱvisualȱnarrative,ȱespeciallyȱwithȱtheȱstartsȱandȱendsȱofȱ
scenes,ȱisȱessentialȱtoȱtheȱoverallȱnarrativeȱcredibilityȱofȱanyȱfilm.

4. TheȱnineteenthȬcenturyȱeuroclassicalȱtraditionȱwasȱtheȱmostȱviableȱ
andȱwidelyȱusedȱsourceȱforȱmusicȱcapable,ȱthanksȱtoȱstaffȱnotation,ȱ
ofȱprovidingȱreliableȱsynchronisationȱwithȱtheȱvisuals.ȱItȱalsoȱproȬ
videdȱtheȱonlyȱinterculturallyȱviableȱrepertoireȱofȱ‘invisible’ȱinstruȬ
mentalȱmusicȱwithȱwellȬestablishedȱlinksȱtoȱvisualȱaction.

5. Theȱfactȱthatȱfilmȱhasȱreliedȱsoȱheavilyȱonȱmusicȱinȱtheȱeuroclassicalȱ
traditionȱsquarelyȱcontradictsȱtheȱnotionsȱofȱABSOLUTEȱMUSICȱdeconȬ
structedȱinȱChapterȱ3.ȱ ȱȱ

Introducingȱconcepts

Despiteȱ theȱneedȱ toȱexplainȱbasicȱ theoryȱandȱmethodȱ inȱ theȱ firstȱ few
weeksȱofȱtheȱcourseȱ(theȱfunctionsȱofȱfilmȱmusicȱandȱtheȱsemioticȱanalȬ
ysisȱmethodȱinȱweekȱ1,ȱtheȱoriginsȱofȱfilmȱmusicȱinȱweekȱ2,ȱetc.),ȱit’sȱesȬ
sentialȱtoȱconfrontȱstudentsȱfromȱtheȱoutsetȱwithȱconcreteȱexamplesȱof
music’sȱabilityȱtoȱtellȱusȱwhatȱtheȱpicturesȱonȱtheirȱownȱcannot,ȱandȱto
startȱ identifyingȱ theȱsortȱofȱ thingȱmusicȱactuallyȱcanȱcommunicateȱ to
audiences.ȱ It’sȱwithȱ thisȱgoalȱ inȱmindȱ thatȱ Iȱ resortȱ toȱ twoȱwellȬtried
‘cheapȱtricks’ȱatȱtheȱstartȱofȱtheȱcourse.
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Cheapȱtrickȱno.ȱ1:ȱmusicalȱcommutation

Asȱsoonȱasȱ initialȱadministrativeȱ tasksȱareȱoutȱofȱ theȱway,ȱ Iȱplayȱ two

shortȱclipsȱtoȱtheȱclass.ȱTheȱfirstȱoneȱconsistsȱofȱtheȱsameȱ30ȬsecondȱvisȬ
ualȱsequenceȱplayedȱfourȱtimesȱinȱsuccession:25ȱ[i]ȱwithoutȱanyȱsound
toȱallowȱforȱaȱmusicallyȱ‘unbiased’ȱviewȱofȱtheȱvisuals;ȱ[ii]ȱwithȱtheȱorigȬ
inalȱmusic,ȱinȱthisȱcaseȱtheȱpastoralȱsignatureȱtuneȱtoȱanȱinterminable

UKȱsoap;25ȱ[iii]ȱaȱloopȱfromȱaȱlibraryȱmusicȱtrackȱthatȱsyncȬedȱwellȱwith

theȱvisualsȱandȱwasȱcharacterisedȱbyȱrecordȱlabelȱstaffȱasȱOMINOUSȱand
AGITATED;ȱ[iv]ȱtheȱloopedȱinstrumentalȱintroȱtoȱanȱupȬtempoȱDeepȱPurȬ
pleȱtrackȱwhichȱsyncȬedȱabominablyȱwithȱtheȱvisuals.26ȱStudentsȱareȱofȬ
tenȱsurprisedȱbyȱtheȱradicalȱdifferenceȱofȱnarrativeȱbetweenȱversionsȱ[ii]
andȱ[iii].ȱWhatȱwasȱcalmȱandȱpeacefulȱinȱversionȱ[ii]ȱcomesȱacrossȱasȱeeȬ
rie,ȱdesolatedȱandȱthreateningȱinȱversionȱ[iii];ȱwhatȱwasȱanȱidyllȱwithȬ
outȱstressȱturnsȱintoȱtheȱaftermathȱofȱaȱkillerȱvirus;ȱwhatȱwasȱinȱversion
[ii]ȱaȱsmallȱcarȱdrivenȱbyȱaȱlittleȱoldȱladyȱatȱaȱleisurelyȱpaceȱpastȱtheȱvilȬ
lageȱgreenȱtoȱtheȱprettyȱstoneȱfarmhouseȱonȱtheȱgreenȱhillsideȱbecomes

inȱversionȱ[iii]ȱaȱserialȱkillerȱwho,ȱdrivingȱwithȱanȱevilȱgrinȱofȱdetermiȬ
nation,ȱisȱtransportingȱhumanȱbodyȱpartsȱbackȱtoȱhisȱnecrophiliacȱstash
inȱtheȱinsanitaryȱcellarȱofȱhisȱdark,ȱdankȱisolatedȱhideout.ȱVersionȱ[iv],
theȱupȬtempoȱrockȱloop,ȱusuallyȱprovokesȱmerrimentȱbecauseȱit’sȱsoȱobȬ
viouslyȱinappropriate,ȱnotȱjustȱinȱtermsȱofȱtheȱfrontalȱculturalȱcollision
betweenȱitsȱownȱconnotationsȱandȱthoseȱofȱtheȱvisualȱsubjectȱmatterȱit
accompaniesȱbutȱalsoȱ inȱ termsȱofȱ itsȱ tempo,ȱ itsȱsurfaceȱrate,ȱ itsȱshort,
squareȱperiodicityȱandȱboisterousȱbounce,ȱnoneȱofȱwhichȱmatchesȱthe
long,ȱslow,ȱglidingȱhelicopterȱsweepsȱandȱtheȱsmooth,ȱsoftȱcrossȬfades
ofȱtheȱvisualȱidiom.ȱTheȱpointȱisȱthatȱbyȱviewingȱthisȱclipȱandȱbyȱregisȬ
teringȱtheȱdifferencesȱofȱnarrativeȱcausedȱbyȱdifferencesȱofȱmusicȱand
nothingȱelse,ȱattentionȱisȱdrawnȱtoȱtheȱcentralȱimportanceȱofȱsynchroniȬ
sationȱandȱofȱunderstandingȱtheȱpotentialȱofȱmusic’sȱparametersȱofȱexȬ
pressionȱ (Chapterȱ 8)ȱ inȱ mediatingȱ theȱ differencesȱ observed.ȱ The

25. Openingȱtitlesȱtoȱaȱ1975ȱepisodeȱofȱEmmerdaleȱFarmȱ(YorkshireȱTV/Hatchȱ1972).ȱForȱ
clipȱofȱtheȱmaterialȱdescribedȱnext,ȱenterȱ|Emmerdale Commutations|ȱinȱtheȱYouTubeȱ
searchȱboxȱandȱoptȱtoȱviewȱtheȱunabridgedȱversionȱ(no.ȱ6)ȱlistedȱonȱscreen.ȱ

26. TheȱtrackȱweȱusedȱforȱtheȱhorrorȱcommutationȱwasȱTranscenicsȱ2ȱ(Duncan,ȱn.d.).ȱTheȱ
rockȱloopȱisȱfromȱRatȱBatȱBlueȱ(DeepȱPurple,ȱ1973).
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discussionȱalsoȱprovokesȱ theȱneedȱ forȱaȱsystematicȱunderstandingȱof
music’sȱvariousȱfunctionsȱinȱconnectionȱwithȱmovingȱimages.

Theȱ secondȱ ‘weekȬone’ȱ exampleȱ Iȱusedȱduringȱ theȱ lastȱ fewȱyearsȱ of
teachingȱtheȱcourseȱisȱaȱsixȬminuteȱclipȱ(0:06:14ȱtoȱ0:12:21)ȱfromȱAmeriȬ
canȱBeautyȱ(1999).ȱItȱexemplifiesȱvirtuallyȱeveryȱfilmȱmusicȱfunctionȱin
theȱbookȱ(seeȱp.546,ff.),ȱincludingȱSOURCEȱMUSICȱthatȱisȱsoȱmuchȱmore

thanȱmerelyȱdiegeticȱ(0:06:47,ȱatȱtheȱdinnerȱtable),ȱPSYCHOLOGICALȱUNȬ
DERSCOREȱofȱconsiderableȱpoignancyȱ(0:09:13,ȱinȱtheȱkitchen)ȱandȱplenty
ofȱREPRESENTINGȱPLACEȱandȱUNDERLININGȱMOVEMENTȱ(0:10:44)ȱasȱtheȱAnȬ
netteȱBeningȱcharacterȱcleansȱ theȱhouseȱsheȱhopesȱ toȱsell.27ȱUnfortuȬ
nately,ȱifȱIȱstartȱwritingȱaboutȱtheȱwealthȱofȱmeaningȱmediatedȱinȱanyȱof
thoseȱ threeȱcues,ȱ forȱexampleȱaboutȱ theȱSUNNY,ȱCAREFREE,ȱCORPORATE
marimbaȱsoundsȱinȱrelationȱtoȱtheȱmiseryȱofȱdesirableȱpropertiesȱ(many

ofȱwhichȱareȱprobablyȱnowȱforeclosed)ȱ inȱ theȱsoullessȱsuburbsȱofȱthe
GreatȱAmericanȱDream,ȱI’llȱneverȱfinishȱthisȱbook.28ȱ

Cheapȱtrickȱno.ȱ2:ȱtheȱsilentȱfilmȱmusicȱgroupȱassignmentȱ

Theȱ secondȱ trickȱ isȱ toȱ involveȱ studentsȱasȱearlyȱasȱpossibleȱ inȱactual
coursework.ȱThisȱelementȱofȱtheȱcourse,ȱdescribedȱnext,ȱinvolvesȱaccess
toȱRapée’sȱMotionȱPictureȱMoodsȱforȱPianistsȱandȱOrganistsȱ(1924,ȱseeȱFigȬ
ureȱ14Ȭ1,ȱp.544)ȱinȱaȱlibraryȱwithȱphotocopyingȱfacilities,ȱdividingȱthe
classȱintoȱgroupsȱofȱfour,ȱandȱtheȱparticipationȱofȱatȱleastȱoneȱnotationȬ
allyȱliterateȱkeyboardȬplayingȱstudentȱinȱeachȱgroup.ȱThisȱgroupȱwork,

calledȱMusicalȱmoodȱcomparisonȱbetweenȱsilentȱfilmȱandȱrecentȱfeatureȱfilm,
runsȱroughlyȱasȱfollows.29

27. TheȱdinnerȱtableȱmusicȱisȱPeggyȱLee’sȱ1949ȱversionȱofȱ‘BaliȱHa’i’ȱfromȱSouthȱPacific.ȱ
TheȱotherȱtwoȱcuesȱareȱexamplesȱofȱThomasȱNewman’sȱunderscore.ȱ‘MentalȱBoy’ȱisȱ
usedȱinȱtheȱkitchenȱsceneȱandȱ‘BloodlessȱFreak’ȱforȱcleaningȱtheȱhouse.ȱ

28. ForȱexplanationȱofȱCORPORATEȱMARIMBA,ȱpleaseȱwatchȱmyȱedutainmentȱclipȱIntelȱ
InsideȱAnalysisȱ(fullȱversion)ȱPartȱ2ȱatȱtagg.org/ptavmat.htm#IntelNew [101005],ȱespeȬ
ciallyȱfromȱ06:15ȱtoȱ07:12ȱ(alsoȱ'4pVMxel9atQ|).

29. ThisȱprojectȱcanȱalsoȱbeȱrunȱasȱisȱwithȱaȱmusosȬonlyȱclass.ȱItȱcouldȱalsoȱworkȱwithȱaȱ
nonȬmusoȱstudentsȱonly,ȱasȱlongȱasȱsilentȱfilmȱfootageȱwithȱitsȱoriginalȱmusicȱ
replacesȱtheȱsheetȱmusicȱpagesȱfromȱRapée.ȱInȱmixedȱclassesȱIȱpreferȱtheȱsheetȱmusicȱ
optionȱbecauseȱ[a]ȱitȱmoreȱcloselyȱresemblesȱtheȱmusicȬmakingȱpracticesȱofȱ1924;ȱ[b]ȱ
itȱinvolvesȱmusosȱdirectlyȱinȱtheȱproductionȱofȱsoundȱforȱmovingȱimagesȱandȱ
encouragesȱnonȬmusoȱparticipantsȱtoȱtreatȱtheȱmusosȱwithȱsomeȱrespect.
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Fig. 14-1. Motion Picture Moods for Pianists and Organists (Rapée, 1924: 10), 
showing mood categories in left margin.30 

Eachȱgroupȱchoosesȱatȱleastȱoneȱofȱtheȱmusicalȱmoodȱcategoriesȱlistedȱin
Rapéeȱ(e.g.ȱCHILDREN,ȱCOMEDY,ȱLOVE,ȱNEUTRAL,ȱPASTORAL,ȱWESTERN,ȱetc.,
asȱenumeratedȱonȱtheȱleftȱofȱFig.14Ȭ1)ȱandȱphotocopiesȱtheȱpagesȱofȱnoȬ
tationȱcoveringȱthatȱmoodȱ(e.g.ȱpp.ȱ10Ȭ20ȱforȱBATTLE,ȱincludingȱAgitato

30. IfȱSchubertȱhadȱbeenȱaliveȱandȱhadȱhiredȱaȱgoodȱlawyerȱheȱcouldȱhaveȱsuedȱLangey,ȱ
composerȱofȱAgitatoȱno.ȱ3,ȱforȱplagiarisingȱtheȱpianoȱpartȱinȱtheȱdramaticȱsongȱ
Erlkönigȱ(Schubert,ȱ1814,ȱwordsȱbyȱGoethe).ȱ
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no.ȱ3).ȱAȱgroupȱmemberȱwithȱsomeȱpianoȱskillsȱthenȱeitherȱplaysȱrepreȬ
sentativeȱextractsȱofȱtheȱsilentȱfilmȱmoodȱliveȱforȱtheȱotherȱgroupȱmemȬ
bersȱorȱ recordsȱ themȱ toȱanȱeditableȱMIDIȱorȱaudioȱ fileȱusingȱaȱpiano
presetȱandȱappropriateȱaudioȱsoftware.ȱGroupȱmembersȱthenȱlistȱtheir
impressions,ȱpayingȱparticularȱattentionȱtoȱmusicalȱstructuresȱtheyȱconȬ
siderȱtypicalȱforȱtheirȱchosenȱsilentȱfilmȱmusicȱmood,ȱandȱnotingȱanyȬ
thingȱtheyȱfindȱsurprising,ȱforȱexampleȱ(typically)ȱthatȱHORRORȱmusic

fromȱ1924ȱdoesn’tȱsoundȱveryȱhorrificȱinȱourȱears.ȱ

Theȱsecondȱphaseȱofȱtheȱprojectȱentailsȱscouringȱgroupȱmembers’ȱDVD
collectionsȱinȱsearchȱofȱmusicȱfromȱrecentȱfilmsȱcontainingȱscenesȱthat
canȱbeȱcharacterisedȱusingȱwhicheverȱofȱRapée’sȱmusicalȱmoodȱcategoȬ
riesȱwasȱchosenȱforȱtheȱprojectȱ(ACTION,ȱCHILDREN,ȱCOMEDY,ȱLOVE,ȱNEUȬ
TRAL,ȱPASTORAL,ȱWESTERN,ȱetc.).ȱTheȱfinalȱstageȱofȱpreparationȱinvolves
describingȱ theȱmusicȱheardȱ inȱconnectionȱwithȱ theȱrelevantȱscenesȱ in
theȱrecentȱfilmsȱandȱcomparingȱthatȱwithȱmusicȱforȱscenesȱlabelledȱinȱa
similarȱwayȱbackȱinȱ1924.

Thisȱentireȱgroupȱprojectȱisȱpresentedȱinȱclass.ȱGroupȱmembersȱareȱexȬ
pectedȱtoȱhaveȱmanagedȱtheirȱownȱinternalȱdivisionȱofȱlabourȱsoȱthat
theȱfollowingȱtasksȱareȱdistributedȱequitably:ȱ[1]ȱplayingȱandȱrecording
theȱpagesȱfromȱRapée;ȱ[2]ȱstructuralȱdescriptionȱofȱmusicȱinȱRapée;ȱ[3]
structuralȱdescriptionȱofȱmusicȱinȱtheȱ‘recentȱfilms’;ȱ[3]ȱdescriptionȱof
otherȱaudiovisualȱaspectsȱinȱtheȱ‘recentȱfilms’;ȱ[4]ȱformulationȱofȱcomȬ
mentsȱandȱconclusions;ȱ[5]ȱorganisingȱtheȱpresentationȱinȱclass.ȱStandȬ
ardsȱofȱpresentationȱusuallyȱrangeȱfromȱacceptableȱtoȱexcellent,ȱsome

ambitiousȱinȱtheirȱmodeȱofȱpresentationȱ(e.g.ȱcommutationȱofȱmusicȱfor
theȱsameȱvisualȱfootageȱorȱviceȱversa),ȱothersȱmoreȱ inȱtermsȱofȱstrucȬ
turalȱdetailȱandȱconclusionsȱdrawn.

Apartȱ fromȱ inevitableȱ commentsȱ likeȱ ‘theyȱonlyȱhadȱpianoȱorȱorgan
backȱthen’,ȱthisȱprojectȱcanȱproduceȱinterestingȱinsights.ȱForȱexample,

severalȱgroupsȱdescribedȱhowȱrecentȱfilmȬmusicalȱnotionsȱofȱCHILDREN

andȱLOVEȱdifferȱfromȱthoseȱinȱcirculationȱinȱ1924.ȱAnotherȱgroupȱconȬ
cludedȱ thatȱNEUTRALȱmusicȱ isȱneverȱneutralȱbecauseȱ itȱhasȱ toȱbeȱdyȬ
namicȱenoughȱtoȱavoidȱsoundingȱstatic,ȱandȱthatȱmusicȱneutralȱinȱone
contextȱwillȱinevitablyȱsoundȱculturallyȱspecificȱinȱanother.31ȱTheȱgroup
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workȱsketchedȱaboveȱfocusesȱinȱotherȱwordsȱonȱmusicalȱdifferenceȱover
timeȱandȱonȱhowȱchangesȱofȱattitudeȱtowardsȱparamusicalȱphenomena

areȱexpressedȱinȱmusic.ȱItȱprovidesȱessentialȱbasicȱinsightsȱtoȱwhichȱwe

canȱreferȱlaterȱinȱtheȱcourseȱwhenȱdiscussingȱtheȱmediationȱofȱideology
throughȱ filmȱmusicȱ inȱ relationȱ to,ȱ say,ȱAfrica,ȱ theȱAmericanȱdream,

crimeȱandȱ itsȱdetection,ȱdeath,ȱtheȱEnglish,ȱtheȱ jungle,ȱNativeȱAmeriȬ
cans,ȱnatureȱitself,ȱpeace,ȱwar,ȱtheȱWildȱWestȱandȱwomen.32ȱ

Theȱtwoȱ‘cheapȱtricks’ȱjustȱdescribedȱdon’tȱjustȱkickȬstartȱinvolvement

inȱtheȱcourseȱbyȱexploitingȱrealȱ issuesȱofȱmusicalȱmeaning;ȱnorȱ isȱthe
soleȱfunctionȱofȱtheȱgroupȱworkȱtoȱcreateȱaȱbetterȱsocialȱenvironmentȱfor
everyoneȱinvolvedȱinȱtheȱcourse.ȱBothȱ‘tricks’ȱalsoȱcreateȱaȱneedȱforȱgetȬ
tingȱtoȱgripsȱwithȱtheȱfunctionsȱofȱmusicȱinȱconnectionȱwithȱtheȱmoving

image.ȱ

Lissa’sȱfilmȱmusicȱfunctionsȱ

InȱTheȱAestheticsȱofȱFilmȱMusic,ȱPolishȱmusicologistȱZofiaȱLissaȱ (1965:
115Ȭ256)ȱdiscussesȱtheȱbasicȱfunctionsȱofȱfilmȱmusic.ȱI’veȱfreelyȱtransȬ
latedȱandȱadaptedȱherȱfunctionȱlabelsȱasȱshownȱinȱTableȱ14Ȭ2ȱ(p.547).33

[1]ȱEmphasisingȱmovementȱmainlyȱinvolvesȱtheȱuseȱofȱkineticȱandȱtactile
anaphonesȱ (pp.498,ff.),ȱ i.e.ȱmusicȱ relatableȱ toȱ verbsȱ likeȱ run,ȱ rush,
stress,ȱbustle,ȱgallop,ȱstroll,ȱdrag,ȱpush,ȱpull,ȱjump,ȱascend,ȱclimb,ȱdeȬ
scend,ȱfall,ȱapproach,ȱleave,ȱpassȱ[by],ȱrelax,ȱwave,ȱsway,ȱswell,ȱshrink,
spin,ȱ fly,ȱhover,ȱcaress,ȱhit,ȱstab,ȱcut,ȱstretch,ȱopen,ȱclose,ȱ flicker,ȱstay
[motionless],ȱandȱtoȱadverbsȱlikeȱtowards,ȱawayȱfrom,ȱover/across,ȱtoȬ
andȬfro,ȱquickly,ȱslowly,ȱcalmly,ȱroughly,ȱsmoothly,ȱ jerkilyȱandȱsoȱon.
Theȱrelevantȱmovementȱmayȱorȱmayȱnotȱbeȱvisibleȱonȱscreen.

31. ‘It’sȱasȱweirdȱasȱnormality’,ȱsaidȱoneȱmemberȱofȱoneȱNEUTRALȱmusicȱgroup:ȱ‘it’sȱonlyȱ
normalȱifȱyou’reȱusedȱtoȱitȱandȱifȱyouȱthinkȱthat’sȱhowȱthingsȱareȱorȱshouldȱbe’.ȱ

32. Forȱmoreȱonȱsomeȱofȱtheseȱtopics,ȱseeȱNatureȱasȱaȱmusicalȱmoodȱcategoryȱ(Tagg,ȱ1982b);ȱ
‘Universal’ȱmusicȱandȱtheȱcaseȱofȱdeathȱ(Tagg,ȱ1993);ȱTritonalȱcrimeȱandȱ‘musicȱasȱmusic’ȱ
(Tagg,ȱ1998b);ȱ‘TheȱVirginian:ȱLife,ȱlibertyȱandȱtheȱUSȱpursuitȱofȱhappiness’ȱ(TLTT:ȱ
277Ȭ396);ȱ‘Genderȱinȱtheȱtenȱtunes’ȱ(TLTT:667Ȭ677);ȱ

33. SeeȱKrohnȱ(2008)ȱforȱaȱusefulȱsummary/reviewȱofȱLissaȱ(1965).ȱ
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Table 14-2:  Lissa’s ten basic film music functions

[2]ȱStylisationȱofȱrealȱsoundsȱinvolvesȱtheȱuseȱofȱsonicȱanaphonesȱ(p.ȱ487),
i.e.ȱtheȱstylisedȱmusicalȱexpressionȱofȱsounds,ȱactualȱorȱpotential,ȱinȱthe
‘reality’ȱofȱtheȱconcurrentȱvisualȱnarrative.ȱSonicȱanaphones,ȱveryȱcomȬ
monȱinȱtheȱeraȱofȱtheȱsilentȱfilm,ȱinȱearlyȱtalkiesȱandȱinȱsomeȱtypesȱofȱanȬ
imatedȱ film,ȱ haveȱ largelyȱ beenȱ replacedȱ byȱ soundȱ effectsȱ (Foleys,
atmoses,ȱetc.)ȱbutȱit’sȱstillȱpossibleȱtoȱhearȱfeatureȱfilmȱscoresȱusingȱsonic
anaphonesȱofȱmachines,ȱscreams,ȱsighs,ȱlaughter,ȱetc.ȱ

[3]ȱRepresentingȱplaceȱhasȱtwoȱmainȱaspects:ȱ[3a]ȱmediatingȱaȱparticular
senseȱofȱspaceȱirrespectiveȱofȱculturalȱconsiderations;ȱ[3b]ȱrepresenting
aȱculturallyȱdefinedȱlocation.ȱFunctionȱ3aȱisȱcloselyȱlinkedȱtoȱfunctionȱ1
inȱthatȱaȱculturallyȱnonȬspecificȱspaceȱ—open,ȱclosed,ȱlarge,ȱsmall,ȱhigh,
low,ȱ crowded,ȱ empty,ȱ indoors,ȱ outdoors,ȱ etc.—ȱ inevitablyȱ implies

movementȱ—large,ȱwideȱandȱsweepingȱgesturesȱasȱopposedȱtoȱsmall,

crampedȱ andȱ restrainedȱ ones,ȱ forȱ example.ȱ Functionȱ 3bȱ usuallyȱ inȬ
volvesȱ theȱuseȱofȱsomeȱsortȱofȱstyleȱ indicatorȱorȱgenreȱsynecdocheȱ to
connoteȱaȱculturallyȱgenericȱorȱspecificȱlocation.ȱExamplesȱofȱculturally
genericȱlocationsȱmightȱrangeȱfromȱWesternȱnotionsȱofȱtheȱtundraȱvia
pastoralȱ ruralityȱ andȱ smallȱmarketȱ townsȱ toȱ theȱ hubbubȱ ofȱmodern

metropoles,ȱwhileȱculturallyȱspecificȱlocationsȱareȱoftenȱconnotedȱusing
geoȬȱorȱethnoȬmusicalȱstereotypes,ȱforȱexampleȱkotoȱorȱshakuhachiȱplayȬ
ingȱ inȱ traditionalȱmodesȱ forȱruralȱ Japanȱ inȱbygoneȱdays,ȱorȱaccordéon
musetteȱplayingȱ aȱ cheeryȱwaltzȱ forȱproletarianȱParisȱ inȱ theȱ interȬwar

years.ȱ

1.ȱEmphasisingȱmovement
UnterstreichungȱvonȱBewgungen

6.ȱSourceȱmusicȱ(diegetic)ȱ
MusikȱinȱnatürlichenȱRolle

2.ȱStylisationȱofȱrealȱsoundsȱ
StilisierungȱrealerȱGeräusche

7.ȱExpressingȱpsychologicalȱexperiences
AusdrucksmittelȱpsychischerȱErlebnisse

3.ȱRepresentingȱplace/space/locationȱ
RepresentationȱderȱdargestelltenȱRaums

8.ȱProvidingȱempathy
GrundlageȱderȱEntfühlingȱ

4.ȱRepresentingȱtimeȱ(day/history)ȱetc.
RepresentationȱderȱdargestelltenȱZeit

9.ȱAnticipationȱofȱsubsequentȱaction
AntizipierungȱdesȱHandlungsinhalts

5.ȱCommentaryȱ(ƿȱ‘counterpoint’)ȱ
Kommentar

10.ȱEnhancementȱandȱdemarcationȱofȱ
formalȱstructure

MusikȱalsȱformalȱeinenderȱFaktor
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[4]ȱRepresentingȱtimeȱhasȱalso,ȱlikeȱfunctionȱ3,ȱtwoȱaspects:ȱ[4a]ȱconnotȬ
ingȱaȱhistoricalȱperiod;ȱ[4b]ȱsuggestingȱaȱtimeȱofȱday.ȱFunctionȱ4aȱisȱvery
similarȱtoȱ3b,ȱasȱtheȱphrasesȱ‘ruralȱJapanȱinȱbygoneȱdays’ȱandȱ‘Parisȱin
theȱinterȬwarȱyears’ȱsuggest.ȱItȱalsoȱinvolvesȱtheȱuseȱofȱsomeȱsortȱofȱarȬ
chetypalȱstyleȱindicatorȱorȱgenreȱsynecdocheȱtoȱestablishȱtheȱperiod,ȱfor
exampleȱGregorianȱplainchantȱorȱaȱCarminaȱburanaȱpasticheȱforȱmedieȬ
valȱmystery,ȱnonȬorganicȱelectroȬacousticȱsoundsȱforȱsomeȱtypesȱofȱsciȬ
enceȱfiction.ȱFunctionȱ4b,ȱonȱtheȱotherȱhand,ȱcouldȱbeȱeasilyȱsubsumed

underȱ functionȱ 1ȱ sinceȱ timesȱofȱ theȱdayȱ tendȱ toȱ linkȱmusicallyȱwith

typesȱofȱactivityȱorȱstatesȱofȱmindȱseenȱasȱtypicalȱforȱtheȱhourȱinȱquesȬ
tion.ȱForȱ example,ȱRespighi’sȱ ‘TheȱTreviȱ Fountainȱ atȱMidday’ȱ (loud,
bustlingȱandȱbright)ȱisȱquiteȱdifferentȱtoȱhisȱ‘TheȱVillaȱMediciȱFountain
atȱSunset’ȱ(calm,ȱdarker)ȱnotȱleastȱinȱtermsȱofȱtempo,ȱsurfaceȱrate,ȱregisȬ
terȱandȱvolume,ȱi.e.ȱinȱtermsȱofȱmovement,ȱenergyȱandȱspace.34ȱ

[5]ȱLissa’sȱCommentȱfunction,ȱa.k.a.ȱcounterpoint,ȱentailsȱtheȱuseȱofȱmusic

toȱcommentȱuponȱtheȱimagesȱsoȱasȱtoȱcreateȱaȱdistancingȱeffectȱwhich,ȱin
theȱtheatreȱandȱaccordingȱtoȱBrecht,ȱ‘preventsȱtheȱaudienceȱfromȱlosing
itselfȱpassivelyȱandȱ completelyȱ inȱ theȱ characterȱ createdȱbyȱ theȱactor,
andȱwhichȱconsequentlyȱleadsȱtheȱaudienceȱtoȱbeȱaȱconsciouslyȱcritical
observer’.35ȱInȱtheȱcinemaȱtheȱriskȱisȱmoreȱlikelyȱthatȱviewers/listeners

becomeȱsoȱengrossedȱinȱtheȱcompleteȱmediaȱpackageȱwithȱallȱitsȱwellȬ
establishedȱcongruencesȱofȱ soundȱandȱvisionȱ thatȱ theyȱneverȱgetȱ the
chanceȱtoȱ‘backȱoff’ȱandȱreflectȱonȱtheȱvaluesȱofȱwhatȱtheyȱhearȱandȱsee.
FilmȬmusicalȱcommentȱorȱcounterpointȱcanȱbeȱusedȱtoȱcreateȱaȱdistancing
effectȱbyȱcontradictingȱtheȱconnotativeȱsphereȱofȱtheȱvisuals,ȱasȱKubrick
didȱatȱtheȱendȱofȱDrȱStrangeloveȱ(1964),ȱsettingȱVeraȱLynn’sȱmellifluous

renderingȱ ofȱWe’llȱMeetȱAgainȱ (1939)ȱ toȱ theȱ droppingȱ ofȱ doomsday

bombs.ȱConversely,ȱ theȱAGITATEDȱ andȱOMINOUSȱmusicȱusedȱ inȱCheap
trickȱ1ȱ (p.542)ȱ toȱunderscoreȱ idyllicȱ imagesȱofȱruralȱblissȱalwaysȱproȬ
vokesȱbasicȱquestionsȱofȱtheȱtypeȱ‘what’sȱwrongȱwithȱthisȱpicture?’.ȱIn
bothȱcasesȱtheȱmusicalȱcommentȱorȱcounterpointȱobligesȱtheȱaudience
toȱstepȱbackȱfromȱwhatȱthey’reȱseeingȱandȱtoȱreflectȱonȱwhat’sȱactually
happeningȱunderneathȱtheȱvisuals.

34. Respighi:ȱFontaneȱdiȱRomaȱ(1916),ȱseeȱfig.ȱ12Ȭ1,ȱp.ȱ420.ȱ
35. ‘Distancingȱeffect’ȱisȱaȱdirectȱtranslationȱofȱVerfremdungseffekt.ȱTheȱquoteȱisȱfromȱBreȬ

chtȱ(1964:91),ȱasȱcitedȱinȱtheȱWikipediaȱentryȱ‘Distancingȱeffect’.ȱ
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[6]ȱLissa’sȱcategoryȱRealȱmusicȱsituationsȱisȱusuallyȱreferredȱtoȱasȱsource
musicȱorȱdiegeticȱmusic.ȱSourceȱmusicȱcouldȱbeȱ theȱbestȱ termȱ toȱuseȱfor
threeȱreasons:ȱ[i]ȱtheȱrealȱinȱrealȱmusicȱsituationsȱisȱproblematic;ȱ[ii]ȱsource
isȱthreeȱsyllablesȱshorterȱthanȱdiegetic;ȱ[iii]ȱsourceȱmusicȱisȱwhatȱtheȱpheȬ
nomenonȱisȱcalledȱinȱHollywoodȱproductionȱcircles.ȱHowever,ȱdiegetic
isȱalsoȱaȱgoodȱwordȱbecause:ȱ[i]ȱit’sȱtheȱstandardȱtermȱusedȱbyȱacademȬ
ics;ȱ[ii]ȱunlikeȱsourceȱmusicȱitȱhasȱaȱusefulȱantonym:ȱnonȬdiegetic.36ȱ

Diegesisȱ(Έφ·ΗΖ)ȱisȱGreekȱforȱ‘narrative’ȱ(noun)ȱandȱdiegeticȱqualifies
anythingȱ thatȱbelongs,ȱ literallyȱorȱbyȱ inference,ȱ toȱ theȱ film’sȱnarrated
story,ȱi.e.ȱtoȱtheȱ‘reality’ȱsupposedȱorȱproposedȱinȱtheȱfilm.ȱTheȱtermȱcan
beȱexemplifiedȱasȱfollows:

• TwoȱadjoiningȱstudioȱsetsȱcanȱrepresentȱlocationsȱthousandsȱofȱkiloȬ
metresȱapartȱinȱdiegeticȱspace.

• Twoȱorȱmoreȱactors,ȱforȱexampleȱaȱstarȱandȱaȱstuntȱdouble,ȱcanȱsucȬ
cessivelyȱplayȱtheȱsameȱdiegeticȱcharacter.

Diegeticȱmusicȱ simplyȱmeansȱmusicȱwhoseȱ sourceȱ isȱ justifiedȱ byȱ the
film’sȱvisualȱnarrativeȱ(henceȱtheȱtermȱsourceȱmusic).ȱNonȬdiegeticȱmusic

isȱfilmȱmusicȱwhoseȱsourceȱisȱnotȱmotivatedȱwithinȱtheȱfilm’sȱvisualȱnarȬ
rative.ȱMostȱunderscoreȱandȱtitleȱmusicȱisȱnonȬdiegetic.37

Sourceȱmusicȱorȱdiegeticȱmusicȱcanȱbeȱthoughtȱofȱasȱmusicȱaudibleȱto
(hearing)ȱcharactersȱ(ifȱany)ȱinȱtheȱsceneȱwhereȱitȱoccurs.ȱTheȱsounding
sourceȱofȱ theȱdiegeticȱmusicȱmayȱbeȱvisibleȱonȱ screenȱ—aȱmarching

band,ȱaȱkaraokeȱbar,ȱaȱparentȱsingingȱaȱlullaby,ȱaȱconcert,ȱaȱchurchȱorȬ
ganȱandȱcongregation,ȱetc.—ȱbutȱitȱmightȱ justȱasȱwellȱbeȱinvisibleȱ—a

carȱ radio,ȱMuzakȱ inȱ anȱ airportȱ orȱ shoppingȱmall,ȱ anȱ inconsiderate
neighbour’sȱsoundȱsystemȱonȱfullȱblast,ȱetc.

[7]ȱExpressingȱpsychologicalȱexperiencesȱentailsȱtheȱuseȱofȱmusicȱtoȱcomȬ
municateȱtheȱaffectiveȱstateȱofȱanȱonȬscreenȱcharacter.ȱImagine,ȱforȱexȬ
ample,ȱ aȱ neutralȱ shotȱ ofȱ theȱ heroineȱ readingȱ aȱ letterȱ withȱ an

36. Aȱpossibleȱthirdȱreasonȱisȱthatȱsinceȱsauceȱandȱsourceȱareȱpronouncedȱidenticallyȱ
[so:s]ȱinȱmostȱvariantsȱofȱUKȱEnglish,ȱanglophonesȱusingȱnoȱrhoticȱvowelsȱcanȱavoidȱ
punsȱaboutȱ‘sauceȱmusic’ȱ(HP,ȱsoy,ȱwasabi,ȱbéarnaise,ȱtabasco,ȱetc.).ȱ

37. Hitchcockȱisȱsaidȱtoȱhaveȱonceȱremarkedȱhowȱabsurdȱitȱwasȱtoȱhearȱaȱsymphonyȱ
orchestraȱwhileȱseeingȱimagesȱofȱaȱdesertȱislandȱ(nonȬdiegeticȱmusic).ȱBernardȱHerrȬ
mannȱapparentlyȱretortedȱbyȱaskingȱhowȱtheȱcameraȱcrewȱhadȱgotȱthere.ȱIȱregretȱ
havingȱlostȱtheȱsourceȱdetailsȱofȱthisȱanecdote.
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expressionlessȱface,ȱnormalȱbodyȱpostureȱandȱwithoutȱanyȱgesturesȱbut
withȱhorrorȱmusicȱasȱunderscore.ȱOnlyȱtheȱmusicȱtellsȱtheȱaudienceȱthe
stateȱofȱshockȱorȱterrorȱsheȱexperiencesȱonȱreceivingȱsuchȱbadȱnews.

[8]ȱȱProvidingȱempathyȱinvolvesȱtheȱuseȱofȱmusicȱtoȱcommunicateȱaȱcerȬ
tainȱsetȱofȱemotionsȱthatȱmayȱorȱmayȱnotȱbeȱtheȱsameȱasȱthatȱsupposedly
experiencedȱbyȱanȱonȬscreenȱcharacter.ȱForȱexample,ȱ imagineȱexactly
theȱsameȱsceneȱandȱsameȱmusicȱasȱinȱfunctionȱ7,ȱexceptȱthatȱthisȱtimeȱit’s
theȱpsychopathicȱserialȱkiller,ȱnotȱtheȱheroine,ȱweȱseeȱreadingȱtheȱletter.
Onceȱ againȱ theȱhorrorȱmusicȱunderscoreȱ tellsȱusȱ (theȱ audience)ȱ that
somethingȱawfulȱ isȱgoingȱ toȱhappenȱbutȱ inȱ thisȱcaseȱ theȱ letterȱbrings
goodȱnewsȱtoȱitsȱreader,ȱperhapsȱtheȱopportunityȱforȱtemporaryȱpsychoȬ
logicalȱreleaseȱ throughȱ theȱ fulfilmentȱofȱsomeȱ indescribablyȱperverse
actȱofȱviolence.ȱThat’sȱnotȱgoodȱnewsȱforȱtheȱkiller’sȱvictims,ȱnorȱforȱthe
otherȱpeopleȱwithȱwhomȱwe,ȱtheȱaudience,ȱhopefullyȱidentify.ȱTheȱhorȬ
rorȱmusicȱhelpsȱusȱtoȱempathiseȱwithȱtheirȱhorrorȱratherȱthanȱwithȱthe
psychopath’sȱfeelingsȱofȱexcitementȱorȱrelief.ȱ

[9]ȱAnticipationȱofȱsubsequentȱactionȱisȱvirtuallyȱselfȬexplanatory.ȱJustȱasȱa
pleasurableȱexperienceȱ canȱbeȱenhancedȱbyȱpreparingȱ forȱ it,ȱaȱ really
nastyȱeventȱcanȱbeȱmadeȱevenȱworseȱifȱyouȱhaveȱpremonitionsȱofȱthe
imminentȱhorror.ȱThat’sȱwhyȱpresentingȱaȱmoodȱofȱthreatȱwhileȱtheȱvisȬ
ualsȱareȱstillȱquiteȱpleasantȱorȱneutralȱ justȱbeforeȱ theyȱcutȱ toȱ theȱ foul
deedȱitselfȱcanȱincreaseȱtheȱeffectȱofȱhorrorȱwhenȱitȱarrivesȱonȱscreen.ȱ

[10]ȱEnhancementȱandȱdemarcationȱofȱtheȱfilm’sȱformalȱstructureȱcanȱbeȱdiȬ
videdȱintoȱtwoȱparts:ȱ[10a]ȱthemesȱandȱmotifs;ȱ[10b]ȱepisodicȱmarkers.ȱ

ThemesȱandȱmotifsȱareȱusuallyȱquiteȱmelodicȱandȱserveȱmainlyȱtoȱidenȬ
tifyȱcharacters,ȱmoodsȱandȱenvironmentsȱrecurring,ȱnotȱnecessarilyȱon
screen,ȱthroughoutȱaȱfilm,ȱtherebyȱhelpingȱtoȱmakeȱtheȱnarrativeȱmore

coherent.ȱForȱexample,ȱ ifȱweȱhearȱ theȱ film’sȱwarmȱ loveȱ themeȱasȱ the
woundedȱheroȱisȱshownȱdyingȱaloneȱinȱtheȱcoldȱmudȱofȱaȱWorldȱWarȱI
trenchȱweȱmayȱbeȱexperiencingȱaȱbitȱofȱfunctionȱ5ȱ(commentȱorȱcounterȬ
point),ȱbutȱbyȱhearingȱaȱthemeȱpreviouslyȱlinkedȱtoȱ‘characters,ȱmoods

andȱenvironments’ȱnotȱcurrentlyȱpresentedȱonȱscreen,ȱit’sȱeasierȱforȱus
toȱmakeȱemotionalȱsenseȱofȱanȱimportantȱpartȱofȱtheȱfilm’sȱoverallȱnarȬ
rative.ȱ
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Themesȱareȱmoreȱsubstantialȱandȱmelodicallyȱmoreȱextensiveȱthanȱmotifs
whichȱcanȱbeȱveryȱshortȱandȱmayȱevenȱconsistȱofȱnoȱmoreȱthanȱ justȱa
rhythmȱorȱaȱsonority.ȱAȱleitmotifȱmayȱbeȱassociatedȱwithȱaȱperson,ȱplace
orȱideaȱbutȱsinceȱitȱcanȱbeȱsubjectedȱtoȱharmonic,ȱrhythmicȱandȱorchesȬ
tralȱmodification,ȱ it’sȱnotȱ necessarilyȱ linkedȱ toȱ aȱparticularȱmoodȱ or
emotion.ȱAdaptingȱtheȱsameȱbasicȱleitmotifȱtoȱdifferentȱmoodsȱ isȱone
wayȱofȱbringingȱstructuralȱcohesionȱtoȱfilmȱscoresȱthatȱhaveȱtoȱcoverȱa
wideȱrangeȱofȱatmospheres,ȱlocationsȱandȱsituations.38

Episodicȱmarkersȱconsistȱofȱopenings,ȱ linksȱandȱbridges,ȱtailsȱandȱendings.
Openingsȱ(‘somethingȱnewȱstartsȱnow’)ȱandȱendingsȱ(‘that’sȱtheȱendȱof
that’)ȱneedȱnoȱexplanation.ȱLinksȱandȱbridgesȱareȱshortȱmusicȱcuesȱthat
bridgeȱtwoȱscenes.ȱTheyȱareȱparticularlyȱusefulȱwhenȱtheȱtwoȱscenesȱare
ofȱaȱdisparateȱcharacterȱsinceȱmusicȱcanȱquicklyȱbutȱseamlesslyȱjoinȱone
moodȱ toȱanother.ȱTailsȱareȱ snippetsȱofȱmusic,ȱoftenȱafterȱaȱchangeȱof
sceneȱorȱatȱtheȱendȱofȱaȱbridge,ȱthatȱsetȱtheȱmoodȱofȱtheȱnewȱsceneȱand
tailȱoff,ȱoftenȱonȱanȱunresolvedȱsonorityȱsignallingȱ thatȱ theȱnarrative
willȱ continueȱ andȱ leavingȱ theȱ acousticȱ spaceȱ openȱ forȱdialogueȱ and
soundȱeffects.

Pleaseȱnoteȱthatȱtheȱfunctionsȱjustȱlistedȱaren’tȱmutuallyȱexclusive.ȱFor
example,ȱ imagineȱ someȱ fictionalȱ footageȱ fromȱ theȱ 1970sȱofȱ aȱ female

fashionȱmodelȱslinkingȱaroundȱherȱsumptuousȱpenthouseȱapartmentȱin
aȱsilkȱnightgownȱ toȱ theȱaccompanimentȱofȱaȱsmoothȱsoundingȱbossa
novaȱalbumȱsheȱhasȱjustȱputȱonȱtheȱturntable.ȱWeȱcouldȱbeȱhearingȱfilm
musicȱfunctioningȱinȱanyȱorȱallȱofȱtheȱfollowingȱways.

• It’sȱdiegeticȱmusicȱ(sourceȱmusic,ȱfunctionȱ6)ȱbecauseȱweȱsawȱherȱ
putȱtheȱvinylȱdiscȱonȱtheȱturntableȱandȱflickȱtheȱstartȱlever.

• Itȱcouldȱbeȱunderscoringȱhowȱwe,ȱtheȱaudience,ȱareȱsupposedȱtoȱ
feelȱaboutȱherȱ(functionȱ8):ȱluxurious,ȱdesirable,ȱetc.

• AsȱweȱseeȱherȱdoȱherȱmakeȬupȱinȱtheȱmirror,ȱtheȱmusicȱtellsȱusȱaȱbitȱ
aboutȱhowȱsheȱmayȱbeȱfeelingȱherselfȱ(functionȱ7):ȱlaidȬback,ȱcossetȬ
ted,ȱsmooth,ȱsexy,ȱsophisticated,ȱetc.

38. Forȱexample,ȱtheȱthreeȬnoteȱmotifȱ(m5)ȱusedȱthroughoutȱTheȱMissionȱinȱ|tagg.org/
teaching/mmi/themission/MusemesEn.ppt| [120616].
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• Sinceȱtheȱmusicȱemphasisesȱlazyȱslithering,ȱslidingȱorȱcaressingȱ
ratherȱthan,ȱsay,ȱangularȱorȱenergeticȱbattering,ȱclodhoppingȱorȱ
headȱbanging,ȱthereȱisȱalsoȱanȱelementȱofȱfunctionȱ1.

• Theȱmusicȱtellsȱusȱthatȱweȱareȱfarȱmoreȱlikelyȱtoȱbeȱinȱaȱluxuriousȱ
NorthȱAmericanȱurbanȱpenthouse,ȱorȱpossiblyȱdrinkingȱcocktailsȱ
underȱMartiniȱparasolsȱwithȱtheȱIpanemaȱéliteȱratherȱthanȱinȱtheȱ
neighbouringȱfavelaȱofȱRocinha;ȱnorȱareȱweȱinȱaȱScunthorpeȱscrapȱ
yard,ȱnorȱtheȱGobiȱdesert,ȱnorȱhalfwayȱtoȱMars.ȱFunctionȱ3ȱisȱthereȬ
foreȱalsoȱinȱoperation.

• Dependingȱonȱwhatȱsortȱofȱbossaȱnovaȱisȱbeingȱplayed,ȱtheȱmusicȱ
mightȱalsoȱbeȱaȱcommentȱ(functionȱ5)ȱcommunicatingȱthatȱwhatȱweȱ
seeȱisȱreallyȱaȱbitȱoldȬhat:ȱsheȱmightȱbeȱfeelingȱfineȱswanningȱroundȱ
herȱapartmentȱbutȱthere’sȱsomethingȱinȱherȱchoiceȱofȱmusicȱpossiblyȱ
suggestingȱthatȱsheȱcouldȱbeȱaȱbitȱolderȱthanȱsheȱtriesȱtoȱlook.

Otherȱusefulȱconceptsȱ

Apartȱfromȱ insightsȱintoȱtheȱoriginsȱandȱfunctionsȱofȱfilmȱmusic,ȱstuȬ
dentsȱalsoȱneed,ȱbeforeȱembarkingȱonȱtheirȱanalysisȱwork,ȱtoȱbeȱfamiliar

withȱtheȱmostȱcommonȱtermsȱusedȱinȱcinematographyȱandȱinȱfilmȱmuȬ
sicȱproduction.ȱThere’sȱnoȱroomȱhereȱtoȱlist,ȱletȱaloneȱexplain,ȱtheȱcineȬ
matographicalȱ termsȱ thatȱ studentsȱ needȱ toȱ knowȱ andȱ readersȱ are
referredȱtoȱanyȱofȱtheȱnumerousȱglossariesȱavailableȱonȱlineȱtoȱcheckȱthe
meaningȱofȱconceptsȱlikeȱdolly,ȱcrane,ȱboom,ȱpan,ȱtilt,ȱtracking,ȱjumpȱcut,
wipeȬin/out,ȱdissolve,ȱPOV,ȱLS,ȱMS,ȱCU,ȱdetailȱshot,ȱmontage,ȱpostȬsync,ȱetc.,
etc.39ȱSinceȱthereȱisȱalsoȱaȱwealthȱofȱusefulȱliteratureȱaboutȱfilmȱsound
otherȱthanȱmusic,40ȱI’llȱrestrictȱthisȱpartȱofȱtheȱchapterȱtoȱbriefȱexplanaȬ
tions,ȱinȱalphabeticalȱorder,ȱofȱtheȱmostȱessentialȱtermsȱrelevantȱtoȱthe
analysisȱofȱfilmȱmusic.ȱ

BREAKDOWNȱNOTES,ȱa.k.a.ȱTIMINGȱNOTES,ȱareȱpreparedȱbyȱtheȱmusicȱeditor.
Theyȱcompriseȱaȱdetailedȱlistȱofȱsignificantȱeventsȱinsideȱaȱscene,ȱincluding

39. Searchȱonlineȱforȱ|film terms glossary|ȱorȱsee,ȱforȱexample:ȱ[1]ȱMichaelȱDembrow’sȱ
GlossaryȱofȱFilmȱTermsȱ|spot.pcc.edu/~mdembrow/glossary.htm|;ȱ[2]ȱFilmȱTerminologyȱ
andȱOtherȱResourcesȱ|psu.edu/dept/inart10_110/inart10/film.html|;ȱ[3]ȱJoelȱSchlemowȬ
itz’sȱGlossaryȱofȱFilmȱTermsȱ|homepage.newschool.edu/~schlemoj/film_courses/
glossary_of_ film_terms/glossary.html|ȱ[101021];ȱtheȱAustralianȱNationalȱFilmȱandȱ
SoundȱArchive’sȱTechnicalȱGlossaryȱofȱAudiovisualȱTermsȱ|nfsa.gov.au/preservation/
audiovisual_ terms/|.

40. See,ȱforȱexample,ȱAltmanȱ(1992),ȱChionȱ(1994)ȱandȱMoylanȱ(1992).
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cutsȱandȱcameraȱmoves,ȱasȱwellȱasȱkeyȱpointsȱ inȱ theȱactionȱandȱdiaȬ
logue,ȱeachȱwithȱitsȱrelevantȱtimecodeȱlocation.ȱThisȱlistingȱallowsȱthe
composerȱtoȱsynchronise,ȱwhereȱappropriate,ȱspecificȱpointsȱinȱhis/her
scoreȱwithȱspecificȱvisualȱeventsȱ inȱ theȱsceneȱ (hitȱpoints).ȱBreakdown

notesȱshouldȱnotȱtoȱbeȱconfusedȱwithȱcueȱlistȱorȱcueȱsheet.

CLICKȱdenotesȱtheȱmetronomeȱsoundȱthatȱconductorsȱand/orȱmusicians

hearȱinȱheadphonesȱwhenȱrecordingȱmusicȱtoȱpicture.ȱThisȱprocedure
meansȱthatȱtheȱmusicȱforȱeachȱcueȱcanȱbeȱrecordedȱsoȱasȱtoȱalignȱexactly
asȱintendedȱwithȱtheȱvisuals.41ȱ

CUEȱoriginallyȱmeantȱanȱeventȱsignallingȱthatȱanotherȱeventȱshouldȱtake
place,ȱforȱexampleȱ‘cuttingȱtoȱaȱlowȬlevelȱshotȱofȱDanny’sȱtricycleȱinȱthe
corridorȱwasȱtheȱcueȱtoȱfadeȱinȱBartók’.42ȱOverȱtheȱyearsȱCUEȱhasȱcome

toȱdenoteȱnotȱsoȱmuchȱtheȱpointȱatȱwhichȱtheȱmusicȱstartsȱ(theȱcueȱpoint)
asȱtheȱcompleteȱmusicalȱcontinuumȱstartingȱatȱthatȱcueȱpoint.ȱTheȱduraȬ
tionȱofȱaȱcueȱcanȱvaryȱfromȱjustȱaȱfewȱsecondsȱtoȱseveralȱminutes.

CUEȱLIST:ȱaȱlistȱofȱcueȱpointsȱforȱpartȱorȱwholeȱofȱanȱaudiovisualȱproducȬ
tion,ȱ i.e.ȱ theȱ chronologicalȱ enumerationȱ ofȱ timecodeȱ locationsȱ correȬ
spondingȱ toȱ theȱstartȱandȱendȱofȱeachȱmusicȱ cueȱ (notȱ toȱbeȱconfused
withȱcueȱsheetȱorȱbreakdownȱnotes).

CUEȱPOINT:ȱpoint,ȱexpressibleȱinȱtermsȱofȱtimecodeȱlocation,ȱatȱwhichȱa
musicalȱcueȱstarts;ȱnotȱtoȱbeȱconfusedȱwithȱHITȱPOINT.ȱȱȱȱ

CUEȱSHEET:ȱ[1]ȱaȱlistȱofȱallȱcuesȱinȱanȱaudiovisualȱproduction,ȱspecifying
detailsȱofȱduration,ȱcomposer,ȱpublishingȱrights,ȱtypeȱofȱusageȱ(e.g.ȱvisȬ
ualȱvocalȱmusic,ȱinstrumentalȱunderscore),ȱandȱpreparedȱbyȱtheȱmusic

editorȱforȱcopyrightȱpurposesȱ(cf.ȱcueȱlist);ȱ[2]ȱaȱlistȱofȱscenesȱinȱaȱsilent
filmȱ(c.1910Ȭ1920)ȱtogetherȱwithȱtitlesȱandȱsheetȱmusicȱpublishingȱdeȬ
tailsȱofȱpiecesȱsuggestedȱasȱsuitableȱforȱeachȱsceneȱinȱtheȱfilm.

HITȱPOINT:ȱpoint,ȱexpressibleȱinȱtermsȱofȱtimecodeȱandȱframeȱlocation,ȱat
whichȱaȱparticularȱmusicalȱeventȱsynchronisesȱwithȱaȱparticularȱvisual
eventȱinsideȱaȱcue;ȱnotȱtoȱbeȱconfusedȱwithȱCUEȱPOINT.

41. Seeȱalsoȱp.540ȱandȱfootnoteȱ24ȱ(p.540).
42. AȱreasonableȱbutȱinaccurateȱreferenceȱtoȱKubrick’sȱuseȱofȱtheȱthirdȱmovementȱfromȱ

Bartók’sȱMusicȱforȱStrings,ȱPercussionȱandȱCelestaȱ(1936)ȱinȱTheȱShiningȱ(1980).ȱ
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MUSICȱEDITORsȱ areȱ responsibleȱ forȱ timing,ȱorganisingȱ andȱmanaging

musicȱ cuesȱ forȱanȱaudiovisualȱproduction.ȱTheyȱareȱpresentȱatȱ SPOTȬ
TING,ȱ recordingȱandȱpostȬproductionȱsessions.ȱTheyȱalsoȱproduceȱ the
BREAKDOWNȱNOTESȱandȱtheȱCUEȱSHEET,ȱsometimesȱalsoȱtheȱCLICKs.

MUSICȬLEDȱMONTAGEȱisȱaȱhomeȬgrownȱtermȱdenotingȱfootageȱinȱwhich

visualsȱareȱeditedȱtoȱfitȱmusicȱratherȱthanȱviceȱversa.ȱMusicȬledȱmonȬ
tageȱisȱtypicalȱforȱmusicȱvideosȱandȱisȱalsoȱcommonȱinȱtitleȱsequences.43

MUSICȱSUPERVISORSȱchoose,ȱorȱatȱleastȱsuggestȱtoȱtheȱdirectorȱand/orȱproȬ
ducer,ȱwhichȱmusicȱshouldȱbeȱincludedȱwhereȱinȱaȱfilm,ȱTVȱshow,ȱvideo
gameȱorȱliveȱevent.

SETȱPIECESȱ(anotherȱhomeȬgrownȱterm)ȱconstituteȱthatȱsubsetȱofȱdiegetic
musicȱinȱwhichȱmusicalȱperformanceȱisȱvisibleȱonȱscreenȱasȱpartȱofȱthe
narrative.ȱIfȱtheȱperformanceȱofȱtheȱpieceȱisȱtheȱmainȱfocusȱofȱtheȱnarraȬ
tive,ȱasȱinȱmostȱmusicals,ȱtheȱvisualsȱwillȱbeȱcutȱtoȱmusicȱandȱwhatever

otherȱactionȱmayȱbeȱpresentȱcanȱalsoȱbeȱchoreographedȱinȱtimeȱwithȱthe
music.ȱHowever,ȱifȱtheȱsetȱpieceȱisȱmoreȱofȱaȱbackdropȱtoȱotherȱactivity,
cuttingȱpointsȱareȱlessȱlikelyȱtoȱbeȱinȱsyncȱwithȱmusicalȱepisodicity.ȱSuch
diegeticȱmusicȱmayȱchangeȱfromȱvisualȱforegroundȱtoȱbackgroundȱ in
theȱnarrative,ȱevenȱtoȱtheȱextentȱthatȱtheȱsourceȱmusicȱisȱfadedȱoutȱand
replacedȱbyȱunderscore.ȱForȱexample,ȱinȱanȱepisodeȱofȱTheȱReturnȱofȱthe
Saintȱentitledȱ‘TheȱBraveȱGoose’,ȱsourceȱmusicȱ(functionȱ6)ȱisȱprovided
asȱaȱsetȱpieceȱbyȱaȱDJȱandȱdancersȱinȱaȱSaintȱTropezȱdiscothèque.ȱInȱthe
middleȱofȱanȱupȬtempoȱnumberȱaȱmurderȱ isȱcommitted.ȱTheȱcamera

zoomsȱinȱonȱtheȱheroineȱ(whoȱaloneȱrealisesȱwhatȱhasȱhappened)ȱand
backȱtoȱtheȱdancersȱwhoȱareȱstillȱboppingȱawayȱonȱcameraȱdespiteȱthe
factȱ thatȱ theȱ sourceȱmusicȱhasȱbeenȱ replacedȱbyȱnonȬdiegeticȱmusic.

Thisȱmusicȱunderlinesȱtheȱemotionsȱofȱhorrorȱtheȱheroineȱisȱsupposed
toȱbeȱfeelingȱ(functionȱ7)ȱandȱprovidesȱaȱbasisȱforȱtheȱaudience’sȱemoȬ
tionsȱ(functionȱ8).ȱSinceȱtheȱdancersȱareȱstillȱshownȱtoȱbeȱhavingȱaȱgood
time,ȱtheȱsetȱpieceȱinterruptedȱbyȱunderscoreȱalsoȱcounterpointsȱhorror
(nonȬdiegeticȱmusicȱ only)ȱ againstȱgaietyȱ (silencedȱ sourceȱmusicȱ and
continuedȱdancing),ȱmakingȱtheȱhorrorȱmoreȱpoignantȱ(functionȱ5).

43. TheȱbestȱknownȱmusicȬledȱmontageȱtechniqueȱisȱtheȱbarȱlineȱorȱdownbeatȱedit,ȱi.e.ȱ
synchronisingȱaȱcameraȱmoveȱorȱjumpȱcutȱwithȱtheȱfirstȱbeatȱofȱtheȱbar.ȱ
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SMPTEȱ=ȱSocietyȱofȱMotionȱPictureȱandȱTelevisionȱEngineers,ȱmoreȱpreȬ
ciselyȱtheȱSociety’sȱstandardȱtimecodeȱsystemȱusedȱinȱaudiovisualȱproȬ
ductionȱ andȱ accordingȱ toȱ whichȱ passingȱ timeȱ isȱ givenȱ inȱ hours,
minutes,ȱsecondsȱandȱframesȱsoȱthat,ȱforȱexample,ȱ01:09:50;12ȱrefersȱexȬ
actlyȱtoȱaȱpointȱoneȱhour,ȱnineȱminutes,ȱfiftyȱsecondsȱandȱtwelveȱframes

afterȱtheȱstartȱofȱtheȱproductionȱatȱ00:00:00;00.ȱ

TheȱSPOTTINGȱSESSIONȱisȱheldȱafterȱworkȱonȱtheȱvisualȱfootageȱhasȱfinȬ
ished.ȱTheȱdirectorȱandȱcomposerȱdiscussȱwhatȱsortȱofȱmusicȱshouldȱbe
usedȱatȱwhichȱpointsȱ inȱ theȱproductionȱ(‘cueȱspotting’).ȱThoseȱpoints
areȱnotedȱasȱtimecodeȱlocationsȱbyȱtheȱMUSICȱEDITORȱandȱsentȱtoȱboth
composerȱandȱdirector.

TEMPȱTRACK,ȱa.k.a.ȱTEMPȱMUSIC,ȱTEMPȱSCORE,ȱSCRATCHȱSCORE,ȱisȱexisting
musicȱaddedȱtoȱanȱaudiovisualȱproductionȱduringȱtheȱeditingȱphase.ȱIt
isȱused:ȱ[1]ȱtoȱtestȱaȱfilmȱonȱaudienceȱfocusȱgroupsȱandȱonȱproduction
executives;ȱ[2]ȱtoȱgiveȱtheȱsoundtrackȱcomposerȱanȱideaȱofȱtheȱsortȱof
musicȱtheȱdirectorȱenvisagesȱatȱvariousȱpointsȱinȱtheȱproduction.44ȱ

TIMINGȱNOTES:ȱseeȱBREAKDOWNȱNOTESȱ(p.552).ȱ

TITLEȱMUSICȱisȱaȱgenericȱtermȱdenotingȱmusicȱconceivedȱforȱanȱaudiovisȬ
ualȱproduction’sȱtitleȱsequencesȱ(orȱcredits),ȱusuallyȱatȱtheȱstartȱ(theȱmain
orȱopeningȱtitles)ȱand/orȱendȱofȱtheȱfilmȱorȱprogrammeȱ(endȱtitles).ȱMusic

forȱopeningȱtitlesȱhasȱthreeȱmainȱfunctions:

1. Reveilleȱfunction:ȱwakeȱup!ȱSomethingȱdifferentȱisȱaboutȱtoȱstart.
2. Preparatoryȱfunction:ȱsomethingȱofȱaȱparticularȱtype,ȱsetȱinȱaȱparticuȬ

larȱenvironment,ȱincludingȱparticularȱtypesȱofȱcharacterȱandȱparticȬ
ularȱtypesȱofȱactionȱandȱmoodȱisȱaboutȱtoȱstart.

3. Mnemonicȱfunction:ȱaȱparticular,ȱidentifiableȱandȱrecurrentȱ(typeȱof)ȱ
productionȱisȱaboutȱtoȱstart,ȱe.g.ȱanotherȱnewsȱbroadcast,ȱanotherȱ
JamesȱBondȱmovie,ȱanotherȱepisodeȱofȱDrȱWho,ȱSeinfeldȱorȱCoronaȬ
tionȱStreet.

44. SometimesȱaȱtempȱtrackȱseemsȱtoȱsitȱsoȱwellȱwithȱtheȱimagesȱthatȱmusicȱbyȱtheȱcomȬ
poserȱhiredȱtoȱwriteȱtheȱsoundtrackȱisȱdiscarded.ȱOneȱfamousȱexampleȱofȱthisȱproceȬ
dureȱisȱtheȱreplacementȱofȱAlexȱNorth’sȱscoreȱforȱKubrick’sȱ2001ȱ(1968)ȱbyȱtheȱ
director’sȱtempȱtrackȱconsistingȱofȱmusicȱbyȱRȱStrauss,ȱJȱStrauss,ȱLigetiȱandȱKhatchaȬ
turianȱ(Halfyard,ȱ2001).
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TheȱmostȱcommonȱfunctionȱofȱthemeȱtunesȱonȱradioȱorȱTVȱisȱofȱcourse
mnemonic,ȱbutȱnoȱtitleȱmusicȱcouldȱworkȱproperlyȱwithoutȱtheȱpreparȬ
atoryȱfunction.ȱFeatureȱfilmsȱrelyȱmainlyȱonȱtheȱpreparatoryȱfunctionȱto
mediateȱtheȱmusicalȱmessageȱofȱtheirȱtitleȱsequences.

TitleȱsequencesȱpresentȱtheȱcomposerȱwithȱtheȱrareȱopportunityȱofȱwritȬ
ingȱmusicȱonȱmusic’sȱownȱconditions.ȱWhileȱunderscoreȱdemandsȱstrict
adherenceȱofȱmusicȱtoȱvisualȱnarrative,ȱtitleȱmusicȱoftenȱdeterminesȱthe
paceȱandȱtypeȱofȱvisualȱflow,ȱatȱleastȱwithinȱtheȱobviousȱlimitsȱofȱduraȬ
tionȱassignedȱ toȱ theȱsequencesȱandȱ theȱgeneralȱcharacterȱofȱ theȱcomȬ
pleteȱaudiovisualȱproduction.ȱInȱfact,ȱvisualȱtitlesȱareȱmoreȱlikelyȱtoȱbe
cutȱtoȱtheȱmusicȱ(musicȬledȱmontage),ȱwhereasȱunderscoreȱisȱrecorded
toȱpicture.ȱȱ

UNDERSCOREȱisȱinvisibleȱnonȬdiegeticȱmusic,ȱusuallyȱbackgroundȱorȱinȬ
cidentalȱmusic,ȱwrittenȱ toȱ fitȱanȱexistingȱvisualȱsequence.ȱUnlikeȱ title
musicȱandȱsetȱpieces,ȱunderscoreȱisȱnormallyȱrecordedȱtoȱpicture.ȱ

Bridgeȱ(scribal)ȱ

HavingȱsketchedȱtheȱoutlinesȱofȱtheȱcourseȱMusicȱandȱtheȱMovingȱImage
andȱdealtȱwithȱsomeȱofȱitsȱcentralȱhistorical,ȱtheoreticalȱandȱterminologȬ
icalȱissues,ȱweȱcanȱnowȱfinallyȱfocusȱonȱtheȱactualȱtitleȱofȱthisȱchapter:
Analysingȱfilmȱmusic.ȱ

Theȱanalysisȱprojectȱ
Sixȱofȱtheȱcourse’sȱthirteenȱsessions,ȱasȱwellȱasȱtheȱentiretyȱofȱwhatȱstuȬ
dentsȱareȱexpectedȱtoȱdoȱbetweenȱsessionsȱfromȱweekȱsixȱtoȱthirteen,ȱis
devotedȱtoȱoneȱmandatoryȱpieceȱofȱindividualȱcoursework:ȱCueȱlistȱand
analysisȱofȱmusicȱ inȱaȱ featureȱ film.ȱToȱcompleteȱ theȱprojectȱsuccessfully
studentsȱneedȱtoȱreadȱtheȱfollowingȱtext.ȱIt’sȱaddressedȱtoȱstudentsȱand
endsȱonȱpageȱ576.ȱ

Overviewȱandȱaims
Thisȱprojectȱconsistsȱofȱtheȱfollowingȱstages:ȱ[1]ȱchoosingȱaȱfilm;ȱ[2]ȱcreȬ
atingȱaȱcueȱlistȱofȱtheȱfilm;ȱ[3]ȱchoosingȱoneȱsceneȱtoȱanalyseȱinȱdetail;ȱ[4]
presentingȱanȱanalysisȱsceneȱinȱclass;ȱ[5]ȱwritingȱupȱtheȱproject.
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Afterȱchoosing,ȱinȱconsultationȱwithȱtheȱcourseȱleader,ȱaȱfullȬlengthȱfeaȬ
tureȱ filmȱ recordedȱ onȱ DVD,ȱ youȱ produceȱ aȱ cueȱ listȱ forȱ theȱ filmȱ and
chooseȱoneȱofȱitsȱscenesȱtoȱanalyseȱinȱdetail.ȱYouȱalsoȱwriteȱupȱaȱdiscusȬ
sionȱofȱtheȱmusic’sȱusesȱandȱfunctionsȱthroughoutȱtheȱfilmȱasȱaȱwhole.

Theȱmainȱaimȱofȱthisȱprojectȱisȱtoȱletȱyouȱdiscover,ȱthroughȱhandsȬon
workȱwithȱexistingȱaudiovisualȱproductions,ȱhowȱmusicȱinteractsȱwith

movingȱimages.ȱThisȱworkȱentailsȱobserving,ȱdocumentingȱandȱanalysȬ
ingȱdetailsȱofȱsoundȱandȱpictureȱwithȱaȱviewȱtoȱunderstandingȱwhich

meansȱ ofȱmusicalȱ expressionȱ inȱ conjunctionȱwithȱwhichȱ visualsȱ can
produceȱwhichȱeffects.

Sinceȱ scoresȱ forȱ audiovisualȱ productionsȱ areȱ virtuallyȱ impossibleȱ to
comeȱbyȱinȱtheȱformȱofȱnotation,ȱmusicȱforȱtheȱmovingȱimageȱhasȱtoȱbe
analysedȱbyȱearȱandȱeyeȱwithoutȱanyȱpreȬexistingȱscribalȱorȱgraphicȱinȬ
termediary.ȱInȬdepthȱanalysisȱisȱaȱcentralȱpartȱofȱthisȱprojectȱbecauseȱit
trainsȱsonicȱandȱvisualȱobservationȱskillsȱthatȱareȱusefulȱtoȱcomposers,

musicȱeditorsȱandȱfilmȱdirectorsȱwhenȱdecidingȱwhatȱsortȱofȱmusic,ȱif
any,ȱshouldȱoccurȱwithȱwhichȱimagesȱatȱwhichȱpointsȱinȱtheȱfilm.ȱHowȬ
ever,ȱsinceȱsuchȱanalysisȱdemandsȱgreatȱattentionȱtoȱdetailȱitȱcannotȱbe
appliedȱtoȱmoreȱthanȱaȱshortȱextractȱfromȱtheȱwholeȱfilm.ȱThat’sȱwhy,ȱin
orderȱtoȱunderstandȱ[i]ȱtheȱmusicalȱandȱfilmicȱfunctionsȱofȱtheȱextract
chosenȱinȱrelationȱtoȱtheȱfilmȱasȱaȱwhole,ȱandȱ[ii]ȱissuesȱinvolvedȱinȱthe
productionȱofȱaȱcompleteȱscoreȱforȱanȱentireȱfilm,ȱit’sȱalsoȱimportantȱto
studyȱmoreȱgenerallyȱhowȱmusicalȱideasȱareȱusedȱthroughoutȱtheȱfilm.

Producingȱaȱcompleteȱcueȱlistȱ(enumeratingȱ‘WHATȱHAPPENSȱWHEN’)ȱis
thereforeȱanotherȱkeyȱelementȱinȱthisȱproject.

Theȱ inȬdepthȱ analysisȱ andȱ cueȱ listȱ bothȱ involveȱ theȱ investigationȱ of
WHATȱHAPPENSȱWHENȱinȱtheȱfilmȱandȱareȱessentialȱtoȱanyȱdiscussionȱof
whatȱtheȱfilm’sȱmusicȱmayȱbeȱcommunicating.ȱTheyȱalsoȱletȱyouȱmore

clearlyȱandȱconvincinglyȱdiscussȱtoȱwhatȱextentȱtheȱmusic,ȱincludingȱits
relativeȱorȱtotalȱabsence,ȱmakesȱtheȱvisualȱnarrativeȱmoreȱeffective.

Givenȱthatȱeachȱ inȬdepthȱanalysisȱextractȱcomesȱfromȱaȱdifferentȱfilm
andȱ thatȱ theȱextractsȱareȱpresentedȱ inȱclass,ȱ thisȱprojectȱalsoȱ letsȱyou
comeȱintoȱcontactȱwithȱaȱwideȱrangeȱofȱstylesȱandȱtechniquesȱusedȱby
differentȱcomposersȱwithȱdifferentȱbackgroundsȱforȱdifferentȱpurposes.
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Withȱsoȱmuchȱattentionȱpaidȱtoȱtheȱcomposer’sȱworkȱonȱtheȱfilmȱyou
study,ȱ yourȱ auralȱ awarenessȱ shouldȱ improve.ȱ Involvementȱ inȱ this
project,ȱincludingȱyourȱparticipationȱinȱfeedbackȱsessionsȱpresentedȱby
otherȱstudents,ȱshouldȱalsoȱprovideȱyouȱwithȱinsightsȱaboutȱwhatȱsort
ofȱmusicalȱideasȱyouȱmightȱorȱmightȱnotȱwantȱtoȱuseȱinȱwhichȱwayȱin
yourȱownȱaudiovisualȱproductionȱwork.ȱ

1.ȱChoiceȱofȱfilm
Inȱconsultationȱwithȱtheȱteacherȱyouȱshouldȱbyȱweekȱ4ȱchooseȱaȱfeature
filmȱwithȱaȱtypicalȱrunningȱtimeȱofȱbetweenȱ75ȱandȱ130ȱminutes.ȱThat
featureȱ filmȱwillȱbeȱyourȱobjectȱofȱstudyȱ forȱ theȱwholeȱprojectȱwhich

constitutesȱtheȱonlyȱassessedȱcourseworkȱduringȱtheȱremainingȱweeks.ȱ

Theȱ film’sȱ narrativeȱ themeȱ shouldȱ notȱ beȱ primarilyȱmusical,ȱ i.e.ȱ it
shouldȱnotȱbeȱfocusedȱonȱtheȱproductionȱorȱperformanceȱofȱmusic,ȱnor
containȱmanyȱ scenesȱofȱvisibleȱmusicalȱperformance,ȱdance,ȱ singing,
etc.ȱTheȱfilmȱshouldȱcontainȱaȱminimumȱofȱthirtyȱminutesȱofȱmusicȱof
whichȱatȱ leastȱ twentyȱ areȱnotȱprimarilyȱmotivatedȱbyȱ anyȱonȬscreen
musicalȱ‘reality’.ȱFocusȱshouldȱinȱotherȱwordsȱbeȱonȱunderscoreȱorȱon
musicȱaccompanyingȱtitleȱsequences.ȱDespiteȱ theseȱrestrictionsȱaȱvast
quantityȱofȱfilmsȱavailableȱonȱDVDȱremainsȱtoȱchooseȱfrom.45

Afterȱchoosingȱyourȱfilmȱ(stageȱ1),ȱfourȱmoreȱstagesȱhaveȱtoȱbeȱcovered:
[2]ȱproducingȱaȱcueȱ list;ȱ[3]ȱchoosingȱandȱanalysingȱanȱextractȱforȱ inȬ
depthȱanalysisȱ(p.562);ȱ[4]ȱpresentingȱyourȱanalysisȱsceneȱforȱfeedback
(p.562);ȱ[5]ȱwritingȱupȱtheȱprojectȱ(p.564,ȱff.).

2.ȱProducingȱaȱcueȱlistȱ
Yourȱcueȱlistȱshouldȱconsistȱofȱfourȱorȱfiveȱcolumns,ȱasȱshownȱinȱTable
14Ȭ3ȱonȱpageȱ559.ȱ

45. YouȱshouldȱpersonallyȱownȱtheȱDVDȱofȱtheȱfilmȱyouȱanalyseȱbecause:ȱ[i]ȱloaningȱaȱ
libraryȱorȱmediaȱresourceȱitemȱforȱweeksȱonȱendȱisȱusuallyȱoutȱofȱtheȱquestion;ȱ[ii]ȱ
DVDsȱcanȱbeȱboughtȱquiteȱcheaplyȱonȱline;ȱ[iii]ȱthereȱisȱnoȱguaranteeȱthatȱaȱpiratedȱ
DVDȱwillȱhaveȱtheȱsameȱrunningȱtime,ȱtimecodeȱlocationsȱorȱchapterȱ(‘scene’)ȱdiviȬ
sionȱasȱtheȱoriginalȱlegalȱversion.ȱYouȱshouldȱcarefullyȱnoteȱpublicationȱdetailsȱofȱ
theȱDVDȱyouȱuseȱbecauseȱscenesȱcanȱbeȱcutȱfromȱversionsȱdestinedȱforȱviewingȱinȱ
nationsȱwithȱparticularȱculturalȱorȱreligiousȱsensitivitiesȱand,ȱinȱthoseȱcases,ȱtimingsȱ
mayȱvaryȱradically.ȱYouȱcanȱtryȱemulatingȱtheȱwayȱTheȱMissionȱisȱlistedȱinȱthisȱbook’sȱ
ReferenceȱAppendixȱ(seeȱ‘Morriconeȱ(1986)’ȱonȱpageȱ634).
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Table 14-3: Final cue list 0:00:00-0:04:22 in The Mission (1986) 
1.

TIME
2.

STILL
3. ACTION, FX,

DIALOGUE, etc.
4.

MUSIC
�ȱ1ȱ

0:00:00

�1.ȱLetterȱtoȱtheȱPope.ȱ
Warnerȱlogo

fadeȱinȱandȱoutȱ

[noȱsoundȱuntilȱ0:00:45]

0:00:11 [black]

0:00:15 White on black
or just black

Basicȱproductionȱcredits;
blackȱatȱ0:00:33

0:0037
 on black)

FadeȬinȱintroductoryȱtext,ȱ
thenȱfadeȱtoȱblack...

0:00:45 [black] m1A1ȱ(Sickȱstringȱslide)

0:00:49
i

Cardinal,ȱscreenȱleftȱECU,ȱ
harshlyȱsilhouetted,ȱsweaty,ȱ

uncomfortable.

m1A1,

ȱm2Aȱ(Deathȱdrum)

0:00:56 Cardinalȱdictatesȱletter:ȱ‘freeȱ
toȱbeȱenslaved’,ȱ‘notȱtheȱrightȱ

note’,ȱ‘beginȱagain’.

m1A1,ȱ2A,ȱm3A1ȱ(WoodȬ
windȱintermittence:ȱ(a)ȱpanȱ
pipes;ȱ(b)ȱlowȬreg.ȱwoodȱ

flutes).

0:01:33 Outdoorȱsoundsȱatȱmission,ȱ
violinȱensembleȱindoors.ȱ
Monologueȱcontinuesȱ

untilȱ0:02:07.

Fadeȱinȱm8A1ȱ(Laȱfolia):ȱ
m1A1,ȱ2A,ȱ3A1ȱstay;ȱ
deathȱdrumȱatȱ‘Rome’.

0:01:47 Viewȱofȱmissionȱ(trees,ȱcows);ȱ
cutȱtoȱjungleȱhighlands.ȱVoiceȬ
overȱendsȱatȱ‘martyrdom’ȱ

(0:02:07)

FadeȱoutȱLaȱfolia;ȱ
m1A1,ȱ2A,ȱ3A1ȱstay.

hitȱpointȱatȱ‘martyrdom’ȱ
acrossȱcutȱatȱ0:02:07ȱto…

0:02:07 JesuitȱcrossȱandȱGuaraníȱ
leaderȱinȱdarkȱjungle.ȱ

…ȱm2A,ȱm3A1ȱ…

…ȱm3A1ȱ…

…ȱm3A1ȱ…ȱ(dim.)

�2
0:02:46

�ȱ2.ȱOverȱIguazuȱFalls.ȱ
Guaraníȱtalkȱcarryingȱs.g.ȱ
heavyȱthroughȱdarkȱjungleȱ

0:03:03

02:46
(2:46)

It’sȱaȱpriest,ȱtiedȱtoȱcrossȱandȱ
thrownȱintoȱriver.ȱFloatsȱ
downstreamȱintoȱrapids.

m3A1ȱgraduallyȱdrownedȱ
byȱwaterȱFX

0:03:31 Increasingȱrapids.ȱ
Priestȱonȱcrossȱoverȱfallsȱatȱ

04:11

[1'08'']
[waterȱFXȱonly]

�3
0:04:22

�ȱ3.ȱCreditsȱ(endȱ06:23):
IguazuȱfallsȱwithȱwaterȱFX
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TheȱfourȱcolumnsȱinȱTableȱ14Ȭ3ȱcontainȱtheȱfollowingȱinformation.

1. Timecodeȱlocationȱ—inȱhours,ȱminutesȱandȱsecondsȱ(frameȱcountȱ
notȱessentialȱinȱthisȱproject)—ȱatȱwhichȱtheȱmusicȱenters,ȱexits,ȱorȱ
otherwiseȱchangesȱsignificantly.46ȱ

2. ThumbnailȱstillsȱorȱstoryboardȬstyleȱdrawingsȱtypicalȱofȱonȬscreenȱ
eventsȱstartingȱatȱtheȱtimingȱgivenȱinȱtheȱleftȱcolumnȱandȱendingȱatȱ
theȱsubsequentȱtimingȱinȱtheȱcueȱlist.47

3. Brief verbal indications of important paramusical events —action, 
dialogue, sound effects (if not contained in a separate fifth col-
umn)48 etc.— occurring between the timing given in column 1 and 
the subsequent timing in the cue list.

4. Briefȱverbalȱindicationsȱofȱmusicȱheardȱduringȱtheȱcueȱ(seeȱ‘CreatȬ
ingȱaȱtableȱofȱmusicalȱideas’,ȱp.565,ff.).48ȱ

Columnsȱ1Ȭ3ȱinȱtheȱtableȱareȱselfȬexplanatory.ȱColumnȱ4ȱ(Music),ȱonȱthe
otherȱhand,ȱcontainsȱcodesȱ—’m1A1’,ȱ‘m2A’,ȱetc.—ȱthatȱsaveȱspaceȱand
actȱasȱshorthandȱforȱmusemesȱlistedȱinȱtheȱTableȱofȱMusicalȱIdeas,ȱexȬ
plainedȱshortlyȱ(p.565,ȱff.).ȱ

It’sȱmuchȱeasierȱtoȱfindȱyourȱwayȱaroundȱaȱcueȱlistȱifȱyouȱclearlyȱdistinȬ
guishȱbetweenȱwhereȱmusicȱisȱpresentȱandȱabsent.ȱHowȱyouȱdoȱsoȱwill

dependȱonȱwhatȱsoftwareȱyouȱuse.ȱTheȱdoubleȬlinedȱboundingȱboxȱin
Tableȱ14Ȭ3ȱisȱ justȱoneȱexampleȱofȱhowȱmusicȱcuesȱcanȱbeȱhighlighted.
Otherȱusefulȱdevicesȱinȱaȱcueȱlistȱare:ȱ[i]ȱindicationȱofȱDVDȱchapterȱstarts
(e.g.ȱtheȱthickȱhorizontalȱlineȱandȱ‘�’ȱinȱTableȱ14Ȭ3)ȱtoȱfacilitateȱnavigaȬ
tionȱtoȱparticularȱpointsȱinȱtheȱfilmȱonȱDVD;ȱ[ii]ȱnotingȱtheȱdurationȱof
musicȱcuesȱandȱofȱmusic’sȱabsences,ȱforȱexampleȱtheȱ‘02:46’ȱinȱcolumnȱ1
atȱ0:03:03ȱ indicatingȱ thatȱmusicȱ isȱpresentȱuntilȱ theȱendȱofȱ theȱcueȱat
0:03:31ȱandȱhasȱbeenȱaudibleȱsinceȱ0:00:45ȱ(0:03:31ȱȬȱ0:00:45ȱ=ȱ0:02:46).49ȱ

46. SinceȱmanyȱstudentsȱhaveȱnoȱaccessȱtoȱvideoȱeditingȱsoftwareȱIȱdon’tȱinsistȱonȱframeȱ
countsȱinȱcolumnȱ1.ȱStudentsȱareȱremindedȱthatȱ‘0:00:00’ȱmeansȱtheȱstartȱofȱtheȱfilmȱ
andȱ‘1:06:15’ȱaȱpointȱoneȱour,ȱsixȱminutesȱandȱfifteenȱsecondsȱlater.

47. TheȱthumbnailsȱareȱinȱblackȬandȬwhiteȱandȱhaveȱbeenȱlightened/sharpenedȱtoȱfacilȬ
itateȱinkȱjetȱprintȬouts.ȱAȱcompleteȱmusicalȱcueȱlistȱforȱTheȱMissionȱisȱonlineȱatȱ
|tagg.org/xpdfs/MissionQ.pdf|.

48. Filmsȱinȱwhichȱsoundȱdesignȱ(atmoses,ȱforegroundȱsounds,ȱauralȱstaging,ȱetc.)ȱisȱ
particularlyȱimportantȱareȱbetterȱsuitedȱtoȱaȱfiveȬcolumnȱcueȱlisting,ȱtheseȱaspectsȱ
beingȱconsignedȱtoȱcolumnȱfive,ȱthusȱfreeingȱupȱspaceȱinȱcolumnsȱ3ȱandȱ4.
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Youȱobviouslyȱdon’tȱneedȱtoȱprovideȱmuchȱdetailȱinȱyourȱcueȱsheetȱfor
passagesȱcontainingȱnoȱmusic.ȱForȱexample,ȱwhileȱmusicalȱeventsȱare
‘upȱ front’ȱbetweenȱ0:00:45ȱandȱ0:02:07ȱ inȱTheȱMission,ȱ fromȱ0:02:07ȱ to
0:03:31ȱtheyȱassumeȱmuchȱmoreȱtheȱroleȱofȱbackgroundȱaudioȱcolourȬ
ingȱ toȱbeȱeventuallyȱdrownedȱoutȱbyȱotherȱ sound.ȱThisȱ laterȱ section
doesȱnotȱneedȱtoȱbeȱcoveredȱinȱasȱmuchȱdetailȱasȱtheȱsectionȱpreceding
it.ȱForȱtheȱsectionȱfromȱ0:03:31ȱtoȱ0:06:23ȱ(endȱofȱtableȱentryȱatȱ0:04:22)
thereȱisȱnoȱmusicȱatȱallȱandȱcueȱlistȱentriesȱcanȱbeȱlimitedȱtoȱDVDȱchapter
starts,ȱsceneȱchangesȱandȱotherȱimportantȱnarrativeȱevents.ȱ

Beforeȱtryingȱtoȱfinaliseȱtheȱcompleteȱcueȱlistȱinȱtheȱsortȱofȱformȱshown

inȱTableȱ14Ȭ3ȱyou’llȱneedȱtoȱstartȱwithȱaȱroughȱworkingȱversionȱcontainȬ
ingȱtimingsȱforȱtheȱfilm’sȱmusicalȱentryȱandȱexitȱpoints,ȱasȱwellȱasȱforȱthe
mainȱchangesȱofȱscenes,ȱtheȱDVD’sȱchapterȱstarts,ȱetc.ȱThatȱwayȱyou’ll
soonȱhaveȱaȱgoodȱoverviewȱofȱWHATȱHAPPENSȱWHENȱinȱtheȱfilmȱandȱbe
inȱaȱbetterȱpositionȱtoȱchooseȱyourȱsceneȱforȱinȬdepthȱanalysis,ȱasȱwell

asȱtoȱdecideȱwhatȱyou’llȱneedȱtoȱincludeȱbyȱwayȱofȱverbalȱdescriptionȱin
columnsȱthreeȱandȱfour,ȱandȱbyȱwayȱofȱthumbnailsȱinȱcolumnȱ2.ȱMaking

thisȱprovisionalȱroughȱlistȱmeansȱyou’llȱalsoȱhaveȱaȱbetterȱ ideaȱofȱthe
musicalȱideasȱusedȱthroughoutȱtheȱfilmȱandȱthatȱyou’llȱbeȱableȱtoȱsort
themȱintoȱcategoriesȱbecauseȱyourȱprovisionalȱcueȱlistȱwillȱletȱyouȱknow
whereȱtoȱfindȱthemȱonȱtheȱDVD.ȱAtȱthisȱstageȱyouȱcanȱjustȱuseȱnumbers

orȱ temporaryȱ labelsȱ forȱ theȱmusicalȱ ideasȱandȱ jotȱdown,ȱ inȱpoïeticȱor
aesthesicȱterms,ȱsomethingȱtoȱhelpȱyouȱidentifyȱeachȱofȱthem.ȱ

UsingȱdatabaseȱorȱspreadsheetȱsoftwareȱlikeȱExcel,ȱit’sȱeasyȱtoȱinsert,ȱalȬ
terȱorȱdeleteȱcueȱpointsȱinȱyourȱcueȱlistȱsinceȱyouȱcanȱindexȱcolumnȱ1
(Time)ȱsoȱthatȱyourȱ listȱ isȱalwaysȱpresentedȱ inȱchronologicalȱorderȱof
eventsȱ inȱ theȱ film.ȱRememberȱ toȱ include,ȱwhereȱappropriate,ȱ leading

49. Theȱ‘02:46’ȱinȱbracketsȱinȱtheȱtableȱrowȱatȱ0:03:03ȱexpressesȱtheȱtotalȱamountȱofȱ
musicȱinȱtheȱfilmȱupȱuntilȱtheȱendȱofȱthatȱentryȱatȱ0:03:31.ȱSinceȱthisȱisȱtheȱfirstȱmusicȱ
cueȱinȱtheȱwholeȱfilm,ȱtheȱtotalȱdurationȱisȱtheȱsameȱasȱthatȱofȱtheȱcue.ȱHowever,ȱatȱ
theȱendȱofȱtheȱsecondȱcueȱatȱ0:06:26ȱanotherȱ1:47ȱofȱmusicȱhasȱbeenȱheardȱandȱtheȱ
entryȱatȱ0:06:00ȱthereforeȱincludesȱtheȱdurationsȱ‘1:47’ȱ(theȱsecondȱcue)ȱandȱ‘(4:33)’,ȱ
theȱlatterȱbeingȱtheȱsumȱofȱ2:46ȱ(theȱfirstȱcue)ȱplusȱ1:47.ȱTheȱtotalȱdurationȱofȱmusicȱ
inȱtheȱfilmȱcanȱbeȱincrementedȱinȱthisȱway.ȱForȱexample,ȱaȱtotalȱofȱ1:12:05ȱ(4325ȱsecȬ
onds)ȱofȱmusicȱisȱheardȱinȱTheȱMission’sȱrunningȱtimeȱofȱ2:04:55ȱ(7495ȱseconds).ȱThatȱ
meansȱmusicȱisȱpresentȱduringȱ58%ȱofȱtheȱfilm.
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zerosȱinȱyourȱtimings,ȱforȱexampleȱ‘0:01:20’ȱforȱoneȱminuteȱandȱtwenty

seconds.ȱIfȱyouȱdon’t,ȱ‘1:20’ȱ(1ȱminuteȱandȱ20ȱseconds)ȱwillȱappearȱafter
‘1:19:55’ȱ(1ȱhour,ȱ19ȱminutesȱandȱ55ȱseconds)!ȱ

Aȱcueȱlistȱofȱtheȱsortȱjustȱdescribedȱusuallyȱoccupiesȱbetweenȱfifteenȱand
twentyȱpages.ȱIfȱyouȱthinkȱthat’sȱexcessive,ȱpleaseȱrememberȱthatȱHolȬ
lywoodȱbreakdownȱnotes,ȱtheȱnearestȱprofessionalȱequivalentȱtoȱyour
cueȱlist,ȱusuallyȱrunȱtoȱhundredsȱratherȱthanȱtensȱofȱpages.50ȱ

3.ȱChoiceȱofȱanalysisȱscene
For your in-depth analysis you’ll need to choose an extract which con-
tains music, which interests you and which you think could interest
other course participants. The extract might be typical of the film or of
the film genre in general, or it might be a key scene in the film. The
length of the scene you choose will depend on the following factors.

If your graphic score (p.568,ff.) presents a lot of visually and sonically
complex detail that is thoroughly discussed in your analytical text sec-
tion (p.572,ff.) then the duration of your extract can be much shorter
than if you are presenting something simpler. In general your extract
will last for between about 60 seconds for a really complicated passage
treated in great detail and up to around 8 minutes for something really
simple. The extract can consist of a single music cue or of several short
cues whose lengths add up to the sort of durations just given.

4.ȱClassȱpresentationȱofȱanalysisȱextractȱ(feedback)ȱ
Theȱprimaryȱaimȱofȱtheȱfeedbackȱsessionsȱisȱtoȱdiscoverȱwhatȱotherȱcourse
participantsȱthinkȱtheȱmusicȱinȱyourȱchosenȱsceneȱconnotesȱandȱcommunicates.
Aȱsecondaryȱaimȱisȱtoȱfindȱout,ȱtimeȱpermitting,ȱwhatȱotherȱcourseȱparȬ
ticipantsȱthinkȱaboutȱtheȱrelationȱbetweenȱmusicȱandȱotherȱaspectsȱof
yourȱchosenȱsceneȱ(sound,ȱdialogue,ȱmiseȬenȬscène,ȱvisualȱaction,ȱcamȬ
eraȱwork,ȱetc.).

Youȱhaveȱaȱtimeȱslotȱofȱ15ȱminutesȱofȱwhichȱatȱleastȱhalfȱshouldȱbeȱdeȬ
votedȱtoȱdiscussionȱandȱtoȱhearingȱtheȱassociationsȱandȱreactionsȱofȱthe
otherȱcourseȱparticipants.

50. Forȱexample,ȱtheȱbreakdownȱnotesȱGeorgeȱFentonȱshowedȱmyȱstudentsȱinȱLiverȬ
poolȱ(Marchȱ1998)ȱforȱtheȱfilmȱEverȱAfterȱ(1998).
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Givenȱthatȱtheȱmainȱaimȱofȱthisȱprojectȱisȱtoȱfindȱoutȱ‘whichȱmeansȱof
musicalȱ expressionȱ inȱ conjunctionȱwithȱwhichȱ visualsȱ canȱ produce
whichȱeffects’ȱ(p.557),ȱyourȱinȬdepthȱanalysisȱwillȱneedȱtoȱbeȱsubstanȬ
tiallyȱsemiotic.ȱYouȱcanȱuseȱanyȱofȱtheȱproceduresȱexplainedȱearlierȱin
thisȱbook.ȱTheȱclassȱpresentationȱofȱyourȱanalysisȱextractȱisȱdesignedȱto
provideȱyouȱwithȱ intersubjectivelyȱgeneratedȱevidenceȱofȱ theȱmusic’s

possibleȱ connotations,ȱmeaningsȱ andȱ functions.ȱNow,ȱ sinceȱ it’sȱobviȬ
ouslyȱimpossibleȱtoȱdiscoverȱanythingȱaboutȱhowȱmusicȱworksȱinȱyour
chosenȱsceneȱifȱyouȱknowȱnothingȱofȱwhatȱtheȱmusicȱcommunicatesȱon
itsȱown,ȱandȱsinceȱmostȱpeopleȱtendȱtoȱnoticeȱpicturesȱandȱwordsȱwithȬ
outȱpayingȱmuchȱconsciousȱattentionȱtoȱtheȱmusic,ȱit’sȱessentialȱtoȱstart
yourȱpresentationȱbyȱfocusingȱonȱtheȱmusicȱalone,ȱwithoutȱtheȱvisuals,ȱprefȬ
erablyȱalsoȱwithoutȱanyȱdialogueȱorȱsoundȱeffects.ȱ

TheȱbestȱwayȱofȱisolatingȱtheȱmusicȱfromȱeverythingȱelseȱinȱyourȱanalyȬ
sisȱsceneȱisȱtoȱfind,ȱifȱyouȱcan,ȱanȱ‘originalȱsoundtrack’ȱrecordingȱofȱthe
relevantȱmusicȱ becauseȱ suchȱ recordingsȱ rarelyȱ includeȱ dialogueȱ or
soundȱeffectsȱthatȱcouldȱdistractȱlistenerȱattentionȱfromȱtheȱmusic.ȱFailȬ
ingȱ thatȱ youȱ canȱ justȱ playȱ yourȱ chosenȱ sceneȱ toȱ theȱ othersȱwithout

showingȱthemȱtheȱpictures.ȱInȱthisȱcaseȱyou’llȱneedȱtoȱcreateȱaȱseparate
audioȱfileȱofȱtheȱextract[s]ȱsoȱthatȱnoȬoneȱseesȱtheȱDVD’sȱmenuȱimages

youȱotherwiseȱdependȱonȱtoȱnavigateȱtoȱyourȱextract,ȱorȱtheȱfirstȱfew
framesȱofȱtheȱextractȱbeforeȱyouȱmanageȱtoȱdisconnectȱtheȱvisuals.ȱNor

isȱitȱaȱgoodȱideaȱtoȱletȱpeopleȱseeȱyourȱDVDȱboxȱwithȱitsȱtitle,ȱcoloursȱand
images.ȱTheȱlessȱpeopleȱknowȱatȱthisȱstageȱaboutȱtheȱsceneȱandȱitsȱfilm
theȱbetter.ȱBesides,ȱwithȱanȱaudioȱ fileȱofȱyourȱsceneȱyouȱcanȱyourself
startȱworkȱwithȱtheȱsound,ȱmusicalȱorȱotherwise,ȱinȱyourȱgraphicȱscore
withoutȱbeingȱdistractedȱbyȱtheȱimagesȱorȱdialogue.ȱ

PreparingȱseparateȱaudioȱandȱvideoȱfilesȱofȱyourȱsceneȱhasȱotherȱimporȬ
tantȱ advantagesȱ inȱ feedbackȱ sessions.ȱYouȱdon’tȱ haveȱ toȱwasteȱ time

thumbingȱthroughȱmenus,ȱfiddlingȱaroundȱwithȱNEXT,ȱPREVIOUS,ȱFASTȬ
FORWARDȱandȱREWINDȱbuttonsȱinȱtheȱhopeȱofȱeventuallyȱarrivingȱatȱthe
rightȱplace.ȱYouȱjustȱclickȱonȱtheȱfileȱyouȱneedȱtoȱplay.ȱ

YouȱareȱstronglyȱadvisedȱtoȱidentifyȱinȱadvanceȱofȱyourȱfeedbackȱpresȬ
entationȱanyȱproblemsȱyouȱmayȱhaveȱwithȱtheȱmusicȱinȱyourȱanalysis
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scene.ȱYouȱmightȱneedȱhelpȱidentifyingȱaȱmusicalȱsound,ȱorȱinȱunderȬ
standingȱtheȱpossibleȱconnotationsȱofȱaȱparticularȱsoundȱorȱpassage.ȱIn
thoseȱcasesȱit’sȱadvisableȱtoȱisolateȱthoseȱelementsȱandȱtoȱpresentȱthem
outsideȱtheirȱmusicalȱorȱaudiovisualȱcontext.ȱ

Actualȱfeedback

Otherȱ participantsȱ areȱ askedȱ toȱ noteȱ onȱ aȱ sheetȱ ofȱ paperȱwhatever

comesȱtoȱmindȱonȱhearingȱtheȱmusicȬonlyȱorȱaudioȬonlyȱversionȱofȱyour
chosenȱscene.ȱTheyȱareȱinȱotherȱwordsȱsubjectedȱtoȱaȱshortȱmusicalȱreȬ
ceptionȱtestȱofȱtheȱsortȱdiscussedȱinȱChapterȱ6ȱandȱtheirȱresponsesȱcan
beȱofȱanyȱtypeȱsimilarȱtoȱthoseȱlistedȱinȱtheȱVVAȱtaxonomyȱ(p.209,ff.).ȱ

Youȱ shouldȱ beȱ wellȱ preparedȱ forȱ yourȱ feedbackȱ presentation.ȱ You
shouldȱalso:ȱ[i]ȱcollectȱinȱresponseȱsheets;ȱ[ii]ȱnoteȱorȱrecordȱcomments

arisingȱduringȱ theȱdiscussionȱofȱyourȱscene.ȱThisȱ informationȱconstiȬ
tutesȱanȱempiricalȱbasisȱforȱsemioticȱaspectsȱofȱyourȱanalysis.

Youȱareȱalsoȱexpectedȱtoȱparticipateȱactivelyȱwhenȱothersȱpresentȱtheir
chosenȱscenesȱatȱfeedbackȱsessions.ȱ

5.ȱWrittenȱwork
Yourȱwrittenȱworkȱshouldȱincludeȱtheȱfollowingȱsections:ȱ[1]ȱprelimiȬ
naries;ȱ[2]ȱcueȱlist;ȱ[3]ȱtableȱofȱmusicalȱ ideas;ȱ[3]ȱ inȬdepthȱanalysisȱ inȬ
cludingȱ graphicȱ scoreȱ andȱ discursiveȱ text;ȱ [4]ȱ generalȱ discussionȱ of
musicȱinȱtheȱfilmȱasȱaȱwhole;ȱ[5]ȱappendices.

5.1.ȱPreliminariesȱ

Filmographyȱandȱimportantȱcreditsȱshouldȱinclude:ȱ[1]ȱfilmȱtitleȱandȱorigiȬ
nalȱyearȱofȱproductionȱand/orȱrelease;ȱ[2]ȱproductionȱandȱdistribution
companies;ȱ[3]ȱfilmȱdirector,ȱcomposerȱandȱproducer,ȱasȱwellȱasȱprinciȬ
palȱactorsȱandȱtheȱrolesȱtheyȱplay.

PublishingȱdetailsȱofȱtheȱDVDȱusedȱinȱthisȱprojectȱshouldȱbeȱincludedȱin
yourȱreferencesȱappendix,ȱforȱexampleȱasȱinȱthisȱbookȱ(p.ȱ607ȱff.).51

51. Tips.ȱ[1]ȱFilmographicȱdetailsȱareȱeasilyȱfoundȱonlineȱatȱtheȱInternetȱMovieȱDatabaseȱ
(imdb.com)ȱorȱatȱallrovi.comȱ(selectȱ“Movies”).ȱ[2]ȱDetailsȱofȱmusicȱotherȱthanȱthatȱ
writtenȱbyȱtheȱfilm’sȱmainȱcomposer,ȱforȱexampleȱpopȱsongsȱandȱclassicalȱpieces,ȱareȱ
normallyȱshownȱtowardsȱtheȱendȱofȱtheȱfilm’sȱfinalȱcredits.
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Youȱshouldȱincludeȱaȱbriefȱsummaryȱofȱtheȱfilm’sȱstoryȱlineȱinȱyourȱprelimȬ
inaryȱcomments.ȱThisȱsummaryȱwouldȱ typicallyȱ includeȱdescriptions
ofȱtheȱmainȱcharactersȱandȱlocations,ȱasȱwellȱasȱanyȱtraitsȱofȱmiseȬenȬ
scèneȱcontributingȱtoȱtheȱoverallȱcharacterȱofȱtheȱfilm.ȱYouȱshouldȱalso
motivateȱyourȱchoiceȱofȱfilmȱandȱchoiceȱofȱscene.ȱ

5.2.ȱTableȱofȱmusicalȱideas

Sinceȱoneȱofȱfilmȱmusic’sȱfunctionsȱisȱtoȱmakeȱwhatȱtheȱviewerȱseesȱeasȬ
ierȱtoȱinterpretȱaffectivelyȱit’sȱhardlyȱsurprisingȱifȱmusicalȱideasȱrecur
duringȱtheȱcourseȱofȱaȱfilm.ȱYouȱshouldȱthereforeȱcreateȱaȱtableȱofȱallȱthe
mainȱmusicalȱideasȱinȱyourȱchosenȱfilmȱ(Tableȱ14Ȭ4,ȱp.567).ȱThereȱareȱalso
twoȱpracticalȱreasonsȱwhyȱcreatingȱthisȱsortȱofȱtableȱisȱaȱgoodȱidea:ȱ[i]
youȱneedȱonlyȱonceȱtoȱdescribeȱeachȱmusicalȱideaȱforȱtheȱwholeȱfilm;ȱ[ii]
youȱcanȱreferȱbackȱtoȱtheȱtableȱofȱmusicalȱideasȱnotȱjustȱfromȱtheȱcueȱlist
butȱ alsoȱ fromȱyourȱ analysis,ȱyourȱgeneralȱdiscussion,ȱ evenȱ fromȱ the
graphicȱscore.ȱCreatingȱaȱtableȱofȱmusicalȱideasȱpresupposesȱthatȱyou
haveȱanȱoverviewȱofȱWHATȱHAPPENSȱWHENȱinȱtheȱfilmȱ—you’veȱalready
doneȱ thatȱ inȱ yourȱ provisionalȱ cueȱ listȱ (p.558, ff.)—ȱ andȱ thatȱ you’ve
namedȱand/orȱnumberedȱallȱtheȱmusicalȱideasȱyouȱneedȱtoȱreferȱto.

Numberingȱmusicalȱ ideasȱisȱnormallyȱaȱrelativelyȱsimpleȱprocess.ȱIt’s
easiestȱtoȱcountȱtheȱfirstȱmusicalȱideaȱtoȱoccurȱinȱtheȱfilmȱasȱnumberȱ1
andȱ incrementȱ theȱ integerȱforȱeachȱnewȱ ideaȱ thatȱ isȱpresented.ȱ Itȱcan
alsoȱbeȱaȱgoodȱideaȱtoȱthinkȱofȱtheȱmusicalȱideasȱinȱtermsȱofȱwhatȱyou
thinkȱtheyȱcommunicate,ȱgroupingȱtogetherȱthoseȱthatȱbothȱsoundȱand
feelȱsimilarȱ(e.g.ȱ1a,ȱ1b;ȱ1a1,ȱ1a2).ȱUsingȱthatȱkindȱofȱnumberingȱsystem
letsȱyouȱmoreȱ easilyȱ checkȱwhichȱ sortȱ ofȱmusicalȱ ideaȱbelongsȱwith

whichȱsortȱofȱscene,ȱcharacter,ȱactionȱorȱmoodȱinȱyourȱfilm.

Numberȱcodesȱmayȱbeȱshorterȱthanȱnamesȱ—usefulȱwhenȱsavingȱspace
inȱaȱcueȱlist,ȱforȱexample—ȱbutȱmostȱpeopleȱfindȱitȱeasierȱtoȱidentifyȱand
recallȱmusicalȱideasȱwhenȱreferredȱtoȱbyȱnameȱratherȱthanȱbyȱnumber.

Thereȱareȱseveralȱviableȱwaysȱofȱnamingȱaȱfilm’sȱmusicalȱideas.

Originalȱnamesȱofȱfilmȱmusicȱcuesȱcanȱsometimesȱbeȱfoundȱinȱtheȱtrack
listingsȱ onȱ soundtrackȱ albums.ȱ Ifȱ youȱ can’tȱ findȱ suchȱ anȱ album,ȱ try
searchingȱforȱitȱonȱline:ȱseveralȱsitesȱletȱyouȱhearȱshortȱsamplesȱofȱeach
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trackȱ listed.52ȱ Inȱ suchȱ casesȱ youȱ canȱ considerȱ usingȱ theȱ composer’s

nameȱ forȱeachȱrelevantȱcue,ȱotherwiseȱDVDȱchapterȱnamesȱcanȱsomeȬ
timesȱgiveȱgoodȱideasȱforȱappropriateȱnames.ȱInȱotherȱcasesȱyou’llȱhave
toȱinventȱyourȱownȱnames,ȱeitherȱpoïeticallyȱ(e.g.ȱdistortedȱguitar;ȱminorȬ
keyȱstrings)ȱorȱaesthesicallyȱ(e.g.ȱJamesȱBond;ȱhoundsȱofȱhell)ȱorȱaȱmixture

ofȱtheȱtwoȱ(e.g.ȱcelestialȱchoir;ȱhighȬheeledȱsax).ȱSometimesȱaȱcatchȱphrase
fromȱtheȱdialogueȱinȱtheȱrelevantȱsceneȱcanȱworkȱasȱaȱmusicȱcueȱname

(e.g.ȱNeverȱagain;ȱYouȱdon’tȱcare).ȱOfȱcourseȱyou’llȱneedȱtoȱexplainȱanyȱlaȬ
belsȱwhoseȱrelationȱtoȱtheȱmusicȱorȱfilmȱisȱnotȱobvious.ȱ

EveryȱmusicalȱideaȱyouȱincludeȱinȱyourȱTableȱofȱMusicalȱIdeasȱmustȱbe
givenȱanȱunequivocalȱtimecodeȱplacementȱindicatingȱwhereȱinȱtheȱfilm
itȱfirstȱoccurs.ȱItȱalsoȱhelpsȱifȱyouȱprovideȱtimecodeȱplacementsȱforȱother
occurrencesȱofȱtheȱsameȱidea,ȱespeciallyȱifȱit’sȱaȱvariant.ȱOnceȱcolumns

1,ȱ3ȱandȱ4ȱofȱtheȱcueȱlistȱareȱready,ȱaȱtableȱofȱmusicalȱideasȱforȱaȱfeature
filmȱcanȱbeȱcompiled,ȱusingȱdatabaseȱorȱspreadsheetȱsoftware.ȱ

Tableȱ14Ȭ4ȱshowsȱtheȱfirstȱofȱsevenȱmainȱsetsȱofȱmusicalȱideasȱusedȱin
TheȱMission.ȱThisȱfirstȱsetȱisȱcalledȱDIABOLIȱINȱMUSICAȱbecause:ȱ[i]ȱmuseȬ
mesȱlabelledȱ1Dȱareȱentirelyȱbasedȱonȱtheȱtritone,ȱanȱintervalȱwhich,ȱin
theȱhistoryȱofȱWesternȱmusic,ȱwasȱalsoȱcalledȱtheȱDiabolusȱinȱmusica;53
[ii]ȱallȱ theȱmusemesȱ inȱ categoryȱ1ȱareȱheardȱ inȱ conjunctionȱwithȱunȬ
pleasantȱideas,ȱstatementsȱorȱfeelingsȱinȱtheȱfilm.ȱMusemeȱ1A1ȱisȱcalled
SICKȱSTRINGȱSLITHERSȱbecauseȱglissandoȱmeansȱsliding,ȱbecauseȱtheȱideas
areȱplayedȱbyȱstrings,ȱandȱbecauseȱslowȱglissandiȱbetweenȱneighbourȬ
ingȱtones,ȱbyȱstatingȱnoȱfixedȱpitches,ȱseemȱtonallyȱinstableȱandȱareȱofȬ
tenȱusedȱinȱsituationsȱofȱmental,ȱemotionalȱorȱevenȱgastricȱinstability.54ȱȱȱȱȱ

52. TryȱforȱexampleȱCDȱUniverseȱatȱ|cduniverse.com|.
53. Itȱdoesn’tȱmatterȱifȱyouȱdon’tȱknowȱwhatȱaȱtritoneȱis.ȱJustȱfindȱtheȱDVDȱandȱplayȱtheȱ

cuesȱlistedȱforȱm1Dȱatȱ0:15:14,ȱ0:24:20,ȱetc.ȱYou’llȱsoonȱhearȱwhatȱitȱsoundsȱlike.
54. Forȱmoreȱonȱtheȱlinkȱbetweenȱsemitoneȱglissandiȱandȱmoaning,ȱwailing,ȱhallucinaȬ

tion,ȱweirdness,ȱdrunkenness,ȱmadnessȱandȱotherȱtypesȱofȱinstability,ȱseeȱtheȱ
‘Groanin’ȱLow’ȱsectionȱofȱtheȱStreetcarȱNamedȱDesireȱanalysisȱinȱTLTTȱ(573Ȭ577).ȱTheȱ
mostȱstrikingȱpieceȱofȱIOCMȱforȱtheȱsickȱstringsȱisȱatȱoneȱminuteȱintoȱThrénodieȱpourȱ
Hiroshimaȱ(Penderecki,ȱ1961).ȱTheȱotherȱmainȱmusemeȱcategoriesȱinȱTheȱMissionȱareȱ
DANGERȱDRUMSȱ(2),ȱINTERMITTENTȱBURSTSȱ(3),ȱSMOOTHȱEUROȬHARMONIESȱ(4),ȱMAINȱ
THEMEȱ(5),ȱGABRIEL’SȱOBOEȱ(6)ȱandȱDIEGETICSȱ(7).ȱForȱallȱMissionȱmusemes,ȱincludingȱ
IOCMȱandȱaudioȱrecordings,ȱseeȱ|tagg.org/teaching/mmi/themission/MusemesEn.ppt|. 
Theȱcompleteȱmusemeȱlistingȱisȱatȱ|tagg.org/xpdfs/MissionMusemes.pdf|.
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Table 14-4: Musical ideas in The Mission (sample extract) 

5.3.ȱInȬdepthȱanalysis

Criteriaȱforȱselectionȱofȱanȱanalysisȱsceneȱareȱgivenȱonȱpageȱ562.ȱYour
analysisȱshouldȱbeȱpresentedȱinȱtwoȱparts:ȱ[i]ȱaȱgraphicȱscore;ȱ[ii]ȱaȱdisȬ
cursiveȱanalysisȱ(p.572). 

1.ȱDiaboliȱinȱmusica
1A.ȱSickȱstrings.
1A1.ȱSickȱstringȱslithers
0:00:45 Quiet,ȱslithering,ȱstringȱclustersȱmidȱregisterȱasȱcardinalȱreadsȱletterȱ

“Yourȱholiness”,ȱ“freeȱtoȱbeȱenslaved”,ȱetc.ȱAlsoȱatȱ0:24:24ȱ(Mendozaȱ
Alone)ȱandȱ0:29:23ȱ(Mendoza’sȱRemorse).

1A2.ȱOngoingȱstringȱscreech
0:27:07 RodrigoȱtotallyȱaloneȱafterȱkillingȱFelipe;ȱalsoȱatȱ1:36:20ȱ–ȱ1:36:20ȱ(MerceȬ

nariesȱscaleȱtheȱfalls);ȱ1:40:34ȱ(Battleȱpreparations/Refusal);ȱ1:51:11ȱ(MasȬ
sacreȱ2).

1A3.ȱVisceralȱdisturbance
0:15:14 MendozaȱconfrontedȱbyȱGabrielȱinȱforest;ȱalsoȱ(varied)ȱatȱ0:16:34ȱ–ȱNervȬ

ousȱpluckedȱstringsȱoffȬkey.ȱasȱslavesȱdraggedȱintoȱAscunción;ȱ0:26:03ȱ–ȱ
Constantȱquietȱstringȱwobbleȱbeforeȱfratricide;ȱ0:26:26ȱ–ȱRisingȱtimp./str.ȱ
dissonanceȱbeforeȱRodrigoȱexplodes;ȱ0:29:40ȱ–ȱ“Jaws”ȱidea:ȱMendozaȱ
Aloneȱ(jealousy);ȱ0:30:15ȱ–ȱMendoza’sȱRemorse:ȱloudȱbassȱ(threatensȱ
Gabriel);ȱ0:14:44ȱ–ȱSlaveȱHunt:ȱdescendingȱdangerȱwoodwindȱandȱ
strings

1B.ȱTangledȱwoodwind

0:31:46

0:33:00

Mendoza’sȱPenanceȱ(mainȱtheme;ȱbreakȱforȱDiesȱIraeȱatȱ0:32:44);ȱalsoȱatȱ
0:34:15ȱ–ȱPenance:ȱrepeatedȱinȱwoodwind;ȱBlessingȱtheȱtroopsȱatȱ1:29:39.ȱ

1C.ȱSemitoneȱbellsȱ
0:26:45 SourceȱsoundȱjustȱbeforeȱMendozaȱkillsȱFelipeȱ(quasiȬdiegetic)

1D.ȱTritones
0:15:14 Stringȱpunctuationsȱinȱjungleȱatȱ“makingȱChristians”…ȱ“ifȱyouȱhaveȱtheȱ

time”ȱ(ConfrontingȱMendoza).ȱAlsoȱatȱ0:24:20,ȱff.–ȱTheȱjealousȱMendozaȱ
Alone:ȱstringsȱand/orȱwoodwind,ȱloud;ȱ0:30:15ȱ–ȱMendoza’sȱRemorse:ȱ
stringȱpunctuations;ȱ0:26:26ȱ–ȱRisingȱstringȱdiscordȱinȱtheȱDuelȱwithȱ
Felipe;ȱ0:39:40ȱ–ȱKnifeȱheldȱtoȱMendoza’sȱthroatȱbyȱGuaraníȱ(str.,ȱbass)ȱ
repeated);ȱ1:42:01ȱ–ȱPortugueseȱpaddleȱtoȱbattle;ȱ1:51:44ȱ–ȱOffȬkeyȱtrumȬ
petȱfanfareȱasȱmercenariesȱhackȱthroughȱjungle.ȱ
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5.3.1.ȱGraphicȱscoreȱ

Itȱisȱvitalȱthatȱyourȱgraphicȱscoreȱclearlyȱshowsȱ—inȱhours,ȱminutesȱand
secondsȱcountingȱfromȱtheȱstartȱofȱtheȱfilm,ȱnotȱofȱtheȱextract—ȱtheȱtimȬ
ingȱatȱwhichȱyourȱanalysisȱsceneȱstarts.

Graphicȱ scoresȱ usuallyȱ consistȱ atȱ leastȱ ofȱ theȱ followingȱ vertically
stackedȱparts,ȱeachȱofȱthemȱrunningȱhorizontallyȱleftȱtoȱright:
1. timeȱlineȱshowingȱtimecodeȱinȱrelationȱtoȱtheȱstartȱofȱtheȱfilm;

2. storyboardȱline,ȱi.e.ȱvisualȱeventsȱrepresentedȱbyȱthumbnailȱphotos,ȱ
orȱbyȱstoryboardȱdrawingsȱorȱbyȱbriefȱverbalȱdescriptions;

3. paramusicalȱsoundȱlineȱshowingȱspeech,ȱsoundȱeffects,ȱetc.;
4. musicalȱline[s].

TheȱnextȱthreeȱpagesȱcontainȱaȱspecimenȱfiveȬlineȱgraphicȱscoreȱcoverȬ
ingȱtheȱfirstȱsceneȱinȱTheȱMission.ȱTheȱtimeȱlineȱisȱatȱtheȱtop,ȱinȱtheȱmidȬ
dleȱandȱatȱtheȱbottom,ȱspeechȱonȱtheȱsecondȱline,ȱsoundȱeffectsȱ(mostly

shownȱasȱiconsȱtoȱsaveȱspace)ȱonȱtheȱthird,ȱthumbnailsȱonȱtheȱfourth,
andȱ theȱ scene’sȱ threeȱdifferentȱ strandsȱofȱmusicalȱeventsȱonȱ theȱ fifth
(strings,ȱdrumȱandȱ‘ethnic’ȱflutes).
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Fig. 14-1. The Mission 0:00:37-0:02:15 – Graphic score (page 1 of 3)   
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The Mission 0:00:37-0:02:15 – Graphic score (page 2 of 3) 
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The Mission 0:00:37-0:02:15 – Graphic score (page 3 of 3) 
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5.3.2.ȱDiscursiveȱanalysisȱtextȱ

Inȱthisȱpartȱofȱtheȱprojectȱyouȱdiscussȱhowȱtheȱmusicalȱeventsȱdetailed
inȱyourȱgraphicȱscoreȱgiveȱriseȱtoȱparticularȱmoods,ȱeffectsȱorȱconnotaȬ
tions.ȱYouȱshouldȱalsoȱdiscussȱhowȱthoseȱmusicalȱ‘meanings’ȱcombine

withȱtheȱvisuals,ȱsoundȱeffects,ȱdialogue,ȱetc.ȱtoȱcreateȱanȱoverallȱaudioȬ
visualȱcomplexȱofȱmeaning.ȱTheȱdiscussionȱshouldȱ inȱotherȱwordsȱbe
semioticȱandȱtakeȱintoȱaccountȱcommentsȱandȱreactionsȱgatheredȱdurȬ
ingȱtheȱfeedbackȱsession.ȱ

Inȱ theȱ caseȱofȱ theȱgraphicȱ scoreȱ justȱpresentedȱ I’dȱprobablyȱ startȱ the
analysisȱbyȱdividingȱfeedbackȱresponsesȱintoȱthreeȱcategories:ȱ[1]ȱtense,
worry,ȱheadache,ȱinnerȱturmoil,ȱill,ȱsick,ȱconfused,ȱrepressedȱterror;ȱ[2]
unpredictable,ȱfateful,ȱominous,ȱforeboding,ȱdeath,ȱfuneral,ȱexecution;
[3]ȱethnic,ȱSouthȱAmerica,ȱIndians,ȱtropicalȱbirds,ȱjungle.ȱIȱwouldȱrelate
theseȱcategoriesȱtoȱmusemesȱ1a1ȱ(Sickȱstrings),ȱ2aȱ(Deathȱdrum)ȱandȱ3a1
(Worryingȱwoodwindȱ–ȱethnic),ȱmoreȱspecificallyȱtoȱ3a1aȱ(PanpipeȱpunctuȬ
ationsȱ andȱ breathyȱ blasts),ȱ3a1bȱ (Woodȱ fluteȱhoots),ȱ3a1cȱ (Screamingȱ bird
flutes).ȱI’dȱtryȱtoȱsubstantiateȱthisȱinterpretationȱforȱmusemeȱ1a1ȱusing
IOCMȱ likeȱ [i]ȱ aȱ veryȱ similarȬsoundingȱ sectionȱ oneȱminuteȱ intoȱPendȬ
erecki’sȱThrenodyȱforȱtheȱVictimsȱofȱHiroshimaȱandȱ[ii]ȱvariousȱsnippetsȱof
filmȱmusicȱ linkedȱ toȱ seediness,ȱdrunkenness,ȱmotionȱ sickness,ȱmadȬ
ness,ȱetc.55ȱI’dȱtryȱtoȱargueȱsimilarlyȱforȱtheȱdeathȱdrumȱandȱ theȱethnic
woodwindȱmusemes,ȱpointingȱoutȱtheȱtemporalȱunpredictabilityȱbutȱseȬ
manticȱconsistencyȱwithȱwhichȱtheȱlatterȱareȱinsertedȱatȱwordsȱrelating
toȱ colonisersȱandȱ theȱ colonisedȱ (‘enslaved’,ȱ ‘settlers’,ȱ ‘LaȱPlata’,ȱ ‘San
Miguel’,ȱ‘Indians’,ȱ‘plateau’).ȱI’dȱdrawȱattentionȱtoȱtheȱcoȬoccurrenceȱof
theȱdeathȱdrumȱwithȱ[i]ȱtheȱfilm’sȱfirstȱimageȱ(aȱEuropeanȱmanȱofȱauthorȬ
ityȱsweatingȱuncomfortablyȱ inȱ tropicalȱheatȱatȱ0:00:54),ȱandȱ [ii]ȱreferȬ
encesȱ toȱpapalȱauthorityȱ (‘Yourȱholiness’…’yearȱofȱOurȱLordȱ1758’ȱat
0:01:19ȱandȱ‘theȱacademiesȱofȱRome’ȱatȱ0:01:46),ȱnotingȱhowȱtheȱdrumȱis
struckȱmoreȱregularlyȱandȱrepeatedlyȱ towardsȱ theȱendȱofȱ theȱexcerpt
(fromȱ0:01:54),ȱaccompanyingȱtheȱchangeȱofȱlocationȱ(visualsȱandȱsound
effects)ȱfromȱtheȱenclosedȱEuropeanȱcolonialȱmissionȱoutȱonȱtoȱtheȱplaȬ

55. ThanksȱtoȱSimonȱBertrandȱforȱtheȱPendereckiȱlink.ȱForȱtheȱSEEDYȱandȱDRUNKȱfilmȱ
musicȱIOCM,ȱseeȱTLTT:573Ȭ577.
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teauȱandȱ intoȱ theȱ jungle.ȱ Itȱwouldȱalsoȱbeȱworthȱnotingȱhowȱ theȱ sick
stringsȱlinkedȱtoȱtheȱmoralȱturmoilȱinsideȱtheȱcardinal’sȱheadȱgiveȱway

atȱ0:01:35ȱtoȱpleasantlyȱmelodicȱandȱharmoniousȱquasiȬdiegeticȱmusic

linkedȱvisuallyȱtoȱtheȱfilm’sȱ‘goodȱguys’ȱ—FatherȱGabrielȱandȱhisȱindigȬ
enousȱpupilsȱdressedȱinȱangelicȱwhite—ȱandȱverballyȱtoȱ‘theȱnobleȱsouls
ofȱtheseȱIndians’.ȱOtherȱmusicalȱeventsȱworthȱdiscussingȱmightȱbe:ȱ[i]
theȱ ‘ethnic’ȱ fluteȱ figureȱafterȱ ‘Iȱdon’tȱ thinkȱ I’mȱsettingȱ theȱ rightȱnote’
(0:01:12);ȱ [ii]ȱ theȱ transscansionȱ afterȱ ‘Beginȱ again’ȱ (0:01:15);ȱ [iii]ȱ the
loud,ȱsplutteredȱpanȱpipeȱburstȱatȱ ‘martyrdom’ȱ (0:02:07);ȱ[iv]ȱ theȱfact
thatȱtheȱveryȱfirstȱaudiovisualȱeventȱinȱthisȱfilm,ȱatȱ0:00:45ȱandȱlasting
fourȱseconds,ȱconsistsȱofȱtotalȱdarknessȱcontainingȱaȱsingleȱnoteȱofȱmuȬ
sicȱslidingȱuneasilyȱdownȱtoȱrevealȱ(atȱ0:00:49)ȱtheȱcardinal’sȱimmobile

faceȱinȱextremeȱcloseȬup;ȱandȱ[v]ȱanotherȱsickȱstringȱslitherȱplusȱaȱdeath
drumȱhitȱ beforeȱ theȱ cardinalȱ finallyȱmovesȱ andȱ opensȱhisȱmouthȱ to
speakȱ(0:56:24).ȱ

5.4.ȱGeneralȱdiscussionȱofȱmusicȱthroughoutȱtheȱfilm

ThisȱdiscussionȱshouldȱbeȱbasedȱonȱobservationsȱpresentedȱinȱtheȱCue
listȱ (p.558),ȱ theȱTableȱ ofȱmusicalȱ ideasȱ (p.565)ȱandȱ theȱ InȬdepthȱ analysis
(p.567).ȱYouȱshouldȱsummariseȱyourȱfindingsȱaboutȱtheȱassociationȱof
particularȱmusicalȱ ideasȱwithȱparticularȱcharacters,ȱ locations,ȱactions,
attitudesȱandȱmoodsȱthroughoutȱtheȱfilm,ȱdrawingȱonȱyourȱknowledge

ofȱfilmȱmusic’sȱfunctionsȱ(p.546)ȱandȱotherȱrelevantȱconceptsȱ(p.552)ȱto
makeȱyourȱargumentsȱmoreȱconvincing.ȱYouȱshouldȱdiscussȱanyȱevenȬ
tualȱethicalȱorȱideologicalȱdimensionȱyouȱthinkȱtheȱmusicȱaddsȱtoȱthe
film,ȱpointingȱout,ȱifȱapplicable,ȱwhichȱindividualsȱorȱgroupsȱofȱpeople,
whichȱ locations,ȱwhichȱtypesȱofȱactionȱandȱattitudeȱetc.ȱareȱscoredȱ in
positive,ȱnegativeȱorȱneutralȱterms.ȱThisȱsectionȱofȱtheȱprojectȱalsoȱgives
youȱtheȱchanceȱtoȱexpressȱyourȱownȱopinionsȱaboutȱhowȱwellȱorȱbadly
theȱmusicȱworksȱinȱtheȱfilm.ȱInȱtheȱcaseȱofȱTheȱMissionȱIȱthinkȱtheȱfollowȬ
ingȱsortȱofȱpointsȱwouldȱbeȱworthȱdiscussing.ȱ

[1]ȱMusicȱisȱheardȱduringȱ58%ȱofȱtheȱfilm’sȱtotalȱrunningȱtime.56ȱDoes
theȱfilmȱreallyȱneedȱthatȱmuchȱmusic?ȱWhyȱisȱthereȱrelativelyȱlittleȱmuȬ
sicȱinȱtheȱmiddleȱofȱtheȱfilm?

56. 1:12:05ȱ(=4325ȱseconds)ȱoutȱofȱ2:04:55ȱ(7495Ȉ)ȱisȱequivalentȱtoȱ57.7%.
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[2]ȱMorricone’sȱscoreȱcontainsȱaȱwideȱvarietyȱofȱmusicalȱstyles,ȱranging
fromȱdissonantȱEuropeanȱmodernismȱ(forȱtheȱcardinal’sȱinnerȱturmoil

andȱcolonialistȱactsȱofȱviolence)ȱ toȱ idealisedȱ indigenousȱmusic,57ȱand
fromȱ finelyȱ craftedȱ exemplarsȱ ofȱ euroclassicalȱ tonalityȱ (forȱ attitudes
andȱactsȱofȱhopeȱandȱgenerosity)ȱtoȱtheȱdeathȱdrumȱandȱotherȱ‘threatenȬ
ing’ȱusesȱofȱpercussion.ȱ

[3]ȱTheȱscoreȱcontainsȱseveralȱcuesȱinȱwhichȱ‘humanist’ȱclassicalȱideas
combineȱwithȱtheȱidealisedȱindigenousȱmusicȱtoȱaccompanyȱscenesȱof
concordȱwhereȱtheȱcommonȱinterestsȱofȱtheȱlowlyȱJesuitȱbrothersȱand
theȱindigenousȱGuaraníȱareȱpresentedȱvisuallyȱorȱverbally.

[4]ȱTheȱunpredictableȱintermittentȱwoodwindȱburstsȱonȱ‘ethnic’ȱinstruȬ
mentsȱheardȱinȱtheȱfirstȱsceneȱbecomeȱsuccessivelyȱlessȱthreateningȱas
theȱstoryȱunfolds.ȱByȱtheȱendȱofȱtheȱfilmȱtheyȱareȱanȱintegral,ȱconsonant
partȱofȱtheȱcombinationȱEUROPEANȱHUMANISMȱPLUSȱINDIGENOUSȱRIGHTS

ANDȱDIGNITYȱmentionedȱunderȱpointȱ3.ȱȱȱ

[5]ȱTheȱfilm’sȱmainȱthemeȱisȱreallyȱmoreȱofȱaȱmotif.ȱBuiltȱonȱthreeȱnotes,
itȱappearsȱinȱmanyȱdifferentȱguises,ȱforȱexample:ȱ[i]ȱplayedȱbyȱfullȱsymȬ
phonyȱorchestraȱwithȱclassicalȱharmoniesȱforȱtheȱmainȱtitlesȱinȱfrontȱof
theȱfallsȱ(0:05:01Ȭ0:06:26);ȱ[ii]ȱmuchȱmoreȱdiscordantlyȱforȱRodrigo’sȱanȬ
guishȱandȱoutburstȱinȱprisonȱ(0:29:23Ȭ0:31:40);ȱ[iii]ȱsungȱinȱaȱveryȱhigh
registerȱ byȱ anȱ indigenousȱ trebleȱ voiceȱ (‘innocence’)ȱ asȱ aȱMiserereȱ (=
‘Haveȱmercy’)ȱaccompaniedȱbyȱalmostȱdirgeȬlikeȱmidȬtoȬlowȬregister
stringsȱplayingȱveryȱsimpleȱheldȱchordsȱ(1:59:59Ȭ2:00:50).ȱ

[6]ȱTheȱfilm’sȱmainȱ‘humanist’ȱtheme,ȱGabriel’sȱOboe,ȱoccursȱonlyȱonce
andȱ veryȱ brieflyȱ asȱ diegeticȱmusicȱ (0:10:59).ȱ It’sȱ otherwiseȱ usedȱ for
longerȱ underscoreȱ cuesȱ (atȱ 0:14:13,ȱ 0:40:41,ȱ 1:15:58,ȱ 1:26:02,ȱ 1:27:13,
1:38:26,ȱ1:55:22)ȱandȱ inȱtheȱendȱcredits.ȱDespiteȱbeingȱusedȱmainlyȱas
underscore,ȱGabriel’sȱOboeȱ isȱoneȱofȱ theȱworld’sȱmostȱpopularȱ tunes,
publishedȱ inȱeveryȱconceivableȱ typeȱofȱarrangement,ȱplayedȱatȱwedȬ
dings,ȱinȱconcertȱhalls,ȱonȱbandstands,ȱinȱbarsȱandȱclubs,ȱatȱfigureȱskatȬ
ingȱ competitions,ȱ inȱ airlineȱ adverts,ȱ performedȱ byȱ amateursȱ and
professionals,ȱ setȱ toȱ lyricsȱ soȱ itȱ canȱbeȱ sung,ȱusedȱasȱ soundtrackȱ for
‘beautifulȱnature’ȱmontagesȱofȱstillsȱonȱYouTube,ȱavailableȱasȱaȱmobile

57. ‘Laȱmusicaȱdegliȱindiosȱperlomenoȱidealizzata’ȱisȱhowȱtheȱcomposerȱrefersȱtoȱthatȱ
musicȱinȱtheȱBBC2/ZDFȱTVȱdocumentaryȱEnnioȱMorriconeȱ(1995).
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phoneȱringtone,ȱetc.,ȱetc.ȱItȱmightȱbeȱworthȱaskingȱwhyȱthisȱtechnically
demandingȱtune,ȱwithȱitsȱlongȱphrasesȱandȱsubtletiesȱofȱtimingȱhasȱbeȬ
comeȱsuchȱaȱpopularȱpieceȱtoȱperformȱasȱwellȱasȱtoȱhear?58ȱȱ

5.5.ȱAppendices

YourȱwrittenȱprojectȱshouldȱcorrectlyȱlistȱallȱverbalȱandȱaudiovisualȱrefȬ
erencesȱyouȱhaveȱusedȱinȱyourȱwork.ȱNormsȱforȱformulatingȱtheseȱapȬ
pendicesȱareȱonlineȱatȱtagg.org/xpdfs/RefAppxs.pdfȱ.

5.6.ȱProcedureȱandȱpresentation

Toȱcompleteȱthisȱprojectȱsuccessfullyȱit’sȱbestȱtoȱdoȱitsȱvariousȱtasksȱin
theȱfollowingȱorder:ȱ[1]ȱChoiceȱofȱfilm;ȱ[2]ȱPreliminariesȱ(filmȱdetails,
motivations,ȱetc.);ȱ[3]ȱCueȱlist;ȱ[4]ȱChoiceȱofȱsceneȱforȱinȬdepthȱanalysis;
[5]ȱTableȱofȱmusicalȱideas;ȱ[6]ȱGraphicȱscore;ȱ[7]ȱDiscursiveȱanalysis;ȱ[8]
Generalȱdiscussionȱofȱmusicȱthroughoutȱtheȱfilm;ȱ[9]ȱAppendices;ȱ[10]
Tableȱofȱcontents.ȱThisȱorderȱofȱworkingȱisȱnotȱtheȱsameȱasȱthatȱinȱwhich

theȱprojectsȱvariousȱpartsȱshouldȱbeȱsubmitted.

YourȱprojectȱshouldȱbeȱsubmittedȱwithȱitsȱconstituentȱpartsȱinȱtheȱfollowȬ
ingȱorder:ȱ[1]ȱTableȱofȱcontents;ȱ[2]ȱPreliminariesȱ(filmography,ȱmotivaȬ
tions);ȱ [3]ȱTableȱ ofȱmusicalȱ ideas;ȱ [4] Cue list; [5] Graphic score; [6]
Discursive analysis; [7] General discussion; [8] Appendices.

5.6.ȱTechnicalȱconsiderations

Thisȱprojectȱrequiresȱanȱabsoluteȱminimumȱofȱtheȱfollowingȱsoftware:

• wordȱprocessingȱorȱdesktopȱpublishingȱapplication;
• indexableȱspreadsheet;
• audiovisualȱplaybackȱcapableȱofȱreadingȱDVDsȱandȱstandardȱvideoȱ

fileȱformatsȱ(MPG,ȱAVI,ȱetc.).

Alsoȱextremelyȱusefulȱareȱtheȱfollowingȱsortsȱofȱsoftware:

• audiovisualȱrecordingȱandȱediting;
• audioȱrecordingȱandȱediting;

58. 2010Ȭ10Ȭ23ȱthereȱwereȱ1,870ȱrecordingsȱofȱGabriel’sȱOboeȱpostedȱonȱYouTube.ȱMostȱofȱ
theȱpostingsȱwereȱEuropean,ȱNorthȱAmericanȱorȱEastȱAsianȱ(particularlyȱKorea).ȱAȱ
fewȱalsoȱcameȱfromȱLatinȱAmericaȱandȱSouthȱAfrica.ȱI’veȱputȱtogetherȱaȱvideoȱmonȬ
tageȱofȱ42ȱdifferentȱperformancesȱofȱtheȱpieceȱ(includingȱversionsȱforȱbagpipes,ȱrockȱ
guitar,ȱukelele,ȱharmonica,ȱbrassȱbands,ȱetc.)ȱandȱpostedȱitȱonline:ȱjustȱenterȱ‘42 
Gabriel’s Oboes’ȱinȱtheȱYouTubeȱSearchȱbox.

http://tagg.org/xpdfs/RefAppxs.pdf
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• audiovisualȱformatȱconversionȱandȱDVDȱdecryption;59
• stillȱimageȱediting;
• metronomeȱandȱtimeȱcalculator.

Withȱallȱtheseȱapplicationsȱyouȱwillȱbeȱableȱto:
• convertȱDVDȱformatȱ(VOB)ȱtoȱeditableȱvideoȱformatsȱ(MPG,ȱAVI,ȱetc.);
• joinȱDVDȱVOBȱfilesȱintoȱoneȱsingleȱfile;
• addȱtimecodeȱtoȱyourȱfilm;

• splitȱyourȱfilmȱintoȱmanageableȱlengthsȱshowingȱtheȱrightȱtimecodeȱ
inȱrelationȱtoȱtheȱstartȱofȱtheȱmovie;

• dumpȱscreenȱstillsȱtoȱimageȱfilesȱforȱuseȱasȱthumbnails;

• putȱdifferentȱmusicȱtoȱpictureȱ(orȱdifferentȱpicturesȱtoȱmusic);

• exportȱsound,ȱincludingȱmusic,ȱtoȱaȱseparateȱfile;
• manipulateȱsoundȱfilesȱforȱpresentationȱinȱfeedbackȱsessions;
• manipulateȱ(still)ȱimageȱfilesȱ(e.g.ȱreduceȱtoȱthumbnailȱsize);
• establishȱmetronomeȱrateȱofȱmusicȱ(inȱbpm);

• calculateȱbpmȱfromȱdurationsȱandȱnumberȱofȱbeats;
• calculateȱtotalȱdurationȱofȱcuesȱinȱpartȱorȱallȱofȱyourȱfilm.

ȱTooȱmuch?
‘It’sȱtooȱmuch.ȱYouȱcan’tȱexpectȱstudentsȱtoȱdoȱallȱofȱthat,ȱespeciallyȱif
they’veȱnoȱformalȱtrainingȱinȱmusic.’ȱTheseȱareȱsomeȱofȱtheȱcomments

I’veȱheardȱfromȱotherȱteachersȱofȱbothȱmusicȱandȱotherȱsubjectsȱwhen

I’veȱtalkedȱenthusiasticallyȱaboutȱsomeȱofȱtheȱstudentȱprojectsȱsubmitȬ
tedȱbyȱmusosȱandȱnonȬmusosȱalike.60ȱI’veȱevenȱhadȱtoȱaskȱstudentsȱto
lendȱmeȱtheirȱworkȱafterȱit’sȱbeenȱgradedȱandȱit’sȱbackȱinȱtheirȱhandsȱso
Iȱcanȱshowȱtheȱdoubtingȱteachersȱwhoȱwon’tȱcheckȱtheȱexamplesȱofȱstuȬ
dentȱworkȱI’veȱputȱonȱ lineȱ thatȱI’mȱnotȱexaggerating.ȱNow,ȱI’llȱadmit

thatȱsomeȱstudentsȱregretȱhavingȱregisteredȱforȱtheȱcourseȱwhenȱthey
discoverȱtheȱextentȱofȱwhatȱtheyȱareȱexpectedȱtoȱproduceȱduringȱweeks

5Ȭ13,ȱandȱoneȱorȱtwoȱabandonȱtheȱcourseȱinȱweekȱ2ȱafterȱhearingȱwhat

sortȱofȱworkȱ isȱ inȱstoreȱ forȱ them;ȱbutȱevenȱ thoseȱwhoȱ initiallyȱswore

whileȱslavingȱoverȱtheirȱcueȱlistȱmustȱhaveȱfoundȱitȱworthȱtheȱeffortȱbeȬ

59. It’sȱnotȱillegalȱtoȱuseȱsoftwareȱlikeȱDVDȱDECRYPTERȱforȱindividualȱstudyȱpurposesȱlikeȱ
thisȱproject.ȱItȱis,ȱhowever,ȱillegalȱtoȱpubliclyȱdistributeȱsuchȱsoftware.

60. Forȱexamplesȱofȱstudentȱwork,ȱseeȱ|tagg.org/studtxts.html#MMI|,ȱesp.ȱDerbalȱ(2007),ȱ
Feronȱ(2005),ȱGauthierȱ(2009),ȱLambertȱ(2005),ȱShaveȱ(1998,ȱ2000).ȱ
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causeȱanonymousȱstudentȱevaluationsȱhaveȱbeenȱconsistentlyȱpositive
andȱ theȱgenerallyȱhighȱstandardȱofȱstudentȱworkȱsuggestsȱ thatȱ there
mustȱbeȱconsiderableȱinterestȱandȱmotivationȱforȱtheȱsubject.ȱAlthough
I’veȱheardȱsomeȱstudentsȱcomplainȱaboutȱtheȱscopeȱofȱtheȱcoursework,

theȱmostȱcommonȱirritantȱisȱexpressedȱinȱtermsȱlikeȱ‘Iȱcan’tȱwatchȱaȱfilm
anyȱmoreȱwithoutȱpayingȱattentionȱtoȱtheȱmusic’.ȱ‘Don’tȱworry’,ȱIȱreply
whenȱIȱgetȱtheȱchance:ȱ‘I’veȱlearntȱtoȱswitchȱoffȱmyȱanalyticalȱearȱwhen

Iȱwant,ȱbecauseȱIȱknowȱIȱcanȱalwaysȱswitchȱitȱbackȱonȱagainȱifȱneedȱbe’.

Theȱ scepsisȱ ofȱ someȱ colleaguesȱ towardsȱ theȱworkȱ describedȱ inȱ this
chapterȱcontrastsȱstarklyȱwithȱtheȱenthusiasmȱofȱmanyȱstudentsȱforȱthe
workȱtheyȱhaveȱtoȱdoȱonȱtheȱcourse.ȱThisȱcontrastȱmayȱwellȱreflectȱsome

ofȱtheȱdifferencesȱbetweenȱknowledgesȱdiscussedȱinȱChaptersȱ3ȱandȱ6,
inȱthatȱskillsȱinvolvedȱinȱMusicȱandȱtheȱMovingȱImageȱrelyȱlargelyȱonȱaesȬ
thesicȱcompetenceȱ inȱmusicȱ(knowledgeȱ typeȱ1bȱonȱpageȱ119)ȱandȱ its
conventionalȱstatusȱasȱaȱlargelyȱvernacular,ȱextracurricularȱaffair.ȱMoreȬ
over,ȱtheȱprojectȱjustȱdescribedȱdemandsȱinteractionȱwithȱaȱmainlyȱnonȬ
scribalȱmediumȱincludingȱlargeȱamountsȱofȱinvisibleȱmusic:ȱthereȱisȱno
notationȱtoȱfollow,ȱthereȱareȱnoȱcanonicalȱtextsȱtoȱingest,ȱand,ȱtoȱquote
SimonȱFrithȱagain,ȱit’sȱ ‘literallyȱnotȱtheȱsortȱofȱthingȱyouȱ[can]ȱphotoȬ
copy’.61ȱAndȱyet,ȱknowingȱthatȱfilms,ȱTVȱprogrammesȱandȱvideoȱgames

areȱmediaȱwithȱwhichȱeveryȱstudentȱonȱeveryȱMusicȱandȱMovingȱImage
courseȱI’veȱrunȱsinceȱ1993ȱhasȱbeenȱfamiliarȱsinceȱbirth,ȱitȱstrikesȱmeȱnot
soȱmuchȱasȱabsurdȱasȱwastefulȱnotȱtoȱhelpȱstudentsȱunderstandȱandȱsysȬ
tematiseȱtheirȱaesthesicȱcompetenceȱinȱreactingȱtoȱtheȱmessages,ȱmusiȬ
calȱandȱotherwise,ȱcirculatingȱinȱthoseȱmedia.ȱ

Toȱputȱitȱbluntly,ȱgivenȱtheȱissuesȱofȱdualȱconsciousnessȱandȱtheȱubiqȬ
uityȱofȱinvisibleȱmusicȱinȱcontemporaryȱmedia,ȱbothȱraisedȱatȱtheȱstart
ofȱthisȱbook,ȱwhat,ȱIȱwonder,ȱshouldȱgeneralȱmusicȱeducationȱbeȱabout
ifȱnotȱtheȱsortȱofȱthingȱsetȱoutȱ inȱthisȱchapterȱor,ȱcomeȱtoȱthat,ȱ inȱthis
bookȱasȱaȱwhole?ȱ

 
  

61. Phoneȱconversation,ȱ2002Ȭ06Ȭ17;ȱseeȱalsoȱpageȱ106.ȱ
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Glossary

Abbreviations

abbr.ȱ=ȱabbreviationȱ|ȱadj.ȱ=ȱadjectiveȱ|ȱadv.ȱ=ȱadverbȱ|ȱa.k.a.ȱ=ȱalsoȱknown

asȱ|ȱattrib.ȱ=ȱattribute/attributiveȱ|cf.ȱ=ȱconferȱ(Latin),ȱi.e.ȱcompareȱ|ȱcolȬ
loq.ȱ=ȱcolloquialȱ|ȱderiv.ȱ=ȱderivationȱ|ȱderog.ȱ=ȱderogatoryȱ|ȱe.g.ȱ=ȱexemȬ
plaeȱgrati¬,ȱLatinȱforȱ‘byȱwayȱofȱanȱexample’ȱ|ȱEng.ȱ=ȱEnglishȱ|ȱetym.ȱ=
etymologyȱ|ȱFr.ȱ=ȱFrenchȱ|ȱGk.ȱ=ȱGreekȱ|ȱi.e.ȱ=ȱidȱest,ȱLatinȱforȱ‘thatȱisȱ(to
say)’ȱ|ȱIt.ȱ=ȱItalianȱ|ȱLat.ȱ=ȱLatinȱ|ȱling.ȱ=ȱlinguistic[s]ȱ|ȱmus.ȱ=ȱmusic[al]

|ȱMȬWȱ =ȱMerriamȬWebsterȱ (dictionary)ȱ |ȱ n.ȱ =ȱnounȱ |ȱ n.ȱ ph.ȱ =ȱnoun
phraseȱ|ȱneol.ȱ=ȱneologismȱ|ȱphon.ȱ=ȱphonetic[s]ȱ|ȱpl.ȱ=ȱpluralȱ|ȱpron.ȱ=
pronunciationȱ|ȱq.v.ȱ=ȱquod/quaeȱvidere,ȱLatinȱforȱ ‘whichȱsee’,ȱ i.e.ȱgo
lookȱupȱ theȱ term[s]ȱ justȱmentionedȱ|ȱrelig.ȱ=ȱreligionȱ|ȱsemio.ȱ=ȱsemiȬ
otic[s]ȱ|ȱv.ȱ=ȱverb

Terms

AȱCAPPELLAȱ[CM
�R'N
]ȱadv.ȱmus.ȱ[1]ȱusualȱsense:ȱvoice[s]ȱonlyȱwithoutȱinȬ
strumentalȱaccompaniment;ȱetym.ȱIt.ȱCAPPELLAȱ=ȱchapel,ȱchoir,ȱi.e.ȱinȱthe
mannerȱofȱaȱchapelȱchoir;ȱ[2]ȱspecialistȱusage:ȱvoice[s]ȱaccompaniedȱby
onlyȱchurchȱorgan.ȱ

ADSRȱȱ ȱENVELOPE.

AEOLIANȱMODEȱ ȱCHURCHȱMODES.

AESTHESICȱ> , V � 7 L Ú ] , N @ȱadj.ȱ(fromȱFr.ȱesthésique,ȱMolinoȱviaȱNattiez);ȱrelatȬ
ingȱtoȱtheȱaesthesisȱ[, V � 7 L Ú V , V]ȱ(΅½ΗΌΗΖȱ=ȱperception/sensation)ȱofȱmusic

ratherȱthanȱtoȱitsȱproductionȱorȱconstruction;ȱcf.ȱPOÏETIC.ȱ

A.K.A.ȱabbr.ȱalsoȱknownȱas,ȱalias.

ALEATORICȱ[CN+
�V1T+M]ȱadj.ȱbasedȱonȱelementsȱofȱchance;ȱn.ȱALEATORICS.

ALOGOGENICȱ> (, OR J� 8� G = (Q , N@ȱadj.ȱoppositeȱofȱLOGOGENICȱ(q.v.).
ANACRUSISȱ[3P��MTW�U+U]ȱn.ȱshortȱmusicalȱeventȱhavingȱtheȱcharacterȱof
anȱupbeatȱorȱpickup,ȱi.e.ȱaȱrhythmicȱfigureȱand/orȱshortȱtonalȱprocess
propellingȱtheȱmusicȱintoȱwhateverȱitȱimmediatelyȱprecedes;ȱadj.ȱANAȬ
CRUSTICȱ[3P��MTW�UV+M].
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ANAPHONEȱn.ȱ[� 4 Q � I � 8 Q]ȱneol.ȱ(1990);ȱmusicalȱsignȱtypeȱbearingȱiconic
resemblanceȱtoȱwhatȱitȱcanȱbeȱheardȱtoȱrepresentȱ(p.487,ff.);ȱadj.ȱANAȬ
PHONICȱ [4 Q � � I 2 Q LN @;ȱseeȱalsoȱSONICȱANAPHONE,ȱTACTILEȱANAPHONE,ȱKIȬ
NETICȱANAPHONE.

ANAPHORAȱ [� � Q D I R U �]ȱ n.ȱ rhetoricalȱ deviceȱ byȱwhichȱ successiveȱ senȬ
tencesȱstartȱidenticallyȱbutȱendȱdifferently,ȱasȱinȱMartinȱLutherȱKing’sȱI
HAVEȱAȱDREAMȱspeech;ȱtransferredȱtoȱmusic,ȱaȱmelodicȱanaphoraȱmeans

thatȱsuccessiveȱphrasesȱstartȱwithȱtheȱsameȱmotifȱbutȱendȱdifferently,
whileȱaȱharmonicȱanaphoraȱmeansȱthatȱsuccessiveȱchordȱsequencesȱstart
withȱtheȱsameȱchange[s]ȱbutȱendȱdifferently.ȱANAPHORAȱisȱtheȱopposite
ofȱEPISTROPHE.

ANHEMITONICȱadj.ȱmus.ȱ(ofȱMODEsȱandȱSCALES)ȱcontainingȱnoȱSEMITONE
INTERVALsȱ(cf.ȱHEMITONIC).

ANNEXINGȱ ȱGENERICȱANNEXING.

ANTIPHONYȱ=3P�V+H�P+?ȱn.ȱmus;ȱetym.ȱGk.ȱΦΑΘϟȱ(=ȱopposite)ȱandȱΚΝΑφȱ(=
voice),ȱadj.ȱANTIPHONALȱ=CP�V+H�P�N?.ȱANTIPHONYȱisȱaȱRESPONSORIALȱ( )

practiceȱinȱwhichȱtwoȱequallyȱdimensionedȱgroupsȱofȱsingersȱorȱplayers
exchangeȱphrasesȱorȱpassages.ȱAntiphonalȱpracticesȱ includeȱalternate
singingȱbyȱmenȱandȱwomen,ȱthemesȱpassedȱfromȱoneȱinstrumentalȱsecȬ
tionȱtoȱanother,ȱandȱtheȱdivisionȱofȱanȱEnglishȱcathedralȱorȱcollegiate
choirȱintoȱtwoȱequalȱhalvesȱplacedȱonȱoppositeȱsidesȱofȱtheȱquireȱwithȱa
centralȱaisleȱbetweenȱthemȱ(DecaniȱandȱCantoris).

AOȱ[( , � � 8]ȱn.ȱph.ȱabbr.ȱneol.ȱ(1979)ȱanalysisȱobject,ȱi.e.ȱaȱPIECEȱOFȱMUSIC
subjectedȱtoȱanalysis.

APPOGGIATURAȱ[
R1F<C�VW�TC]ȱn.ȱmus.ȱ[1]ȱinȱeuroclassicalȱmusicȱtheory
anȱaccentuated,ȱ‘dissonant’ȱgraceȱnoteȱofȱequalȱdurationȱtoȱtheȱfollowȬ
ingȱnoteȱonȱtoȱwhichȱtheȱdissonanceȱ‘resolves’;ȱ[2]ȱmoreȱgenerallyȱaȱpatȬ
ternȱofȱ twoȱadjacent,ȱconjunctȱandȱequidurationalȱnotesȱofȱwhichȱ the
firstȱisȱgivenȱmoreȱweightȱandȱjoinedȱsmoothlyȱtoȱtheȱsecond;ȱetym.ȱIt.
appoggiarsiȱ=ȱtoȱlean,ȱi.e.ȱaȱleaningȱnote;ȱpl.ȱappoggiatureȱ[
R1F<C�VW�T'].

ARBITRARYȱSIGNȱ(a.k.a.ȱCONVENTIONALȱSIGN)ȱn.ȱph.ȱsemio:ȱsignȱconnected
byȱconventionȱtoȱwhatȱitȱsignifiesȱ(seeȱp.ȱ163,ȱff.);ȱcf.ȱICON,ȱINDEX.ȱ
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ARPEGGIOȱIt.ȱ=CT�RGF<1?,ȱUKȱEng.ȱ=#��R'F<+
7],ȱn.ȱmus.ȱ(adj.ȱARPEGGIATO
orȱARPEGGIATED):ȱchordȱwhoseȱconstituentȱnotesȱareȱplayedȱinȱsequence
insteadȱofȱsimultaneously;ȱfromȱIt.ȱarpeggiareȱ=ȱtoȱplayȱtheȱharp.

ATMOSȱ [� 4 W P 2 V]ȱn.ȱ (pl.ȱATMOSESȱ [� 4 W P � V , ]]),ȱ etym.ȱ abbr.ȱatmosphere,

a.k.a.ȱAMBIENCE,ȱAMBIENTȱSOUND;ȱanȱATMOSȱpresentsȱtheȱgeneralȱongoȬ
ingȱsoundscape,ȱtheȱaudioȱscenery,ȱtheȱsonicȱbackcloth,ȱetc.ȱrelevantȱto
theȱvisualȱfootageȱwithȱwhichȱitȱisȱheard.ȱ

AURALȱ STAGINGȱ n.ȱ ph.ȱ abbr.ȱ neol.ȱ (2011)ȱ theȱmiseȬenȬscèneȱ ofȱ sound
sourcesȱ(voices,ȱinstruments,ȱsoundȱeffects,ȱetc.),ȱinȱoneȱorȱmoreȱacousȬ
ticȱ spaces;ȱparticularlyȱ importantȱ inȱaudioȱ recordingsȱ—phonographic
stagingȱ(Lacasse,ȱ2005)—ȱbutȱalsoȱinȱfilmȱandȱgamesȱsound,ȱasȱwellȱasȱin
liveȱperformanceȱsituationsȱ(seeȱp.299).

AUTOȬTUNEȱ[1]ȱnameȱofȱdigitalȱpitchȱcorrectionȱsoftwareȱproducedȱby
AntaresȱAudioȱTechnologies;ȱ[2]ȱgenericȱtermȱforȱanyȱdigitalȱpitchȱcorȬ
rectionȱplugȬinȱusedȱinȱstudioȱrecordingȱorȱliveȱperformance,ȱe.g.ȱMELȬ
ODYNE.ȱWidelyȱusedȱtoȱimproveȱintonationȱofȱamateurȱvocalistsȱinȱTV
talentȱshowsȱ( ' ȱXȬFactorȱ(2010));ȱalsoȱusedȱasȱvocalȱeffectȱbyȱprofesȬ
sionalȱartistsȱlikeȱPeterȱGabrielȱandȱColdplay;ȱderiv.ȱformsȱAUTOȬTUNED,

AUTOȬTUNER,ȱAUTOȬTUNING.

BARȱn.ȱmus.ȱUKȬEnglishȱforȱMEASUREȱ(US),ȱi.e.ȱaȱrecurrentȱmusicalȱduraȬ
tionȱdefinedȱbyȱtheȱnumberȱofȱbeatsȱ(measuredȱinȱBPM)ȱofȱaȱgivenȱmetre;

e.g.ȱoneȱUȱbarȱ(4ȱquarterȬnotesȱorȱcrotchets)ȱatȱ80ȱbpmȱlastsȱ3ȱseconds.
Unlessȱtheȱmusic’sȱtempoȱisȱexactlyȱ60ȱorȱ120ȱbpm,ȱbeatsȱandȱbarsȱare
muchȱeasierȱtoȱcountȱthanȱsecondsȱandȱminutes.

BODYISMȱn.ȱ colloq.,ȱneol.ȱ (DaveȱLaing,ȱc.ȱ2002)ȱ typeȱofȱ thinkingȱabout
musicȱ thatȱproclaimsȱ theȱprimacyȱofȱmusic’sȱsomatic,ȱusuallyȱsexual,
propertiesȱatȱtheȱexpenseȱofȱitsȱotherȱtraitsȱ(seeȱpp.ȱ101Ȭ115).ȱ

BPMȱabbr.ȱbeatsȱperȱminuteȱ(unitȱofȱtempoȱmeasurement,ȱcf.ȱNPM).

BREAKȱn.ȱmus.ȱ[1]ȱveryȱshortȱsectionȱduringȱwhichȱongoingȱaccompaniȬ
mentȱ patternsȱ inȱ aȱ pieceȱ ofȱmusicȱ stopȱ toȱ giveȱ sonicȱ spaceȱ to,ȱ and
therebyȱ highlight,ȱwhateverȱ occupiesȱ themȱ (seeȱ p.ȱ 520);ȱ [2]ȱmusical

event[s]ȱinsideȱaȱbreak,ȱasȱjustȱdefined,ȱe.g.ȱaȱ‘drumȱbreak’.ȱN.B.ȱBREAK,
BREAKDOWNȱ andȱDROPȱ haveȱdifferentȱmeaningsȱ inȱpostȬ1990ȱDJȱparȬ
lance,ȱnotablyȱinȱtheȱsphereȱofȱhipȱhopȱandȱelectronica.ȱ
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BREAKDOWNȱNOTESȱa.k.a.ȱTIMINGȱNOTESȱn.ȱnotesȱpreparedȱbyȱtheȱMUSIC
EDITORȱandȱcomprisingȱaȱdetailedȱlistȱofȱsignificantȱeventsȱinsideȱaȱsinȬ
gleȱsceneȱinȱanȱaudiovisualȱproductionȱ(cf.ȱCUEȱLISTȱandȱCUEȱSHEET).ȱ

BRIDGEȱn.ȱmus.ȱ[1]ȱNorthȱAmericanȱtermȱforȱtheȱMIDDLEȱEIGHTȱ(UKȱEngȬ
lish),ȱi.e.ȱtheȱcontrastingȱBȱepisodeȱ(normallyȱlastingȱ8ȱbars)ȱinȱtheȱDIAȬ
TAXISȱofȱanȱAABAȱ32ȬbarȱJAZZȱSTANDARDȱ(p.ȱ397ȱff.);ȱ[2]ȱaȱshortȱpassage
joiningȱtwoȱcontrastingȱsectionsȱinȱaȱeuroclassicalȱpieceȱofȱmusic;ȱ[3]ȱa
shortȱpassageȱfillingȱinȱbetweenȱtwoȱstatementsȱofȱtheȱthemeȱinȱaȱeuroȬ
classicalȱfugue;ȱ[4]ȱaȱshortȱmusicalȱCUEȱjoiningȱtwoȱscenesȱofȱaȱdifferent
characterȱinȱaȱfilmȱorȱTVȱproductionȱ(seeȱalsoȱTAIL).ȱ

CALLȱANDȱRESPONSEȱ ȱRESPONSORIAL.

CCCSȱn.ȱabbr.ȱCentreȱforȱContemporaryȱCulturalȱStudies,ȱUniversityȱof
Birmingham,ȱUK.

CHARANGOȱ=V5C�TC0IQ?�n.ȱsmallȱstringedȱinstrumentȱofȱtheȱluteȱfamily;

usedȱinȱtraditionalȱAndeanȱmusic.

CHORDȱLOOPȱn.ȱmus.ȱ sequenceȱofȱ (typically)ȱ threeȱorȱ fourȱ chordsȱ reȬ
peatedȱseveralȱtimesȱinȱsuccession,ȱforȱexample:ȱ[1]ȱtheȱ4Ȭchordȱ‘milkȬ
sap’ȱloopȱorȱ‘vampȱuntilȱready’ȱ^ȱIȱȬȱviȱȬȱii/IVȱȬȱVȱ`ȱ(seeȱ'ȱTagg,ȱ2007);
[2]ȱtheȱ3Ȭchordȱmixolydianȱrockȱloopȱȱ^ȱIȱ�VIIȱIVȱ`ȱorȱȱ^��VIIȱIVȱIȱȱ`
(seeȱ'ȱTagg,ȱ2009b).

CHORDȱSHUTTLEȱn.ȱneol.ȱmus.ȱ(1993)ȱoscillationȱbetweenȱtwoȱchords,ȱfor
exampleȱtheȱtoȬandȬfroȱbetweenȱtonicȱminorȱ(i,ȱB�m)ȱandȱsubmediant

majorȱ(�VI,ȱG�)ȱinȱChopin’sȱMarcheȱfunèbreȱ(1839),ȱorȱDylan’sȱAllȱAlong
TheȱWatchtowerȱ (1968:ȱAmlF,ȱ a.k.a.ȱ AEOLIANȱ PENDULUMȱ (Björnberg,
1989));ȱorȱbetweenȱii7ȱandȱVȱinȱHe’sȱSoȱFineȱ(Chiffons,ȱ1963),ȱOhȱHappy
Dayȱ(EdwinȱHawkins,ȱ1969),ȱorȱMyȱSweetȱLordȱ(Harrison,ȱ1970).ȱChord
shuttlesȱ areȱ indicatedȱ byȱ doubleȱ endedȱ arrows,ȱ e.g.ȱ il�VIȱ or
B�mlG�ȱforȱChopin’sȱfuneralȱmarch;ȱcf.ȱCHORDȱLOOP.

‘CHURCH’ȱMODEȱn.,ȱa.k.a.ȱECCLESIASTICALȱMODE;ȱoneȱofȱ theȱsixȱmain

HEPTATONICȱDIATONICȱmodesȱwhich,ȱwhenȱarrangedȱinȱscalarȱformȱwith

theȱinitialȱnoteȱrepeatedȱatȱtheȱoctave,ȱcontain,ȱinȱvaryingȱpositions,ȱtwo

semitoneȱandȱfiveȱwholeȬtoneȱsteps.ȱTheȱsixȱmainȱ‘church’ȱmodesȱare:
[1]ȱIONIANȱ(c-cȱonȱtheȱwhiteȱnotesȱofȱtheȱpiano);ȱ[2]ȱDORIANȱ(d-dȱonȱthe

http://www.youtube.com/watch?v=vzYqBcUipok
http://www.youtube.com/watch?v=FVitoZVVs-g
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whiteȱnotes);ȱ[3]ȱPHRYGIANȱ(e-e);ȱ[4]ȱLYDIANȱ(f-f);ȱ[5]ȱMIXOLYDIANȱ(g-g);ȱ
[6]ȱAEOLIANȱ(a-a).ȱSeeȱalsoȱpp.ȱ325Ȭ334ȱandȱTaggȱ(2009:ȱ34Ȭ37).

CLICKȱdenotesȱtheȱmetronomeȱsoundȱthatȱconductorsȱand/orȱmusicians

hearȱinȱheadphonesȱwhenȱrecordingȱmusicȱtoȱpicture.ȱThisȱprocedure
meansȱthatȱtheȱmusicȱforȱeachȱcueȱcanȱbeȱrecordedȱsoȱasȱtoȱalignȱexactly
asȱintendedȱwithȱtheȱvisuals.ȱ

CLUSTERȱn.ȱmus.ȱsimultaneousȱsoundingȱofȱseveralȱneighbouringȱtones.

CONJUNCTȱMOTIONȱn.ȱph.ȱmus.ȱmelodicȱmovementȱbyȱsmall,ȱnormally

single,ȱintervallicȱsteps;ȱoppositeȱofȱDISJUNCTȱMOTION.ȱ

CONNOTEȱ[M
�P
7V]ȱv.ȱling.ȱtoȱmeanȱorȱsignifyȱbyȱimplicationȱorȱassociaȬ
tion;ȱn.ȱCONNOTATIONȱ[M1P
�V'+5
P];ȱadj.ȱCONNOTATIVEȱ[M
�P1V
V+X];ȱsee
pp.ȱ164Ȭ166;ȱcf.ȱDENOTE.

CONTRARYȱMOTIONȱn.ȱph.ȱmus.ȱmovementȱofȱtwoȱstrandsȱ(parts)ȱinȱopȬ
positeȱpitchȱdirections;ȱpitchȱmovementȱawayȱfromȱeachȱother;ȱoppoȬ
siteȱofȱPARALLELȱMOTION.

CONSTRUCTIONALȱadj.,ȱneol.ȱ(2001)ȱSeeȱPOÏETIC.ȱ

CONTINUANTȱn.ȱ[1]ȱphon.ȱextendableȱconsonant,ȱe.g.ȱ/T/ȱasȱinȱ‘RRReally!’
orȱaȱlongȱ/5/ȱ(‘shshsh’)ȱwhenȱyouȱwantȱpeopleȱtoȱbeȱquiet;ȱ[2]ȱneol.ȱ(2011)
theȱcontinuousȱ‘body’ȱofȱaȱtimbreȱregardlessȱofȱwhetherȱit’sȱtechnically
theȱDECAYȱorȱtheȱSUSTAINȱpartȱofȱtheȱENVELOPEȱ(seeȱpp.ȱ278Ȭ279).

COUNTERPOINTȱ[�MC7PV�R1+PV]ȱn.ȱ[1]ȱmus.ȱtypeȱofȱPOLYPHONYȱwhoseȱinȬ
strumentalȱ orȱ vocalȱ linesȱ (STRANDs)ȱ clearlyȱ differȱ inȱmelodicȱ and/or
rhythmicȱprofile;ȱpolyphonicȱ antithesisȱofȱHOMOPHONY;ȱ adj.ȱCONTRAȬ
PUNTALȱ [M1PVT��R;PV�N];ȱ [2]ȱ intentionalȱcontradictionȱ inȱmusicȱofȱconȬ
currentȱverbalȱorȱvisualȱevents.

CUEȱn.ȱ[MLW�]ȱmusicalȱcontinuumȱinȱanȱaudiovisualȱproduction;ȱtheȱduȬ
rationȱofȱaȱcueȱcanȱvaryȱfromȱjustȱaȱfewȱsecondsȱtoȱseveralȱminutes.

CUEȱLISTȱn.ȱaȱlistȱofȱCUEȱPOINTsȱforȱpartȱorȱwholeȱofȱanȱaudiovisualȱproȬ
duction,ȱi.e.ȱtheȱchronologicalȱenumerationȱofȱtimecodeȱlocationsȱcorreȬ
spondingȱ toȱ theȱstartȱandȱendȱofȱeachȱmusicȱ cueȱ (notȱ toȱbeȱconfused
withȱCUEȱSHEETȱorȱBREAKDOWNȱNOTES).
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CUEȱPOINTȱn.ȱpointȱatȱwhichȱaȱmusicalȱcueȱstarts,ȱtypicallyȱ(butȱnotȱexȬ
clusively)ȱtheȱstartȱofȱaȱscene;ȱnotȱtoȱbeȱconfusedȱwithȱHITȱPOINT.ȱȱȱȱ

CUEȱSHEETȱn.ȱ[1]ȱlistȱofȱallȱCUEsȱinȱanȱaudiovisualȱproduction,ȱspecifying
detailsȱofȱduration,ȱcomposer,ȱpublishingȱrights,ȱtypeȱofȱusage;ȱnotȱto
beȱconfusedȱwithȱCUEȱLIST;ȱ[2]ȱlistȱofȱscenesȱinȱaȱsilentȱfilm,ȱtogetherȱwith

titlesȱandȱsheetȱmusicȱpublishingȱdetailsȱofȱpiecesȱsuggestedȱasȱsuitable
forȱeachȱsceneȱinȱtheȱfilm.

DAȱCAPO�=FC�M3R
7?�adv.ȱmus.ȱinstructionȱinȱmusicalȱnotationȱtelling
musiciansȱtoȱgoȱbackȱtoȱtheȱstartȱandȱtoȱplayȱorȱsingȱfromȱtheȱtop;ȱetym.
It.ȱDAȱCAPOȱ(=ȱfromȱtheȱbeginning,ȱfromȱtheȱtop).ȱ

DECAYȱn.ȱmus.ȱtheȱrateȱatȱwhichȱaȱsoundȱdecreasesȱinȱintensityȱfromȱits
ATTACKȱtoȱitsȱSUSTAINȱlevelȱ(seeȱpp.ȱ277Ȭ280).

DENOTEȱ[F+�P
7V]ȱv.ȱtoȱsignifyȱLEXICALLY;ȱn.ȱDENOTATIONȱ[F+P
7�V'+5
P];
adj.ȱDENOTATIVEȱ[F+�P1V
V+X];ȱseeȱpp.ȱ164Ȭ166;ȱcf.ȱCONNOTE.

DIAPHONYȱ [FC+�3H
P+]ȱn.ȱ twoȬpartȱvocalȱharmonyȱ typicallyȱ featuring
SEMITONEȱ DYADsȱ consideredȱ discordantȱ inȱWesternȱ theoriesȱ ofȱ harȬ
mony;ȱoftenȱusedȱtoȱdenoteȱ traditionsȱofȱfemaleȱsingingȱ inȱruralȱBulȬ
garia;*ȱetym.ȱAncientȱGreekȱΈ΅ΚΝΑϟ΅ȱ(diafoníaȱ=ȱdiscord)ȱasȱopposed
toȱΗΙΐΚΝΑϟ΅ȱ(symfoníaȱ=ȱconcord);ȱadj.ȱDIAPHONICȱ[FC+
�H1PKM].ȱȱȱ

DIATAXISȱ [FC+��V3MU+U]ȱn.ȱmus.ȱneol.ȱ (2011)ȱarrangement/disposition/

orderȱofȱmusicalȱEPISODESȱinȱtermsȱofȱchronologicalȱplacementȱandȱrelȬ
ativeȱ importanceȱ (p.ȱ 383,ȱ ff.);ȱ inȱ contradistinctionȱ toȱ SYNCRISISȱ (q.v.);
etym.ȱΈΣΘ΅ΒΖ=ȱdisposition,ȱarrangement,ȱorderȱofȱevents,ȱrunningȱorȬ
der,ȱorderȱofȱservice,ȱetc.,ȱasȱofȱprocessions,ȱprayers,ȱchants,ȱbibleȱreadȬ
ings,ȱsacraments,ȱandȱotherȱ‘episodes’ȱinȱByzantineȱOrthodoxȱliturgy;
adj.ȱ DIATACTICALȱ [FC+��V3MV+M�N]);ȱ deriv.ȱ n.ȱ DIATAXEMEȱ [FC+��V3MUK�O]

identifiableȱelementȱofȱdiatacticalȱmeaning;ȱseeȱalsoȱEPISODE,ȱEPISODIC
DETERMINANT,ȱEPISODICȱMARKERȱandȱSYNTAX.ȱ

DIATONICȱadj.ȱconformingȱtoȱtheȱHEPTATONICȱtonalȱvocabularyȱofȱanyȱofȱ
theȱEuropeanȱ‘CHURCHȱMODES’ȱinȱwhichȱeachȱconstituentȱnoteȱisȱinȱEngȬ
lishȱnamedȱafterȱoneȱofȱtheȱfirstȱsevenȱlettersȱofȱtheȱalphabet,ȱforȱexamȬ
pleȱa b c d e f gȱ(AEOLIANȱinȱA),ȱd e f� g a b c�ȱ(IONIANȱinȱD),ȱg a� 
b� c d e� fȱ(phrygianȱinȱG).ȱArrangedȱinȱscalarȱform,ȱallȱdiatonicȱ

http://www.youtube.com/watch?v=34ZHJj0lW0I
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modesȱcontainȱfiveȱwholeȬtoneȱ(1)ȱandȱtwoȱsemitoneȱstepsȱ(½),ȱe.g.ȱc dȱ
(1),ȱd eȱ(1),ȱe fȱ(½),ȱf gȱ(1),ȱg a (1),ȱa bȱ(1)ȱandȱb cȱ(½)ȱinȱCȱIONIAN.ȱSemȬ
itoneȱstepsȱinȱEuropeanȱdiatonicȱmodesȱareȱseparatedȱbyȱaȱfifthȱ(e.g.ȱeȱȬȱ
fȱandȱb Ȭcȱonȱtheȱwhiteȱnotesȱofȱaȱpianoȱkeyboard).ȱ

DISJUNCTȱMOTIONȱn.ȱph.ȱmus.ȱmelodicȱmovementȱcontainingȱlargeȱinȬ
tervallicȱsteps;ȱoppositeȱofȱCONJUNCTȱMOTION.ȱ

DOOȬWOP.ȱn.,ȱprimarilyȱvocalȱgenreȱwithȱoriginsȱinȱblackȱUSȱgospelȱof
theȱ1940sȱandȱinȱbarberȱshopȱquartetȱsinging.ȱOriginallyȱsungȱaȱcappella
orȱwithȱ simpleȱpercussion,ȱdooȬwopȱbecameȱpartȱ ofȱUSȬmainstream

popȱ inȱ theȱ1950sȱandȱearlyȱ1960s.ȱTheȱ term’sȱetymologyȱ isȱonomatoȬ
poeicȱ(likeȱfaȱlaȱlaȱlaȱinȱElizabethanȱmadrigals),ȱderivingȱfromȱtheȱstyle’s
useȱofȱparalinguisticȱsyllablesȱvocalisingȱapproximationsȱofȱinstrumenȬ
talȱ accompanimentȱpatterns,ȱ e.g.ȱTheȱMarcels’ȱ versionȱ ofȱBlueȱMoon
(1961),ȱBarryȱMann’sȱWhoȱPutȱTheȱBompȱ(1961).

DORIANȱMODEȱ ȱCHURCHȱMODES.

DRONEȱn.ȱmus.ȱcontinuousȱorȱfrequentlyȱsoundedȱnote[s]ȱofȱtheȱsame

pitch.ȱDronesȱareȱoftenȱusedȱasȱtonalȱreferenceȱpointȱandȱbackground
forȱtheȱchangingȱpitchȱofȱtheȱmusic’sȱotherȱstrands;ȱseeȱalsoȱp.ȱ337.

DUALȱCONSCIOUSNESSȱn.ȱperceptionȱofȱtheȱselfȱasȱhavingȱtwoȱconflictȬ
ingȱidentities.ȱFanonȱ(1952)ȱreferredȱspecificallyȱtoȱtheȱtwoȱdifferentȱculȬ
turalȱidentitiesȱofȱtheȱcolonisedȱindividualȱinȱrelationȱtoȱ[1]ȱcolonisers
andȱ[2]ȱcolonisedȱpeers.ȱI’veȱtakenȱtheȱlibertyȱofȱusingȱtheȱexpressionȱto
denoteȱtheȱwidespreadȱphenomenonȱofȱdualȱconsciousnessȱinvolving
theȱprivateȱandȱpublicȱidentitiesȱofȱanȱindividualȱ(p.2,ff.).

DYADȱn.ȱchordȱconsistingȱofȱtwoȱnotesȱofȱdifferentȱpitch.

ENVELOPEȱn.ȱmus.ȱtotalȱpackageȱofȱparametersȱdeterminingȱtheȱcharacȬ
terȱofȱaȱmusicalȱsound.ȱTheȱconstituentȱelementsȱofȱanȱenvelopeȱareȱin
sequenceȱATTACK,ȱDECAY,ȱSUSTAINȱandȱRELEASEȱ(ADSR;ȱseeȱp.ȱ277,ȱff.).ȱ

EPISODEȱn.ȱmus.ȱpassageȱcontainingȱdistinctȱmaterialȱasȱpartȱofȱaȱlarger
sequenceȱofȱeventsȱinȱaȱpieceȱofȱmusic.

EPISODICȱDETERMINANTȱn.ȱneol.ȱ(2011)ȱsignȱtypeȱdeterminingȱtheȱidenȬ
tificationȱofȱaȱmusicalȱpassageȱasȱanȱEPISODE;ȱepisodicȱdeterminantsȱare
essentialȱtoȱtheȱunderstandingȱofȱmusicalȱDIATAXIS,ȱi.eȱtheȱorder,ȱplaceȬ
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ment,ȱdispositionȱandȱdurationȱofȱepisodesȱ(passages,ȱperiods,ȱsections,
etc.)ȱinȱaȱpieceȱofȱmusic;ȱseeȱalsoȱEPISODICȱMARKER.

EPISODICȱMARKERȱn.ȱneol.ȱ(1990)ȱmusicalȱsignȱtypeȱconsistingȱofȱaȱshort
processualȱ structureȱmediatingȱ temporalȱ positionȱ orȱ relativeȱ imporȬ
tanceȱ(seeȱp.516,ff.);ȱseeȱalsoȱDIATAXISȱandȱEPISODICȱDETERMINANT.ȱ

EQȱn.ȱabbr.ȱEQUALISERȱ(v.ȱtoȱEQUALISEȱorȱtoȱEQ):ȱfilteringȱeffectsȱthatȱboost
orȱweakenȱparticularȱpitchȱrangesȱinȱanȱaudioȱsignalȱ(seeȱFILTER).ȱ

EQUALISERȱȱ ȱEQ.

EQUIDURATIONAL.ȱ adj.ȱ neol.ȱ (2000)ȱ ofȱ equalȱ duration;ȱ lastingȱ forȱ the
sameȱamountȱofȱtime.ȱ

ETYMOPHONYȱ ='V+�O1H�P+?ȱn.ȱneol.,ȱ adj.ȱETYMOPHONICȱ ['V+O��H1P+M]ȱ (c.
1990)ȱ origin[s]ȱ andȱ developmentȱ ofȱ aȱ nonȬverbalȱ sound’sȱmeaning;

etym.ȱtransferȱfromȱETYMOLOGYȱ(=ȱtheȱsourcesȱofȱtheȱformationȱofȱaȱword

andȱtheȱdevelopmentȱofȱitsȱmeaning).

EXTENDEDȱPRESENTȱn.ȱph.ȱ(a.k.a.ȱPRESENTȬTIMEȱEXPERIENCE,ȱand,ȱmisleadȬ
ingly,ȱ‘SPECIOUSȱPRESENT’).ȱAsȱaȱdurationȱtheȱextendedȱpresentȱlastsȱno
longerȱthanȱaȱmusicalȱphraseȱ(exhalation),ȱorȱaȱfewȱfootsteps,ȱorȱaȱshort
gesturalȱpattern,ȱorȱaȱfewȱheartbeats.ȱItȱisȱaȱdurationȱexperiencedȱasȱa
singleȱunitȱ(Gestalt)ȱinȱpresentȱtime,ȱasȱ‘now’ȱratherȱthanȱasȱanȱextended
sequenceȱofȱmusicalȱideasȱ(seeȱp.ȱ272,ff.;ȱseeȱalsoȱINTENSIONAL,ȱPHONOȬ
LOGICALȱLOOP,ȱSYNCRISIS).ȱTheȱextendedȱpresentȱcanȱalsoȱbeȱimaginedȱas
theȱhumanȱbrain’sȱequivalentȱtoȱaȱcomputer’sȱRAMȱwhereȱinformationȱis
processedȱimmediately,ȱratherȱthanȱasȱitsȱhardȱdriveȱ(longerȬtermȱmemȬ
ory)ȱwhereȱaccessȱandȱretrievalȱtimesȱareȱlonger.

EXTENSIONALȱadj.ȱ(Chester,ȱ1970)ȱrelatingȱtoȱ‘horizontal’ȱandȱDIATACTIȬ
CALȱaspectsȱofȱmusicalȱexpressionȱextendedȱoverȱlongerȱdurations;ȱopȬ
positeȱofȱINTENSIONAL.

FALSETTOȱn.,ȱadj.ȱvocalȱphonationȱdistinctȱfromȱthatȱofȱ‘normal’ȱsinging
orȱspeaking,ȱitȱcoversȱaȱpitchȱrangeȱextendingȱfromȱtheȱupperȱendȱofȱthe
headȱregisterȱtoȱconsiderablyȱhigherȱpitches;ȱfalsettoȱsingingȱproduces
aȱcharacteristicallyȱhigh,ȱ‘clean’ȱandȱfluteȬlikeȱtimbre.ȱ

FILLȱn.ȱmus.ȱ(e.g.ȱ‘guitarȱfill’,ȱ‘drumȱfill’)ȱshortȱmelodicȱand/orȱrhythmic

phraseȱheardȱinȱtheȱgapȱbetweenȱtwoȱlongerȱmelodicȱphrasesȱpresented
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onȱ [an]otherȱ instrument[s]ȱorȱbyȱ [an]otherȱvoice[s].ȱAȱ fillȱ canȱ someȬ
timesȱoverlapȱmomentarilyȱwithȱ theȱ longerȱphraseȱprecedingȱand/or
followingȱitȱ(elision);ȱcf.ȱLICK,ȱRIFF,ȱTURNAROUND.

FOLEYȱn.ȱ(c.ȱ1930)ȱsoundȱeffectȱtoȱsynchroniseȱwithȱonȬscreenȱeventȱ(e.g.
footsteps,ȱdoorȱshutting,ȱclothesȱrustling);ȱetym.ȱ JackȱFoley,ȱsoundȱefȬ
fectsȱspecialistȱinȱtheȱearlyȱdaysȱofȱtalkingȱfilm;ȱpl.ȱFOLEYS.

GENERICȱANNEXINGȱn.ȱph.ȱneol.ȱ(2011)ȱprocessȱwherebyȱaȱverbalisedȱreȬ
sponseȱ toȱmusicȱ( VVA)ȱderivesȱnotȱfromȱaȱsimpleȱstructuralȱ linkȱ to
otherȱmusicȱ( IOCM)ȱandȱitsȱconnotationsȱ( PMFC)ȱbutȱfromȱgenerȬ
icallyȱtypicalȱconnotationsȱofȱthoseȱprimaryȱconnotations,ȱe.g.ȱhearingȱa
lyricalȱextractȱfromȱaȱeuroclassicalȱpianoȱconcertoȱandȱrespondingȱTIMȬ
OTEIȱSHAMPOO,ȱnotȱbecauseȱtheȱadvertȱusesȱsuchȱmusicȱbutȱbecauseȱthe
respondentȱhasȱ seenȱ aȱwomanȱ strollingȱ throughȱ theȱ longȱgrassȱ ofȱ a
summerȱmeadowȱ inȱ connectionȱwithȱ anotherȱpieceȱ ofȱmusicȱ resemȬ
blingȱtheȱ lyricalȱextract.ȱThatȱextractȱmayȱhaveȱresembledȱtheȱsecond
movementȱofȱMozart’sȱ21stȱpianoȱconcertoȱ(1785b)ȱwhichȱunderscored
theȱsummerȱmeadowȱsceneȱinȱElviraȱMadiganȱ(1967)ȱwhichȱvisually,ȱnot
musicallyȱresemblesȱtheȱTimoteiȱshampooȱadvertȱ(seeȱalsoȱp.ȱ221,ȱff.).ȱȱȱȱȱȱȱȱ

GENREȱn.,ȱmus.ȱ[�<#�PT�]ȱsetȱofȱnorms,ȱrulesȱorȱhabitsȱthatȱ‘membersȱofȱa
givenȱcommunityȱfindȱusefulȱinȱidentifyingȱaȱgivenȱsetȱofȱmusicalȱand
musicȬrelatedȱpractices…ȱGenreȱrulesȱcanȱrelateȱtoȱanyȱofȱtheȱcodesȱinȬ
volvedȱinȱaȱmusicalȱeventȱ—includingȱrulesȱofȱbehaviour,…ȱproxemic

andȱkinesicȱcodes,ȱbusinessȱpractices,ȱetc.’ȱ(Fabbri,ȱ2005:ȱ8Ȭ9);ȱcf.ȱSTYLE;
seeȱalsoȱpp.ȱ266Ȭ268.ȱ

GENREȱSYNECDOCHEȱ[� = $ Q U � �V , Q � ( N G � N ,]ȱn.ȱph.ȱmus.ȱneol.ȱ(1992)ȱpartȬforȬ
wholeȱsignȱtypeȱreferringȱtoȱaȱmusicalȱstyleȱotherȱthanȱthatȱofȱitsȱimmeȬ
diateȱsurroundingsȱand,ȱbyȱextension,ȱtoȱparamusicalȱorȱextramusical

aspectsȱofȱtheȱgenreȱwithȱwhichȱthatȱ‘other’ȱmusicalȱstyleȱisȱassociated;
seeȱalsoȱGENRE,ȱSTYLE,ȱSYNECDOCHEȱandȱpp.ȱ524Ȭ528.ȱ

GESTURALȱINTERCONVERSIONȱn.ȱph.ȱmus.ȱneol.ȱ(c.ȱ2000)ȱANAPHONICȱtype
ofȱSEMIOSISȱinvolvingȱTRANSMODALȱCONNOTATIONȱinȱaȱtwoȬwayȱtransfer
viaȱaȱcommonalityȱofȱgestureȱbetween,ȱonȱtheȱoneȱhand,ȱparticularȱsenȬ
sationsȱthatȱseemȱtoȱbeȱbothȱsubjectiveȱandȱinternal,ȱand,ȱonȱtheȱother
hand,ȱparticularȱexternalȱobjectsȱ(animateȱorȱinanimate)ȱinȱtheȱmaterial
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world;ȱforȱexample,ȱgentlyȱundulating,ȱ legatoȱsonoritiesȱ inȱ theȱmusic

compatibleȱwithȱsmooth,ȱrounded,ȱcaressingȱgesturesȱprojectableȱonȱto
eitherȱaȱlovedȱone,ȱorȱonȱtoȱrollingȱhills,ȱorȱaȱcornfieldȱbillowingȱinȱthe
breezeȱ(oneȱway);ȱandȱ(inȱtheȱotherȱdirection)ȱtheȱrollingȱhillsȱorȱcornȬ
fieldȱtraceableȱbyȱtheȱhandȱinȱsmooth,ȱround,ȱcaressingȱhandȱgestures
compatibleȱwithȱgentlyȱundulating,ȱlegatoȱsonorities.ȱ

GOSPELȱJAWȱ[�I1UR
NF<Q�]ȱn.ȱph.ȱmus.ȱvocalȱtechniqueȱusedȱprimarilyȱby
femaleȱsingersȱinȱtheȱgospelȱandȱsoulȱmusicȱtraditionȱtoȱsimulateȱreal
vocalȱvibrato.ȱTheȱsimulation,ȱproducedȱbyȱwobblingȱtheȱ jawȱrapidly
upȱandȱdown,ȱisȱoftenȱappliedȱtowardsȱtheȱendȱofȱlongȱnotesȱbyȱsuch
artistsȱasȱWhitneyȱHouston.

GRAPHOCENTRICȱ[J U4 I �8 � V( Q WU , N]ȱadj.ȱneol.ȱ(JȬJȱNattiezȱinȱconversations
withȱtheȱauthor,ȱc.ȱ2005)ȱassumingȱwrittenȱorȱotherȱgraphicȱsignsȱtoȱbe
moreȱimportantȱthanȱothersȱ(seeȱLOGOCENTRICȱandȱSCOPOCENTRIC).ȱ

GROOVEȱn.ȱmus.ȱsenseȱofȱgrossȬmotoricȱmovementȱproducedȱbyȱoneȱor
moreȱsimultaneouslyȱsoundedȱrhythmȱpatternsȱlasting,ȱasȱsingleȱunits,
noȱlongerȱthanȱtheȱEXTENDEDȱPRESENT,ȱandȱrepeatedȱthroughoutȱaȱmuȬ
sicalȱEPISODEȱorȱPIECE.ȱMostȱcommonlyȱusedȱinȱreferenceȱtoȱtheȱpercepȬ
tionȱ ofȱ continuousȱpropulsionȱ created,ȱ typicallyȱ forȱdancing,ȱ byȱ the
interactionȱofȱmusiciansȱinȱaȱband’sȱrhythmȱsectionȱorȱitsȱaccompanying

parts,ȱgrooveȱcanȱalsoȱdenoteȱotherȱ typesȱofȱperceivedȱgrossȬmotoric

movement,ȱasȱinȱworkȱsongsȱandȱmarches.ȱSeeȱp.ȱ296,ȱff.ȱforȱmore.ȱ

HEMIOLAȱn.ȱmus.,ȱetym.ȱGk.ȱadj.ȱψΐϱΏΓΖȱ(=ȱ‘halfȱasȱmuchȱagain´)ȱsextuȬ
pleȱmetricȱpatternȱcreatedȱwhenȱtheȱsameȱshortȱdurationȱ(sixȱSUBBEATs)
isȱdividedȱintoȱtwoȱequallyȱspacedȱSUBBEATsȱ(2ȱ×ȱ3),ȱtheȱotherȱbasedȱon
itsȱdivisionȱintoȱthreeȱ(3ȱ×ȱ2),ȱforȱexampleȱ‘IȱwannaȱbeȱinȱAmerica’ȱfrom
WestȱSideȱStoryȱ(Bernstein,ȱ1957)ȱsungȱasȱ‘Iȱwannaȱ|ȱbeȱinȱAȬ’ȱ(2ȱgroups
ofȱ3ȱsubbeatsȱeach)ȱ‘|ȬmeȬ|riȬ|ca’ȱ(3ȱ×ȱ2ȱsubbeats);ȱseeȱp.ȱ458,ȱff.

HEMITONICȱadj.ȱmus.ȱ(ofȱMODEsȱorȱSCALEs)ȱcontainingȱoneȱorȱmoreȱsemȬ
itoneȱintervalsȱwithinȱtheȱoctave.

HEPTATONICȱadj.ȱmus.ȱ(ofȱMODEsȱorȱSCALEs)ȱhavingȱaȱtonalȱvocabularyȱof
sevenȱdifferentȱnotesȱwithinȱtheȱoctave.ȱAȱheptatonicȱmodeȱcouldȱconȬ
tainȱanyȱcombinationȱofȱdifferentȱnotes,ȱbutȱWesternȱmusic’sȱ familiar

heptatonicȱmodesȱallȱcontainȱaȱnoteȱbasedȱonȱeachȱofȱtheȱfirstȱsevenȱletȬ
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tersȱofȱtheȱalphabet,ȱe.g.ȱa b c d e f gȱ(AEOLIANȱheptatonicȱinȱA),ȱd e f�
g a b c�ȱ(IONIANȱheptatonicȱinȱD),ȱg a� b� c d e� fȱ(PHRYGIANȱheptaȬ
tonicȱinȱG);ȱseeȱalsoȱDIATONIC,ȱPENTATONIC,ȱHEXATONIC.

HETEROPHONYȱn.ȱmus.ȱetym.ȱGk.ȱρΘΉΕΓΖȱ(héterosȱ=ȱother)ȱandȱΚΝΑφȱ(fon¾
=ȱsound)ȱPOLYPHONYȱresultingȱfromȱsimultaneousȱdifferencesȱofȱpitch
producedȱwhenȱtwoȱorȱmoreȱpeopleȱsingȱorȱplayȱroughlyȱtheȱsameȱmeȬ
lodicȱlineȱatȱtheȱsameȱtime.ȱ

HEXATONICȱ adj.ȱmus.ȱ (ofȱ SCALEsȱ andȱMODEs)ȱ containingȱ sixȱ different
tonesȱinsideȱeachȱoctaveȱ(cf.ȱPENTATONIC,ȱHEPTATONIC).ȱ

HIGHȬHEELEDȱSAX:ȱseeȱSEXAPHONE.

HITȱPOINTȱn.ȱpointȱinȱanȱaudiovisualȱproductionȱatȱwhichȱaȱparticular
musicalȱeventȱsynchronisesȱwithȱaȱparticularȱvisualȱeventȱinsideȱaȱCUE;
notȱtoȱbeȱconfusedȱwithȱCUEȱPOINT.

HOLOKINETICȱ=J1N�7MC+�P'V+M?ȱadj.ȱneol.ȱ(2011)ȱrelatingȱtoȱorȱcharacterȬ
isedȱbyȱallȱaspectsȱofȱmovement.

HOMOPHONYȱ [J1�O1H�P+]ȱn.ȱmus.,ȱ etym.ȱGk.ȱhomófonosȱ (= soundingȱ in
unisonȱ orȱ atȱ theȱ sameȱ time);ȱ typeȱ ofȱ POLYPHONYȱ inȱwhichȱ different
STRANDsȱofȱtheȱmusicȱmoveȱinȱtheȱsameȱrhythmȱatȱtheȱsameȱtime;ȱpolyȬ
phonicȱantithesisȱofȱCOUNTERPOINT.ȱadj.ȱHOMOPHONICȱ[J1O��H1P+M].

HOOKȱn.ȱmus.ȱ theȱmostȱ earȬcatchingȱ andȱmemorableȱMUSEME[s]ȱ inȱ a
popularȱsong.

IASPMȱ[�D , - (, - ( VS L � - (P]ȱorȱ[�L3UR
O]ȱn.ȱabbr.ȱInternationalȱAssociation
forȱtheȱStudyȱofȱPopularȱMusicȱ|iaspm.net|.

ICONȱn.ȱ semio.ȱ signȱbearingȱphysicalȱ resemblanceȱ toȱwhatȱ itȱ signifies
(seeȱp.ȱ161,ȱff.).ȱ

IFPIȱ[�+HRK�]ȱabbr.ȱInternationalȱFederationȱofȱPhonogramȱIndustries.

INDEXȱ (pl.ȱ INDICES)ȱn.ȱ semio.ȱ signȱ connectedȱeitherȱbyȱ causality,ȱorȱby
spatial,ȱtemporalȱorȱculturalȱproximity,ȱtoȱwhatȱitȱsignifiesȱ(p.ȱ162,ȱff.).

INTENSIONALȱadj.ȱ(Chester,ȱ1970)ȱrelatingȱtoȱ‘vertical’ȱaspectsȱofȱmusical

expressionȱandȱtoȱtheȱlimitsȱofȱtheȱEXTENDEDȱPRESENT;ȱoppositeȱofȱEXȬ
TENSIONAL;ȱseeȱalsoȱSYNCRISIS.ȱ

INTERVALȱn.ȱpitchȱdifferenceȱbetweenȱtwoȱtones;ȱadj.ȱINTERVALLIC.



592 Tagg: Music’s Meanings — Glossary

IOCMȱ[D , � 8 V , � M( P]ȱabbr.,ȱn.,ȱneol.ȱ(1979)ȱInterobjectiveȱComparisonȱMaȬ
terial:ȱmusicalȱintertext[s],ȱi.e.ȱmusicȱotherȱthanȱtheȱanalysisȱobject,ȱthat
soundȱlikeȱpartȱorȱpartsȱofȱtheȱanalysisȱobject.ȱ

IPMȱ[C+RK��,'O]ȱn.ȱabbr.ȱInstituteȱofȱPopularȱMusicȱ(Univ.ȱofȱLiverpool).

JAZZOȱ[�F<3\�7]ȱn.ȱcolloq.ȱdedicatedȱjazzȱmusicianȱorȱjazzȱfan.

KINETICȱANAPHONEȱn.ȱneol.ȱ(1990)ȱtypeȱofȱANAPHONEȱrelatingȱmusical

structureȱwithȱperceptionȱofȱmovementȱ(p.498,ff.).ȱ

LEXICALȱadj.ȱrelatingȱtoȱtheȱwordsȱofȱaȱlanguageȱratherȱthanȱtoȱitsȱgramȬ
mar,ȱsyntax,ȱstyleȱorȱPROSODYȱandȱtoȱtheȱDENOTATIVEȱratherȱthanȱCONȬ
NOTATIVEȱmeaningȱofȱthoseȱwords.

LIBRARYȱMUSICȱn.ȱa.k.a.ȱPRODUCTIONȱMUSIC;ȱmusic,ȱmostlyȱinstrumental,

prerecordedȱandȱtypicallyȱusedȱinȱTVȱorȱradioȱprogramming,ȱinȱadverts
andȱlowȬbudgetȱfilms.ȱLibraryȱmusicȱdiffersȱfromȱmusicȱcommissioned

forȱparticularȱaudiovisualȱproductionsȱinȱthatȱit’sȱcreatedȱandȱrecorded
inȱadvanceȱwithoutȱpriorȱknowledgeȱofȱanyȱspecificȱaudiovisualȱproȬ
ductionȱinȱwhichȱitȱmightȱlaterȱbeȱusedȱ(seeȱp.222,ȱff.).ȱ

LICKȱn.ȱmus.ȱ ´aȱstockȱpatternȱorȱphraseȱconsistingȱofȱaȱshortȱseriesȱof
notesȱ thatȱ isȱusedȱ inȱ solosȱ andȱmelodicȱ linesȱ andȱ accompaniment´.1

LicksȱoftenȱoccurȱinȱFILLsȱandȱRIFFs,ȱandȱareȱoftenȱusedȱasȱbasisȱforȱmeȬ
lodicȱimprovisationȱinȱsoloȱpassages.

LOGOCENTRICȱadj.ȱassuming,ȱoftenȱimplicitly,ȱthatȱtheȱsemioticȱproperȬ
tiesȱofȱ(verbal)ȱlanguageȱapplyȱtoȱotherȱsymbolicȱsystems.ȱ

LOGOGENICȱ adj.ȱ havingȱ propertiesȱ thatȱ canȱ adequatelyȱ beȱ putȱ into
words;ȱ conduciveȱ toȱ verbalȱ expressionȱ (etym.ȱ Ώϱ·ΓΖ:ȱ word;ȱ ·νΑΓΖ:
type);ȱderiv.ȱabstr.ȱn.ȱLOGOGENEITYȱ[O 2 J � 8 G = � � Q L � � W ,];ȱcf.ȱMUSOGENIC.
LOOPȱn.ȱmus.ȱ[1]ȱ(a)ȱoriginally,ȱaȱstripȱofȱrecordingȱtapeȱwhoseȱstartȱisȱatȬ
tachedȱtoȱitsȱendȱandȱwhich,ȱwhenȱplayed,ȱrepeatsȱcontinuously;ȱ(b)ȱby
extension,ȱaȱshortȱaudioȱorȱvideoȱ fileȱwhoseȱcontentȱcanȱbeȱrepeated
continuously;ȱ [2]ȱ ȱCHORDȱ LOOPȱ (shortȱ sequenceȱofȱ chordsȱ repeated
continuously).ȱ

LYDIANȱMODE� ȱCHURCHȱMODES.

1. Middletonȱ(1990:ȱ137)ȱandȱWikipediaȱ‘lick’ȱentryȱ[120623].ȱ
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MADRIGALISMȱn.ȱmus.ȱ[1]ȱvocallyȱperformedȱWORDȱPAINTING;ȱ[2]ȱanyȱocȬ
currenceȱofȱWORDȱPAINTINGȱ(vocalȱorȱinstrumental).ȱ

MEASUREȱn.ȱmus.ȱUSȬAmericanȱforȱBARȱ(q.v.).

MELODYNEȱn.ȱnameȱofȱdigitalȱaudioȱpitchȱcorrectionȱsoftwareȱproduced
byȱCelemonyȱSoftwareȱGmbHȱ(München)ȱ AUTOTUNE.ȱ

METAȬIDENTITYȱn.ȱimageȱofȱyourselfȱthatȱyouȱthinkȱothersȱhaveȱofȱyou.
It’sȱanȱidentityȱthatȱdoesȱnotȱnecessarilyȱcorrespondȱwithȱhowȱyouȱsee
yourselfȱorȱwithȱhowȱothersȱinȱfactȱseeȱyou.

METREȱn.ȱmus.ȱseeȱpp.ȱ293Ȭ296.

MICȱ[P D , N]ȱn.ȱabbr.ȱ(1961,ȱMȬW)ȱmicrophone;ȱseeȱalsoȱMIKEȱ(v.).ȱ

MICKEYȬMOUSINGȱn.ȱmus.ȱfilmȱmusicȱtechniqueȱfeaturingȱanaphonicȱreȬ
inforcementȱofȱonȬscreenȱaction,ȱtypicallyȱpatternsȱofȱspeechȱandȱother
typesȱofȱvocalisationȱ(e.g.ȱlaughing,ȱcrying,ȱteasing),ȱbutȱalsoȱofȱmoveȬ
mentȱ (e.g.ȱ running,ȱ galloping,ȱ flying),ȱ andȱ soundȱ effectsȱ (e.g.ȱ door
slamming,ȱbirdsȱsinging).ȱMickeyȬmousingȱisȱoftenȱcriticisedȱforȱitsȱapȬ
parentlyȱredundantȱduplicationȱofȱonȬscreenȱrhythmsȱandȱpatternsȱof
movement;ȱseeȱalsoȱ‘Lissa’sȱfilmȱmusicȱfunctions’,ȱpp.ȱ546Ȭ550.

MIDDLEȱEIGHTȱn.ȱph.ȱmus.ȱUKȱEnglishȱtermȱforȱBRIDGEȱ[1]ȱ(q.v.).ȱ

MIDIȱ[�P , GL]ȱn.,ȱadj.ȱabbr.ȱMusicȱInstrumentȱDigitalȱInterface,ȱtheȱmusic

industry’sȱuniversalȱprotocolȱenablingȱtheȱinterconnectionȱofȱelectronic
instrumentsȱandȱdevices.ȱMIDIȱneitherȱgeneratesȱnorȱ transmitsȱaudio,
neitherȱdigitallyȱnorȱanalogically.ȱMIDIȱcodeȱincludesȱtheȱfollowingȱsort
ofȱdataȱaboutȱeachȱnote:ȱ[1]ȱwhichȱsample,ȱ‘instrument’,ȱpresetȱorȱother
typeȱofȱsoundȱshouldȱbeȱusedȱtoȱproduceȱtheȱnoteȱinȱquestion;ȱ[2]ȱthe
pitchȱatȱwhichȱtheȱnoteȱshouldȱsoundȱ(or,ȱifȱ[1]ȱisȱaȱbankȱofȱnonȬtonal
sounds,ȱtheȱindividualȱsoundȱassignedȱtoȱthatȱ‘pitch’);ȱ[3]ȱtheȱvolume/

intensityȱofȱtheȱnoteȱ(‘velocityȱon’);ȱ[4]ȱtheȱpointsȱinȱtimeȱatȱwhichȱthe
noteȱshouldȱstartȱandȱend.ȱ

MIKEȱ[P D , N]ȱv.ȱabbr.ȱ(1939,ȱMȬW)ȱtoȱsupplyȱwithȱaȱmicrophone;ȱtoȱposiȬ
tionȱaȱmicrophoneȱofȱaȱparticularȱ typeȱ inȱrelationȱ toȱaȱsoundȱsource:
MIKINGȱ[� P D , N , 1],ȱMIKEDȱ[P D , N W];ȱoccasionallyȱalsoȱasȱn.ȱ(seeȱMIC).ȱ

MIXOLYDIANȱMODEȱ ȱCHURCHȱMODES.
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MODEȱ n.ȱmus.ȱdistillationȱ ofȱ aȱ tonalȱ vocabularyȱ toȱ individualȱ occurȬ
rencesȱofȱeachȱ toneȱusedȱwithinȱanȱoctaveȱandȱ toȱ theȱ relationshipȱof
thoseȱtonesȱtoȱeachȱotherȱand,ȱinȱparticular,ȱtoȱoneȱreferenceȱtoneȱ(the
TONIC)ȱor,ȱifȱbimodal,ȱtoȱtwo.ȱForȱmoreȱdetail,ȱseeȱCHURCHȱMODES.ȱȱȱȱ

MONODYȱ[�O1P
F+]ȱn.ȱmusicȱconsistingȱofȱaȱsingleȱvocalȱline,ȱorȱofȱaȱsinȬ
gleȱ melodicȱ lineȱ withȱ instrumentalȱ accompaniment;ȱ adj.ȱ MONODIC

[O
�P1F+M];ȱcf.ȱMONOPHONY.ȱ

MONOPHONYȱ [O
�P1H
P+]ȱn.ȱmusicȱconsistingȱofȱoneȱsingleȱstrand,ȱof
onlyȱoneȱnoteȱatȱaȱtime;ȱoftenȱusedȱinȱreferenceȱtoȱunaccompaniedȱmelȬ
odyȱ(cf.ȱMONODY,ȱHETEROPHONY,ȱHOMOPHONY,ȱPOLYPHONY);ȱadj.ȱMONOȬ
PHONICȱ[O1P
7�H1PKM].

MORPHEMEȱn.ȱling.ȱminimalȱunitȱofȱspeechȱthatȱisȱrecurrentȱandȱmeanȬ
ingful;ȱaȱlinguisticȱformȱthatȱisȱnotȱfurtherȱdivisibleȱwithoutȱdestruction
ofȱmeaning,ȱforȱexampleȱ(inȱEnglish)ȱan,ȱat,ȱcat,ȱȱmat,ȱman,ȱlychee,ȱbanana.
Morphemesȱ consistȱ ofȱ atȱ leastȱ one,ȱmostȱ commonlyȱ ofȱ severalȱ PHOȬ
NEMEsȱ(q.v.).

MS.ȱn.ȱabbr.ȱ[1]ȱmilliseconds;ȱ[2]ȱmanuscript.

MUSEMATICȱ[P M X Ú ] , �P 4 W , N]ȱadj.ȱ(ofȱmusicalȱstructure)ȱcarryingȱmusical

meaning;ȱ havingȱ theȱ characteristicsȱ ofȱ aȱMUSEME,ȱMUSEMEȱ STACKȱ or
MUSEMEȱSTRING.

MUSEMEȱ[� P M X Ú ] L Ú P]n.ȱ(Seeger,ȱ1960)ȱminimalȱunitȱofȱmusicalȱmeaning;

seeȱpp.232Ȭ238.

MUSEMEȱSTACKȱn.ȱneol.ȱ(1979)ȱcompoundȱofȱsimultaneouslyȱoccurring
musicalȱsoundsȱtoȱproduceȱoneȱmeaningfulȱunitȱofȱ‘nowȱsound’ȱ(seeȱEXȬ
TENDEDȱPRESENTȱandȱSYNCRISIS);ȱcomponentsȱofȱaȱmusemeȱstackȱmayȱor
mayȱnotȱbeȱMUSEMATICȱinȱthemselves.ȱ

MUSEMEȱSTRINGȱn.ȱneol.ȱ (1979)ȱcompoundȱofȱconsecutivelyȱoccurring
MUSEMEsȱinȱoneȱSTRANDȱofȱmusic.

MUSICȱEDITORȱn.ȱaudiovisualȱproductionȱworkerȱresponsibleȱ forȱ timȬ
ing,ȱ organisingȱ andȱmanagingȱMUSICȱ CUES;ȱ liaisesȱ betweenȱ director,
producerȱandȱcomposer.

MUSICȬLEDȱMONTAGEȱn.ȱneol.ȱ(2010)ȱaudiovisualȱfootageȱinȱwhichȱvisuȬ
alsȱareȱeditedȱtoȱfitȱmusicȱratherȱthanȱviceȱversa.ȱMusicȬledȱmontageȱis
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typicalȱforȱmusicȱvideosȱandȱisȱcommonȱinȱtitleȱsequences.

MUSOȱ[� P M X Ú ] � 8]ȱn.ȱcolloq.ȱmusicianȱorȱmusicologist,ȱmoreȱspecifically
someoneȱwhoȱdevotesȱaȱ lotȱofȱ timeȱandȱenergyȱ toȱmakingȱorȱ talking
aboutȱmusic,ȱ especiallyȱ itsȱ technical,ȱ structuralȱ andȱ POÏETICȱ aspects;
someoneȱwithȱeitherȱformalȱtrainingȱinȱmusic,ȱorȱwhoȱmakesȱmusicȱon
aȱprofessionalȱorȱsemiȬprofessionalȱbasis.

MUSOGENICȱ [� P M X � ]� 8 �G = ( Q , N]ȱ adj.ȱ havingȱ propertiesȱ thatȱ canȱ adeȬ
quatelyȱbeȱputȱintoȱmusic;ȱconduciveȱtoȱmusicalȱexpression;ȱcf.ȱLOGOȬ
GENIC.

MUSOȱMUSICȱn.ȱph.ȱcolloq.ȱneol.ȱ(c.ȱ1988)ȱmusicȱmostȱofȱwhoseȱdevotees
areȱMUSOs,ȱe.g.ȱavantȬgardeȱtypesȱofȱprogȱrock,ȱjazzȱfusion.

NONȬMUSOȱn.ȱcolloq.ȱsomeoneȱnotȱexhibitingȱMUSOȱcharacteristics.

NOTEȱn.ȱmus.ȱanyȱsingle,ȱdiscreteȱsoundȱofȱfiniteȱdurationȱinȱaȱpieceȱof
musicȱ(cf.ȱTONE).

NOUBAȱ[�PW�DC]ȱn.ȱmus.ȱeruditeȱtypeȱofȱtraditionalȱinstrumentalȱmusic

fromȱTunisiaȱandȱotherȱpartsȱofȱtheȱArabȱworld.ȱ

NPMȱabbr.ȱneol.ȱ(2011)ȱnotesȱperȱminuteȱ—unitȱofȱmeasurementȱforȱSURȬ
FACEȱRATEȱandȱSUBBEATsȱ(cf.ȱBPMȱandȱseeȱp.ȱ289).

NTSCȱn.ȱabbr.ȱNationalȱTelevisionȱSystemȱCommittee;ȱalsoȱ theȱvideo
scanningȱandȱ recordingȱ systemȱusedȱ inȱNorthȱandȱCentralȱAmerica,

andȱ consistingȱ ofȱ 29.97ȱ interlacedȱ framesȱ perȱ secondȱ inȱwhichȱ each
frameȱconsistsȱofȱ525ȱscanȱlines,ȱofȱwhichȱ486ȱcoverȱtheȱactualȱpicture.
cf.ȱPALȱandȱSÉCAM.ȱ

OCTAVEȱn.ȱmus.ȱpitchȱ intervalȱbetweenȱnotesȱofȱ theȱsameȱnameȱsepaȬ
ratedȱbyȱaȱfrequencyȱfactorȱofȱtwo,ȱe.g.ȱa3ȱatȱ220ȱHz,ȱa4ȱatȱ440ȱHz,ȱa5ȱat
880ȱHz.ȱ

P.A.ȱn.ȱabbr.ȱPublicȱAddress,ȱasȱinȱ‘PAȱsystem’,ȱwherebyȱaȱspeakerȱcan
makeȱ announcementsȱ thatȱ areȱ amplifiedȱ andȱ relayedȱ toȱ theȱ public
throughȱloudspeakersȱ(seeȱalsoȱftnt.ȱ37,ȱp.ȱ366).ȱ

PALȱn.ȱabbr.ȱPhaseȱAlternateȱLine;ȱ[1]ȱanalogueȱtelevisionȱencodingȱsysȬ
temȱusedȱthroughoutȱtheȱworldȱexceptȱinȱthoseȱareasȱwhereȱNTSCȱor
SECAMȱisȱinȱoperation;ȱ[2]ȱscanningȱandȱrecordingȱstandardȱrunningȱat
aȱrateȱofȱ25ȱframesȱperȱsecondȱwithȱ625ȱscanȱlinesȱperȱframe.
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PARALLELȱMOTIONȱn.ȱph.ȱmus.ȱmovementȱofȱtwoȱorȱmoreȱstrandsȱ(parts/
voices)ȱatȱdifferentȱpitchesȱinȱtheȱsameȱpitchȱdirection;ȱoppositeȱofȱCONȬ
TRARYȱMOTION.

PARAMUSICALȱadj.ȱneol.ȱ(1983)ȱliterallyȱ‘alongside’ȱtheȱmusic,ȱi.e.ȱsemioȬ
ticallyȱrelatedȱtoȱaȱparticularȱmusicalȱdiscourseȱwithoutȱbeingȱstructurȬ
allyȱintrinsicȱtoȱthatȱdiscourse;ȱseeȱalsoȱPMFC.

PARLANDOȱadj./adv.ȱmus.ȱspokenȱratherȱthanȱsung.

PENTATONICȱadj.ȱmus.ȱ (ofȱscalesȱandȱmodes)ȱcontainingȱ fiveȱdifferent
tonesȱinsideȱeachȱoctaveȱ(cf.ȱDIATONIC,ȱHEXATONIC,ȱHEPTATONIC).

PERCEPTIONALȱSeeȱAESTHESIC.

PERFORMANCEȱSQUADȱn.ȱph.ȱneol.ȱ(2012)ȱmusicalȱensembleȱconsistingȱof
betweenȱthreeȱandȱsevenȱorȱeightȱmembers;ȱanyȱtypeȱofȱtrio,ȱquartet,
quintet,ȱ sextetȱorȱ septetȱ consistingȱofȱ singersȱand/orȱ instrumentalists

withȱsharedȱmusicalȱbackground;ȱseeȱpageȱ468.ȱ

PHONEMEȱn.ȱling.ȱsmallestȱconstituentȱunitȱofȱsoundȱusedȱtoȱconstruct
meaningȱinȱspeechȱ(cf.ȱMORPHEME).ȱTenȱdifferentȱphonemesȱareȱusedȱin
UKȱEnglishȱtoȱconstructȱtheȱ25ȱmorphemesȱ�� � 4 Q� � 4 W� � K 4 W� � N 4W � � Y 4 W �
N 4 Q � �Y 4 Q � �K ( Q � �N( Q � �,W � �K , W � �N , W � �2 Q � �N 2 Q � �N, W � �K 2 W � �N2 W � �K < Q � �K < W � �N< W � �$ � �
N $ �� � E� �Q $ � Q� � � Q ,� Y $ � Q �ȱ(=ȱa,ȱan,ȱat,ȱhat,ȱcat,ȱvat,ȱcan,ȱvan,ȱhen,ȱken,ȱit,ȱhit,
kit,ȱon,ȱcon,ȱhot,ȱcot,ȱHun,ȱhut,ȱcut,ȱare,ȱcar,ȱbanana,ȱNirvana).ȱTheȱtenȱphoȬ
nemesȱareȱ/4/ȱ/N/ȱandȱ/W/ȱasȱinȱcat,ȱ/K/ȱandȱ/(/ȱasȱinȱhen,ȱ/�/ȱasȱinȱaȱ(indefȬ
initeȱarticle)ȱorȱtheȱunstressedȱaȬsȱinȱbananaȱandȱNirvana,ȱ/$:/ȱasȱinȱcarȱor
theȱlongȱstressedȱmiddleȱaȱinȱbananaȱorȱNirvana,ȱ/,/ȱasȱinȱhit,ȱ/2/ȱasȱinȱhot,
andȱ/¥/ȱasȱ inȱhut.ȱOnlyȱoneȱofȱtheȱphonemesȱcanȱalsoȱworkȱasȱaȱmorȬ
pheme.ȱȱ/�/,ȱasȱinȱ[E � � Q $ � Q �]ȱ(banana),ȱisȱalsoȱaȱmorphemeȱwhenȱusedȱas
theȱ unstressedȱ indefiniteȱ articleȱ aȱ [�],ȱ asȱ inȱ [�� E�� Q $ �Q �]ȱ (aȱ banana),
whichȱhasȱaȱcompletelyȱdifferentȱmeaningȱtoȱX� �E� �Q $ � Q� � �$ � �E� �Q $ � Q� �
� 8 � E� �Q $ � Q�ȱandȱ' � � E� � Q $ � Q �,ȱi.e.ȱOoh!ȱBanana!ȱ(niceȱsurprise),ȱAh!ȱBaȬ
nana!ȱ(Iȱunderstand!),ȱOȱbanana!ȱ(vocative,ȱaddressingȱtheȱfruit,ȱasȱpeoȬ
pleȱsoȱoftenȱdo)ȱandȱtheȱbananaȱ(notȱjustȱanyȱoldȱbanana).ȱ

PHONOGRAMȱn.ȱphysicalȱobjectȱonȱtoȱwhichȱsoundȱhasȱbeenȱrecorded
acoustically,ȱelectroȬacousticallyȱorȱdigitally;ȱsoundȱcarrierȱusuallyȱsold
asȱaȱcommodityȱandȱwhichȱcanȱbeȱplayedȱonȱstandȬaloneȱaudioȱequipȬ
ment,ȱe.g.ȱLP,ȱCD,ȱMiniDisc,ȱaudiocassetteȱbutȱnotȱaudioȱfilesȱorȱsheet
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music;ȱseeȱalsoȱTEXT.ȱ

PHONOGRAPHICȱSTAGINGȱn.ȱph.ȱ(Lacasse,ȱ2005)ȱ ȱAURALȱSTAGING.

PHONOLOGICALȱ LOOPȱ n.ȱ ph.ȱ neurol.ȱ shortȬtermȱ (,2Ȉ),ȱ ongoingȱminiȬ
chunkȱofȱaudioȱinformationȱinsideȱtheȱbrain’sȱworkingȱmemoryȱthatȱcan
beȱinstantlyȱrecalledȱandȱstrungȱtogetherȱwithȱupȱtoȱthreeȱothersȱinȱimȬ
mediateȱsuccessionȱtoȱproduceȱaȱlargerȱchunkȱofȱ‘nowȱsound’;ȱseeȱalso
EXTENDEDȱPRESENT.ȱ

PIECEȱOFȱMUSICȱn.ȱph.ȱmusicalȱcontinuumȱdelimited,ȱbothȱbeforeȱandȱafȬ
ter,ȱbyȱsomethingȱthatȱisȱnotȱheardȱasȱmusicȱ(e.g.ȱsilence,ȱtalking,ȱother
sound).ȱAȱpieceȱofȱmusicȱcanȱalsoȱstartȱorȱendȱwhenȱimmediatelyȱpreȬ
cededȱorȱfollowedȱbyȱotherȱmusicȱthatȱisȱclearlyȱrecognisedȱasȱhavingȱa
differentȱ identity.ȱIfȱaȱpieceȱofȱmusicȱexistsȱasȱrecordedȱsound,ȱ itȱwill

typicallyȱoccupyȱoneȱCDȱtrackȱorȱconstituteȱaȱsingleȱaudioȱfile.

PHRYGIANȱMODEȱ ȱCHURCHȱMODES.

PITCHȱn.ȱmus.ȱtheȱperceivedȱ‘height’ȱorȱ‘lowness’ȱofȱaȱsound,ȱmeasuraȬ
bleȱinȱtermsȱofȱhighȱorȱlowȱfrequencyȱ(Herz).

PMFCȱ[RK�'O'H�UK�]ȱabbr.,ȱneol.,ȱn.ȱ(1991)ȱparamusicalȱfieldȱofȱconnotaȬ
tion,ȱi.e.ȱconnotativelyȱidentifiableȱsemanticȱfieldȱrelatingȱtoȱidentifiable
(setsȱof)ȱmusicalȱstructure(s)ȱ(seeȱPARAMUSICAL).

POÏETICȱ[S 2 � M (W , N]ȱadj.ȱ(fromȱFr.ȱpoïétique,ȱMolinoȱviaȱNattiez;ȱetym.ȱGk,
ΔΓΘΎϱΖȱ (ƿȱproductive)):ȱ relatingȱ toȱ theȱPOÏESISȱ [S 2 � M L Ú V , V],ȱ i.e.ȱ toȱ the
makingȱofȱmusicȱratherȱthanȱtoȱitsȱperceptionȱ(a.k.aȱconstructional);ȱthe
oppositeȱofȱAESTHESIC,ȱPOIËTICȱqualifiesȱtheȱdenotationȱofȱmusicalȱstrucȬ
turesȱfromȱtheȱstandpointȱofȱtheirȱconstructionȱratherȱthanȱtheirȱpercepȬ
tion,ȱ e.g.ȱ conȱ sordino,ȱ minorȱ majorȬsevenȱ chord,ȱ augmentedȱ fourth,
pentatonicism,ȱetc.ȱratherȱthanȱdelicate,ȱdetectiveȱchord,ȱallegro,ȱetc.

POLYPHONYȱn.ȱ[R��N+H�P+]ȱetym.ȱGk.ȱΔΓΏϾȱ(polýȱ=ȱmany)ȱandȱΚΝΑφȱ(fon¾
=ȱsound)ȱmusicȱinȱwhichȱatȱleastȱtwoȱsoundsȱofȱclearlyȱdifferingȱpitch,
timbreȱorȱmodeȱofȱarticulationȱoccurȱatȱtheȱsameȱtime;ȱadj.ȱPOLYPHONIC

[R1N+�H1P+M].ȱWARNING:ȱsomeȱ scholarsȱofȱconventionalȱmusicologyȱuse
POLYPHONYȱtoȱreferȱsolelyȱtoȱcontrapuntalȱtonalȱpolyphonyȱofȱtheȱtype
usedȱbyȱcertainȱEuropeanȱcomposersȱbetweenȱc.1400ȱandȱc.1650.

POLYSEMICȱ [S 2 O , �V L � P , N]ȱ adj.ȱ havingȱ manyȱ meanings;ȱ n.ȱ POLYSEMY
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[S 2 � O , V � P L �].
POMOȱ[�S �8 P �8]ȱn.ȱ&ȱadj.ȱabbr.ȱneol.ȱcolloq.ȱderog.ȱpostmodern,ȱpostmodȬ
ernism,ȱpostmodernist,ȱpostmodernising.

POMOROCKOLOGYȱ[S � 8 P � 8U 2 � N 2 O � G = L]ȱn.ȱneol.ȱ(2002);ȱtraditionȱofȱrock
criticismȱandȱjournalismȱinfluencedȱbyȱtheȱdiscourseȱofȱpostmodernisȬ
ingȱliteraryȱcriticismȱandȱcelebratingȱtheȱsupposedlyȱliberatingȱaspects
ofȱrockȱmusicȱwithoutȱconsideringȱmattersȱofȱmusicalȱstructurationȱor
meaning.

PRAGMATICSȱn.ȱbranchȱofȱsemioticsȱfocusingȱofȱtheȱuseȱofȱaȱsignȱsystem
inȱconcreteȱsituationsȱandȱcontexts,ȱespeciallyȱinȱtermsȱofȱcultural,ȱideȬ
ological,ȱeconomicȱandȱsocialȱactivity.

PRESENTȬTIMEȱEXPERIENCE:ȱseeȱEXTENDEDȱPRESENT.

PRODUCTIONȱMUSIC:ȱseeȱLIBRARYȱMUSIC.

PROSODYȱ[�RT
7\
FK�]ȱn.ȱling.ȱtheȱrhythm,ȱspeed,ȱaccentuation,ȱintensity,
intonation,ȱetc.ȱofȱspeech;ȱi.e.ȱtheȱ‘musical’ȱratherȱthanȱtheȱLEXICALȬSEȬ
MANTICȱaspectsȱofȱspeech;ȱadj.ȱPROSODICȱ[RT
�\1F+M];ȱadv.ȱPROSODICALLY
[RT
�\1F+MN+].ȱ

QUENAȱ[�MG�PC]ȱn.ȱfluteȱ(flautoȱdiritto)ȱusedȱinȱtraditionalȱAndeanȱmusic.

QUODLIBETȱ[MY1FN+�D'V]ȱn.ȱmusicalȱpieceȱorȱepisodeȱ‘combiningȱseveral
differentȱmelodies,ȱusuallyȱpopularȱtunes,ȱinȱcounterpoint’;ȱetym.ȱLat.
‘whatȱpleases’,ȱi.e.ȱ‘whateverȱyouȱplease’.ȱ

REC.ȱn.,ȱv.,ȱabbr.ȱrecording,ȱrecordedȱby.

RECEPTIONALȱadj.,ȱneol.ȱ(2001)ȱSeeȱAESTHESIC.

RECITATIVEȱ[T'U+V
�VK�X]ȱn.ȱmus.,ȱfr.ȱIt.ȱRECITATIVOȱ[TGV5+VC�VK�XQ]ȱtypeȱof
vocalȱdeliveryȱinȱwhichȱpitchesȱareȱtonalȱ(melodic)ȱbutȱwhoseȱrhythms

areȱmuchȱcloserȱtoȱthoseȱofȱspeechȱthanȱtoȱthoseȱofȱmetricȱsong.

REFRAINȱ[T+�HT'+P]ȱn.ȱmus.ȱrecurringȱchorusȱepisodeȱinȱaȱpieceȱofȱmusic.

REIFICATIONȱ[TK�L+H+�M'+5
P]ȱn.ȱprocessȱofȱalienationȱwherebyȱhumanȱreȬ
lations,ȱactionsȱandȱideasȱareȱunderstoodȱasȱobjectsȱorȱthingsȱand,ȱinȱan
ideologicalȱenvironmentȱdominatedȱbyȱcapitalȱandȱquantification,ȱthe
inverseȱprocessȱwherebyȱobjectsȱassumeȱ(e.g.ȱthroughȱ‘advertising’)ȱa
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subjective,ȱabstractȱvalueȱasȱideas,ȱasȱsignsȱofȱhumanȱinteractionȱ(comȬ
modityȱ fetishism);ȱ seeȱMarxȱ (1859),ȱ Lukácsȱ (1920),ȱ Perecȱ (1965)ȱ and
Petrovi°ȱ(1983).

RELEASEȱn.ȱmus.ȱfinalȱpartȱofȱaȱsound;ȱrateȱatȱwhichȱtheȱsoundȱlevelȱdeȬ
creasesȱtoȱzeroȱatȱtheȱendȱofȱaȱnoteȱ(cf.ȱMIDIȱ‘velocityȱoff’).

RESPONSORIALȱ=T'UR1P�UQ�T+�N?ȱadj.ȱmus.ȱcharacterisedȱbyȱexchangeȱof
musicalȱmaterialȱ betweenȱ differentȱ PARTICIPANTsȱmakingȱmusicȱ toȬ
gether.ȱOneȱfamiliarȱtypeȱofȱresponsorialȱpracticeȱisȱthatȱbetweenȱaȱlead
(solo)ȱsingerȱorȱinstrumentalistȱandȱaȱgroupȱofȱsingersȱ(choir,ȱbacking
vocalists)ȱorȱinstrumentalistsȱ(tutti),ȱanotherȱbetweenȱsinger[s]ȱandȱinȬ
struments,ȱaȱthirdȱbetweenȱaȱsoloȱsingerȱandȱaȱparticularȱinstrument.

Exchangeȱofȱmaterialȱinvolvingȱonlyȱgroupsȱofȱparticipantsȱisȱlikelyȱto
constituteȱANTIPHONY.ȱWhenȱaȱsoloȱorȱleadȱsingerȱisȱansweredȱbyȱbackȬ
ingȱvocalistsȱorȱbyȱaȱsoloȱ instrumentȱ theȱpracticeȱ isȱoftenȱcalledȱCALL
ANDȱRESPONSE.ȱAlthoughȱcallȱandȱresponseȱtechniquesȱareȱparticularly
commonȱinȱSubȬSaharanȱandȱAfricanȬAmericanȱtraditions,ȱtheyȱhaveȱa
longȱhistoryȱ inȱotherȱpartsȱofȱ theȱworldȱandȱoccurȱ inȱmanyȱdifferent
musicȱcultures,ȱforȱexampleȱasȱresponsoriesȱinȱtheȱBenedictineȱDivine
Office,ȱorȱasȱtheȱsawalȬjawabȱ(=ȱ‘questionȬanswer’)ȱinȱIndianȱr¬gaȱmusic.

RHAPSODYȱn.ȱmus.ȱaȱpieceȱofȱmusic,ȱorȱpartȱ thereof,ȱ inȱrelativelyȱ free
form,ȱoftenȱofȱanȱimprovisatoryȱcharacter;ȱadj.ȱRHAPSODIC.

RIFFȱn.ȱshort,ȱrepeatedȱpatternȱofȱnotesȱwithȱpronouncedȱrhythmicȬmeȬ
lodicȱprofileȱlastingȱnoȱlongerȱthanȱaȱmusicalȱphrase,ȱusuallyȱless.ȱSimȬ
ilarȱtoȱtheȱeuroclassicalȱnotionȱofȱostinato,ȱriffsȱareȱparticularlyȱcommon

inȱrockȱmusic,ȱinȱbigȱbandȱandȱjumpȱmusic,ȱandȱinȱmanyȱtypesȱofȱLatinȬ
Americanȱmusic;ȱe.g.ȱBoléroȱ (Ravel,ȱ1928),ȱ InȱTheȱMoodȱ (Miller,ȱ1940),
ChooȱChooȱCh’Boogieȱ (Jordan,ȱ1946),ȱSatisfactionȱ (RollingȱStones,ȱ1965),
Malandroȱ(Buarque,ȱ1985),ȱTimȱPopȱconȱBirdlandȱ(VanȱVan,ȱ2002).ȱRiffs
areȱoftenȱkeyȱelementsȱinȱtheȱproductionȱofȱGROOVE;ȱseeȱalsoȱFILL,ȱLICK.ȱ

ROCKȱn.ȱandȱattrib.ȱadj.ȱ (qualifyingȱ ‘music’);ȱaȱwideȱrangeȱofȱpopular
andȱmainly,ȱthoughȱnotȱexclusively,ȱEnglishȬlanguageȱmusicsȱproduced
sinceȱtheȱmidȱ1950sȱforȱaȱprimarilyȱyouthȱaudience,ȱmoreȱusuallyȱmale

thanȱ female.ȱRockȱ spansȱ everythingȱ fromȱprogȱ rockȱ (e.g.ȱGenesis)ȱ to
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countryȱrockȱ(e.g.ȱByrds),ȱfromȱpunkȱrockȱ(e.g.ȱSexȱPistols)ȱtoȱfolkȱrock
(e.g.ȱSteeleyeȱSpan)ȱandȱfromȱheavyȱmetalȱ(e.g.ȱLedȱZeppelin)ȱthrough
thrashȱ(e.g.ȱMetallica)ȱtoȱdeathȱandȱspeedȱmetalȱ(e.g.ȱSlayer).ȱIt’sȱwellȬ
nighȱimpossibleȱtoȱpinpointȱstylisticȱcommonȱdenominatorsȱforȱsuchȱa
wideȱrangeȱofȱmusics,ȱapartȱfromȱtheȱfactȱthatȱtheȱmusicȱisȱusuallyȱloud
andȱ itsȱ tonalȱ instrumentsȱelectricallyȱamplified.2ȱTheȱheydayȱofȱ rock
lastedȱ fromȱ theȱmidȱ1960sȱ toȱ theȱ1990sȱandȱ itsȱmusiciansȱareȱmainly,

thoughȱnotȱexclusively,ȱmale.ȱFun,ȱanger,ȱoppositionȱandȱcorporealȱcelȬ
ebrationȱ(‘kickȬass’)ȱareȱaestheticȱconceptsȱfrequentlyȱlinkedȱtoȱrock.

ROCKȱANDȱROLLȱ—ȱbasicallyȱsynonymousȱwithȱROCK;ȱcf.ȱROCKȱ’N’ȱROLL.

ROCKOLOGYȱn.ȱderog.ȱneol.ȱ(1994)ȱacademicȱstudy,ȱwithȱvalueȬaesthetic
agenda,ȱofȱROCKȱmusic;ȱseeȱalsoȱPOMOROCKOLOGY.

ROCKȱ’N’ȱROLLȱn.ȱisȱaȱmuchȱmoreȱrestrictiveȱtermȱthanȱROCKȱorȱROCKȱAND
ROLL;ȱitȱdenotesȱrockȱmusicȱproducedȱinȱtheȱ1950sȱandȱearlyȱ1960sȱby
suchȱartistsȱasȱChuckȱBerry,ȱBillȱHaley,ȱLittleȱRichard,ȱJerryȱLeeȱLewis

andȱElvisȱPresley.ȱ

SCALEȱn.ȱmus.ȱsingleȱoccurrencesȱofȱdifferentȱtonesȱinȱaȱMODEȱpresented
inȱstrictȱascendingȱorȱdescendingȱorderȱofȱpitch;ȱadj.ȱSCALAR.

SCOPOCENTRICȱ [V N 2 S � 8 � V( Q WU , N]ȱadj.ȱneol.ȱ (Bruceȱ Johnson,ȱc.ȱ1994)ȱasȬ
suming,ȱusuallyȱimplicitly,ȱotherȱtypesȱofȱexpressionȱthanȱvisualȱtoȱbeȱof
lesserȱimportanceȱ(cf.ȱLOGOCENTRIC,ȱGRAPHOCENTRIC,ȱSCRIBAL).3

SCRIBALȱ[� V N U D , E � O]ȱadj.ȱ[1]ȱorig.ȱofȱorȱrelatingȱtoȱaȱscribeȱ(1857,ȱMȬW);ȱ[2]
relatingȱtoȱwrittenȱratherȱthanȱtoȱoral/auralȱsymbolsȱ(cf.ȱLOGOCENTRIC,
LOGOGENIC,ȱGRAPHOCENTRIC,ȱMUSOGENIC,ȱSCOPOCENTRIC).

SÉCAMȱn.ȱabbr.ȱ=ȱSéquentielȱcouleurȱàȱmémoire,ȱEurope’sȱfirstȱcolourȱTV

2. Hereȱareȱaȱjustȱfourȱpossibleȱcommonȱstylisticȱtraits:ȱ[1]ȱrock’sȱtonalȱvocabularyȱ
tendsȱmoreȱoftenȱthanȱmanyȱotherȱstylesȱtoȱbeȱmodalȱ(dorian,ȱaeolianȱorȱmixolydianȱ
harmony,ȱforȱexample)ȱratherȱthanȱ‘classical’;ȱ[2]ȱmostȱrockȱisȱinȱcommonȱtimeȱwithȱ
frequentȱanticipationsȱofȱbeatsȱ1ȱandȱ3ȱinȱtheȱbar;ȱ[3]ȱitsȱorganologicalȱcoreȱisȱtheȱ
rockȱquartet,ȱconsistingȱofȱtwoȱelectricȱguitars,ȱdrumkitȱandȱelectricȱbass;ȱ[4]ȱit’sȱ
almostȱalwaysȱloud,ȱandȱintentionallyȱso.ȱTimbreȱandȱauralȱstagingȱareȱessentialȱ
aspectsȱofȱrockȱbutȱthereȱisȱneitherȱtimeȱnorȱspaceȱhereȱtoȱdealȱwithȱsuchȱaȱdauntingȱ
subject.ȱIȱregretȱIȱmustȱabandonȱthisȱfootnote.

3. 1994ȱisȱroughlyȱwhenȱIȱrememberȱfirstȱhearingȱBruceȱJohnsonȱuseȱtheȱword.ȱForȱ
more,ȱseeȱJohnsonȱ(2003,ȱ2009).
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standard;ȱanalogueȱTVȱscanningȱandȱrecordingȱsystemȱusedȱmainlyȱin
France,ȱtheȱexȬUSSR,ȱandȱinȱFrance’sȱexȬcolonies.ȱcf.ȱNTSC,ȱPAL.

SEMANTICSȱn.ȱbranchȱofȱSEMIOTICSȱfocusingȱonȱtheȱrelationshipȱbetween

signsȱandȱwhatȱtheyȱrepresent;ȱadj.ȱSEMANTIC;ȱcf.ȱSYNTAX,ȱPRAGMATICS.ȱ

SEMIOLOGYȱn.ȱtermȱusedȱinȱsomeȱlanguageȱcultures,ȱforȱexampleȱsémiȬ
ologieȱ(francophone)ȱandȱsemiologíaȱ(hispanophone),ȱtoȱdenoteȱbasically
theȱsameȱthingȱasȱSEMIOTICSȱ(seeȱp.159,ff.).

SEMIOSISȱn.ȱactivityȱorȱprocessȱinvolvingȱsignsȱandȱtheȱproductionȱof
meaningȱ(seeȱp.156,ff.).

SEMIOTICSȱn.ȱtheȱstudyȱofȱSEMIOSIS,ȱi.e.ȱofȱprocessesȱinvolvingȱtheȱproȬ
ductionȱofȱsigns,ȱ theirȱ formalȱcharacteristics,ȱ theirȱ intendedȱandȱperȬ
ceivedȱmeanings,ȱetc.ȱ

SEMITONEȱn.ȱintervalȱofȱ100ȱcents,ȱorȱoneȱtwelfthȱofȱanȱoctave,ȱi.e.ȱaȱpitch
differenceȱequivalentȱtoȱthatȱbetweenȱtheȱtoneȱproducedȱbyȱaȱblackȱkey
andȱitsȱimmediatelyȱadjacentȱwhiteȱkeyȱonȱaȱpianoȱkeyboard,ȱorȱofȱthat
betweenȱneighbouringȱfretsȱonȱaȱguitar.

SENZAȱMISURAȱadv.ȱmus.ȱlit.ȱwithoutȱmeasure,ȱwithoutȱbarȱline,ȱi.e.ȱwithȬ
outȱregularȱmetre.

SETȱPIECEȱn.ȱinȱfilmȱmusicȱcontextsȱaȱtypeȱofȱdiegeticȱ(source)ȱmusicȱin
whichȱtheȱactualȱmusicalȱperformanceȱisȱprominentlyȱvisibleȱonȱscreen
asȱtheȱnarrative’sȱprincipalȱfocus.

SEXAPHONEȱn.,ȱa.k.a.ȱHIGHȬHEELEDȱSAX,ȱmediaȱtropeȱconsistingȱofȱshort,
jazzy,ȱlegatoȱphrasesȱonȱ(usuallyȱalto)ȱsaxophoneȱtoȱunderscoreȱsexual
potentialȱinȱstageȱorȱonȬscreenȱnarrative;ȱseeȱ|tvtropes.org/pmwiki/pmwiki.php/
Main/Sexophone|ȱ(e.g.ȱ‘WhatȱisȱKennyȱGȱdoingȱinȱeveryone’sȱbedroom?’).

Seeȱfootnoteȱ6,ȱp.ȱ307,ȱforȱmoreȱdetails.ȱ

SHUTTLEȱ ȱCHORDȱSHUTTLE.

SINGALONGȱ[�U+PI
N10]ȱn.ȱtuneȱorȱpassageȱtoȱwhich,ȱwhenȱperformed,

it’sȱeasyȱforȱmembersȱofȱanȱaudienceȱtoȱsingȱalong;ȱinȱgeneralȱaȱtuneȱeasȬ
ilyȱsungȱbyȱmanyȱpeople,ȱorȱanȱoccasionȱonȱwhichȱsuchȱtunesȱareȱperȬ
formedȱ(e.g.ȱ ‘Fridayȱnightȱsingalongs’);ȱadj.,ȱe.g.ȱ ‘aȱsingalongȱevening
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withȱpianistȱFredȱBloggs’ȱorȱ‘theȱsingalongȱpartȱofȱtheȱrecording’.

SMPTEȱ[� V , P S W ,]ȱn.ȱph.ȱabbr.ȱtheȱ(US)ȱSocietyȱofȱMotionȱPictureȱandȱTelȬ
evisionȱEngineers;ȱoftenȱusedȱasȱoralȱshorthandȱforȱSMPTEȱcode,ȱi.e.ȱthe
Society’sȱ standardȱ timecodeȱ systemȱ usedȱ inȱ audiovisualȱ production
andȱaccordingȱ toȱwhichȱpassingȱ timeȱ isȱgivenȱ inȱhours,ȱminutes,ȱsecȬ
ondsȱandȱframes,ȱe.g.ȱ‘01:09:50;12’ȱforȱaȱpointȱatȱwhichȱoneȱhour,ȱnine
minutes,ȱfiftyȱsecondsȱandȱtwelveȱframesȱhaveȱelapsedȱsinceȱtheȱstartȱof
theȱproductionȱatȱ00:00:00;00.ȱ

SOCIALȱANAPHONEȱn.ȱneol.ȱ(2012)ȱANAPHONEȱrelatingȱmusicalȱstructure
toȱaȱparaȬȱorȱextramusicalȱgroupȱformationȱwithȱspecificȱtraitsȱinȱterms

ofȱnumber,ȱgender,ȱgroupȱdynamic,ȱsharedȱvalues,ȱ function,ȱetc.ȱ (see
pp.ȱ467Ȭ470,ȱp.ȱ514).

SONICȱANAPHONEȱ n.ȱ neol.ȱ (1990)ȱ typeȱ ofȱ ANAPHONEȱ relatingȱmusical

structureȱwithȱparaȬȱorȱextramusicalȱsoundȱ(p.487,ff.).ȱ

SPOTTINGȱSESSIONȱn.ȱpreparatoryȱstageȱinȱcomposingȱforȱmovies:ȱdirecȬ
torȱandȱcomposerȱdiscussȱwhatȱsortȱofȱmusicȱshouldȱbeȱusedȱatȱwhich

pointsȱinȱtheȱproductionȱ(‘cueȱspotting’).ȱ

SQUADȱ ȱPERFORMANCEȱSQUAD.

STANDȬALONEȱEQUIPMENTȱn.ȱelectricallyȱpoweredȱapparatusȱforȱplayȬ
backȱand/orȱrecording,ȱwithoutȱneedȱofȱaȱcomputerȱconnection,ȱofȱauȬ
dioȱorȱaudiovisualȱmaterialȱusingȱexternalȱmediaȱcarriers,ȱe.g.ȱrecord
turntable,ȱWalkman,ȱVCR,ȱCDȱplayer,ȱMiniDiscȱplayer,ȱDVDȱplayer.ȱ

STRANDȱn.ȱmus.ȱsingleȱthreadȱofȱsoundȱwithȱidentifiableȱtraitsȱ(timbre,

rhythm,ȱregister,ȱpitchȱcontour)ȱdistinguishingȱitȱfromȱotherȱsimultaneȬ
ouslyȱsoundingȱstrandsȱinȱtheȱmusic;ȱa.k.a.ȱlineȱ(e.g.ȱ‘melodicȱline’,ȱ‘bass
line’),ȱpartȱ(e.g.ȱ ‘oboeȱpart’,ȱ ‘fourȬpartȱharmony’),ȱvoiceȱ(e.g.ȱ ‘madrigal

forȱfiveȱvoices’,ȱ‘harmonicȱvoicing’),ȱstreamȱ(Lacasse,ȱ2000).ȱEachȱmusiȬ
calȱstrandȱisȱusuallyȱassignedȱitsȱownȱtrackȱinȱtheȱprocessesȱofȱaudioȱreȬ
cordingȱandȱmixing.ȱ

STRINGALONG;ȱseeȱCHARITYȱSTRINGALONG.

STYLEȱ(musical)ȱn.ȱuseȱofȱmusicalȱmaterialsȱtypicalȱofȱanȱindividualȱ(comȬ
poser,ȱperformer),ȱorȱofȱaȱgroupȱofȱmusicians,ȱorȱofȱaȱGENRE,ȱaȱplace,ȱaȱculȬ
ture,ȱaȱhistoricalȱperiod,ȱetc.ȱSeeȱpp.ȱ266Ȭ268ȱandȱFabbriȱ(2005:ȱ8Ȭ9).ȱ
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SUBBEATȱn.ȱmus.ȱunitȱresultingȱfromȱdivisionȱbyȱeitherȱ2ȱorȱ3ȱofȱaȱbeat
intoȱequalȱdurations;ȱforȱexample,ȱtheȱarrangementȱofȱsubbeatsȱinȱaȱbar
ofȱ6/8ȱtimeȱcanȱbe:ȱ[1]ȱ1ȱ×ȱ6ȱsubbeatsȱ=ȱK�ȱ=ȱLLLLLOȱ;ȱ[2]ȱ2ȱ×ȱ3ȱsubbeatsȱ=
O� �O�ȱȱ=ȱLLO�LLO;ȱ[3]ȱ3ȱ×ȱ2ȱsubbeatsȱ=ȱO �O �O�=ȱLO�LO�LO ȱ(seeȱalsoȱHEMIOLA).

SUSTAINȱn.ȱmus.ȱ[1]ȱtheȱmainȱpartȱofȱaȱsoundȱfollowingȱitsȱATTACK/DEȬ
CAYȱandȱprecedingȱitsȱRELEASE;ȱseeȱalsoȱCONTINUANTȱandȱp.ȱ277,ȱff;ȱ[2]
typeȱofȱdistortionȱ(p.ȱ309,ȱff.).ȱ

SYNCȱ [V , 1 N @ȱ (abbr;ȱ 1945,ȱMȬW)ȱ [1]ȱ v.ȱ synchronise;ȱ SYNCȬINGȱ [� V , 1 N , 1]
(pres.ȱparticip.),ȱSYNCȬEDȱ[V , 1 N W]ȱ(past);ȱ[2]ȱn.ȱsynchronisation.

SYNCRISISȱ=�U+0MT+U+U]ȱn.ȱmus.ȱneol.ȱ(2012)ȱmusicalȱformȱinȱtermsȱofȱthe
aggregationȱofȱseveralȱsimultaneouslyȱongoingȱsoundsȱperceptibleȱasȱa
combinedȱwholeȱinsideȱtheȱlimitsȱofȱtheȱEXTENDEDȱPRESENTȱ( ȱMUSEME
STACK),ȱasȱdistinctȱfromȱDIATAXISȱ(q.v.);ȱetym.ȱΗϾ·ΎΕΗΖȱ=ȱaȱputtingȱtoȬ
gether,ȱ aggregate,ȱ combination,ȱ fromȱ ΗΙ·ΎΕϟΑΝȱ =ȱ toȱ combine,ȱ comȬ
pound,ȱputȱtogether.ȱ

SYNTAXȱn.ȱetym.ȱΗϾΑΘ΅ΒΖȱ=ȱorder,ȱarrayȱ[1]ȱ(general)ȱtheȱstudyȱofȱprinȬ
ciplesȱandȱ rulesȱ forȱ constructingȱ ‘texts’,ȱ includingȱwrittenȱorȱ spoken
language,ȱmusicalȱworks,ȱrecordings,ȱetc;ȱ[2]ȱbranchȱofȱSEMIOTICSȱfocusȬ
ingȱonȱtheȱformalȱrelationshipȱofȱsignsȱtoȱeachȱotherȱwithoutȱnecessarily
consideringȱ theirȱmeaning;ȱ [3]ȱmus.ȱ orderingȱ ofȱ eventsȱ inȱ sequence
ratherȱthanȱsimultaneously,ȱparticularlyȱinsideȱaȱphraseȱbutȱalsoȱinside
anȱepisodeȱ(motifs,ȱphrases,ȱharmonicȱprogressionsȱetc.).ȱTheȱordering
ofȱepisodesȱthroughoutȱaȱwholeȱpieceȱofȱmusicȱintoȱanȱoverallȱsequence
(‘longȬtermȱsyntax’)ȱisȱreferredȱtoȱasȱDIATAXIS.

TACTILEȱANAPHONEȱn.ȱneol.ȱ(1990)ȱtypeȱofȱANAPHONEȱrelatingȱmusical

structureȱwithȱtheȱsenseȱofȱtouchȱ(p.494,ff.).ȱ

TAILȱn.ȱmus.ȱsnippetȱofȱfilmȱscore,ȱoftenȱafterȱaȱchangeȱofȱsceneȱorȱatȱthe
endȱofȱaȱBRIDGE,ȱthatȱsetsȱtheȱmoodȱofȱtheȱnewȱsceneȱandȱtailsȱoffȱunreȬ
solved,ȱclearingȱacousticȱspaceȱforȱdialogueȱandȱsoundȱeffects.

TEMPȱTRACKȱ(a.k.a.ȱTEMPȱMUSIC,ȱTEMPȱSCORE,ȱSCRATCHȱSCORE)ȱn.ȱexisting
musicȱaddedȱ toȱanȱaudiovisualȱproductionȱduringȱ theȱeditingȱphase;
usedȱ[1]ȱtoȱtestȱaȱfilmȱonȱaudienceȱfocusȱgroupsȱandȱonȱproductionȱexȬ
ecutives,ȱ[2]ȱtoȱgiveȱtheȱsoundtrackȱcomposerȱanȱideaȱofȱtheȱsortȱofȱmuȬ
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sicȱtheȱdirectorȱenvisagesȱatȱvariousȱpointsȱinȱtheȱproduction.ȱ

TEXTȱ(musical)ȱn.ȱpartȱorȱwholeȱofȱaȱPIECEȱOFȱMUSICȱwhoseȱsoundsȱare
physicallyȱfixedȱorȱstoredȱbutȱwhich,ȱwhenȱrepeatedȱidentically,ȱareȱnot
necessarilyȱheardȱ(‘read’)ȱinȱtheȱsameȱwayȱasȱeitherȱoriginallyȱintended
orȱasȱheardȱbyȱpreviousȱaudiences.ȱAlthoughȱ sheetȱmusicȱ resembles

verbalȱtextȱinȱthatȱitȱisȱaȱvisualȱmedium,ȱitsȱidentificationȱasȱmusicalȱtext
isȱquestionableȱsinceȱ itȱhasȱtoȱbeȱputȱintoȱsound,ȱmadeȱintoȱmusicȱby
performers:ȱitsȱmodeȱofȱstorageȱisȱnoȱmoreȱthanȱtheȱvisualȱrepresentaȬ
tionȱofȱcertainȱaspectsȱofȱtheȱmusic’sȱactualȱsounds.ȱMostȱsoundȱrecordȬ
ingsȱcan,ȱonȱtheȱotherȱhand,ȱbeȱconsideredȱasȱmusicalȱtexts.ȱ

TIMINGȱNOTESȱseeȱBREAKDOWNȱNOTES.ȱ

TITLEȱMUSICȱn.ȱgenericȱtermȱdenotingȱmusicȱconceivedȱforȱanȱaudiovisȬ
ualȱproduction’sȱtitleȱsequencesȱ(orȱcredits),ȱatȱorȱnearȱtheȱstartȱ(theȱmain
orȱopeningȱtitles)ȱand/orȱatȱtheȱendȱofȱtheȱfilmȱorȱprogrammeȱ(endȱtitles).ȱ

TLTTȱabbr.ȱ=ȱTenȱLittleȱTitleȱTunes;ȱ914Ȭpageȱ sourceȱbookȱ soȱoftenȱ reȬ
ferredȱtoȱthatȱitsȱtitleȱisȱabbreviatedȱtoȱsaveȱspace;ȱseeȱTaggȱ&ȱClarida
(2003)ȱandȱexplanationsȱinȱtheȱprefaceȱ(p.17,ȱff.).

TONALȱadj.ȱmus.ȱhavingȱtheȱpropertiesȱofȱaȱTONEȱorȱtones.

TONALITYȱn.ȱmus.ȱsystemȱaccordingȱtoȱwhichȱTONEsȱareȱarrangedȱand
used.

TONATIMȱ > W � 8� Q ( , W , P @ � adv.,ȱ neol.ȱ (1992)ȱ toneȱ forȱ toneȱ (etym.ȱ TONEȱ +
[VERB]ATIM).

TONEȱn.ȱmus.ȱNOTEȱwithȱdiscernibleȱfundamentalȱPITCH.ȱ

TONICȱn.ȱmus.ȱmainȱreferenceȱTONEȱinȱanyȱMODEȱorȱKEY,ȱusuallyȱnumȬ
beredȱ‘1’ȱ(orȱ‘I’ȱifȱdesignatingȱaȱtonicȱchord)ȱinȱscalarȱsequence;ȱadj.ȱTONȬ
ICALȱ=ȱTONALȱmusicȱfeaturingȱaȱtonic.

TRANSCENDENCEȱn.ȱ(relig.)ȱ‘theȱaspectȱofȱGodȇsȱnatureȱandȱpowerȱwhich

isȱ[imaginedȱas]ȱwhollyȱindependentȱofȱ(andȱremovedȱfrom)ȱtheȱphysiȬ
calȱuniverse’ȱ (Wikipedia);ȱ (gen.)ȱanyȱpowerȱorȱqualityȱexperiencedȱas
independentȱ ofȱ orȱdisconnectedȱ fromȱ theȱmaterialȱworld;ȱ adj.ȱ TRANȬ
SCENDENT:ȱextendingȱbeyondȱtheȱlimitsȱofȱordinaryȱexperienceȱ(Kant).ȱ

TRANSMODALȱ=VT3PU�O
7F
N?�adj.ȱcrossingȱfromȱoneȱsensoryȱmodeȱto
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another,ȱe.g.ȱ‘loudȱcolours’,ȱ‘meatyȱguitarȱsound’,ȱorȱasȱinȱGESTURALȱINȬ
TERCONVERSION;ȱ seeȱ alsoȱ underȱ ‘Transmodalȱ anaphones’ȱ (p.ȱ 494ȱ ff.);
etym.ȱtransmodalȱlogisticsȱcompaniesȱmovingȱfreightȱbetweenȱvarious
modesȱofȱtransport,ȱe.g.ȱbyȱroad,ȱthenȱbyȱrail,ȱthenȱbyȱsea.

TRANSPOSEȱv.ȱmus.ȱtoȱpitchȱshift,ȱupȱorȱdown,ȱallȱnotesȱinȱaȱpieceȱorȱpasȬ
sageȱtoȱaȱdifferentȱkey;ȱderiv.ȱn.ȱTRANSPOSITION.ȱȱȱ

TRANSSCANSIONȱ=VT3P�UM3P5
P?ȱn.ȱneol.ȱ(c.1989)ȱshortȱwordlessȱmotif

whoseȱmelodicȱandȱrhythmicȱprofileȱcloselyȱresemblesȱthatȱofȱatȱleast
twoȱspokenȱsyllablesȱassociatedȱwithȱtheȱmusicȱinȱwhichȱitȱoccurs;ȱetym.
TRANSȱ(across)ȱ+ȱSCANȱ(speakȱorȱreadȱmetrically),ȱi.e.ȱwithȱtheȱmetreȱand
rhythmȱofȱtheȱword[s]ȱtransferredȱfromȱspeechȱintoȱmusicȱ(seeȱp.ȱ489).ȱ

TRIOȱn.ȱmus.ȱ [1]ȱ threeȱpeopleȱsingingȱand/orȱplayingȱ instruments;ȱ [2]
theȱ lessȱwellȬknownȱmiddleȱepisodeȱofȱaȱmarchȱorȱdanceȱpiece,ȱasȱ in
‘minuetȱandȱtrio’;ȱseeȱalsoȱCHORUSȱandȱBRIDGE.ȱ

TRUCKȱDRIVER’SȱGEARȱ CHANGEȱ n.ȱ ph.ȱ colloq.ȱ changeȱ ofȱ keyȱ occurring
‘nearȱtheȱendȱofȱaȱsong,ȱshiftingȱupwards’ȱ(seeȱTRANSPOSE)ȱbyȱsomeȱrelaȬ
tivelyȱsmallȱpitchȱincrementȱ—mostȱcommonlyȱbyȱoneȱsemitoneȱ(halfȱstep)
orȱwholeȱtoneȱ(wholeȱstep)ȱ(p.ȱ414).ȱ

TURNAROUNDȱn.ȱshortȱchordȱsequenceȱatȱ theȱendȱofȱoneȱsectionȱ inȱa
songȱorȱinstrumentalȱnumberȱandȱwhoseȱpurposeȱisȱtoȱfacilitateȱrecapitȬ
ulationȱofȱtheȱcompleteȱharmonicȱsequenceȱofȱthatȱsection.

UNDERSCOREȱn.ȱinvisibleȱnonȬdiegeticȱmusic,ȱusuallyȱbackgroundȱorȱinȬ
cidentalȱmusic,ȱwrittenȱtoȱfitȱanȱexistingȱvisualȱsequence.ȱ

VAMPȱn.ȱCHORDȱLOOPȱwithȱseveralȱvariantsȱwhoseȱchordsȱgenerically
runȱ1IȬviȬii/IVȬV2.ȱ

VIDEOGRAMȱ n.ȱ physicalȱ objectȱ containingȱ anȱ audiovisualȱ recording,
usually,ȱbutȱnotȱnecessarily,ȱofȱaȱsingleȱwork;ȱcarrierȱofȱrecordedȱsound
andȱ movingȱ imageȱ usuallyȱ soldȱ asȱ aȱ commodityȱ andȱ playableȱ on
STANDȬALONEȱEQUIPMENT,ȱe.g.ȱvideocassette,ȱDVD,ȱgamesȱdisc.ȱ

VOCALȱPERSONAȱn.ȱph.ȱvocalȱrepresentationȱofȱanȱindividualȱorȱtypeȱof
individualȱinȱtermsȱofȱpersonality,ȱstateȱofȱmind,ȱage,ȱgender,ȱnationalȬ
ity,ȱethnicity,ȱnarrativeȱarchetype,ȱetc.ȱ(seeȱChapterȱ10).ȱ
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VOCALȱSTAGINGȱn.ȱ(Lacasse,ȱ2000)ȱvocalȱaspectȱofȱAURALȱSTAGING.

VVAȱ=XK�XK��'+?ȱn.ȱph.ȱabbr.ȱneol.ȱ(1983):ȱverbalȬvisualȱassociation,ȱmore

specificallyȱaȱresponseȱtoȱmusic,ȱexpressedȱinȱwordsȱand/orȱimages.ȱ

WHOLEȬTONEȱSCALEȱn.ȱhexatonicȱ (sixȬtone)ȱmodeȱconsistingȱ solelyȱof
wholeȬtoneȱsteps:ȱeitherȱc d e f� g�/a� b�ȱorȱc�/d� e� f g a b�.ȱ

WORDȱPAINTINGȱn.ȱmus.ȱanaphonicȱrenderingȱofȱsomeȱaspectȱofȱaȱsung
textȱbyȱeitherȱsingersȱorȱinstrumentalists,ȱe.g.ȱaȱrisingȱfigureȱforȱetȱresurȬ
rexit,ȱdescendingȱforȱdescendit,ȱdiscordsȱforȱcrucifixus,ȱquickȱnotesȱinȱa
highȱ registerȱ forȱ fluttering,ȱ etc.ȱ Occurrencesȱ ofȱwordȱ paintingȱ perȬ
formedȱ byȱ vocalistsȱ areȱ alsoȱ calledȱ MADRIGALISMsȱ (seeȱ alsoȱMICKEYȬ
MOUSING).
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References
Explanations 
ToȱsaveȱspaceȱandȱtoȱavoidȱtheȱinconvenienceȱofȱbeingȱreferredȱtoȱseveralȱapȬ
pendicesȱtoȱobtainȱinformationȱaboutȱoneȱitem,ȱthisȱappendixȱcontainsȱallȱreferencȬ
esȱofȱeveryȱtype.ȱThisȱdeviationȱfromȱstandardȱscholarlyȱprocedureȱalsoȱrelatesȱto
arguments,ȱpresentedȱinȱChaptersȱ2ȱandȱ3,ȱaboutȱtheȱcrossȬdomainȱcharacterȱof
musicȱasȱaȱsymbolicȱsystemȱandȱaboutȱtheȱequalȱvalueȱofȱdifferentȱtypesȱofȱknowlȬ
edge.ȱBooks,ȱarticles,ȱmusicalȱnotationȱandȱotherȱscribalȬverbalȱsourcesȱareȱ in
otherȱwordsȱtreatedȱasȱneitherȱmoreȱnorȱlessȱvalidȱsourcesȱofȱinformationȱand
ideasȱthanȱaudiovisualȱones.ȱSinceȱallȱtypesȱofȱknowledgeȱmustȱlogicallyȱinterȬ
connectȱinȱaȱbookȱaboutȱhowȱmusicȱworks,ȱthereȱisȱnoȱgoodȱreasonȱtoȱseparate
sourceȱtypesȱintoȱhistoricallyȱconventionalȱcategoriesȱofȱstorageȱtechnology.ȱ

Order of presentation
Itemsȱappearȱinȱalphabeticalȱorderȱofȱauthorȱ(writer,ȱcomposer/artistȱetc.)ȱor,ȱin
theȱcaseȱofȱmultiȬauthoredȱorȱanonymousȱworks,ȱinȱalphabeticalȱorderȱofȱtitle
(book,ȱarticle,ȱfilm,ȱTVȱshow,ȱtune,ȱalbum,ȱetc.).ȱ

ItemsȱbyȱtheȱsameȱauthorȱareȱarrangedȱinȱchronologicalȱorderȱofȱfirstȱknownȱapȬ
pearance.ȱForȱexample,ȱmusicȱforȱaȱfilmȱwhichȱappearedȱinȱ1968ȱandȱwhichȱis
includedȱonȱaȱsoundȱrecordingȱfromȱ1988ȱorȱonȱaȱDVDȱfromȱ2002ȱisȱorderedȱas
1966,ȱnotȱasȱ1988ȱorȱ2002.ȱSimilarly,ȱaȱworkȱknownȱtoȱhaveȱbeenȱcomposed,ȱpubȬ
lishedȱorȱreleasedȱinȱ1832,ȱwhichȱalsoȱappearsȱinȱaȱvolumeȱofȱsheetȱmusicȱpubȬ
lishedȱinȱ1954ȱandȱwhichȱisȱincludedȱonȱaȱCDȱissuedȱinȱ1998,ȱisȱchronologically
listedȱasȱ1832,ȱexceptȱinȱthoseȱinstancesȱwhereȱtheȱoriginalȱyearȱofȱrelease,ȱpubȬ
licationȱorȱperformanceȱisȱunknown.ȱ‘n.d.’ȱ(=ȱnoȱdate)ȱsignalsȱthatȱtheȱyearȱofȱthe
item’sȱappearance/release/publication/firstȱperformanceȱisȱunknown,ȱexceptȱin
casesȱwhereȱnoȱdateȱdetailsȱareȱtoȱbeȱexpectedȱ(e.g.ȱsourcesȱofȱtraditionalȱmusic).ȱ

Space-saving icons and abbreviations
Toȱsaveȱspaceȱandȱtoȱfacilitateȱidentificationȱofȱtheȱtypeȱofȱsourceȱandȱtheȱroleȱof
variousȱauthorsȱreferredȱtoȱinȱthisȱcomprehensiveȱreferenceȱappendix,ȱtheȱfolȬ
lowingȱsymbolsȱareȱused.
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Table X-1: Symbols used in this appendix 

Three example entries with explanations
1.ȱADDISON,ȱJohnȱ(1984)ȱE�MurderȱSheȱWroteȱ6VCBSȱYSvTVȱ(1990).
JohnȱAddisonȱisȱcomposerȱofȱtheȱtitleȱthemeȱ(6)ȱforȱthisȱTVȱproductionȱ(V),ȱfirstȱbroadȬ
castȱbyȱCBSȱinȱ1984ȱandȱrecordedȱoffȬairȱ(Y)ȱfromȱSwedishȱTVȱinȱ1990.

2.ȱHIGHȱNOONȱ(1952)ȱ(Criterion/Republic/UAȱHFredȱZinnemann;ȱ84Frontȱ054ȱ1463ȱ
(1998);ȱ E6ȱDimitriȱTIOMKIN;ȱ�XQ ȱFrankieȱLAINE;ȱ�X4 ȱTexȱRITTER.

Theȱsourceȱusedȱforȱtheȱmusicȱthroughoutȱthisȱ1952ȱfilmȱ(()ȱfromȱproductionȱcompaȬ
niesȱCriterion,ȱRepublicȱandȱUnitedȱArtistsȱ(UA),ȱandȱdirectedȱ(H)ȱbyȱZinnemann,ȱisȱaȱ
videocassetteȱ(8)ȱreleasedȱinȱ1998.ȱDetailsȱofȱtheȱsourcesȱusedȱforȱtheȱtitleȱthemeȱ(6)ȱ
composedȱ(E)ȱbyȱDimitriȱTiomkinȱcanȱbeȱfoundȱunderȱotherȱentriesȱ( ):ȱ[1]ȱTiomkinȱ
himself;ȱ[2]ȱFrankieȱLaine,ȱwhoȱsangȱ(X)ȱaȱpopularȱcoverȱversionȱ(Q)ȱofȱ[3]ȱtheȱoriginalȱ
recordingȱ(4)ȱsungȱ(X)ȱbyȱTexȱRitter.ȱ

3.ȱMOZART,ȱWȱAȱ(1791)ȱConcertoȱforȱClarinetȱandȱOrchestraȱinȱAȱmajor,ȱK622ȱ•2ndȱmvt.ȱ
(PadreȱPadroneȱ ȱMACCHIȱ(1977);ȱ(OutȱofȱAfricaȱ �BARRYȱ(1986).

DetailsȱofȱtheȱsoundȱcarriersȱusedȱasȱsourcesȱforȱtheȱsecondȱmovementȱofȱthisȱMozartȱ
concertoȱfromȱ1791ȱareȱprovidedȱunderȱtwoȱotherȱauthorȱentries,ȱtoȱwhichȱtheȱreaderȱisȱ
referredȱ( ):ȱ[1]ȱtheȱalbumȱcontainingȱEgistoȱMacchi’sȱmusicȱforȱtheȱfilmȱ(()ȱPadreȱPaȬ
droneȱ(releasedȱinȱ1977);ȱ[2]ȱtheȱalbumȱ(�)ȱcontainingȱBarry’sȱmusicȱforȱtheȱ1986ȱfilmȱ(()ȱ
OutȱofȱAfrica.ȱ

URLs 
Toȱsaveȱspace,ȱtheȱinitialȱ‘http://www.’ȱinȱinternetȱaddressesȱ(URLs)ȱisȱomittedȱand
replacedȱwithȱtheȱONLINEȱorȱDOWNLOADȱiconȱ).ȱToȱdistinguishȱURLȱsourcesȱfrom
surroundingȱ text,ȱandȱ toȱ saveȱ space,ȱ this font isȱused,ȱ forȱexampleȱ ‘) tagg.org’.
DatesȱofȱvisitsȱtoȱURLsȱareȱformattedȱyymmddȱandȱplacedȱinȱsquareȱbracketsȱafter
theȱrelevantȱURL,ȱforȱexampleȱ‘)tagg.org [100921]’.ȱThat’sȱclearerȱandȱmuchȱshortȬ
erȱ thanȱ ‘http://www.tagg.org;ȱ pageȱ accessedȱ 21stȱ September,ȱ 2010’.ȱ Aȱ struckȬ
throughȱhyperlink,ȱe.g.ȱ_q2TK-gefio ,ȱindicatesȱthatȱtheȱlinkȱwasȱpreviouslyȱopȬ
erativeȱbutȱnoȱlongerȱworkedȱatȱtheȱtimeȱofȱpublication.

( filmȱproduction P musicalȱnotation D writtenȱword

V TVȱproduction E composer[s] Q coverȱversion

Y offȬairȱrecording % conductor 2 firstȱpublishedȱ

& DVD X vocalist[s] 4 1stȱrecordedȱ

8 videocassette O performer[s] � advert

' YouTubeȱ L writerȱorȱlyricist 6 titleȱtheme

) onȱlineȱ H filmȱdirectorȱ * audioȱexample

I video/computerȱgame � star,ȱactor § section/paragraphȱ

� phonogramȱ(CD,ȱLP,ȱetc.) R publisher

. audiocassette d arranger  seeȱ…

http://tagg.org
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YouTube files
YouTubeȱfileȱaddressesȱareȱreducedȱtoȱtheirȱuniqueȱfilenamesȱandȱtheȱrecurrent
URLȱprefixȱhttp://www.youtube.com/watch?v= isȱomitted.ȱForȱexample:ȱhttp://
www.youtube.com/watch?v=msM28q6MyfYȱ (42ȱ characters)ȱ appearsȱ asȱ simply

'msM28q6MyfYȱ(1+11=12ȱcharacters).ȱTryȱcopyingȱtheȱ‘msM28q6MyfY’ȱpartȱof
theȱ completeȱ referenceȱ ‘'msM28q6MyfY[120122]’ȱ intoȱ theȱ YouTubeȱ Search
window.ȱ Itȱ takesȱyouȱdirectlyȱ toȱTheȱEmmerdaleȱCommutations,ȱVersionȱ6ȱand
nothingȱelse.ȱTheȱsystemȱdoesn’tȱevenȱbotherȱyouȱwithȱallȱtheȱotherȱstuffȱitȱasȬ
sumesȱ‘youȱmightȱenjoy’.ȱIfȱyouȱareȱreadingȱthisȱonȱaȱdigitalȱdeviceȱyouȱcanȱjust
clickȱonȱtheȱhyperlinkȱtoȱaccessȱtheȱreferencedȱfile.ȱ

N.B.ȱTheȱfunctionalityȱofȱhyperlinksȱinȱthisȱappendixȱwillȱvaryȱaccordingȱto
factorsȱexplainedȱinȱtheȱ‘Publicationȱformatȱandȱdevices’ȱsectionȱofȱonlineȱinȬ
formationȱatȱ) ȱtagg.org/mmmsp/BookFormats.html.1ȱ

Standard source reference abbreviations
B&H:ȱBooseyȱandȱHawkesȱ|ȱC20ȱFOX:ȱTwentiethȱCenturyȱFoxȱ|ȱCH4:ȱChannelȱ4
TVȱ(UK)ȱ|ȱCUP:ȱCambridgeȱUniversityȱPressȱ|ȱDGG:ȱDeutscheȱGrammophon

Gesellschaftȱ|ȱED.ȱorȱEDS.ȱeditedȱbyȱ|ȱIASPM:ȱInternationalȱAssociationȱforȱthe
StudyȱofȱPopularȱMusicȱ|ȱITV:ȱIndependentȱTVȱ(UK)ȱ|ȱMVT:ȱmovementȱ|ȱN.D.ȱno
dateȱ|ȱOrch:ȱOrchestraȱ|ȱOUP:ȱOxfordȱUniversityȱPressȱ|ȱREC.ȱrecording/recordȬ
edȱ|ȱREVȱ–ȱrevisedȱ|ȱSRP2/SRP3:ȱSverigesȱRadioȱProgramȱ2/3ȱ(Swedishȱnational
radioȱ channelȱ 2ȱ orȱ 3)ȱ |ȱ SvTV:ȱ Sverigesȱ Televisionȱ (Swedishȱ nationalȱ TV)ȱ |
Symph:ȱSymphonyȱ|ȱ tr.ȱ translator[s]ȱ|ȱTV3:ȱScandinavia’sȱ commercialȱ third
channelȱ|ȱUA:ȱUnitedȱArtistsȱ|ȱU.P.ȱuniversityȱpressȱ|ȱXTR:ȱextract[s]ȱ|ȱXWOS:ȱexȬ
ceptȱwhereȱotherwiseȱstated.
ȱ

1. Ifȱyou’reȱreadingȱthisȱasȱhardȱcopyȱorȱifȱclickingȱtheȱlinkȱproducesȱnoȱresults,ȱtakeȱtheȱ
followingȱsteps:ȱ[1]ȱvisitȱhttp://tagg.org;ȱ[2]ȱclickȱtheȱblueȱ‘eȬbooks’ȱbuttonȱinȱtheȱleftȱ
column;ȱ[3]ȱclickȱ‘PhilipȱTagg:ȱMusic’sȱMeanings’;ȱ[4]ȱclickȱ‘Publicationȱformat’.

msM28q6MyfY
http://www.youtube.com/watch?v=msM28q6MyfY
http://tagg.org
http://tagg.org/mmmsp/BookFormats.html


610 Tagg:ȱMusic’sȱMeaningsȱ—References

List of References
1959:ȱTHEȱYEARȱTHATȱCHANGEDȱJAZZȱVYBBCȱ4,ȱ2012Ȭ02Ȭ18.
2001ȱ(1968)ȱ(MGMȱHStanleyȱKubrickȱ&Warnerȱ65539ȱ[0-7907-6011-8] (2001).ȱ

� ȱOriginalȱsoundtrackȱMGMȱSȱ13;ȱseeȱalsoȱLIGETIȱ(1961),ȱSTRAUSSȱJȱ(1895),ȱ
STRAUSSȱRȱ(1896).

ABBAȱ(1974a)ȱHoneyȱHoneyȱYSvensktoppen,ȱSRP3ȱ1974Ȭ04Ȭ05;ȱalsoȱonȱABBAȱ(1990).
—ȱ(1974b)ȱ‘HastaȱMañana’ȱWaterlooȱ�PolarȱPOLSȱ252;ȱalsoȱonȱABBAȱ(1990)
—ȱ(1975a) SOSȱ�PolarȱPOSȱ1213;ȱalsoȱonȱABBAȱ(1990)
—ȱ(1975b) Fernandoȱ�EpicȱEPCȱ4036ȱ(UK)ȱ;ȱalsoȱonȱABBAȱ(1988a)
—ȱ(1976) DancingȱQueenȱ�EpicȱSEPCȱ4499;ȱalsoȱonȱABBAȱ(1990).
—ȱ(1977a) TheȱNameȱofȱtheȱGameȱ�EpicȱEPCȱ5750;ȱalsoȱonȱABBAȱ(1988).
—ȱ(1977b) ‘Eagle’ȱTheȱAlbumȱ�PolarȱPOLSȱ272;ȱalsoȱonȱABBAȱ(1988).
—ȱ(1982) ‘TheȱWinnerȱTakesȱItȱAll’ȱTheȱSinglesȱȬȱFirstȱTenȱYearsȱ�PolarȱPOLMDȱ400Ȭ401.
—ȱ(1988) TheȱHitsȱVol.2ȱ(HitȱBoxȱVol.2)ȱ�PickwickȱPWKSȱ500.
—ȱ(1990) TheȱHitsȱVol.1ȱ(HitȱBoxȱVol.1)ȱ�PickwickȱPWKSȱ593.
AC/DCȱ(1980)ȱ‘ShootȱToȱThrill’ȱ�BackȱinȱBlack.ȱAtlanticȱATLȱ50735.
ADORNO,ȱTheodorȱWȱ(1947)ȱ �DȱEISLERȱ&ȱAdornoȱ(1947).
—ȱ(1962)ȱ EinleitungȱinȱdieȱMusiksoziologie�DFrankfurt:ȱSuhrkamp;ȱ

alsoȱasȱIntroductionȱtoȱtheȱSociologyȱofȱMusicȱ(tr.ȱE.B.ȱAshton)ȱDNewȱYork:ȱSeaȬ
buryȱPressȱ(1976),ȱrepr.ȱLondon:ȱContinuumȱ(1997).

Ȱȱ(1999) SoundȱFiguresȱ(tr.ȱRodneyȱLivingstone)ȱDȱStanfordȱU.P.ȱ2ȱasȱ‘Klangfiguren’ȱ
inȱMusikalischeȱSchriftenȱIȬIIIȱ(ed.ȱRolfȱTiedemann,ȱvol.ȱ16ȱofȱGesammelteȱSchrifȬ
ten),ȱFrankfurtȱamȱMain:ȱSuhrkampȱ(1959,ȱ1978).

AEROSMITHȱ(1993)ȱ‘Cryinȇ’ȱGetȱaȱGripȱ�GeffenȱGEFȱ24444.
AGAWU,ȱKofiȱ(2003)ȱRepresentingȱAfricanȱMusic:ȱPostcolonialȱNotes,ȱQueries,ȱPositionsȱ

DȱNewȱYork:ȱRoutledge.
ALA,ȱNemesio;ȱFABBRI,ȱFranco;ȱFIORI,ȱUmberto;ȱGHEZZI,ȱEmilioȱ(1984)ȱD‘SchemiȱdelȱconȬ

sumoȱmusicaleȱaȱMilanoȱeȱaȱReggioȱEmilia’.ȱMusica/realtà,ȱ13ȱ137Ȭ174;ȱ
D‘PatternsȱofȱMusicȱConsumptionȱinȱMilanȱandȱReggioȱEmiliaȱfromȱAprilȱtoȱ
Mayȱ1983’,ȱPopularȱMusicȱPerspectives,ȱ2ȱ(464Ȭ500,ȱed.ȱDȱHorn);

Göteborgȱ&ȱExeter:ȱIASPM.

ALFVÉN,ȱHugoȱ(1903)ȱ‘Midsommarvaka’,ȱOp.19;�ThreeȱSwedishȱRhapsodiesȱOStockholmsȱ
FilharmoniskaȱOrkesterȱ%NeemeȱJärvi;ȱ�BISȱCDȱ725.

ALLEN,ȱChristopherȱ(2008)ȱCommunityȱbyȱtheȱNumbers,ȱPartȱOne:ȱGroupȱThresholdsȱ
D) lifewithalacrity.com/2008/09/group-threshold.html [120904].

ALSOȱSPRACHȱZARATHUSTRA:ȱDUN…ȱDUN…ȱDUHȬDUN!ȱ( ESTRAUSS,ȱR)ȱ
D)tvtropes.org/pmwiki/pmwiki.php/Main/AlsoSprachZarathustra [101127].

ALTMAN, Rick (1992, ed.) Sound Theory, Sound Practice DLondon: Routledge.
AMERICAȱSINGSȱ(1934)ȱCommunityȱSongȱBookȱforȱSchools,ȱClubs,ȱAssemblies,ȱCampsȱ&ȱRecreaȬ

tionalȱGroups,ȱed.ȱHȱFrey)ȱDPMiami:ȱWarnerȱPublicationsȱ(1979).
AMERICANȱBEAUTYȱ(1999)ȱ(ȱDreamworks/Jinks/Cohenȱ

EȱThomasȱNEWMANȱHȱSamȱMendesȱȱ&ȱDreamworksȱ85382ȱ(2000).
ANDERSON,ȱLaurieȱ(1986)ȱHomeȱOfȱTheȱBraveȱ�WarnerȱBros.ȱ7599Ȭ25400Ȭ2

•ȱ‘LanguageȱIsȱAȱVirus’ȱ •ȱ‘Radar’ȱ
ANDERSON,ȱRobertȱ(1995)ȱ‘Egypt’ȱ(I)ȱD�GrovesȱDictionaryȱofȱMusicȱandȱMusicians,ȱ6:70Ȭ75.
ANDRÈ,ȱFabrizioȱDeȱ(1996)ȱELX ȱAnimeȱSalve.ȱ�BMGȱRicordiȱ7432Ȭ139235Ȭ2.
ANKA,ȱPaulȱ(1957)ȱDianaȱ�ColumbiaȱDBȱ3980.

http://tvtropes.org/pmwiki/pmwiki.php/Main/AlsoSprachZarathustra
http://www.lifewithalacrity.com/2008/09/group-threshold.html


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 611

ANLOȱEWEȱ(2009)ȱDanceȱDrummingȱatȱFuneralȱ'ȱQSMeSOhzk3sȱ[120902].ȱ
APEL,ȱWilliȱ(ed.,ȱ1958)ȱTheȱHarvardȱDictionaryȱofȱMusicȱD�Cambridge,ȱMA:ȱHarvardȱU.P.
ARLEN,ȱHowardȱ(1938)ȱOverȱTheȱRainbowȱ(LȱE.Y.ȱHarburg)ȱXJȱGarlandȱ�Deccaȱ(1939).
ARNIEȱSCHÖNBERGȱANDȱHISȱSECONDȱVIENNESEȱSCHOOLȱ(1977)ȱ�forȱfictitiousȱBESTȱOFȱ

TWELVEȬTONEȱalbumȱdRobertȱConrad,ȱKennethȱJean,ȱMatthiasȱBamertȱYWCLV,ȱ
Cleveland,ȱ770401ȱ)* therestisnoise.com/2010/07/atonal-hilarity.html.

ASAFYEV, Boris V (1976) Musical Form as Process D�Columbus: Ohio State U.P. 
2  ʂ˙˄˩ˊʲ˵ˑʲˮȱ˟ ˓˕ːȱ́ ʲˊȱ̝ ˕˓ˢʺ˖ (1947, 1971); alsoȱasȱDieȱmusikalischeȱFormȱ
alsȱProzeß,�Berlin:ȱVerlagȱneueȱMusikȱ(1976).

ATKINSON,ȱMaxȱ(1984)ȱDȱOurȱMasters’ȱVoices:ȱTheȱLanguageȱandȱBodyȱLanguageȱofȱPolitics.ȱ
London:ȱRoutledge.

AUDIOȱBULLYSȱ(2005)ȱGenerationȱ'evQC6FtyemI [120116].
AULDȱLANGȱSYNEȱ(Trad.ȱScot.)ȱ �PRAPÉEȱ(1924:ȱ439);ȱPSONGSȱTHATȱWILLȱLIVEȱ(n.d.,ȱp.10).
ARRIVÉE D’UN TRAIN EN GARE À LA CIOTATȱ ȱHȱLUMIÈREȱ(1895).
ASHLEY,ȱClarenceȱ ȱWATSONȱ&ȱASHLEYȱ(1962).
AXTȱWilliamȱ&ȱMENDOZAȱDavidȱ(1926)ȱEDonȱJuanȱ(WarnerȱHȱAlanȱCroslandȱ

 �FIFTYȱYEARSȱOFȱFILMȱMUSICȱ(1973).
BAȬBENZÉLÉȱ(1966)ȱ‘Hindewhu’ȱMusicȱofȱtheȱBaȬBenzéléȱ(rec.ȱSimhaȱArom,ȱGenevièveȱTauȬ

relle)ȱ�BärenreiterȬMusicaphonȱBMLȱ30Lȱ2303.
BACH,ȱJohannȱSebastianȱ(1705?)ȱToccataȱandȱFugueȱinȱDȱminor,ȱBWVȱ565;ȱTheȱOrganȱWorksȱ

ofȱJȱSȱBach,ȱvol.ȱ6ȱPȱLondon:ȱNovelloȱ(1891),ȱed.ȱFȱBridge,ȱJȱHiggs,ȱWȱEmery

OȱKarlȱRichterȱ'ȱZd_oIFy1mxM [120701];ȱplusȱ50ȱotherȱrecordingsȱonȱYouTube,ȱ
includingȱitsȱuseȱinȱ (DRȱJEKYLLȱ&ȱMRȱHYDEȱ(1931)ȱ'ȱp-MMssvU36Iȱ[120701] 
andȱI�CASTLEVANIAȱ(1986)ȱ'ȱ0hazd26jKvQ [130424].ȱ

ȱȰȱ(1722) DasȱWohltemperierteȱKlavier,ȱIȱ(ed.ȱCȱReinecke)ȱPLeipzig:ȱBreitkopfȱ&ȱHärtelȱ
(n.d.).ȱȣȱPreludeȱandȱFugueȱ(IV)ȱinȱC�ȱminorȱBWVȱ829ȱOȱSviatoslavȱRichterȱ
'ȱzdD_QygwRuY;ȱOȱTatianaȱNikolayevaȱ'ȱ5laZQjFvpNI [both 120721].

—ȱ(1727)ȱ PassionȱaccordingȱtoȱSaintȱMatthew,ȱBWVȱ244ȱ(ed.ȱEȱElgarȱ&ȱIȱAtkins)ȱEȱLondon:ȱ
Novelloȱ(1938);ȱ�ȱMatthäuspassionȱȱ%PaulȱGoodwinȱ�Calaȱ99048ȱ(1994Ȭ5).

Ȱȱ(1729)ȱ BadinerieȱfromȱOrchestralȱSuiteȱno.ȱ2ȱinȱBȱminor,ȱBWVȱ1067;ȱ�ȱSixȱBrandenȬ
burgȱConcertosȱandȱFourȱOrchestralȱSuitesȱȱOTheȱEnglishȱConcertȱ%TrevorȱPinȬ
nockȱ�Archivȱ423ȱ494Ȭ2ȱ(3)ȱ(1978);ȱ‘Badinerie’ȱOȱAurèleȱNicoletȱ(fl.),ȱ
MünchenerȱBachorchesterȱ%ȱKarlȱRichterȱ'ȱDAw-I5TFXQM [110818].

—ȱ(1731) AirȱfromȱOrchestralȱSuiteȱno.ȱ3ȱinȱDȱmajor,ȱBWVȱ1068ȱ�ȱSixȱBrandenburgȱConȬ
certosȱandȱFourȱOrchestralȱSuitesȱȱOTheȱEnglishȱConcertȱ%TrevorȱPinnockȱ
'E2j-frfK-yg [120318]ȱ(audio,ȱscore,ȱMIDIȱscreen).ȱ

Ȱȱ(1732) ConcertoȱforȱTwoȱViolins,ȱStringsȱandȱContinuoȱinȱDȱMinor,ȱBWVȱ1043ȱ
OCollegiumȱMusicumȱWinterthurȱ%HenrykȱSzeryngȱ
�Philipsȱ835ȱ331ȱLYȱ(n.d.)ȱPParis:ȱHeugelȱ(n.d.,ȱed.ȱR.ȱBlanchard).ȱ

—ȱ(1734) Weihnachtsoratoriumȱ(ed.ȱH.ȱKretzschmar),ȱBWVȱ248ȱRELeipzig:ȱPetersȱ(n.d.);ȱ
‘BereiteȱdichȱZion’ȱ(Prepareȱthyself,ȱZion)ȱXȱAngelikaȱKirchschlagerȱ
OȱFreiburgerȱBarockorchesterȱ'ȱJ66PUOysSOk [110815].

—ȱ(1741) GoldbergȱVariationsȱBWVȱ988ȱOGrigorijȱLȱSokolovȱ'ȱ20zxpGFCQv0ȱ[120314].
—ȱ(1744) DasȱWohltemperierteȱKlavier,ȱII.ȱPLeipzig:ȱBreitkopfȱ&ȱHärtelȱ(n.d.).ȱȱȱ
BACH,ȱJohannȱSebastian;ȱRIEMENSCHNEIDER,ȱAlbertȱ(ed.)ȱ(1941)ȱ371ȱHarmonizedȱChoralesȱ

andȱ69ȱChoraleȱMelodiesȱwithȱFiguredȱBassȱDPȱLondon:ȱChappell.
BACH,ȱPȱDȱQȱ �SCHICKELE.

BACHARACH,ȱBurtȱ XWARWICKȱ(1964,ȱ1968).

http://www.youtube.com/watch?v=evQC6FtyemI
http://therestisnoise.com/2010/07/atonal-hilarity.html
http://www.youtube.com/watch?v=Zd_oIFy1mxM
http://www.youtube.com/watch?v=DAw-I5TFXQM
http://www.youtube.com/watch?v=p-MMssvU36I
http://www.youtube.com/watch?v=20zxpGFCQv0
http://www.youtube.com/watch?v=E2j-frfK-yg
http://www.youtube.com/watch?v=J66PUOysSOk
http://www.youtube.com/watch?v=zdD_QygwRuY
http://www.youtube.com/watch?v=5laZQjFvpNI
http://www.youtube.com/watch?v=QSMeSOhzk3s


612 Tagg:ȱMusic’sȱMeaningsȱ—References

BACKGROUNDȱMUSICȱFORȱHOMEȱMOVIESȱ�FolkwaysȱFXȱ6111ȱ(n.d.,ȱc.ȱ1958)
BADALMENTI,ȱAngeloȱ(1989)ȱTwinȱPeaksȱVol.ȱ2ȱ8ScreenȱEntertainmentȱSEȱ9142ȱ(1991).
BADDELEY,ȱAlanȱ(1992)ȱ‘Workingȱmemory´ȱDScienceȱ255ȱ(5044):ȱ556–559.
Ȱȱ(2000) ´Theȱepisodicȱbuffer:ȱaȱnewȱcomponentȱofȱworkingȱmemory?’ȱ

DTrendsȱinȱCognitiveȱSciences,ȱ4ȱ(11):ȱ417–423.ȱ
BAILEY,ȱBillȱ(2000)ȱBewildernessȱ�AnotherȱVoiceȱRecordsȱ–ȱAnotherȱ1;

•ȱDrȱQuiȱ•HatsȱOffȱToȱTheȱZebrasȱ•UnisexȱChipȱShop.
—ȱ(2009)ȱ BillȱBailey’sȱRemarkableȱGuideȱtoȱtheȱOrchestraȱYBBC2ȱ[090509].
BALL,ȱKennyȱ(ANDȱHISȱJAZZMEN)ȱ(1962)ȱMidnightȱInȱMoscowȱ(SoloviovȬSedoy)ȱ�ȱPyeȱ7NJȱ2049.
BALL,ȱPhilipȱ(2010)ȱTheȱMusicȱInstinctȱDLondon:ȱVintage;ȱ

alsoȱasȱL’istintoȱmusicaleȱDBari:ȱDedaloȱ(2011).
BARBER,ȱSamuelȱ(1938)ȱAdagioȱforȱStrings,ȱOp.ȱ11;ȱCelloȱConcerto,ȱMedeaȱSuiteȱandȱAdagioȱ

forȱStringsȱORoyalȱNationalȱScottishȱOrchestraȱ%MarinȱAlsopȱ
�Naxosȱ8.ȱ559088ȱ(2001).

BARRON,ȱAnneȱ(2006)ȱ‘Copyrightȱlawȇsȱmusicalȱwork’ȱDSocialȱandȱlegalȱstudies,ȱ15:ȱ101Ȭ127.
BARSKY,ȱȱRovertȱFȱ(1997)ȱDȱNoamȱChomsky,ȱAȱlifeȱofȱdissent.ȱToronto:ȱECWȱPress.

)ȱvho.org/aaargh/fran/chomsky/barskyeng.htmlȱ[131210].
BARTA,ȱAlexanderȱ(n.d.)ȱE�PenthouseȱAffairȱ �BACKGROUNDȱMUSICȱFORȱHOMEȱMOVIES.ȱ
BARTEL,ȱDietrichȱ(1997)ȱMusicaȱPoetica.ȱMusicalȬRhetoricalȱFiguresȱinȱGermanȱBaroque

MusicȱDȱLincolnȱ&ȱLondon:ȱUniversityȱofȱNebraskaȱPress.
BARTÓK,ȱBélaȱ(1922)ȱEightȱHungarianȱFolkȱSongsȱRPLondon:ȱBooseyȱ&ȱHawkes.

Ȱȱ(1928) StringȱQuartetȱ4,ȱIII,ȱ‘Nonȱtroppoȱlento’;ȱTheȱSixȱStringȱQuartetsȱONovákȱ
Quartetȱ�PhilipsȱClassicsȱ442284Ȭ2ȱ(1994)ȱ'VvKZFgGb4vgȱ[130318] (0:00-5:37)
RPWien:ȱUniversalȱEditionȱ(1929).

—ȱ(1936) MusicȱforȱStrings,ȱPercussionȱ&ȱCelestaȱRPWien:ȱUniversalȱEditionȱ(1937);ȱ
OConcertgebouwȬOrchesterȱ%BernardȱHaitinkȱ�Sequenzaȱ(Philips)ȱ
416ȱ865Ȭ1ȱ(1986);ȱOBerlinerȱPhilharmonikerȱ%HerbertȱvonȱKarajanȱ
�EMIȱCDMȱ7ȱ69242ȱ2ȱ(T1960ȱR1988).

—ȱ(1939) DivertimentoȱforȱStringȱOrchestraȱRPLondon:ȱBooseyȱ&ȱHawkesȱ(1940);ȱ
OMoscowȱChamberȱOrch.ȱ%RudolfȱBarshaiȱ�LondonȱTreasuryȱSTSȱ15326ȱ(1962).ȱ

—ȱ(1940)ȱ MikrokosmosȱRPLondon:ȱBooseyȱ&ȱHawkes.ȱ
—ȱ(1943) ConcertoȱforȱOrchestraȱRPLondon:ȱBooseyȱ&ȱHawkesȱ

OConcertgebouwȬOrchesterȱ%BernardȱHaitinkȱ�Philipsȱ6527ȱ140ȱ(1982).
BASIL,ȱAndrewȱ(n.d.)�‘GirlȱinȱBlue’;ȱ‘CaressesȱbyȱCandlelight’ȱ �BOOSEYȱ&ȱHAWKESȱ#2984.ȱ
BEATLES,ȱTheȱ(1963)ȱ‘TwistȱAndȱShout’ȱPleaseȱPleaseȱMeȱ�Parlophoneȱ3042.
—ȱ(1965) ‘Yesterday’ȱHelp!ȱ�ParlophoneȱPCSȱ3071.
—ȱ(1967a)ȱ SergeantȱPepper’sȱLonelyȱHeartsȱClubȱBandȱ�Parlophoneȱ7027.
—ȱ(1967b) ‘IȱAmȱTheȱWalrus’ȱMagicalȱMysteryȱTourȱ�ParlophoneȱPCTCȱ255.ȱ
—ȱ(1968)ȱ HeyȱJudeȱb/wȱRevolutionȱ�AppleȱRȱ5722.
—ȱ(1969)ȱ AbbeyȱRoadȱ�Appleȱ7088.
—ȱ(1970) ‘TheȱLongȱAndȱWindingȱRoad’ȱLetȱitȱBeȱ�AppleȱPCSȱ7096.
BEAUD,ȱPaulȱ(1980)ȱInterview.ȱFilmȱMusic,ȱMoodȱMusicȱandȱPopularȱMusicȱResearchȱ(ed.ȱPȱ

Tagg);ȱGöteborg:ȱStencilledȱPapersȱfromȱtheȱMusicologyȱDepartmentȱ#8002.
BECK,ȱAlisonȱ(2001)ȱ‘Bong!ȱAȱStudyȱofȱtheȱmusicȱofȱBritishȱtelevisionȱnewsȱinȱ2001.’ȱ

InstituteȱofȱPopularȱMusic,ȱUniversityȱofȱLiverpoolȱ
D)tagg.org/students/Liverpool/partyelect97.html .

BEEȱGEES,ȱTheȱ(1977)ȱ‘StayingȱAlive’ȱSaturdayȱNightȱFeverȱ�RSOȱ2Ȭ4001.ȱ
BEETHOVEN,ȱLudwigȱvanȱ(1808a)ȱSymphonyȱ#5ȱinȱCȱminor,ȱOp.ȱ67ȱPParis:ȱHeugelȱ(n.d.)ȱ

http://www.youtube.com/watch?v=VvKZFgGb4vg
http://tagg.org/students/Liverpool/partyelect97.html


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 613

OZagrebȱPhilharmonicȱOrch.ȱ%MichaelȱHalászȱ�Naxosȱ8.553224ȱ(1995).
—ȱ(1808b)ȱ Symphonyȱ#6ȱinȱFȱMajor,ȱOp.ȱ68ȱ(‘Pastoral’)

PȱVIeȱsymphonieȱ(«Pastorale»),ȱParis:ȱHeugelȱ(n.d.).ȱ�ȱDGGȱ2363799ȱ(1977),ȱ
OȱBerlinerȱPhilharmonikerȱ%ȱHerbertȱvonȱKarajan.ȱ�ȱNaxosȱ8.550135ȱ(1988),ȱȱ
Oȱ+SRȱSymphonyȱOrchestra,ȱBratislavaȱ%ȱMichaelȱHalász.

—ȱ(1812) Symphonyȱ#7ȱinȱAȱMajor,ȱOp.ȱ92ȱPLondon:ȱPenguinȱScoresȱ#18ȱ(1953)
OLondonȱClassicalȱPlayersȱ%RogerȱNorringtonȱ'mgHxmAsINDk [120314].

BENEDICTINEȱMONKSȱOFȱSTȱMARTINȱBEURONȱ(1961)ȱKyrieȱIVȱ(Altissime,ȱCantusȱadȱlibitum)ȱ
P*'ȱEMv4du5CQzk [120723].

BENGTSSON,ȱIngmarȱ(1977)ȱ‘Melodi’ȱSohlmansȱMusiklexikon,ȱ4.ȱStockholm:ȱSohlmans.

—ȱ(1988)ȱ Musikanalysȱochȱdenȱuttrycksbärandeȱrörelsenȱ
DEgtved:ȱEditionȱEgtvedȱ[Musicȱanalysisȱandȱmeaningfulȱmovement].

BENIS,ȱAȱMȱ(2008)ȱTheȱNarcissisticȬAggressiveȱtypeȱ(NA)ȱ
D)npatraits.homestead.com/natype.html ȱ[120122].ȱ

BENNELL,ȱRaymondȱ(n.d.)ȱ‘GreenȱSilk’ȱ �BOOSEYȱ&ȱHAWKESȱ#2984.
BENWARD,ȱBruceȱ&ȱSAKER,ȱMarilynȱ(2003)ȱMusic:ȱInȱTheoryȱandȱPractice,ȱVol.ȱI.ȱ

DȱColumbus:ȱMcGrawȱHill.

BERG,ȱAlbanȱ(1925)ȱWozzeck.ȱXToniȱBlankenheimȱ(Wozzeck)ȱXSenaȱJurinacȱ(Marie)ȱ
OHamburgȱPhilharmonicȱ%BrunoȱMadernaȱ(1970);ȱactȱIIIȱscenesȱ2ȱandȱ4ȱ
'zcVAAyP7Vhwȱ'XBc_wUJCXbw [both 120125].ȱ

BERG,ȱCharlesȱMerrellȱ(1976)ȱAnȱInvestigationȱofȱtheȱMotivesȱforȱandȱRealizationȱofȱMusicȱAcȬ
companyingȱtheȱAmericanȱSilentȱFilmȱ1896Ȭ1927ȱDȱChicago:ȱArnoȱPress.

BERGER,ȱJohnȱ(1977)ȱWaysȱofȱSeeingȱDLondon:ȱBBCȱandȱPenguin.
BERGȱFREI!ȱEINȱWANDERȬLIEDERBUCHȱ(1919)ȱDȱNaturfreunden,ȱOrtsgruppeȱMannheim.

BERLINȱ(1986)ȱȇTakeȱMyȱBreathȱAwayȇȱTopȱGunȱOriginalȱMotionȱPictureȱSoundtrackȱ
�ȱColumbiaȱ070296ȱ2.ȱ

BERLIOZ,ȱHectorȱ(1830)ȱSymphonieȱFantastiqueȱPNewȱYork:ȱWȱWȱNortonȱ(1971);ȱO+SRȱ
SymphonyȱOrchestra,ȱBratislavaȱ%ȱPinchasȱSteinbergȱȱ�Naxosȱ8.550093.

BERNSTEIN,ȱLeonardȱ(1957)ȱWestȱSideȱStoryȱP�NewȱYork:ȱChappellȱ(vocalȱscore)ȱ
� Columbiaȱ5651/6251,ȱ1957;ȱxtr.ȱ��DGGȱ415ȱ435Ȭ1,ȱ1985.ȱ

—ȱ(1976)ȱ TheȱUnansweredȱQuestionȱDCambridgeȱ(MA):ȱHarvardȱU.P.ȱ
BESTȱOFȱITALIANȱHOUSEȱ(1994)ȱ�LowȱPriceȱLOWCDȱ37,ȱ38,ȱ39ȱ40ȱ(4ȱCDs).
BIEMANS,ȱMoniqueȱ(2000)ȱGenderȱvariationȱinȱvoiceȱqualityȱDUtrecht:ȱLandelijkeȱOnderȬ

zoekschoolȱTaalwetenschap,ȱLOTȱDissertationȱSeriesȱ38ȱ
) http://www.lotpublications.nl/publish/articles/000035/bookpart.pdf [130318].ȱ

BIERMANN,ȱWolfȱ(1968)ȱȱELX ‘Ermutigung’ȱ(Du,ȱlaßȱdichȱnichtȱverhärten)ȱ
WolfȱBiermannȱ–ȱ4ȱNeueȱLiederȱ�WagenbachsȱQuartplatteȱTȱ76ȱ038.

BHASKAR,ȱRoyȱAȱ(1975)ȱRealistȱTheoryȱofȱScienceȱȱDȱLondon:ȱVersion.ȱ
— (1979)ȱPossibilityȱofȱNaturalismȱDȱLondon:ȱRoutledge.ȱ
— (1987)ȱScientificȱRealismȱandȱHumanȱEmancipationȱȱDȱLondon:ȱVerso.
BIGȱCONCERTOȱMOVIEȱTHEMESȱ(1972)ȱ�ȱMusicȱForȱPleasureȱMFPȱ5261.ȱO%ȱGeoffȱLoveȱandȱ

hisȱOrchestraȱOȱRobertȱDockerȱ(piano).
BIKINIȱKILLȱ(1996)ȱRejectȱAllȱAmericanȱ�KillȱRockȱStarsȱKRSȱ260ȱ'OonntgE9dvc [120127].ȱ
BIZET,ȱGeorgesȱ(1875)ȱEȱCarmenȱPLeipzig:ȱEditionȱPetersȱ(1916)ȱOWienerȱPhilharmoniker

ȱ%ȱHȱvonȱKarajanȱXLeontyneȱPriceȱ�RCAȱVictorȱGDȱ86199ȱ(1990ȱ41963?).

BJÖRNBERG,ȱAlfȱ(1984)ȱ‘“There’sȱSomethingȱGoingȱOn”ȱ–ȱomȱeoliskȱharmonikȱiȱnutidaȱ
rockmusik’ȱȱDȱTvärspel:ȱ371Ȭ386.ȱGöteborg:ȱSkrifterȱfrånȱMusikvetenskapligaȱ
institutionenȱ[onȱaeolianȱharmonyȱinȱrockȱmusic].ȱ.D)tagg.org/xpdfs/bjbgeol.pdf.

http://www.lotpublications.nl/publish/articles/000035/bookpart.pdf
http://tagg.org/xpdfs/bjbgeol.pdf
http://www.youtube.com/watch?v=OonntgE9dvc
http://www.youtube.com/watch?v=zcVAAyP7Vhw
http://npatraits.homestead.com/natype.html
http://www.youtube.com/watch?v=EMv4du5CQzk
http://www.youtube.com/watch?v=XBc_wUJCXbw
http://www.youtube.com/watch?v=mgHxmAsINDk


614 Tagg:ȱMusic’sȱMeaningsȱ—References

—ȱ(1987) Enȱlitenȱsångȱsomȱallaȱandra.ȱMelodifestivalenȱ1959Ȭ1983ȱDGöteborg:ȱMusikvetȬ
enskapligaȱinstitutionenȱvidȱGöteborgsȱuniversitetȱ(297p).

BLACKȱSABBATHȱ(1970)ȱParanoidȱ�Vertigoȱ6059010;ȱalsoȱonȱBLACKȱSABBATHȱ(1987).
—ȱ(1971)ȱ IronȱManȱ�ȱWarnerȱ7530;ȱalsoȱonȱBLACKȱSABBATHȱ(1987).
—ȱ(1987) Paranoidȱ�WarnerȱCDȱ3104.
BLACKING,ȱJohnȱ(1976)ȱHowȱMusicalȱisȱManȱDȱLondon:ȱFaber.
BLAENWERNȱ ȱROWLANDSȱ(1905).
BLAZINGȱSADDLESȱ(1974)ȱ(Warner�HLEMelȱBrooksȱEJohnȱMorrisȱ&WBȱ18959ȱ

•ȱMainȱthemeȱXFrankieȱLaineȱ[0:00:00]ȱ•ȱ‘Tired’ȱXMadeleineȱKahnȱ[0:50:35].
BLOOD,ȱSWEATȱ&ȱTEARSȱ(1969)ȱ‘SpinningȱWheel’ȱBlood,ȱSweatȱ&ȱTearsȱ�CBSȱ63504.
BODYFORMȱ(1993)ȱV�XStevieȱVanȱLangeȱYChannelȱ4ȱ(1994);ȱȱ 'TAGGȱ(2008c).
BOILÈS,ȱCharlesȱLȱ(1976)ȱ‘SignificationȱinȱCinemaȱMusic.’ȱDȱVersusȱȬȱQuaderniȱdiȱstudiȱsemȬ

iotici,ȱ13.ȱNattiez,ȱJeanȬJacquesȱ(ed).ȱMilano:ȱBompiani:ȱ49Ȭ61.
BOLINGER,ȱDwightȱ(1989)ȱIntonationȱandȱitsȱUses:ȱMelodyȱinȱGrammarȱandȱDiscourse.ȱ

DȱLondon:ȱEdwardȱArnold.
BONȱJOVIȱ(1986)ȱLivingȱOnȱAȱPrayerȱ�MercuryȱMSȱ76254.ȱ
BOOKER,ȱJamesȱ(1993,ȱposthumous)ȱJuncoȱPartnerȱ� ȱHannibalȱHNCDȱ1359

•ȱ‘BlackȱMinuteȱWaltz’ȱ' Rk9SfeCBqCY.
•ȱ‘JuncoȱPartner’ȱ(1976)ȱ*) tagg.org/audio/BookerJ-JuncoPartner.mp3 .

BOOSEYȱ&ȱHAWKESȱRECORDEDȱMUSICȱFORȱFILM,ȱRADIOȱ&ȱTV:
—ȱ(n.d.ȱ#2984)ȱRomanceȱ�B&HȱSBHȱ2984ȱOȱTheȱNewȱConcertȱOrchestra.ȱ
—ȱ(n.d.ȱ#2986)ȱDramaȱthemes,ȱlinksȱandȱbridgesȱ�B&HȱSBHȱ2986.ȱ
Ȱȱ(n.d.ȱ#3045)ȱ‘HeroicȱEndeavour’ȱ�ȱBooseyȱandȱHawkesȱSBHȱ3045ȱ EȱREICHERT

BORNȱLOSERSȱ(1967)ȱȱHTomȱLaughlinȱEMikeȱCurb.ȱ(AIPȱ(USA).
BORODIN,ȱAlexanderȱPorfiryovichȱ(1880)ȱOnȱtheȱSteppesȱofȱCentralȱAsiaȱ(ɪȱ˖˕ʺʹˑʺˇȱɧ˄ˆʺˇ)ȱ

PLondon:ȱEulenburgȱ(n.d.);ȱalsoȱonȱPicturesȱatȱanȱExhibitionȱOSlovakȱPhilharȬ
monicȱOrch.ȱ%DavidȱNazarethȱ�Naxosȱ8.550051ȱ(1987).

BOTHYȱBAND,ȱTheȱ(1976)ȱOldȱHagȱYouȱHaveȱKilledȱMeȱȱ�ȱPolydorȱSuperȱ2382ȱ417;
‘FarewellȱToȱErin’ȱ4*) tagg.org/audio/BritUSA/BothyBand-FarewellToErin.mp3;ȱ
alsoȱQ'ȱGs79hRgFVlgȱ(pubȱsession,ȱAsturias,ȱ2007);ȱorȱsoloȱfiddleȱbyȱglasgokiwiȱ
atȱQ'ȱMtzN98uzXMgȱ(2008).

—ȱ(1977) OutȱofȱtheȱWindȱintoȱtheȱSunȱ�Polydorȱ2383ȱ456.
•ȱ‘MorningȱStar’,ȱ‘Fisherman’sȱLilt’ȱandȱ‘TheȱDrunkenȱLady’ȱareȱatȱ
)tagg.org/bookxtrax/NonMuso/mp3s/Bothy-MorningStarEtc.mp3 [111220].ȱ

BOUCHARD,ȱVincentȱ(2010)ȱLeȱpersonnageȱvocal.ȱUneȱexplorationȱpluridisciplinaireȱduȱchantȱ
dansȱlaȱmusiqueȱpopulaireȱ(provisionalȱtextȱofȱM.A.ȱthesis,ȱFacultéȱdeȱmusique,ȱ
UniversitéȱdeȱMontréal)ȱD)tagg.org/xpdfs/BouchardVoix1008Prov.pdf [120112].

BOWEN,ȱCarolineȱ(2012a)ȱVocalȱNodulesȱandȱVoiceȱStrainȱinȱPreȬadolescentsȱ(2ȱ1997)�
D) speech-language-therapy.com/index.php?option=com_content&view=
article&id=104:teennodules&catid=11:admin&Itemid=120 [120116].

—ȱ(2012b) GastroenterologicalȱConditionsȱthatȱcanȱaffectȱtheȱVoiceȱ(21998)ȱ
D)ȱasȱaboveȱexceptȱ&Itemid=119 [120116].

BOWIE,ȱDavidȱ(1974)ȱ‘1984’.ȱDiamondȱDogsȱ�RCAȱVictorȱAPLȱ1Ȭ0576.
BOWLLY,ȱAlȱ(1933)ȱ�BadȱForȱMeȱ(ELColeȱPorter)ȱONewȱMayfairȱDanceȱOrch.ȱ%RayȱNoȬ

ble)ȱ*)http://ia700208.us.archive.org/15/items/1930s-rayNoble-121-130/RayNobleTheNewMayfairDan-
ceOrchestraAlBowlly-ItsBadForMe1933.mp3 [1201223].ȱ

—ȱ(1935)ȱ XBlueȱMoonȱ(ERichardȱRODGERSȱ%RayȱNoble)ȱ
�HMVȱN4378ȱ(India)'DwiiwAPCC4c [120123].

http://tagg.org/xpdfs/BouchardVoix1008Prov.pdf
http://www.tagg.org/Clips/Bodyform.mp4
http://www.tagg.org/audio/BritUSA/BothyBand-FarewellToErin.mp3
http://www.youtube.com/watch?v=1GWyUAsKoIM
http://www.youtube.com/watch?v=Rk9SfeCBqCY
http://ia700208.us.archive.org/15/items/1930s-rayNoble-121-130/RayNobleTheNewMayfairDanceOrchestraAlBowlly-ItsBadForMe1933.mp3
http://ia700208.us.archive.org/15/items/1930s-rayNoble-121-130/RayNobleTheNewMayfairDanceOrchestraAlBowlly-ItsBadForMe1933.mp3
http://www.youtube.com/watch?v=MtzN98uzXMg
http://www.tagg.org/bookxtrax/NonMuso/mp3s/Bothy-MorningStarEtc.mp3
http://www.youtube.com/watch?v=DwiiwAPCC4c
http://speech-language-therapy.com/index.php?option=com_content&view=article&id=104:teennodules&catid=11:admin&Itemid=120
http://speech-language-therapy.com/index.php?option=com_content&view=article&id=104:teennodules&catid=11:admin&Itemid=120
http://tagg.org/audio/BookerJ-JuncoPartner.mp3
http://www.youtube.com/watch?v=Gs79hRgFVlg


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 615

BRACKETT,ȱDavidȱ(1995)ȱInterpretingȱPopularȱMusicȱDȱCUP.
BRADLEY,ȱDickȱ(1992)ȱDȱUnderstandingȱRockȱ‘n’ȱRoll.ȱPopularȱMusicȱinȱBritainȱ1955Ȭ1964.ȱ

Buckingham:ȱOpenȱUniversityȱPress.
BRAGG,ȱBillyȱ(1986)ȱGreetingsȱToȱTheȱNewȱBrunetteȱ�Go!ȱDiscsȱGODȱ15.ȱ
BRASSEDȱOFFȱ(1996)ȱHȱMarkȱHermanȱ(ȱMiramax/Channelȱ4ȱ�PeteȱPostlethwaiteȱȱ

&BuenaȱVista 0-7888-1581-4.ȱ
BRECHT, B; WILLETT, Jȱ(ed.,ȱȱtr.,ȱ1964)ȱBrechtȱonȱTheatreȱDȱNewȱYork:ȱHillȱandȱWang.

BREL,ȱJacquesȱ(1959)ȱLaȱvalseȱàȱmilleȱtempsȱ�Philipsȱ432.237ȱBEȱ
Ȱȱ(1961)ȱLeȱmoribondȱ�Philipsȱ432.518ȱBE;ȱalsoȱ �ȱJACKSȱ(1974).
—ȱ(1972)ȱNeȱmeȱquitteȱpasȱ�Movieplay/Barclayȱ17.0960/3.ȱ
BRESLOW,ȱDianeȱBȱ(2007)ȱDepressionȱinȱPeopleȱwithȱParkinson’sȱDisease

ȱD) parkinsons.northwestern.edu/pdf/education_depression_with_pd.pdf [120116].ȱ
BRIGHT,ȱWilliamȱ(1963)ȱLanguageȱandȱmusic:ȱareasȱforȱcoȬoperation.

ȱDȱEthnomusicology,ȱ7/1:26Ȭ32.
BRITTEN,ȱBenjaminȱ(1943)ȱSerenadeȱforȱTenor,ȱHornȱandȱStrings,ȱOp.ȱ31ȱPȱLondon:ȱBooseyȱ&ȱ

Hawkes;ȱȱXȱPeterȱPearsȱȱOȱBarryȱTuckwellȱ(horn)ȱȱOȱEnglishȱChamberȱOrch.ȱ
�ȱ(1963/1971),ȱCDȱreissueȱLondonȱOS26161ȱ(1992).

BRODIE,ȱPhilȱ(2010)ȱ‘SongsȱandȱMusicȱonȱTVȱAdsȱ/ȱCommercials’ȱ
ȱD) ȱbittersuiteband.com/music_tv-commercials.htm [101127].

BROUGHTON,ȱBruceȱ(1976)ȱEHowȱtheȱWestȱwasȱWon:ȱtheȱMacahansȱ—episodeȱ‘TheȱEnemy’ȱ
VȱNBC/MGMȱYSvTV1ȱ(1980)ȱ6EȱJeroldȱIMMEL.ȱ

BROWN,ȱClifford;ȱROACH,ȱMaxȱ(1955)ȱJorduȱ(DukeȱJordan)ȱ�TripȱJazzȱTLPȱ5540;ȱalsoȱonȱ
CliffordȱBrown,ȱMaxȱRoachȱ�Verveȱ314543306Ȭ2.

BROWN,ȱJamesȱ&ȱTheȱFAMOUSȱFLAMESȱ(1960)ȱI’llȱGoȱCrazy.ȱ�ȱFederalȱ4512369.
Ȱȱ(1965) Papa’sȱGotȱAȱBrandȱNewȱBag� �ȱBROWN,ȱJȱ(1996).
Ȱȱ(1967) ColdȱSweatȱ �ȱBROWN,ȱJȱ(1996).ȱ
—ȱ(1970) FunkyȱDrummerȱ�Kingȱ45Ȭ6290ȱ[4�1969ȱOClydeȱSTUBBLEFIELD,ȱdr.];ȱ

alsoȱonȱTheȱJungleȱGroove,ȱ�Polydorȱ8296242ȱ(1986).
Ȱȱ(1996) FoundationsȱofȱFunk.ȱAȱBrandȱNewȱBag:ȱ1964Ȭ1969ȱ�ȱPolyGramȱ531ȱ165Ȭ2.ȱ
BROWN,ȱRoyalȱSȱ(1995)ȱOvertonesȱandȱUndertones.ȱReadingȱFilmȱMusic.ȱ

DȱBerkeley:ȱUniversityȱofȱCaliforniaȱPress.
BROWN,ȱStephenȱ(2000)ȱ‘Theȱ“musilanguage”ȱmodelȱofȱmusicȱevolution’ȱTheȱOriginsȱofȱ

Musicȱ(ed.ȱN.ȱL.ȱWallin;ȱB.ȱMerkerȱ&ȱS.ȱBrown:ȱ271Ȭ300ȱDCambridge,ȱMA:ȱ
MITȱPress.ȱD)sfu.ca/psyc/brown/musilanguage.pdfȱ[120404].

BRUCKNER,ȱAntonȱ(1886)ȱSymphonyȱNo.ȱ4ȱinȱE�ȱmajor,ȱWABȱ104,ȱ‘Romantic’ȱ(ed.ȱL.ȱNowȬ
ak)ȱORoyalȱFlandersȱPhilharmonicȱOrch.ȱ%GunterȱNeuholdȱ
�Naxosȱ8.550154ȱ(1989).

BRUHN,ȱHerbert;ȱOERTER,ȱRolf;ȱRÖSING,ȱHelmutȱ(1985)ȱMusikpsychologie.ȱ
DȱMünchen:ȱUrbanȱ&ȱSchwarzenberg.

BUARQUE,ȱChicoȱ(1985)ȱE ȱÓperaȱdoȱMalandroȱ.Fonobrasȱ29010519
•ȱMalandroȱȱ•ȱPalabraȱdeȱmulherȱ XȱRAMALHO.

BURNS,ȱRobertȱ(1969)ȱBurns:ȱPoemsȱandȱSongsȱ(ed.ȱJamesȱKinsley)ȱRPLondon:ȱOUP.ȱ
BURNS,ȱGaryȱ(1987)ȱ‘Aȱtypologyȱofȱhooksȱinȱpopularȱmusic’ȱDPopularȱMusic,ȱ6/1:ȱ1Ȭ20.
BURRELL,ȱCȱ(2008)ȱ‘Messiaenȱandȱbirdȱsong’ȱAllȱMannerȱofȱThingȱ

D)cburrell.wordpress.com/2008/05/09/messiaen-and-bird-song/;ȱincl.ȱlinksȱtoȱBirdsongȱinȱMesȬ
siaenȱ(2008:ȱ'0MgLXeaf3zc),ȱMessiaenȱLaȱgriveȱmusicienneȱ('1hsR3i15gJM)ȱandȱtoȱ
MESSIAENȱ(1941;ȱ1956)ȱ[120525].

http://cburrell.wordpress.com/2008/05/09/messiaen-and-bird-song/
http://www.youtube.com/watch?v=0MgLXeaf3zc
http://www.youtube.com/watch?v=1hsR3i15gJM
http://www.sfu.ca/psyc/brown/musilanguage.pdf
http://www.parkinsons.northwestern.edu/pdf/education_depression_with_pd.pdf
http://bittersuiteband.com/music_tv-commercials.htm


616 Tagg:ȱMusic’sȱMeaningsȱ—References

BYRD,ȱJerryȱ(1965)ȱOȱSatinȱStringsȱofȱSteelȱ�MonumentȱMLPȱ8033;ȱretitledȱreȬissueȱofȱ
MemoriesȱofȱMariaȱandȱotherȱGreatȱHitsȱ(Byrd,ȱ1962).

BYRD,ȱWilliamȱ(1591)ȱHaecȱDiesȱ(aȱ6)ȱCantionesȱSacraeȱIIȱ ȱ�ȱBYRDȱ(1965)
Ȱȱ(1593) MassȱinȱFourȱPartsȱPȱLondon:ȱStainerȱ&ȱBellȱ(1922);ȱ �ȱBYRDȱ(1963,ȱ1992).
Ȱȱ(1595) MassȱinȱFiveȱPartsȱPLondon:ȱStainerȱ&ȱBellȱ(1922);ȱ �ȱBYRDȱ(1960,ȱ1992).
Ȱȱ(1600?) ‘TheȱBells’ȱPȱDieȱProgrammusikȱRȱKöln:ȱArnoȱVolk,ȱp.8.
—ȱ(1612?) ‘JhonȱComeȱKisseȱMeeȱNowe’ȱ PFITZWILLIAMȱVIRGINALȱBOOK.
Ȱȱ(1960) MassȱforȱFiveȱVoices,ȱTheȱGreatȱServiceȱandȱAveȱverumȱcorpusȱXȱKing’sȱCollegeȱ

Choirȱ%ȱDavidȱWillcocksȱ�ȱArgoȱZRGȱ5226ȱ( �ȱBYRDȱ(1992ȱreissue)).
Ȱȱ(1963) MassesȱinȱThreeȱandȱFourȱPartsȱXȱKingȇsȱCollegeȱChoirȱȱ%ȱDavidȱWillcocksȱ

��Argoȱ5362ȱ( �ȱBYRDȱ(1992ȱreissue)).
Ȱȱ(1965) ByrdȱandȱhisȱContemporariesȱXȱKingȇsȱCollegeȱChoirȱ%ȱDavidȱWillcocksȱ

��HMVȱASDȱ641;ȱreissuedȱasȱByrdȱMotetsȱinȱPairedȱSettingsȱ
�EMIȱCDȬCFPȱ4481ȱADDȱ(1991).

Ȱȱ(1992) ThreeȱMassesȱXȱKingȇsȱCollegeȱChoirȱ%ȱDavidȱWillcocksȱ
(reissueȱofȱBYRDȱ(1960ȱandȱ1963)ȱ�ȱDeccaȱOvationȱ433675Ȭ2.

CAGE,ȱJohnȱ(1952)ȱ4ȇ33ȈȱPNewȱYork:ȱPeters;ȱcoverȱatȱ)tagg.org/pix/Cage433Front.jpg[120217].
CAIN,ȱJeffreyȱ(1972)ȱWhisperingȱThunderȱ�WarnerȱBrothers/RaccoonȱBSȱ261312

YȱSRP3ȱ(1973)ȱ*)ȱtagg.org/bookxtrax/NonMuso/mp3s/Cain-WhisperingThunder(mono-abbr).mp3
CALVERT,ȱEddyȱ(1956)ȱZambeziȱ�Columbiaȱ(78ȱrpm)ȱDBȱ3747ȱ(EȱNȱCARSTENS,ȱ1955).
CAMBODIA,ȱCOURTȱMUSICȱFROMȱ SAMȬANGȱSAMȱENSEMBLE.

CAMPIN,ȱJackȱ(2009)ȱScalesȱandȱModesȱinȱScottishȱTraditionalȱMusic,ȱv.2.0
ȱD)campin.me.uk/Music/Modes/ȱ[090609].

CANTOMETRICS:ȱSONGȱASȱAȱMEASUREȱOFȱCULTUREȱ(2009)ȱDN*ȱAssociationȱforȱCulturalȱ
Equityȱ)ȱresearch.culturalequity.org [120909];ȱalsoȱ ȱLOMAXȱ(1968).ȱ

CANZIONEREȱCOMUNISTAȱ(2009)ȱDȱLivorno:ȱ) ildeposito.org [120723].ȱ
CAPUA,ȱEduardoȱdiȱ(1898)ȱE‘Oȱsoleȱmio’ȱLGiovanniȱCappuroȱPRBestȱLovedȱSongsȱandȱ

Hymns.ȱNewȱYork:ȱWorldȱPublishingȱ(1965).
CARCASSȱ(1990)ȱExhumeȱtoȱConsumeȱ�HeadacheȱRecordsȱHRȬHKȱ002.
CARNES,ȱKimȱ(1982).ȱVoyeurȱ�EMIȱAmericaȱ006Ȭ86660.
CARSTENS,ȱNicoȱ(1955)ȱZambeziȱ(E)ȱ �ȱCALVERTȱ(1956),ȱ �ȱSHADOWSȱ(1964)
CASCONE,ȱKimȱ(2000)ȱ‘TheȱAestheticsȱofȱFailure:ȱ“PostȬDigital”ȱTendenciesȱinȱContempoȬ

raryȱComputerȱMusic’ȱDȱComputerȱMusicȱJournalȱ24/4ȱ(MITȱPress).ȱ
CASH,ȱJohnnyȱ(1964)ȱIȱWalkȱTheȱLine,ȱreȬissueȱ�CBSȱ4798ȱ(1970)4Sunȱ241ȱ(1956).
—ȱ(1963) RingȱOfȱFireȱ�CBSȱ1215;ȱreȬissueȱonȱGoldiesȱ(2)ȱ�GLDȱ25345ȱ(1999).
CASTLEVANIAȱ(1986),ȱa.k.a.ȱAkumajçȱDraculaȱ(㌹淣⩝ኦኊዂȱ=ȱ´Devil’sȱCastleȱDracula’)ȱ

IȱTokyo:ȱKonami;ȱtechnoȱversionȱofȱBACHȱ(1707)ȱ'ȱIkMtWeZiCgM [120701].ȱ
CHERNOFF,ȱJohnȱMȱ(1979)ȱAfricanȱRhythmȱandȱSensibilityȱDȱUniversityȱofȱChicagoȱPress.
CHESTER,ȱAndrewȱ(1970)ȱ‘SecondȱThoughtsȱonȱaȱRockȱAesthetic’ȱDȱNewȱLeftȱReview,ȱ

62:ȱ75Ȭ82;ȱOnȱRecordȱ(ed.ȱFrithȱ&ȱGoodwin,ȱ1990):ȱ315Ȭ319;ȱLondon:ȱRoutledge.
CHEW,ȱGeoffreyȱ(1980).ȱ‘Pastorale’ȱDGROVESȱDICTIONARYȱOFȱMUSIC,ȱ14:ȱ290Ȭ296.
CHIFFONS,ȱTheȱ(1963)ȱHe’sȱSoȱFineȱ� StatesideȱSSȱ172.ȱ
CHION,ȱMichelȱ(1994).ȱAudioȬVisionȱ—ȱSoundȱonȱScreenȱ(ed.,ȱtrans.ȱClaudiaȱGorbman)ȱ

DȱNewȱYork:ȱColumbiaȱU.P.
CHOPIN,ȱFrédéricȱ(1839)ȱEȱMarcheȱfunèbreȱ(Sonataȱ#2,ȱOp. 35)ȱERAPÉEȱ(1924:160).
—ȱ(1847)ȱEȱWaltzȱinȱD�ȱmajor,ȱOp.ȱ64,ȱNo.ȱ1,ȱa.k.aȱMinuteȱWaltz,ȱa.k.a.ȱValseȱduȱpetitȱchienȱ

RPȱBreitkopfȱ&ȱHärtelȱ'�KESTJm1g_N0ȱOTzviȱErezȱ(pf);ȱseeȱalsoȱversionȱbyȱ
JamesȱBOOKERȱ' Rk9SfeCBqCY.

http://www.campin.me.uk/Music/Modes/
http://www.youtube.com/watch?v=IkMtWeZiCgM
http://tagg.org/pix/Cage433Front.jpg
http://www.tagg.org/bookxtrax/NonMuso/mp3s/Cain-WhisperingThunder(mono-abbr).mp3
http://download.ildeposito.org/canzoniere_comunista.pdf
http://research.culturalequity.org/cls.jsp


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 617

CIGLIANO,ȱFaustoȱ ȱTARANTELLA!
CLARIDA,ȱBobȱ(2003)ȱ ȱTAGGȱ&ȱCLARIDAȱ(2003).
CLARIBELȱ(CHARLOTTEȱALLINGTONȱPYE/BARNARD)ȱ(c.1855)ȱEȱ‘IȱCannotȱSingȱtheȱOldȱSongs’;ȱ

PSelectedȱSongsȱforȱLadies’ȱVoices;ȱLondon:ȱGeorgeȱNewnesȱ(n.d.)
CLOONAN,ȱMartinȱ(2011)ȱ‘LiveȱMusicȱAsȱIdeology’ȱDȱPaperȱdeliveredȱatȱIASPMȱconferȬ

ence,ȱGrahamstownȱ(SouthȱAfrica),ȱJune/Julyȱ2011.ȱ
CLOONAN,ȱMartinȱ&ȱJOHNSON,ȱBruceȱ(2009)ȱDarkȱSideȱofȱtheȱTune:ȱ

PopularȱMusicȱandȱViolenceȱDȱAldershot:ȱAshgate.ȱ
COALȱMININGȱWOMENȱ(1997)ȱ�ȱRounderȱSelectȱ4025ȱ(1003188).
COCHRAN,ȱEddieȱ(1958)ȱSummertimeȱBluesȱ�ȱLondonȱHLUȱ8702.
COHEN,ȱLeonardȱ(1967)ȱ‘Suzanne’ȱSongsȱofȱLeonardȱCohenȱ�CBSȱSȱ63241.ȱ
—ȱ(1984) ‘Hallelujah’ȱVariousȱPositionsȱ�CBSȱ26222.
COLE,ȱNatȱKingȱ(1975)ȱQuizás,ȱQuizás,ȱQuizásȱ �FARRÉSȱ(1947).
COLEMAN,ȱOrnetteȱ(1959)ȱTheȱShapeȱofȱJazzȱtoȱComeȱ�Atlanticȱ1317.ȱ
COLLINS,ȱKarenȱEȱ(2002).ȱTheȱFutureȱisȱHappeningȱAlready:ȱIndustrialȱMusic,ȱDystopiaȱandȱtheȱ

AestheticȱofȱtheȱMachineȱDȱPhDȱthesis,ȱInstituteȱofȱPopularȱMusic,ȱUniversityȱofȱ
Liverpool.ȱ)tagg.org/others/KCthesis.zip[100223].

—ȱ(2008a) FromȱPacȬManȱtoȱPopȱMusic.ȱInteractiveȱAudioȱinȱGamesȱandȱ
NewȱMediaȱDȱAldershot:ȱAshgate.ȱ

—ȱ(2008b) GameȱSound.ȱAnȱIntroductionȱtoȱtheȱHistory,ȱTheoryȱandȱPracticeȱofȱ
VideoȱGameȱMusicȱandȱSoundȱDesignȱDȱCambridgeȱ(MA):ȱMITȱPress.

Ȱȱ(2012) AȱBang,ȱAȱWhimperȱandȱAȱBeat:ȱIndustrialȱMusicȱandȱDystopiaȱ
DȱNewȱYorkȱ&ȱHuddersfield:ȱMassȱMediaȱMusicȱScholars’ȱPressȱ(MMMSP)

)amazon.com/dp/B007AT3TQ6ȱ(Kindleȱedition).ȱ
COLLINS,ȱPhilȱ(1981)ȱInȱTheȱAirȱTonightȱ�VirginȱVSȱ102;ȱ�AtlanticȱWEAȱ79198;

alsoȱonȱMiamiȱViceȱ�MCAȱ252ȱ493Ȭ1ȱ(1985).
COLOMBO,ȱJoseph;ȱMURÉNA,ȱTonyȱ(c.ȱ1940)ȱ‘L’indifférence’ȱ(valseȱmusette)ȱJosephȱColomboȱ

–ȱCompositionsȱ1924Ȭ1942ȱ�Frémeauxȱ&ȱAssociésȱFAȱ009ȱ(1993);ȱalsoȱonȱ
�L’imparfaitȱduȱcœur:ȱaccordéonȱmélancoliqueȱ
)amazon.com/Lindifférence-Colombo-Murena-French-Waltz/dp/B0011TXUXS [111229].

COMINGȱTOȱAMERICAȱ(1988)ȱ(ParamountȱHJohnȱLandisȱENileȱRodgersȱ�EddieȱMurphyȱ
&Paramountȱ321577ȱ(1999).

COMPAYȱSEGUNDOȱ(1985)ȱ‘ChanȱChan’ȱSonȱdelȱMonteȱ�ȱEGREMȱCDȱ0216ȱ(1996).
CONJUNTOȱNORTEÑOȱ ȱRIVERAȱ(2011).ȱ
CONNERTON,ȱPaulȱ(1989)ȱHowȱSocietiesȱRememberȱDȱCUP.
CONTI,ȱBillȱ(1981)ȱDynastyȱ6VȱABCȱ(1981Ȭ89)ȱYȱSvTVȱ(1988).
COOKE,ȱDeryckȱ(1959)ȱTheȱLanguageȱofȱMusicȱDȱLondon:ȱOUP.
COOPER,ȱAliceȱ(1972)ȱSchool’sȱOutȱ ȱonȱCooperȱ(1974)
—ȱ(1973) NoȱMoreȱMrȱNiceȱGuyȱ �onȱCooperȱ(1974)
—ȱ(1974) AliceȱCooperȇsȱGreatestȱHitsȱ�WarnerȱWȱ2803.
COPLAND,ȱAaronȱ(1941)ȱ‘Introduction:ȱOnȱtheȱOpenȱPrairie’ȱBillyȱTheȱKidȱSuiteȱPLondon:ȱ

Booseyȱ&ȱHawkes;ȱalsoȱon�Copland:ȱBillyȱTheȱKid,ȱOrganȱSymphony,ȱElȱSalónȱ
Mexico,ȱDanzónȱCubanoȱOBBCȱSymph.ȱOrch.ȱ%LeonardȱSlatkinȱ
�BBCȱMusicȱMagazineȱBBCȱMM98ȱ(2000).

—ȱ(1942) FanfareȱforȱtheȱCommonȱManȱORoyalȱPhilharmonicȱOrch.ȱ%PhilipȱEllisȱ
�TringȱTRPȱ040ȱ(1995).

CORBETT,ȱJohnȱ&ȱKAPSALIS,ȱTerriȱ(1996)ȱ‘TheȱFemaleȱOrgasmȱinȱPopularȱSound’ȱ
DTDR,ȱ40/3ȱ–ȱExperimentalȱSoundȱ&ȱRadioȱ(Autumnȱ1996):ȱ102Ȭ111.

http://www.tagg.org/others/KCthesis.zip
http://www.amazon.com/Lindiff%C3%A9rence-Colombo-Murena-French-Waltz/dp/B0011TXUXS
http://www.youtube.com/watch?v=FW0p6vMKnXk
http://www.amazon.com/dp/B007AT3TQ6


618 Tagg:ȱMusic’sȱMeaningsȱ—References

CORSTEN,ȱFerryȱ(1999)ȱWilliamȱOrbitȱȬȱAdagioȱForȱStringsȱ�singleȬsideȱacetateȱfromȱSoundȬ
mastersȱ(London);ȱ*) discogs.com/William-Orbit-Barbers-Adagio-For-Strings-Ferry-
Corsten-Mix/release/2375323 [120108]  EBARBERȱ(1938)ȱ dOORBITȱ(1999).

COSTELLO,ȱElvisȱ(1977)ȱWatchingȱTheȱDetectivesȱ�StiffȱBUYȬ20.ȱ
COWAN,ȱNelsonȱ(2001)ȱ‘Theȱmagicalȱnumberȱ4ȱinȱshortȬtermȱmemory:ȱAȱreconsiderationȱ

ofȱmentalȱstorageȱcapacity’ȱDBehavioralȱandȱBrainȱSciences,ȱ24ȱ(1):ȱ87–114.
CREAMȱ(1968)ȱWhiteȱRoomȱ�Polydorȱ59235;ȱ�BestȱOfȱCreamȱPolydorȱ184298ȱ(1969).
CREEDENCEȱCLEARWATERȱREVIVALȱ(1971)ȱSweetȱHitchȬHikerȱ�ȱUnitedȱArtistsȱUP 35261.
CROSS,ȱIanȱ(1999)ȱ‘Isȱmusicȱtheȱmostȱimportantȱthingȱweȱeverȱdid?ȱMusic,ȱdevelopmentȱ

andȱevolution’DMusic,ȱMindȱandȱScience,ȱed.ȱSukȱWonȱYi.ȱSeoulȱNationalȱU.P.
CROSSLEYȬHOLLAND,ȱPeterȱ(1959)ȱ‘NonȬWesternȱMusic’.ȱTheȱPelicanȱHistoryȱofȱMusic,ȱ1.ȱ

DȱLondon,ȱPelican:ȱ13Ȭ135.
CRUISE,ȱDȱAȱ(1988)ȱLexicalȱSemanticsȱDȱCUP.
CRUZ,ȱCéliaȱ(1999)ȱ‘Guantanamera’ȱ(LȱMARTÍȱ1899,ȱEȱFERNÁNDEZȱ1949)ȱOTitoȱPuenteȱ

Orch.ȱAȱNightȱofȱSalsaȱ�RMMȱ0Ȭ2828Ȭ3078Ȭ2.
CRYSTALS,ȱTheȱ(1963)ȱDaȱDooȱRonȱRonȱ�LondonȱHLUȱ9732ȱ

.ȱLegendsȱofȱRockȱȇnȇȱRollȱTringȱTTMCȱ088.
CSIȱ(2000)ȱVAllianceȬAtlantis/CBS/BruckheimerȱYChannelȱ5ȱ(UK),ȱ2011.
CSIȱEFFECT,ȱTheȱ(2010)ȱ‘Televisionȱdramasȱthatȱrelyȱonȱforensicȱscienceȱtoȱsolveȱcrimesȱareȱ

affectingȱtheȱadministrationȱofȱjustice’ȱDTheȱEconomist,ȱ2010Ȭ04Ȭ22.
CWMȱRHONDDAȱ ȱHUGHES,ȱJȱ
CYRUS,ȱMileyȱ(2010)ȱCan’tȱBeȱTamedȱ�ȱHollywoodȱRecordsȱD000629332.
DAHLHAUS,ȱCarlȱ(1988)ȱNineteenthȬCenturyȱMusicȱDȱBerkeley:ȱUniversityȱofȱCaliforniaȱ

Press;ȱ2ȱDieȱMusikȱdesȱ19.ȱJahrhunderts;ȱNeuesȱHandbuchȱderȱMusikwissenȬ
schaft,ȱVolȱ6,ȱAkademischeȱVerlagsgesellschaftȱAthenaion,ȱWiesbadenȱ(1980).

DALE,ȱDickȱ(1962)ȱ[&ȱhisȱDelȬtones]ȱ‘MisirlouȱTwist’.ȱSurfer’sȱChoiceȱ�Capitolȱ1886ȱ(1963);
alsoȱonȱTheȱTarantinoȱConnectionȱ(1996)ȱ (�PULPȱFICTION.

DAQUIN,ȱLouisȬClaudeȱ(1735)ȱEȱLeȱcoucouȱ'ȱ6bf-Cpw8oJcȱOȱSȱRachmaninovȱ(1920).
DAPIEVE,ȱArthurȱ(1995)ȱBȬrock:ȱoȱrockȱbrasileiroȱdosȱanosȱ80ȱDRioȱdeȱJaneiro,ȱEd.34.
DARIN,ȱBobbyȱ(1959)ȱDreamȱLoverȱ�LondonȱHLEȱ8867.
DARKE,ȱGrahamȱ(2005)ȱ‘Assessmentȱofȱtimbreȱusingȱverbalȱattributes’ȱ DTIMBREȱ(2005).
DAVIES,ȱStephenȱ(1994)ȱDȱMusicalȱMeaningȱandȱExpression.ȱ

Ithacaȱ&ȱLondon:ȱCornellȱUniversityȱPress.
DAVIS,ȱMilesȱ(1959)ȱ‘ConciertoȱdeȱAranjuez’ȱ(EȱJ.ȱRODRIGO)ȱ� SketchesȱofȱSpain.ȱ

Columbiaȱ460604ȬD.
Ȱȱ(1970) BitchesȱBrewȱ�ȱCBSȱ64010.ȱ
DAVIS,ȱBobȱ(2005)ȱWhoȱGotȱdaȱFunk?ȱAnȱEtymphonyȱofȱFunkȱfromȱtheȱ1950sȱtoȱ1979ȱDPhD,ȱ

Facultéȱdeȱmusique,ȱUniversitéȱdeȱMontréalȱ
)ȱtagg.org/bookxtrax/DavisFunkPhDv1.pdf [2012-11-15].

DEARY,ȱIȱJ;ȱWILSON,ȱJȱA;ȱCARDING,ȱP;ȱMACKENZIE,ȱKȱ(2003)ȱ‘Theȱdysphonicȱvoiceȱheardȱbyȱ
me,ȱyouȱandȱit:ȱdifferentialȱassociationsȱwithȱpersonalityȱandȱpsychologicalȱ
distress’ȱDClinicalȱOtolaryngologyȱ&ȱAlliedȱSciences,ȱ28/4:ȱ374Ȭ378.

DEBUSSY,ȱClaudeȱ(1905)ȱLaȱMerȱ� CBSȱOdysseyȱMBKȱ44804ȱ(1988).ȱ
DEBRUINE,ȱLisaȱetȱal.ȱ(2005)ȱ‘Theȱvoiceȱandȱfaceȱofȱwoman:ȱOneȱornamentȱthatȱsignalsȱ

quality?’ȱEvolutionȱandȱHumanȱBehavior,ȱ26:ȱ398Ȭ408ȱDAmsterdam:ȱElsevier.
—ȱ(2006) ‘Menstrualȱcycle,ȱtraitȱestrogenȱlevelȱandȱmasculinityȱpreferencesȱinȱtheȱhuȬ

manȱvoice’.ȱHormonesȱandȱBehavior,ȱ49:ȱ215Ȭ222ȱDAmsterdam:ȱElsevier.ȱ

http://www.discogs.com/William-Orbit-Barbers-Adagio-For-Strings-Ferry-Corsten-Mix/release/2375323
http://www.discogs.com/William-Orbit-Barbers-Adagio-For-Strings-Ferry-Corsten-Mix/release/2375323
http://www.youtube.com/watch?v=6bf-Cpw8oJc
http://tagg.org/bookxtrax/DavisFunkPhDv1.pdf


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 619

DEES,ȱRickȱ[ANDȱHISȱCASTȱOFȱIDIOTS]ȱ(1976)ȱDiscoȱDuckȱYSRP3ȱ�LosȱNº1ȱdeȱlaȱMusicaȱDiscoȱ
Vol.2;ȱContraseñaȱCONȬ312ȬCDȱ(2005).

DEEPȱPURPLEȱ(1973).ȱ‘RatȱBatȱBlue’ȱ�WhoȱDoȱWeȱThinkȱweȱAre?ȱPurpleȱTPSAȱ7508.
—ȱ (1975)ȱComeȱTasteȱtheȱBandȱ�ȱWarnerȱPRȱ2985.
DELALANDE,ȱFrançoisȱ(1993)ȱLeȱcondotteȱmusicali.ȱComportamentiȱeȱmotivazioniȱdelȱfareȱeȱasȬ

coltareȱmusicaȱ(ed.ȱGȱGuardabassoȱ&ȱLȱMarconi)ȱDȱBologna:ȱCLUEB.
DENISOFF,ȱRȱSergeȱ&ȱPETERSON,ȱRichardȱAȱ(eds.,ȱ1972)ȱTheȱSoundsȱofȱSocialȱChange.ȱ

DȱChicago:ȱRandȱMcNally.ȱ
DERBAL,ȱSolèneȱ(2007)ȱ‘Laȱscienceȱdesȱrêvesȱ[TheȱScienceȱofȱSleep]:ȱcueȱlist,ȱpartitionȱgraphȬ

ique,ȱanalyse’ȱDFacultéȱdeȱmusique,ȱUniversitéȱdeȱMontréalȱ
) tagg.org/students/Montreal/MusImgMvt/SoleneDerbalScienceSleep.zip [120212].ȱ

DEREKȱ&ȱTHEȱDOMINOESȱ(1970)ȱ‘Layla’ȱDerekȱandȱtheȱDominoesȱ�Polydorȱ2ȱLPȬ2625Ȭ005;ȱ
VY�ȱOpel/Vauxhall/GMȱ(1992)ȱ'qEIkSr55xBsȱandȱ'1cb3cl-tyxM [120705].ȱ

DEVILȇSȱANGELSȱ(1967)ȱHDanielȱHallerȱEMikeȱCurbȱ(AIP.

DIDEROT,ȱDenisȱ(1762)ȱLeȱneveuȱdeȱRameauȱDȱParis:ȱLarousseȱ(1966).
DIREȱSTRAITSȱ(1978)ȱDireȱStraitsȱ�Vertigoȱ6360162ȱ(‘SultansȱofȱSwing’;ȱ‘InȱTheȱGallery’).ȱ
—ȱ(1985)ȱ BrothersȱinȱArmsȱ�Vertigoȱ824499Ȭ4ȱ•ȱMoneyȱForȱNothingȱ•ȱBrothersȱInȱArms.

DISSANAYAKE,ȱEllenȱ(2000)ȱ‘AntecedentsȱofȱtheȱtemporalȱartsȱinȱearlyȱmotherȬinfantȱinterȬ
action’�DTheȱOriginsȱofȱMusicȱ(ed.ȱNȱWallin,ȱBȱMerker,ȱSȱBrown:ȱ389Ȭ410);
Cambridge,ȱMA:ȱMITȱPress.

DOCKWRAY,ȱRuth;ȱMOORE,ȱAllanȱ(2010)ȱ‘ConfiguringȱtheȱSoundboxȱ1965Ȭ1972’ȱ
DȱPopularȱMusic,ȱ29/2:ȱ181–197.

DOMINO,ȱFatsȱ(1955)ȱAin’tȱThatȱAȱShame?ȱ�Imperialȱ5348.ȱ
Ȱȱ(1956) BlueberryȱHillȱ�Imperialȱ5407.
Ȱȱ(1958) IȱHearȱYouȱKnockingȱ�LondonȱHLPȱ9520.
DONNINGTON,ȱRobertȱ(1974)ȱWagner’sȱ“Ring”ȱandȱitsȱSymbolsȱDȱLondon:ȱFaber.
DRUUDȬNIELSEN,ȱPerȱ(ed.ȱ1987).ȱMusikȱogȱbetydningsinholdȱ—ȱkompendiumȱiȱmusikæstetikȱ

DȱÅlborg:ȱInstitutȱforȱmusikȱogȱmusikterapi,ȱAUC.
DOWLAND,ȱJohnȱ(c.ȱ1610)ȱ‘LachrimaeȱAmantis’ȱ�ȱTheȱElizabethanȱCollection.ȱBootsȱClassiȬ

calȱCollectionȱ143ȱ(1986/1988)ȱOȱDowlandȱConsortȱ%JakobȱLindberg.
DOȱYOUȱGETȱDEPRESSED?ȱ(n.d.)ȱDeNotAloneȱsiteȱ) enotalone.com/ [120116].ȱ
DRȱJEKYLLȱ&ȱMRȱHYDEȱ(1931)ȱ(ȱParamountȱHȱRobertȱMamoulianȱ EBACHȱ(1717?).ȱ
DRȱSTRANGELOVEȱ(1964)ȱH(ȱStanleyȱKubrickȱ(Columbiaȱ&ȱColumbiaȱTristarȱ(1999);ȱ

seeȱalsoȱLYNN,ȱVȱ(1939).
DUBLINERS,ȱTheȱ(1971)ȱ‘RockyȱRoadȱToȱDublin’.ȱTheȱPatriotȱGameȱ�HallmarkȱSHM738;

liveȱversionȱ(audioȱw.ȱlyrics)ȱ'ȱyvvMuJ_VeX4 [120708].
DUNCAN,ȱTrevorȱ(n.d.ȱ1).ȱ‘Transcenics’ȱ(ominous,ȱagitated)ȱ �BOOSEYȱ&ȱHAWKESȱ#2986.
—ȱ(n.d.ȱ2)ȱ‘AmethystsȱForȱEsmeralda’;ȱ‘DiademȱForȱDeidre’;ȱ‘Francesca’ȱ

 �BOOSEYȱ&ȱHAWKESȱ#2984.
DUREXȱPLAYȬOȱOPERAȱADVERTISEMENTȱ(2008)ȱ'tVOvQuy2IIk [120121]ȱEMOZARTȱ(1791);ȱ

alsoȱ DȱSERVICEȱforȱcommentsȱonȱthisȱad.ȱ
DVOdÁK,ȱAntonínȱ(1893)ȱSymphonyȱNo.ȱ9ȱinȱEȱminorȱ–ȱ‘FromȱtheȱNewȱWorld’,ȱOp. 95ȱ

�DeccaȱWeekendȱClassicsȱ417ȱ678Ȭ2ȱ(1968);ȱ2ndȱmvt.ȱasȱbreadȱadvertȱ(Hovis,ȱ
1974Ȭ79)ȱ'ȱTOWJECdobqk [110829].ȱ

DYLAN,ȱBobȱ(1963)ȱTheȱFreewheelinȇȱBobȱDylanȱ�CBSȱ42Ȭ62193ȱ
—ȱ(1965a) SubterraneanȱHomesickȱBluesȱ�CBSȱ201753.ȱ
—ȱ(1965b) LikeȱAȱRollingȱStoneȱ�CBSȱ201811.
—ȱ(1968) ‘AllȱAlongȱTheȱWatchtower’.ȱJohnȱWesleyȱHardingȱ�CBSȱ63252.

http://www.youtube.com/watch?v=qEIkSr55xBs
http://www.youtube.com/watch?v=1cb3cl-tyxM
http://www.youtube.com/watch?v=tVOvQuy2IIk
http://www.enotalone.com/
http://www.youtube.com/watch?v=TOWJECdobqk
http://www.youtube.com/watch?v=yvvMuJ_VeX4


620 Tagg:ȱMusic’sȱMeaningsȱ—References

EARLYȱMUSICȱCONSORTȱOFȱLONDONȱ(O)ȱ‘Virgo’ȱ(no.ȱ2)ȱinȱtrackȱ‘HoquetusȱIȱȬȱVII’ȱfromȱ
BambergȱCodexȱ(PȱBambergȱStaatsbibliothek,ȱLit.ȱ115)ȱ%ȱDavidȱMunrowȱ
MusicȱofȱtheȱGothicȱEraȱ�ȱArchivȱ2723ȱ045ȱ(1976)ȱ'4p4qPmusfsMȱ

EASYȱRIDERȱ(1969)ȱHDennisȱHopperȱ(Pando/Raybert/Columbiaȱ8CinemaȱClubȱCCȱ
1122ȱ(1990)ȱ&Columbiaȱ01749ȱ(1999)ȱ�ȱABCȱABCLȱ5005ȱ(1969).ȱ

EAZYȱEȱ(1987)ȱBoyzȬNȬTheȬHoodȱ�RuthlessȱRecordsȱRRȱ001.
ECO,ȱUmbertoȱ(1979)ȱAȱTheoryȱofȱSemioticsȱDȱBloomington:ȱIndianaȱU.P.
—ȱ(1979b) TheȱRoleȱofȱtheȱReaderȱDȱBloomington:ȱIndianaȱU.P.
—ȱ(1990) Iȱlimitiȱdell’interpretazioneȱDȱMilano:ȱBompiani.

ECONOMIAȱDELLAȱMUSICAȱINȱITALIA,ȱ2010ȱ(2011)ȱDȱMilano:ȱLiberaȱUniversitàȱdiȱLingueȱeȱ
Comunicazioneȱ(IULM)ȱ) francofabbri.net/files/Testi_per_Studenti/
Economia_della_musica_2010_WEB.pdf [111025].ȱ

EDWARDS,ȱMichaelȱ(1937)ȱEOnceȱInȱAȱWhileȱLȱBudȱGreenȱOTommyȱDorseyȱandȱhisȱOrch.;ȱ
�ThisȱisȱTommyȱDorseyȱ&ȱhisȱOrchestra,ȱvol.ȱ1ȱ(RCAȱVictor,ȱ1991).

EDWARDS,ȱPaulȱ(2009)ȱHowȱtoȱRap:ȱTheȱArtȱ&ȱScienceȱofȱtheȱHipȬHopȱMC
DChicagoȱReviewȱPress.ȱ

EDWINȱHAWKINSȱSINGERS,ȱTheȱ HAWKINSȱSINGERS.

EINSTÜRZENDEȱNEUBATENȱ(1989)ȱHausȱderȱLügeȱ�Bartȱ333.
EISLER,ȱHANNSȱ(1931)ȱ‘Solidaritätslied’ȱ(KuhleȱWampeȱȱ'G8AaG5SSrdQȱ

HȱSlatanȱDudow,ȱB.ȱBrechtȱ(1932)ȱ�ȱEntarteteȱMusikȱ1,ȱBODȱ65023ȱ(1988);ȱ
�ȱEsȱlebeȱChile!ȱEsȱlebeȱdasȱVolk!ȱXȱErnstȱBusch,ȱBalkantonȱBAKȱ3140ȱ(1973);ȱ
PSångerȱförȱSocialismen;ȱStockholm:ȱArbetarkultur,ȱp.ȱ54ȱ(1981);
ȱXErnstȱBuschȱetȱal.ȱ'bcllk8-wEy0.ȱ

—ȱ(1941) VierzehnȱArtenȱdenȱRegenȱzuȱbeschreibenȱ(FourteenȱWaysȱofȱDescribingȱRain:ȱ
variationsȱforȱwinds,ȱstringsȱandȱpiano,ȱOp.ȱ70);ȱrecordedȱtoȱsilentȱfilmȱRegenȱ
(�CAPIȱHJorisȱIvensȱ(1929);ȱ' sISW8msuAxU.

EISLER,ȱHannsȱ&ȱADORNO,ȱTheodorȱWȱ(1947)ȱComposingȱforȱtheȱfilmsȱ
DNewȱYork:ȱOxfordȱUniversityȱPress.

ELGAR,ȱEdwardȱ(1899)ȱEnigmaȱVariations,ȱOp.36ȱOLondonȱPhilharmonicȱOrch.ȱ%Vernonȱ
Handleyȱ� ȱEMIȱEminenceȱCDȬEMXȱ9503ȱ(1983).ȱ

ELSNER,ȱJürgenȱ(1975)ȱ‘Egypten’ȱDȱSohlmansȱMusiklexikon,ȱ2:ȱ399Ȭ405.ȱStockholm.

ELVIRAȱ(2000)ȱXȱ‘ɪˏʲˊˣʺ’ȱʕʲˏʶʲȱʆ˓ˊ˓ˏʺˑˆʺȱ2ȱ�ȱMilenaȱMRȱ200005Ȭ2.
ELVIRAȱMADIGANȱ(1967)ȱ(ȱEuropaȱFilmȱH�BoȱWiderbergȱ ȱMOZARTȱ(1785b).
EMMETT,ȱDanȱ(1859)ȱ‘Dixie’.ȱTheȱParlourȱSongȱBook,ȱp.ȱ285.ȱLondon:ȱPanȱBooksȱ(1972).
ENNIOȱMORRICONEȱ(1995).ȱV�BBC/ZDFȱ(documentary)ȱYȱBBC2.
ERIKAȱOCHȱCECILIAȱ ȱLINDGRENȱ&ȱÖSTERHOLM.

EVERȱAFTERȱ(1998)ȱEȱ FENTON.ȱ
EWEȱDRUMMINGȱDȱhttp://en.wikipedia.org/wiki/Ewe_drumming [120902];ȱseeȱalsoȱANLOȱEWE.

FABBRI,ȱFrancoȱ(1982)ȱ‘AȱTheoryȱofȱMusicalȱGenres:ȱTwoȱApplications’.ȱPopularȱMusicȱPerȬ
spectives,ȱ1ȱ(ed.ȱDȱHornȱ&ȱPȱTagg):ȱ52Ȭ81.ȱGöteborgȱandȱExeter:ȱIASPM.

—(1984) Elettronicaȱeȱmusica.ȱGliȱstrumenti,ȱiȱpersonaggi,ȱlaȱstoria.ȱ
DȱMilano:ȱFabbri,ȱBompiani,ȱSonzogno.

—ȱ(1984b)  ȱALAȱetȱal.ȱ
—ȱ(1989) ‘Musicaȱcontemporaneaȱeȱmedia:ȱlaȱ“fallaciaȱconcertocentrica”’ȱ

DȱQuaderniȱdiȱMusica/Realtà,ȱ23:ȱ227Ȭ242.
—ȱ(1996) IlȱsuonoȱinȱcuiȱviviamoȱDȱMilano:ȱFeltrinelli.
— (1999) ‘Browsing Music Spaces: Categories and the Musical Mind’ 

ȱDȱ) francofabbri.net/files/Testi_per_Studenti/ffabbri990717.pdf[110817]; also in Crit-

http://www.youtube.com/watch?v=G8AaG5SSrdQ
http://www.francofabbri.net/files/Testi_per_Studenti/Economia_della_musica_2010_WEB.pdf
http://www.francofabbri.net/files/Testi_per_Studenti/Economia_della_musica_2010_WEB.pdf
http://www.francofabbri.net/files/Testi_per_Studenti/ffabbri990717.pdf
http://www.youtube.com/watch?v=bcllk8-wEy0
http://www.youtube.com/watch?v=sISW8msuAxU
http://en.wikipedia.org/wiki/Ewe_drumming
http://www.youtube.com/watch?v=4p4qPmusfsM


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 621

ical essays in popular musicology, ed. A. Moore: 49-62. Aldershot: Ashgate 
(2007); in Italian as ‘Navigando per gli spazi musicali: le categorie e la mente 
musicale’, Musica/Realtà, 61:89-108. 

—ȱ(2008) IlȱsuonoȱinȱcuiȱviviamoȱDȱMilano:ȱIlȱSaggiatoreȱ(1stȱed.ȱ1996,ȱMilano:ȱFeltrinelli).
—ȱ(2009) ‘Verse,ȱChorusȱ(Refrain),ȱBridge:ȱAnalysingȱFormalȱStructuresȱofȱtheȱBeatles’ȱ

Songs’ȱDPaperȱdeliveredȱatȱIASPMȱconference,ȱLiverpool;ȱforthcomingȱinȱ
conferenceȱproceedingsȱ(2012).ȱ

–ȱ(2011) EconomiaȱdellaȱmusicaȱinȱItalia,ȱ2010ȱDȱMilano:ȱLiberaȱUniversitàȱdiȱLingueȱeȱ
Comunicazioneȱ(IULM)ȱ) francofabbri.net/files/Testi_per_Studenti/
Economia_della_musica_2010_WEB.pdf [111025].ȱ

FACCI,ȱSerenaȱ(2005)ȱ‘Musicalizzazioni:ȱleȱ“suonerie”’ȱDȱAAA.ȱTACȱTechnology,ȱAesthetics,ȱ
Communication,ȱ2:ȱ179Ȭ194ȱ(aboutȱringtones).

Ȱȱ(2009) ‘“Funziona?”ȱValoriȱeȱusiȱdellaȱmusicaȱnellaȱcontemporaneità’ȱDȱL’etnomusicȬ
ologiaȱeȱleȱmusicheȱcontemporaneeȱ(ed.ȱFȱGiannattasio,ȱSȱFacci).ȱVenice:ȱFondaziȬ
oneȱCiniȱ)cini.it/it/pubblication/page/101 [120630]ȱ(aboutȱaerobicsȱmusic).

FAITH,ȱPercyȱ(1959)ȱAȱSummerȱPlaceȱE6 (ȱWarnerȱHȱDelmerȱDaves.ȱ�ȱThemeȱFromȱ‘Aȱ
SummerȱPlace’ȱColumbiaȱ433007ȱOȱPercyȱFaithȱ&ȱHisȱOrch.ȱ(1963)

—ȱ(1961)ȱ TheȱVirginianȱV6�NBCȱ1962Ȭ69ȱ�ȱTelevision’sȱGreatestȱHitsȱVolȱ2,ȱSilvaȱScreenȱ
FILMCDȱ034ȱ(1986),ȱRȱNorthernȱMusicȱCo.ȱ�QȱGoldenȱHourȱofȱFavouriteȱTVȱ
Themes,ȱGoldenȱHourȱGHȱ845ȱ(1976)ȱOȱ101ȱStrings.

FALK,ȱDȱ(2000)ȱ‘Hominidȱbrainȱevolutionȱandȱtheȱoriginsȱofȱmusic’ȱDȱTheȱOriginsȱofȱMusic,ȱ
ed.ȱInȱWallinȱetȱal.,ȱCambridgeȱ(MA,ȱUSA):ȱ197Ȭ216.ȱ

FALTERMEYER,ȱHaroldȱ(1984)ȱEOȱ‘AxelȱF’ȱBeverlyȱHillsȱCopȱ(ȱParamountȱHȱMartinȱBrestȱ
�ȱEddieȱMurphyȱ&ȱParamountȱ01134ȱ[0Ȭ7921Ȭ7862Ȭ9]ȱ(2001).

Ȱȱ(1985) ‘BitȱByȱBit’ȱFletchȱ�MCAȱ252ȱ332Ȭ1ȱ(1985).ȱ
FANON,ȱFrantzȱOmarȱ(1967)ȱBlackȱSkin,ȱWhiteȱMasksȱDȱNewȱYork:ȱGroveȱPress.

tr.ȱCȱLȱMarkmann,ȱ2ȱ1952.ȱ
FARIA,ȱNelsonȱ(1995)ȱTheȱBrazilianȱGuitarȱBookȱDP�ȱPetaluma:ȱSherȱMusicȱ

)books.google.co.uk/books?hl=en&lr=&id=WerlscZLYY0Cȱ[120707].
FARM,ȱTheȱ(1991)ȱ‘AllȱTogetherȱNow’ȱ�ȱSpartacus.ȱProduceȱRecordsȱMILKȱCDȬ1.ȱ
FARNABYE,ȱGilesȱ(1612?)ȱ‘LothȱToȱDepart’ȱSeventeenȱPiecesȱ(ed.ȱThurstonȱDart)

PLondon:ȱStainerȱ&ȱBellȱ(1957)ȱ'ȱXwPI_WrL8tA.
FAREWELLȱTOȱERINȱ(2007)ȱ[pubȱsessionȱfromȱAsturias]ȱȱ'Gs79hRgFVlg [110819];

seeȱalsoȱBOTHYȱBANDȱ(1976).
FARRÉS,ȱOsvaldoȱ(1947)ȱOL ‘Quizás,ȱQuizás,ȱQuizás’ȱXNatȱKingȱColeȱ�NatȱKingȱColeȱEsȬ

pañol.ȱCapitolȱ(Uruguay)ȱWȱ1031ȱ(1975,ȱ4ȱ1958)ȱ'ȱFW0p6vMKnXk.ȱ
FELD,ȱStevenȱ(1982)ȱSoundȱandȱSentiment:ȱBirds,ȱWeepingȱandȱPoeticsȱinȱKaluliȱExpressionȱ

DPhiladelphia:ȱUniversityȱofȱPennsylvaniaȱPressȱ
FELLOWS,ȱJoanneȱ(1998)ȱ‘AcquiringȱMusicȱforȱTelevisionȱCommercials:ȱanȱinvestigationȱ

intoȱaȱneglectedȱsectionȱofȱtheȱmusicȱindustry’ȱDȱThirdȱYearȱ(BA)ȱminiȬdisserȬ
tationȱinȱMusicȱandȱtheȱMovingȱImage,ȱSchoolȱofȱMusic,ȱUniversityȱofȱLiverȬ
poolȱ)tagg.org/students/Liverpool/jofelldiss.pdf.

FENTON,ȱGEORGEȱ(1998)ȱȱEȱEverȱAfterȱ(ȱ20thȱCenturyȱFoxȱHȱAndyȱTennant.ȱ
FERON,ȱAnneȬLaureȱ(2005)ȱ‘Aliasȱ(TV,ȱsaisonȱ1,ȱépisodesȱ1ȱetȱ2):ȱcueȱlist,ȱgraphicȱscore,ȱdisȬ

cussionȱetȱanalyse’ȱDFacultéȱdeȱmusique,ȱUniversitéȱdeȱMontréal

)tagg.org/students/Montreal/MusImgMvt/AnneLaureFeronAlias.zip [120212].
FERNÁNDEZȱDIAZ,ȱJoseitoȱ(X1949ȱEc.1929?)ȱGuantanameraȱ(LJoséȱMARTÍ,ȱ1899)ȱ

�ȱEgremȱLDGȱ2010ȱ'ȱCiJhDO8Tb_Y [120706].ȱ

http://www.francofabbri.net/files/Testi_per_Studenti/Economia_della_musica_2010_WEB.pdf
http://www.francofabbri.net/files/Testi_per_Studenti/Economia_della_musica_2010_WEB.pdf
http://www.youtube.com/watch?v=XwPI_WrL8tA
http://www.cini.it/it/pubblication/page/101
http://www.youtube.com/watch?v=FW0p6vMKnXk
http://tagg.org/students/Montreal/MusImgMvt/AnneLaureFeronAlias.zip
http://www.youtube.com/watch?v=CiJhDO8Tb_Y
http://www.youtube.com/watch?v=Gs79hRgFVlg
http://books.google.co.uk/books?hl=en&lr=&id=WerlscZLYY0C
http://tagg.org/students/Liverpool/jofelldiss.pdf


622 Tagg:ȱMusic’sȱMeaningsȱ—References

FERRIER,ȱKathleenȱ ȱGLUCKȱ(1744);ȱ ȱHANDELȱ(1738,ȱ1741).ȱ
FIFTYȱYEARSȱOFȱFILMȱ(1973)ȱ�Warnerȱ3XXȱ2737.
FIFTYȱYEARSȱOFȱFILMȱMUSICȱ(1973)ȱ�Warnerȱ3XXȱ2736.
FILMȱANDȱTVȱMUSICȱKNOWLEDGEBASEȱDȱ)filmmusicmag.com/kb/glossary.php [101021]ȱ
FILMMUSIK:ȱMUSIKȱAKTUELLȬKLANGBEISPIELEȱ(1982,ȱed.ȱHansȱChristianȱSchmidt)

D�BärenreiterȱMusicaphonȱBMȱ30ȱSLȱ5104/05.
FINK,ȱBobȱ(1997)ȱ‘NeanderthalȱFlute.ȱOldestȱMusicalȱInstrument’sȱ4ȱNotesȱMatchesȱ4ȱofȱ

Do,ȱRe,ȱMiȱScale’ȱD)ȱgreenwych.ca/fl-compl.htm [120909].ȱRelatedȱinformationȱ
onȱthisȱanalysis:ȱAprilȱ5ȱ1997ȱTimesȱ(London);ȱAprilȱ12ȱGlobeȱ&ȱMail;ȱAprilȱ11ȱ
ScienceȱMagazine,ȱp.203;ȱYDiscoveryȱChannelȱ5/7/97;ȱDȱWesternȱReportȱ5/5/’97ȱ
(Coverȱstory);ȱScientificȬAmericanȱ(Sept.,ȱ1997).

FISK,ȱRobertȱ(2011)ȱ‘BankersȱareȱtheȱdictatorsȱofȱtheȱWest’ȱDTheȱIndependent,ȱ2011Ȭ12Ȭ10ȱ
) independent.co.uk/voices/commentators/fisk/robert-fisk-bankers-are-the-dictators-of-
the-west-6275084.htmlȱ[120920].

FITZWILLIAMȱVIRGINALȱBOOK,ȱIȱ&ȱIIȱ(1612?)ȱed.ȱJȱAȱFullerȬMaintlandȱ&ȱBarclayȱSquireȱ
PNewȱYork:ȱDoverȱ(1963)ȱ2Leipzig:ȱBreitkopfȱundȱHärtelȱ(1899).

FLASHȱANDȱTHEȱPANȱ(1979)ȱFlashȱandȱtheȱPanȱȱ�Mercuryȱ6310ȱ956ȱ'ȱ7oA-1IUIegc [110906].
FLATT,ȱLester;ȱSCRUGGS,ȱEarlȱ(1962)ȱ‘NineȱPoundȱHammer’ȱFolkȱSongsȱofȱOurȱLandȱ

�ColumbiaȱCLȱ1830.
FLIGHTȱOFȱTHEȱCONCHORDSȱ(2007Ȭ2009)ȱVȱHBOȱELȱJemaineȱClement,ȱBrettȱMcKenzie.

FLOROS,ȱConstantinȱ(1987)ȱGustavȱMahler,ȱBand.1:ȱDieȱgeistigeȱWeltȱGustavȱMahlersȱinȱ
systematischerȱDarstellungȱDȱWiesbaden:ȱBreitkopfȱ&ȱHärtel.

LAȱFLÛTEȱINDIENNE,ȱvol.ȱ1ȱ(1968)ȱ�BarclayȱPanacheȱ920014.
FONAGY,ȱIvan;ȱMAGDICS,ȱKlaraȱ(1972)ȱ‘Emotionalȱpatternsȱinȱintonationȱandȱmusic’.ȱ

Intonation.ȱ(ed.ȱDȱBolinger)ȱDȱLondon:ȱPenguin.
FOOLS,ȱTheȱ(1980)ȱPsychoȱChickenȱ�EMIȱ1Cȱ006Ȭ86ȱ141;ȱQȱofȱTALKINGȱHEADSȱ(1977).ȱ
FORCEVILLE,ȱCharlesȱ(1996)ȱPictorialȱMetaphorȱinȱAdvertisingȱDLondon:ȱRoutledge.
— (2005)ȱAȱCourseȱinȱPictorialȱandȱMultimodalȱMetaphorȱ(4ȱlectures)

ȱDȱ)ȱsemioticon.com/people/forceville.htm [120404].
FORD,ȱCharlesȱ(1991).ȱCosì.ȱSexualȱpoliticsȱinȱMozart’sȱoperasȱDȱManchesterȱU.P.
FOSTERȱJENKINS,ȱFlorenceȱ(n.d.)ȱTheȱQueenȱofȱtheȱNight’sȱariaȱfromȱActȱ2ȱofȱMozart’sȱMagȬ

icȱFlute;ȱMurderȱonȱtheȱHighȱCsȱ(1937Ȭ1951)ȱ�Naxosȱ8.120711ȱ(2003);
alsoȱ DUREXȱ(2008)ȱand,ȱforȱoriginal,ȱ MOZARTȱ(1791).ȱ

FORMELL,ȱJuanȱ ��ȱVANȱVANȱ(2002).
FOURȱSEASONS,ȱTheȱ(1962)ȱSherryȱ�StatesideȱSSȱ122.
FOURȱTOPS,ȱTheȱ(1966)ȱReachȱOutȱIȇllȱBeȱThereȱ�Motownȱ1098/TMLJȱ5014;

alsoȱ �MOTOWNȱSTORYȱ(1991)
FRAMPTON,ȱPeterȱ(1976)ȱShowȱMeȱTheȱWayȱ�A&MȱAMSȱ7218ȱ'ZvGSwIWuAp0 [110316].
FRANCÈS,ȱRobertȱ(1958)ȱLaȱperceptionȱdeȱlaȱmusiqueȱDȱParis:ȱJȱVrinȱ(reprintedȱ1972).
FRANKLIN,ȱArethaȱ(1967)ȱRespectȱ(ELOtisȱRedding)ȱ�Atlanticȱ584115.
FRATELLONE,ȱStephenȱ(2005)ȱ‘InȱTheȱMonkȱMode’ȱD ȱJazzȱConnectionȱMagazine,ȱMarchȱ

2005ȱ)ȱjazzconnectionmag.com/t.s._monk_concert_review.htm [120207].ȱ
FRECHETTE,ȱRȱ(n.d.)ȱSexyȱSaxȱ�ȱFrancoȱFD;ȱDVEȱ63519ȱ(Canada).
FREBERG,ȱStanȱ(1957)ȱAȱChildȇsȱGardenȱofȱFrebergȱ�CapitolȱTȬ777.
FRENCH,ȱDawnȱ&ȱSAUNDERS,ȱJenniferȱ(2002)ȱ‘AimlessȱMorrisȱMinor’;ȱGentlemenȱPreferȱ

FrenchȱandȱSaundersȱ(a.k.a.ȱTheȱBestȱofȱFrenchȱandȱSaunders)ȱ&ȱBBC.ȱ
FREQUENCYȱXȱ(1989)ȱ‘HearingȱThings’.ȱThisȱIsȱUrban.ȱ�Popȱ&ȱArtsȱPATȱCDȱ101ȱ(1990).

http://www.youtube.com/watch?v=UnBlst3T7bY
http://www.youtube.com/watch?v=ZvGSwIWuAp0
http://www.youtube.com/watch?v=7oA-1IUIegc
http://www.semioticon.com/people/forceville.htm
http://jazzconnectionmag.com/t.s._monk_concert_review.htm
http://www.greenwych.ca/fl-compl.htm
http://filmmusicmag.com/kb/glossary.php
http://www.independent.co.uk/voices/commentators/fisk/robert-fisk-bankers-are-the-dictators-of-the-west-6275084.html
http://www.independent.co.uk/voices/commentators/fisk/robert-fisk-bankers-are-the-dictators-of-the-west-6275084.html


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 623

FRITH,ȱSimonȱ(1983)ȱBritishȱPopularȱMusicȱResearchȱ
DȱExeter:ȱIASPMȱU.K.ȱWorkingȱPaper,ȱ1.ȱ

—ȱ(1984) ‘MoodȱMusic.ȱAnȱInquiryȱintoȱNarrativeȱFilmȱMusic’ȱ
DȱScreen,ȱ25/3ȱ(MayȬJuneȱ1984):ȱ78Ȭ87.

—ȱ(1996) PerformingȱRitesȱDȱCambridgeȱ(MA):ȱHarvardȱU.P.
—ȱ(2001) ‘PopȱMusic’.ȱTheȱCambridgeȱCompanionȱtoȱPopȱandȱRockȱ(ed.ȱSȱFrith,ȱWȱStraw,ȱJȱ

Street):ȱ93Ȭ108ȱDCambridgeȱU.P;ȱreprintedȱinȱFRITHȱ(2007).ȱ
—ȱ(2007) TakingȱPopularȱMusicȱSeriouslyȱDAldershot:ȱAshgate.ȱ
FUNKADELICȱ(1978)ȱOneȱNationȱUnderȱAȱGrooveȱ�ȱWarnerȱBros.ȱSAMȱ89ȱ(2ȱsingle);

�ȱCharlyȱSNAPȱ214ȱCDȱ(2003).
GABRIEL,ȱPeterȱ(1980)ȱPeterȱGabrielȱ�CharismaȱCDSȱ4019.
—ȱ(1982)ȱ ‘RhythmȱOfȱTheȱHeat’ȱandȱ‘IȱHaveȱTheȱTouch’.ȱPeterȱGabrielȱ[4]ȱ

��Charismaȱ6302ȱ201;ȱalsoȱonȱGABRIELȱ(1990).ȱ
—ȱ(1986) ‘MercyȱStreet’ȱandȱ‘BigȱTime’.ȱSoȱ�ȱCharismaȱPGȱ5;ȱalsoȱonȱGABRIELȱ(1990).ȱ
—ȱ(1990) ShakingȱtheȱTree:ȱSixteenȱGoldenȱGreatsȱ�VirginȱPGTVDȱ6ȱ(1990).
—ȱ(1992) ‘DiggingȱInȱTheȱDirt’ȱUsȱ�ȱGeffenȱGEFDȬ24473.ȱ
—ȱ(2002) ‘Darkness’ȱUpȱ�ȱGeffenȱ493388.
GAINSBOURG,ȱSergeȱ(1961)ȱ‘Lesȱamoursȱperdues’ȱLȇétonnantȱSergeȱGainsbourgȱ

�Philipsȱ432.564;ȱ�Mercuryȱ532ȱ348Ȭ2ȱ(2009).ȱ
—ȱ(1966) Lesȱsucettesȱ(w.ȱXFranceȱGall)ȱPhilipsȱ437.229.ȱ
—ȱ(1969) Jeȱt’aimeȱ(moiȱnonȱplus)ȱ(w.ȱXJaneȱBirkin)ȱ�FontanaȱSRFȱ67610.ȱ
—ȱ(1987) ‘GlassȱSecurit’ȱYouȇreȱUnderȱArrestȱ�Philipsȱ834ȱ034Ȭ1.ȱ
GAMELANȱGONGȱKEBYARȱ(2007)ȱ'ȱldPMifPbngcȱ[120903].ȱ
GANGI,ȱMarioȱ ȱTARANTELLA!
GATESȱ(Jr.),ȱHenryȱLȱ(1988)ȱTheȱSignifyingȱMonkey:ȱAȱTheoryȱofȱAfricanȬAmericanȱLiteraryȱ

CriticismȱDȱOUP.
GAUTHIER,ȱFrançoisȱ(2009)ȱ‘TheȱIsland:ȱpartition,ȱanalyse,ȱdiscussionȱetȱréférences’ȱ

DFacultéȱdeȱmusique,ȱUniversitéȱdeȱMontréalȱ
)ȱtagg.org/students/Montreal/MusImgMvt/Island/GauthierIsland.zip [120212].

GAYE,ȱMarvinȱ(1969)ȱIȱHeardȱItȱThroughȱTheȱGrapevineȱ�Tamlaȱ54176;
 �MOTOWNȱSTORYȱ(1991).

GAYNOR,ȱGloriaȱ(1978)ȱIȱWillȱSurviveȱ�Polydorȱ2095ȱ017.
GEELE,ȱTimȱvanȱ(2008)ȱ‘RealizingȱgroundȬbreakingȱadaptiveȱmusic’ȱ

DȱCOLLINSȱ(2008:93Ȭ102).
GENESISȱ(1973)ȱMoonsweptȱParadiseȱ�CleanȱSoundȱCSȱ1004.
GERRYȱ&ȱTHEȱPACEMAKERSȱ(1963)ȱYouȇllȱNeverȱWalkȱAloneȱ�ColumbiaȱDBȱ7126;

alsoȱ EȱRODGERS,ȱRȱ(1945)ȱandȱ�LIVERPOOLȱFCȱ(1972).
GERSONȬKIWI,ȱEdithȱ(1995)ȱ‘Cheironomy’ȱ

DȱGrovesȱDictionaryȱofȱMusicȱandȱMusicians,ȱ4:ȱ191Ȭ196.ȱLondon.
GIBBONS,ȱOrlandoȱ(1612)ȱ‘TheȱSilverȱSwan’ȱ
fromȱtheȱFirstȱSetȱofȱMadrigalsȱandȱMotetsȱofȱ

5ȱparts)ȱEnglishȱMadrigalsȱfromȱtheȱCourtsȱofȱElizabethȱandȱJamesȱ
XȱPurcellȱConsortȱofȱVoicesȱȱ�ȱTurnaboutȱ34202Sȱ(1967);ȱ
XȱHillardȱEnsembleȱ'ȱxoBbLqfxF5Q [110818].

—ȱ(1615?)ȱ‘ThisȱisȱtheȱRecordȱofȱJohn’ȱ(verseȱanthem)ȱ�TudorȱChurchȱMusic;ȱAcademyȱ
Soundȱ&ȱVisionȱDCAȱ514ȱ(1982)ȱXChoirȱofȱKing’sȱCollegeȱCambridgeȱOȱLonȬ
donȱEarlyȱMusicȱGroupȱ%PhilipȱLedger.ȱ

—ȱ(n.d.) ‘Drop,ȱDropȱSlowȱTears’ȱOȱChoirȱofȱKing’sȱCollegeȱCambridgeȱ%ȱDavidȱWillȬ
cocksȱ�ȱAbideȱwithȱMe,ȱ1ȱȱ'ȱ_DEHBfv5N8M [110819].

http://tagg.org/students/Montreal/MusImgMvt/Island/GauthierIsland.zip
http://www.youtube.com/watch?v=_DEHBfv5N8M
http://www.youtube.com/watch?v=_DEHBfv5N8M
http://www.youtube.com/watch?v=ldPMifPbngc


624 Tagg:ȱMusic’sȱMeaningsȱ—References

GIPSYȱKINGSȱ(1989)ȱ‘Volare’ȱMosaïqueȱ�CBSȱ466213Ȭ2ȱQ;ȱ 4EOMODUGNOȱ(1958).ȱ
GLUCK,ȱChristophȱWȱ(1744)ȱ‘CheȱfaròȱsenzaȱEuridice’ȱfromȱOrfeoȱedȱEuridiceȱ(1744/1762)ȱ

PȱNewȱYork:ȱNorton,ȱ1970;ȱXȱMarilynȱHorneȱOȱOrch.ȱofȱtheȱRoyalȱOperaȱ
House,ȱCoventȱGardenȱ%ȱGeorgȱSoltiȱȱ'ȱ0bUAM0ER-Dw [110814];ȱalsoȱasȱ‘Whatȱ
isȱLifeȱWithoutȱThee?’ȱXȱKathleenȱFerrierȱ(1946)ȱ'ȱypePP1ENcmw [110818].ȱ

GOBET,ȱFernand;ȱCLARKSON,ȱGaryȱ(2004)ȱ‘Chunksȱinȱmemory:ȱEvidenceȱforȱtheȱmagicalȱ
numberȱfour...ȱorȱisȱitȱtwo?’ȱDMemoryȱ12ȱ(6):ȱ732Ȭ747.ȱ

GODȱRESTȱYOUȱMERRY,ȱGENTLEMENȱ(Eng.ȱtrad.)ȱDȱWikipedia articleȱOȱChoirȱofȱKing’sȱColȬ
legeȱCambridge,ȱCarolȱService,ȱ2008ȱVY'IDvEwC0wZ-I [120909].ȱ

GODT,ȱIrvingȱ(1977)ȱ‘MotivicȱIntegrationȱinȱJosquinȇsȱMotets’ȱ
DJournalȱofȱMusicȱTheory,ȱ21:ȱ264–92.

GOLDENBERG,ȱBillyȱ(1973)ȱKojakȱ(MainȱTheme)ȱEPOrchestralȱarrangementȱ#1;ȱphotocopyȱ
UniversalȱCityȱStudiosȱProductionȱ#ȱ39000ȱRMelvilleȱ(NY):ȱDuchessȱMusic;

&KojakȱȬȱSeasonȱOne.ȱUniversalȱDVDȱ1Ȭ4170Ȭ3522Ȭ6ȱ(2005)ȱ'ȱbbzPGLVAD4Y.
GOLDSCHMIDT,ȱHarryȱ(1970)ȱLectureȱdeliveredȱatȱBeethovenȱconference,ȱ(East)ȱBerlin;ȱreȬ

portȱfromȱProf.ȱGüntherȱMayerȱtoȱauthor,ȱc.ȱ1985.
GOLDSMITH,ȱJerryȱ(1960)ȱ‘Pattonȱ(MainȱTitle)’ȱFilmmusikȱ(MusikȱAktuellȬKlangbeispiele)ȱ(ed.ȱ

HansȱChristianȱSchmidt)ȱ�ȱBärenreiterȱMusicaphonȱBMȱ30ȱSLȱ5104/05ȱ(1982).
GONZÁLEZȬSÁNCHEZ,ȱMónicaȱ(2011)ȱ‘Estructuraȱbásicaȱdelȱbaileȱflamenco’ȱ

DȱRevistaȱdelȱCentroȱdeȱInvestigacionȱFlamencoȱTelethusa:ȱ25Ȭ31.
GORBMAN,ȱClaudiaȱ(1987)ȱUnheardȱMelodiesȱDȱBloomington:ȱIndianaȱU.P.
GORDON,ȱRobertȱMȱ(2008)ȱAnȱExpertȱLookȱatȱLove,ȱIntimacyȱandȱPersonalȱGrowth

DPrinceton:ȱInternationalȱAcademyȱofȱPracticalȱTheologyȱ(IAPT)ȱPress.ȱ
GRACYK,ȱTheodoreȱ(1996)ȱRhythmȱandȱNoise.ȱAnȱaestheticsȱofȱrock.ȱ

DȱDurhamȱ(NC)ȱ&ȱLondon:ȱDukeȱU.P.
GRAHAMȱCENTRALȱSTATIONȱ(1974)ȱ‘GotȱToȱGoȱThroughȱItȱToȱGetȱToȱIt’ȱ(ELarryȱGraham)

ReleaseȱYourselfȱ�ȱWarnerȱBros.ȱK56062.ȱ
GREEN,ȱLucyȱ(2001)ȱHowȱPopularȱMusiciansȱLearnȱDȱAldershot:ȱAshgate.
GREENȱDAYȱ(1994)ȱBasketȱCaseȱ�WEAȱ–ȱW0279CDX.

GROSSBERG,ȱLawrenceȱ(1990)ȱ‘Isȱthereȱrockȱafterȱpunk?’ȱDȱOnȱRecordȱ(ed.ȱSȱFrithȱ&ȱAȱ
Goodwin):ȱ111Ȭ123.ȱLondon:ȱRoutledge.

GUANTANAMERAȱ(LJoséȱMARTÍ,ȱ1899)� ȱEXFERNANDEZȱ(1949/1929),ȱOSEEGERȱ(c.1962);ȱ
OSANDPIPERSȱ(1966);ȱOJEANȱ(1997);ȱXCRUZȱ(1999).

GUTHRIE,ȱWoodyȱ(41944)ȱThisȱLandȱIsȱYourȱLand:ȱTheȱAschȱRecordings,ȱVol.ȱ1ȱ(1997)ȱ
�ȱSmithsonianȱFolkwaysȱSFȱCDȱ40100.ȱ

HAGEMAN,ȱRichardȱ ȱSTEINERȱ&ȱHAGEMANȱ(1939).
HAINE,ȱLaȱ(1995)ȱHMatthieuȱKassovitzȱ�VincentȱCasselȱ(Canal+,ȱCofinergieȱ6,ȱEggȱPicȬ

tures,ȱKassoȱInc.,ȱLaȱSeptȱCinéma,ȱLazennec,ȱPolygram,ȱStudioȱImage.

HALFYARD,ȱJanetȱKȱ(2001)ȱ‘QuotationȱandȱAllusionȱinȱFilmȱMusic’ȱDȱCriticalȱMusicologyȱ
Forum,ȱCityȱUniversity,ȱLondon.ȱ)ȱsequenza.me.uk/Allusion_web.htm.

HALL,ȱAnneȱCȱ(1992)ȱReviewȱofȱMeyerȱ(1989ȱq.v.).ȱDȱMusicȱTheoryȱSpectrum,ȱ14/2:ȱ209Ȭ213;ȱȱ
) jstor.org/stable/746108  [111111].

HALLIDAY,ȱMichaelȱAȱKȱ(1985)ȱFunctionalȱGrammar�DȱLondon:ȱArnold.
HAMM,ȱCharlesȱ(1979)ȱYesterdays.ȱPopularȱSongȱinȱAmericaȱDȱNewȱYork:ȱWȱWȱNorton.

HANCOCK,ȱHerbieȱ(1974)ȱHeadȱHuntersȱ�CBSȱSȱ65928.
HANDEL, GeorgȱF (1720)ȱAirȱandȱvariations,ȱSuiteȱNo.ȱ5ȱinȱEȱmajor,ȱHWVȱ430,ȱforȱharpsiȬ

chordȱOPaulȱNicholsonȱ'18SQ9_Td53E.ȱ
— (1738)ȱ Largoȱ(ariaȱ‘Ombraȱmaiȱfu’)ȱfromȱXerxes,ȱHWVȱ40,ȱPȱRAPÉEȱ(1924:616)ȱ

http://www/jstor.org/stable/746108
http://www.youtube.com/watch?v=0bUAM0ER-Dw
http://www.youtube.com/watch?v=ypePP1ENcmw
http://www.youtube.com/watch?v=IDvEwC0wZ-I
http://www.youtube.com/watch?v=18SQ9_Td53E
http://www.youtube.com/watch?v=18SQ9_Td53E
http://en.wikipedia.org/wiki/God_rest_you_merry,_gentlemen
http://www.youtube.com/watch?v=bbzPGLVAD4Y
http://sequenza.me.uk/Allusion_web.htm


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 625

XȱKathleenȱFerrierȱOȱLondonȱSymph.ȱOrch.ȱ%ȱMalcolmȱSargentȱ
'ȱZ_bL4LVbgVs [110818]ȱ6TheȱBrighterȱDayȱ‘OurȱYearsȱAreȱAsȱTheȱFallingȱLeaf’ȱ
(c.1947)ȱ�ThemesȱLikeȱOldȱTimes,ȱvolȱII.ȱVivaȱVȬ36020ȱ(c.1972).ȱSeeȱalsoȱȱ
DFuneralȱMusicȱSuggestionsȱ)music-for-church-choirs.com/funeral-music-list.html;�Christianȱ
FuneralȱSongsȱ)buzzle.com/articles/christian-funeral-songs.html; )Dying:ȱaȱbookȱofȱComfortȱ
)comfortdying.com/music_for_funerals_and_memorial_services_61661.htm [all 120108].

—ȱ(1741)ȱ TheȱMessiahȱPȱLondon:ȱNovelloȱ(ed.ȱE.ȱProut,ȱ1902)
ȱ�ȱBelartȱ461ȱ629Ȭ2ȱ(1999ȱ21960)ȱOȱLondonȱPhilharmonicȱ%AdrianȱBoult;ȱ
‘Heȱwasȱdespised’ȱXȱKathleenȱFerrierȱ(1952)ȱ'ȱqH3E64G0oCI [110814].

—ȱ(1742) ‘Where’erȱYouȱWalk’ȱfromȱSemeleȱXJohnȱMarkȱAinsleyȱOEnglishȱNationalȱ
Operaȱ(1999)ȱ'ȱBYOZnwQQV18 [1202111].ȱ

HANSLICK,ȱEduardȱ(1854)ȱVomȱmusikalischȱSchönen.ȱEinȱBeitragȱzurȱRevisionȱderȱÄsthetikȱderȱ
TonkunstȱDȱLeipzig;ȱEnglishȱtranslationȱinȱHANSLICKȱ(1963).

—ȱ(1963) MusicȱCriticismsȱ1846Ȭ99,ȱed.ȱHȱPleasantsȱDȱLondon:ȱPenguin.
HARALAMBOS,ȱMichaelȱ(1974)ȱRightȱOn:ȱFromȱBluesȱtoȱSoulȱinȱBlackȱAmericaȱ

DȱLondon:ȱEddisonȱPress.
HARMAN,ȱAlec;ȱMELLERS,ȱWilfridȱ(1962)ȱManȱandȱhisȱMusicȱDȱLondon:ȱBarrieȱ&ȱRockliff.
HARRIS,ȱRoyȱ(1981)ȱTheȱLanguageȱMythȱDȱLondon:ȱDuckworth.ȱ
HARRISON,ȱGeorgeȱ(1971)ȱMyȱSweetȱLordȱ�AppleȱR5884.
HARVARDȱDICTIONARYȱOFȱMUSICȱ(1958)ȱ(ed.ȱWȱApel)ȱDCambridge,ȱMA:ȱHarvardȱU.P;ȱ

seeȱalsoȱNEWȱHARVARDȱDICTIONARYȱOFȱMUSICȱ(1986).
HASSANȱKUBAN,ȱAliȱ(2002)ȱTheȱRoughȱGuideȱToȱAliȱHassanȱ�ȱWorldȱMusicȱNetwork.

HATCH,ȱTonyȱ(1968) Sportsnight 6 BBC TVȱ �ȱHATCHȱ(1974).
—ȱ(1972)ȱ EmmerdaleȱFarmȱ6VYorkshireȱTVȱ �ȱHATCHȱ(1974); 'ȱTAGGȱ(2010a).
—ȱ(1974)ȱ HitȱtheȱRoadȱtoȱThemelandȱ�ȱPyeȱNSPLȱ41029.
HATTEN,ȱRobertȱSȱ(1998)ȱ‘GesturalȱtropingȱinȱmusicȱandȱitsȱconsequencesȱforȱsemioticȱtheȬ

ory’ȱDȱMusicalȱSignificationȱBetweenȱRhetoricȱandȱPragmaticsȱ(ed.ȱGȱStefani,ȱEȱ
Tarasti,ȱLȱMarconi):193Ȭ200.ȱBologna:ȱCLUEB.ȱ

HAWKETTES,ȱTheȱ(1954)ȱ‘MardiȱGrasȱMambo’ȱ(reissue)ȱTheȱNevilles:ȱTellȱItȱLikeȱItȱIsȱ
��MusicȱCollectionȱMCCDȱ022ȱ(1991).

HAWKINSȱSINGERS,ȱTheȱEDWINȱ(1969)ȱOhȱHappyȱDay!ȱ�Buddahȱ201048.
HAYES,ȱIsaacȱ(1971)ȱThemeȱfromȱShaftȱ�ȱStaxȱDRȱ2025069.ȱ
HEGEL,ȱGeorgȱWilhelmȱFriedrichȱ(1955)ȱÄsthetikȱDȱBerlin:ȱAufbauȬVerlagȱ(2ȱc.1810).
HELLGRING,ȱEinarȱ&ȱSCHERER,ȱKlausȱRȱ(1996)ȱ‘VocalȱIndicatorsȱofȱMoodȱChangeȱinȱDeȬ

pression’ȱDJournalȱofȱNonverbalȱBehavior,ȱ20/2:ȱ83Ȭ110.ȱSeeȱalsoȱSCHERERȱ(1987).
HELLȇSȱANGELSȱONȱWHEELSȱ(1967)ȱHRichardȱRushȱEStuȱPhillipsȱ(Fanfare/AIP.

HENDRIX,ȱJimiȱ(1968)ȱElectricȱLadylandȱ�Polydorȱ184Ȭ183,ȱ184Ȭ184ȱ(1972ȱpressing);
•ȱAllȱAlongȱTheȱWatchtowerȱ(Dylan).

—ȱ(1969)ȱ ‘TheȱStarȱSpangledȱBanner’ȱ(Woodstockȱ(Warner/Wadleigh)ȱHMichaelȱ
Wadleigh;ȱalsoȱonȱ�RainbowȱBridge,ȱRepriseȱKȱ44159ȱ(1971).

HERBST,ȱMartinȱ(n.d.)ȱHeinleinȱȱ ȱ#165ȱinȱPȱMETHODISTȱHYMNȱBOOKȱ(1933).
HERRMANN,ȱBernardȱ(1960)ȱPsychoȱ(Colonnaȱsonoraȱoriginale)

�ȱRCAȱCinematreȱNLȱ33224ȱ(1975);ȱ ȱPSYCHO.ȱ
HICKMANN,ȱHansȱ(1949).ȱ‘Observationsȱsurȱlesȱsurvivancesȱdeȱlaȱchironomieȱégyptienne’,ȱ

DȱAnnalesȱduȱserviceȱdeȱl’antiquité:ȱ17.
—ȱ(1952) ‘Laȱmusiqueȱpolyphoniqueȱdeȱl’Égypteȱancienne’ȱDȱBulletinȱdeȱl’Institutȱ

d’Égypte,ȱxxiv:ȱ229.

http://music-for-church-choirs.com/funeral-music-list.html
http://www.buzzle.com/articles/christian-funeral-songs.html
http://www.comfortdying.com/music_for_funerals_and_memorial_services_61661.htm
http://www.youtube.com/watch?v=qH3E64G0oCI
http://www.youtube.com/watch?v=msM28q6MyfY
http://www.youtube.com/watch?v=Z_bL4LVbgVs
http://www.youtube.com/watch?v=qH3E64G0oCI
http://www.youtube.com/watch?v=BYOZnwQQV18


626 Tagg:ȱMusic’sȱMeaningsȱ—References

—ȱ(1958) ‘Laȱchironomieȱdansȱl’Égypteȱpharaonique’ȱDȱZeitschriftȱfürȱägyptischeȱSpracheȱ
undȱAltertumskunde,ȱlxxxiii:96.

—ȱ(1961) ‘Ägypten’ȱDȱMusikgeschichteȱinȱBildern,ȱII.1.ȱLeipzig.
—ȱ(1965) Ägypten.ȱȱDȱHandbuchȱderȱOrientalistik,ȱBeihäfteȱ4.ȱLeiden.
HIRSCH,ȱRichardȱ(1989).ȱArgumentation,ȱInformationȱandȱInteractionȱ–ȱStudiesȱinȱFaceȬtoȬfaceȱ

InteractiveȱArgumentationȱUnderȱDifferingȱTurnȬtakingȱConditionsȱDȱDepartȬ
mentȱofȱLinguistics,ȱUniversityȱofȱGöteborg.

HOECKNER,ȱBertholdȱ(2002)ȱProgrammingȱtheȱAbsolute:ȱNineteenthȬcenturyȱGermanȱMusicȱ
andȱtheȱHermeneuticsȱofȱtheȱMoment.ȱPrincetonȱUniversityȱPress.

HOLLAND,ȱKristenȱ(n.d.)ȱNotesȱonȱMEYERȱ(1989)ȱforȱstudentsȱonȱcourseȱMusicȱ893Cȱ(‘MuȬ
sicalȱStylistics’)ȱatȱOhioȱStateȱUniversity’sȱSchoolȱofȱMusicȱ
D)musiccog.ohio-state.edu/Music839C/Notes/Meyer.html [120114].ȱ

HOLLYWOODȱ(1988):ȱcowboyȱepisodeȱofȱdocumentaryȱseriesȱHMikeȱWooler,ȱnarratedȱbyȱ
JamesȱMasonȱYSvTV1ȱ1988Ȭ09Ȭ01.

HOLMAN,ȱLibbyȱ(1929)ȱXMoanin’ȱLowȱEArthurȱSchwartzȱLHowardȱDietzȱ�Brunswickȱ
�TakeȱTwoȱRecordsȱTT415CDȱ(1995).

HOLST,ȱGustavȱ(1917)ȱTheȱPlanetȱSuite,ȱOp.ȱ32ȱ%ȱRogerȱNorringtonȱ�
)�eClassicalȱEC2290Ȭ2296ȱ(2004).

HONEGGER,ȱArthurȱ(1923)ȱ‘Pacificȱ231’ȱ�ȱUneȱcantateȱdeȱNoël,ȱEMI/PathéȬMarconiȱ
Cȱ069Ȭ11663ȱPOrchestreȱdeȱl’ORTFȱCJeanȱMartinonȱ(1971).

HOOKER,ȱJohnȱLeeȱ(2002)ȱRareȱPerformancesȱ1960Ȭ1984.ȱ&ȱRounderȱ1-57940-951-2.
HOOPER,ȱCeliaȱRȱ(2004)ȱ‘TreatmentȱofȱVoiceȱDisordersȱinȱChildren’ȱDLanguageȱSpeechȱandȱ

HearingȱServicesȱinȱSchools,ȱ35:ȱ320Ȭ326.ȱ
HOPKINS,ȱLIGHTNIN’ȱ(2000).ȱTheȱVeryȱBestȱofȱLightnin’ȱHopkins.ȱ�ȱRhinoȱ8122798602.
HOUSTON,ȱWhitneyȱ(1992)ȱXȱ‘IȱWillȱAlwaysȱLoveȱYou’ȱEȱDollyȱParton.ȱTheȱBodyguardȱ

(OriginalȱSoundtrackȱAlbum)ȱ�Aristaȱ07822Ȭ18699Ȭ1.
HOVISȱBREADȱADVERTȱ(1974Ȭ79)ȱ ȱDVOdÁKȱ(1893).
HOZIEN,ȱMuhammadȱetȱal.ȱ(2004,ȱed.)ȱ‘alȬFarabi,ȱAbuȱNasr’ȱDIslamicȱPhilosophyȱOnline

)muslimphilosophy.com/ip/rep/H021.htm [120421].ȱ
HUCKVALE,ȱDavidȱ(1990)ȱ‘”TwinsȱofȱEvil”:ȱanȱinvestigationȱintoȱtheȱaestheticsȱofȱfilmȱmuȬ

sic’ȱȱDȱPopularȱMusic,ȱ9/1:ȱ1Ȭ36.ȱ
HUGHES,ȱJohnȱ(c.ȱ1920)ȱCwmȱRhonddaȱ(‘Arglwydd,ȱarwainȱtrwyȇrȱanialwch’/‘Guideȱme,ȱOȱ

ThouȱGreatȱRedeemer’)ȱȱ ȱPMETHODISTȱHYMNȱBOOKȱ(1933ȱ#615);ȱOȱBoroȱChoirȱ
%ȱDȱCȱJamesȱ(inȱWelsh)ȱ'ȱlIF9pb_Er_Yȱ[120705];ȱOȱWestminsterȱAbbeyȱChoirȱ
(inȱEnglish)ȱatȱroyalȱweddingȱ2012Ȭ04Ȭ29ȱVY'ȱJBialmYF2I4ȱ[120705].

HUGHES,ȱSusanȱM;ȱDISPENZA,ȱFranco;ȱGALLUP,ȱGordonȱGȱJr.ȱ(2004)ȱ‘RatingsȱofȱvoiceȱatȬ
tractivenessȱpredictȱsexualȱbehavior’ȱDȱEvolutionȱandȱHumanȱBehavior,ȱ25:ȱ295–
304ȱ)columbia.edu/itc/psychology/rmk/Readings/Hughes.pdf [050423].

HUNCHBACKȱOFȱNOTREȱDAME,ȱTheȱ(1939)ȱHWilliamȱDieterleȱ(RKOȱ�CharlesȱLaughton.
HURON,ȱDavid (1999). ‘An Instinct for Music: Is Music an Evolutionary Adaptation?’ 

DȱLecture 2 of the 1999 Ernest Bloch Lectures, Ohio State University 
)musiccog.ohio-state.edu/Huron/Publications/huron.evolution.conference.html [020307].

—ȱ(2006) SweetȱAnticipation:ȱMusicȱandȱtheȱPsychologyȱofȱExpectationȱ
DCambridgeȱ(MA)ȱandȱLondon:ȱMITȱPress.

IFPI DIGITAL MUSIC REPORT 2010ȱ(2011)ȱȱD) ifpi.org/content/library/DMR2010.pdf [110708].
IMBERTY,ȱMichelȱ(1976a)ȱSignificationȱandȱMeaningȱinȱMusicȱDȱMontréal:ȱMonographieȱdeȱ

sémiologieȱetȱd’analysesȱmusicales.

http://www.columbia.edu/itc/psychology/rmk/Readings/Hughes.pdf
http://ifpi.org/content/library/DMR2010.pdf
http://www.musiccog.ohio-state.edu/Huron/Publications/huron.evolution.conference.html
http://musiccog.ohio-state.edu/Music839C/Notes/Meyer.html
http://www.eclassical.com/composers/holst-gustav/holst-the-planets.html
http://muslimphilosophy.com/ip/rep/H021.htm
http://youtu.be/lIF9pb_Er_Y
http://www.youtube.com/watch?v=JBialmYF2I4


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 627

—ȱ(1976b) Leȱproblèmeȱdeȱlaȱmédiationȱsémantiqueȱenȱpsychologieȱdeȱlaȱmusiqueȱ
DȱVersusȱȬȱQuaderniȱdiȱstudiȱsemiotici,ȱ13:ȱ35Ȭ48.

INNES,ȱNeilȱ RUTLESȱ(1978).
IRISH STREET BALLADS (1939)ȱed.ȱColmȱO’Lochlainn.ȱDublin:ȱThreeȱCandles.
INȱSECULUMȱ(n.d.)ȱInstrumentalȱmotetȱinȱtheȱCodexȱBamberg,ȱ1908ȱeditionȱ‘Centȱmotetsȱ

duȱXIIIeȱsiècle’;ȱPȱHistoricalȱAnthologyȱofȱMusic,ȱvol.ȱ1:ȱ34ȱ(ed.ȱAȱTȱDavisonȱ&ȱWȱ
Apel),ȱCambridgeȱ(MA):ȱHarvardȱU.P.ȱ(1949).

IȱWANTȱTOȱLIVEȱ(1958)ȱ( MULLIGAN,ȱG.
JACKS,ȱTerryȱ(1974)ȱXQSeasonsȱInȱTheȱSunȱEL4 JacquesȱBRELȱ(1961),ȱLRodȱMcKuenȱ

�Bellȱ1344ȱ'cd_Fdly3rX8 [111218] 
JACKSON,ȱBruceȱ(1972)ȱWakeȱUpȱDeadȱMan.ȱAfroȬAmericanȱWorksongsȱfromȱTexasȱPrisonsȱ

DȱCambridgeȱ(MA):ȱHarvardȱU.P.
JACKSON,ȱMahaliaȱ(1947)ȱAmazingȱGraceȱ�Apolloȱ194ȱ'KSif359V2u4 [120125].ȱ
—ȱ(1968)ȱ ‘RollȱJordanȱRoll’ȱAȱMightyȱFortressȱ�ColumbiaȱCSȱ9659.
JACKSON,ȱMichaelȱ(1982)ȱBillyȱJeanȱ�Epicȱ4903557.
JAIRAZBHOY,ȱNȱA.ȱ(1974)ȱ‘LegacyȱofȱIndia:ȱIndianȱMusic’ȱ

DȱCulturalȱHistoryȱofȱIndia.ȱOUP.
—ȱ(1976) ‘Indien’ȱDȱSohlmansȱMusiklexikon,ȱvol.ȱ3:ȱ556Ȭ563.ȱStockholm.

JAMERSON,ȱJamesȱ �ȱFOURȱTOPS,ȱMARTHAȱANDȱTHEȱVANDELLAS,ȱMarvinȱGAYE,ȱTheȱSUȬ
PREMES,ȱ(STANDINGȱINȱTHEȱSHADOWSȱOFȱMOTOWN,ȱ�MOTOWNȱSTORY.ȱ

JAMES,ȱEttaȱ(1961X)ȱAtȱLastȱ(EWarrenȱ1940)ȱ�ArgoȱLPȬ4003.
JARRE,ȱMauriceȱ(1963)ȱLawrenceȱofȱArabiaȱ(Colonnaȱsonoraȱoriginaleȱdelȱfilm)ȱ

HDavidȱLeanȱ(ColumbiaȱPicturesȱOLondonȱPhilharmonicȱOrch.ȱ
�PyeȱORLȱ8241,ȱOrizzonteȱdistr.ȱRicordi,ȱItalyȱ(1963).

—ȱ(1965)ȱ EȱDoctorȱZhivagoȱ(MGMȱHDavidȱLeanȱ&WB/TurnerȱDVSȱZ8ȱ65571ȱ(2001);ȱ
6ȱ‘LaraȇsȱTheme’ȱ �PLUSȱCÉLÈBRESȱMUSIQUESȱDEȱFILM.

—ȱ(1985) E�Witnessȱ(ParamountȱHPeterȱWeirȱ8CICȱVHYȱ2165.
JEAN,ȱWyclefȱ(1997)ȱGuantanameraȱ(LȱMARTÍ,ȱEȱFERNANDEZ)ȱ�Columbiaȱ665085Ȭ2.
JEFFERSON,ȱBlindȱLemonȱ(1927)ȱMatchȱBoxȱBluesȱ�ȱOkehȱ8455;ȱalsoȱonȱGoodȱMorninȇ,ȱBluesȱ

–ȱTheȱLegendaryȱBluesmenȱ�SanctuaryȱCDȱAJAȱ5439ȱ(2004).
JELINEK,ȱHannsȱ(1968)ȱ‘MusikȱinȱFilmȱundȱFernsehen’ȱ

DȱÖsterreichischesȱMusikzeitschrift,ȱ23.
JIRÁNEK,ȱJaroslavȱ(1998)ȱ‘DieȱSemiotischeȱErforschungȱderȱMusiksemantik’�DȱMusicalȱ

Signification:ȱBetweenȱRhetoricȱandȱPragmatics:ȱ63Ȭ94.ȱBologna:ȱCLUEB.
JOBIM,ȱAntonioȱCarlosȱ(1961)ȱ‘Sambaȱdeȱumaȱnotaȱsó’;ȱAntonioȱCarlosȱJobim,ȱTheȱComposerȱ

ofȱDesafinado,ȱPlaysȱ�Verveȱ8547ȱ(1963)ȱ'YaTOt-QO-esȱ[120919];ȱ
alsoȱOStanȱGetzȱOCharlieȱByrdȱJazzȱSambaȱ(1962)ȱ�Verveȱ831ȱ504Ȭ1ȱ(1987).

JOEL,ȱBillyȱ(1977)ȱJustȱTheȱWayȱYouȱAreȱ� ȱCBSȱ5872.
JOHN,ȱEltonȱ(1970)ȱ‘YourȱSong’ȱEltonȱJohnȱ�ȱDJMȱDJLPSȱ406.
Ȱȱ(1987) CandleȱInȱTheȱWindȱ�ȱRocketȱRecordȱEJSȱ15/870ȱ063Ȭ7.
JOHNSON,ȱAȱJȱBruceȱ(2003).ȱ‘Aurality’.ȱAustraliaȱAdȱLib.ȱ

D)ȱabc.net.au/arts/adlib/stories/s854856.htm [100615].
—ȱ(2009) ‘SitesȱofȱSound’�DOralȱTradition,ȱ24/2.ȱ

D)ȱmuse.jhu.edu/login?uri=/journals/oral_tradition/v024/24.2.johnson.html [101119].
—ȱ(2009b) ‘CulturalȱTheoryȱ–ȱWhoȱNeedsȱIt?’�DȱPaperȱdeliveredȱatȱPCACAȱConference,ȱ

Julyȱ2009ȱ(Turku,ȱFinland)ȱD)tagg.org/xpdfs/TheoryWhoNeedsIt.pdf [111228].
Ȱȱ(2009c) DarkȱSideȱofȱtheȱTuneȱ ȱCLOONANȱ&ȱJOHNSONȱ(2009).
JOHNSON,ȱMarkȱ ȱLAKOFFȱ&ȱJOHNSON.

http://www.youtube.com/watch?v=YaTOt-QO-es
http://www.youtube.com/watch?v=cd_Fdly3rX8
http://www.youtube.com/watch?v=KSif359V2u4
http://www.abc.net.au/arts/adlib/stories/s854856.htm
http://muse.jhu.edu/login?uri=/journals/oral_tradition/v024/24.2.johnson.html
http://tagg.org/xpdfs/TheoryWhoNeedsIt.pdf


628 Tagg:ȱMusic’sȱMeaningsȱ—References

JOHNSON,ȱBessieȱ(1929?)ȱ‘TheȱWholeȱWorldȱInȱHisȱHand’ȱBessieȱJohnsonȱ1928Ȭ1929:ȱ
SanctifiedȱSongsȱVol.ȱ1ȱ�Herwinȱ202ȱ(1972).

JONES,ȱArthurȱMȱ(1959)ȱStudiesȱinȱAfricanȱMusicȱ(v.1)ȱDLondon:ȱOUP.
JORDAN,ȱLouisȱ&ȱHISȱTYMPANYȱFIVEȱ(1946)ȱChooȱChooȱCh’Boogieȱ�DeccaȱMUȱ69039.
JULIEN,ȱJeanȬRémyȱ(1987)ȱ‘Défenseȱetȱillustrationȱdesȱfonctionsȱdeȱlaȱmusiqueȱdeȱfilm’ȱ

DVibrations,ȱ4:ȱ28Ȭ41.
JUNG,ȱCarlȱGȱ(1968).ȱ‘ApproachingȱtheȱUnconscious’.ȱManȱandȱhisȱSymbolsȱ(ed.ȱCȱJungȱ&ȱ

MȬLȱvonȱFranz):1Ȭ94�DȱNewȱYork:ȱDellȱ(2Aldus,ȱ1964).
KAAE,ȱJesperȱ(2008)ȱ‘Theoreticalȱapproachȱtoȱcomposingȱdynamicȱmusicȱforȱvideoȱgames’ȱ�

DȱinȱCOLLINS,ȱKȱ(2008:75Ȭ92).
KAOMAȱ(1989)ȱLambadaȱ�CBSȱ655011ȱ2.ȱ
KARBUŠICKY,ȱVladimirȱ(1986)ȱGrundrissȱderȱmusikalischenȱSemantik�

DȱDarmstadt:ȱMusikwissenschaftlicheȱBuchgesellschaft.
—ȱ(1987) ‘Theȱindexȱsignȱinȱmusic’�DȱSemiotica,ȱ66Ȭ1/3:23Ȭ36.
KARLIN,ȱFredȱ&ȱWRIGHT,ȱRayburnȱ(1990)ȱOnȱtheȱTrack.ȱAȱGuideȱtoȱcontemporaryȱfilmȱscoringȱ

DNewȱYork,ȱSchirmer.

KARMILOFFȬSMITH,ȱAȱ(1992)ȱBeyondȱModularity�DȱLondon:ȱMITȱPress.
KARRÁS,ȱVasilisȱ(1997)ȱ‘̓Γ΅ȱΐΉȱΎ΅Θ΅ΕΣΗΘΎΉ’ȱ�̏ȇΉΛΉΖȱΎ΅ΑΉȱ΅ΏΘ.ȱ

Minos/EMIȱ7243ȱ93586ȱ2ȱ1ȱ'43B0HeLS5SY [110315].
KARSHNER,ȱRogerȱ(1971)ȱTheȱMusicȱMachine�DȱLosȱAngeles:ȱNash.

KAUER,ȱFerdinandȱ(c.ȱ1790)ȱ‘Sonataȱmilitare’ȱP STOCKMEIERȱ(1970:ȱ53,ȱff.).
KAZAKHȱMUSIC/KASACHISCHEȱMUSICȱ(n.d.)ȱȱ'FUAARdCr-q0 [120623].
KEIL,ȱCharlesȱ(1977)ȱTivȱSongȱDUniversityȱofȱChicagoȱPress.
KEILER,ȱAllanȱRȱ(1978)ȱ‘Bernstein’sȱ“TheȱUnansweredȱQuestion”ȱandȱtheȱproblemȱofȱmuȬ

sicalȱcompetence’�DȱMusicalȱQuarterly,ȱ64:ȱ195Ȭ222.ȱ
KENNYȱGȱ(1997)ȱGreatestȱHitsȱ�ȱAristaȱ07822Ȭ18991Ȭ2.
KINDER,ȱHermannȱ&ȱHILGEMANN,ȱWernerȱ(1978)ȱTheȱPenguinȱAtlasȱofȱWorldȱHistory,ȱVol.ȱ1ȱ�

DȱLondonȱ(reprintedȱandȱrevisedȱfromȱ1974ȱversion;ȱfirstȱpublishedȱasȱDRVȬ
AtlasȱzurȱWeltgeschichte,ȱMünchen,ȱ1964).

KING,ȱAlbertȱ(1967)ȱBornȱUnderȱAȱBadȱSignȱ�StaxȱSCDȱ24ȱ723Ȭ2ȱ(2002).
KING,ȱBȱBȱ(1965)ȱ‘HowȱBlueȱCanȱYouȱGet?´ȱLiveȱatȱtheȱRegalȱ�MCAȱMCDȱ11646ȱ(1997).
KIVY,ȱPeterȱ(1984)ȱSoundȱandȱSemblance.ȱReflectionsȱonȱMusicalȱRepresentation.ȱ

Princeton:ȱPrincetonȱUniversityȱPressȱ(235p).
KHACHATURIAN,ȱAramȱ(1954)ȱ‘PasȱdeȱdeuxȱofȱPhrygiaȱandȱSpartacus’ȱfromȱSpartacusȱ

6VTheȱOnedinȱLineȱ(BBC,ȱ1971Ȭ80)ȱȱ&CinemaȱClubȱ(2007);ȱ�TheȱWorldȱofȱ
TVȱThemes,ȱOWienerȱPhilharmoniker,ȱDeccaȱSPAȱ217ȱ(1972).

KLEIN,ȱMelanieȱ(1975)ȱTheȱWritingsȱofȱMelanieȱKleinȱ(ed.ȱRȱMoneyȬKyrle).ȱ
DȱNewȱYork,ȱFreeȱPress.

KLINGFORS,ȱGunnoȱ(1991)ȱBachȱgårȱigenȱ–ȱKällkritiskaȱstudierȱiȱJȱSȱBachsȱuppförandepraxis�
DȱGöteborg:ȱSkrifterȱfrånȱMusikvetenskapligaȱinstitutionenȱ#23ȱ[Theȱreturnȱofȱ
Bachȱ–ȱSourceȬcriticalȱstudiesȱofȱJȱSȱBach’sȱperformanceȱpractice].

KIVY,ȱPeterȱ(1984)ȱSoundȱandȱSemblance�DȱPrincetonȱU.P.
KNEIF,ȱTiborȱ(ed.)ȱ(1975)ȱTexteȱzurȱMusiksoziologiȱDȱKöln.
KNIGHTSȱOFȱTHEȱROADȱȱ RAC:ȱKNIGHTSȱOFȱTHEȱROADȱ(1991).ȱ
KNOPFLER,ȱMarkȱ ȱDIREȱSTRAITS.ȱ
KNUDSEN,ȱThorkildȱ(Tȱ1968)ȱ‘Martyrdom/LeȱMartyre’ȱ(Psalmȱ84)ȱXȱMurdinaȱMacDonaldȱ

etȱal.ȱMusiqueȱceltiqueȱdesȱÎlesȱHébridesȱ�ȱOcora/RTFȱOCRȱ45ȱ
*)tagg.org\bookxtrax\NonMuso\mp3s\HebrideanHeterophony.mp3 [120909].ȱ

http://www.youtube.com/watch?v=FUAARdCr-q0
http://www.youtube.com/watch?v=43B0HeLS5SY


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 629

KODÁLYȱAPPROACH,ȱTheȱ(n.d.)ȱBritishȱKodályȱAcademyȱwebsiteȱ
D)britishkodalyacademy.org/kodaly_approach.htm [111231].

KOLLAND,ȱDorotheaȱ(1978).ȱMusikȱundȱGesellschaftȱ1930/31.�DȱBerlin:ȱDasȱeuropäischeȱBuch.
KRAFTWERKȱ(1974)ȱAutobahnȱ�Philipsȱ6305231A.
—ȱ(2004) ‘Radioactivity’ȱ(live,ȱSalaȱKongresowa,ȱWarsaw,ȱ2004Ȭ05Ȭ27)ȱMinimumȬMaxiȬ

mumȱ�ȱEMIȱ–ȱ12EMDJȱ663ȱ(2005)ȱ'ȱ63MLEzY3G-8.
KRAHMER,ȱE;ȱBUUREN,ȱSȱvan;ȱRUTTKAY,ȱZsȱ(2003)ȱAudioȬvisualȱPersonalityȱCuesȱforȱEmbodiedȱ

AgentsȱDTilburgȱUniversityȱ(NL)ȱ) arno.uvt.nl/show.cgi?fid=68860 [120116].ȱ
KRAMER,ȱLawrenceȱ(1990)ȱMusicȱasȱCulturalȱPractice:ȱ1800Ȭ1900ȱDBerkeleyȱandȱLosȱAngeȬ

les:ȱUniversityȱofȱCaliforniaȱPress.
Ȱȱ(2007)ȱWhyȱClassicalȱMusicȱStillȱMattersȱDBerkeleyȱandȱLosȱAngeles:ȱUniversityȱofȱCalȬ

iforniaȱPress.ȱ
KRESS,ȱGüntherȱ(1993)ȱ‘Againstȱarbitrariness:ȱtheȱsocialȱproductionȱofȱtheȱsignȱasȱaȱfounȬ

dationalȱissueȱinȱcriticalȱdiscourseȱanalysis’�DȱDiscourseȱ&ȱSociety,ȱ4/2:ȱ169Ȭ192.
KRETZSCHMAR,ȱHermannȱ(1911)ȱGesammelteȱAufsätzeȱausȱdenȱJahrbüchernȱderȱMusikbibliotekȱ

Peters�DȱLeipzig:ȱPeters.ȱ
—ȱ(1919) ȱFührerȱdurchȱdenȱKonzertsaal�DȱLeipzig:ȱPeters.ȱ
KRIMS,ȱAdamȱ(2000)ȱRapȱMusicȱandȱtheȱPoeticsȱofȱIdentityȱDCUP.

KROHN,ȱTarekȱ(2008)ȱ‘ÄsthetikȱderȱFilmmusik.ȱZofiaȱLissa’�DȱKielerȱBeiträgeȱzurȱMusikforȬ
schung,ȱ2.ȱfilmmusik.uni-kiel.de/kielerbeitraege2/KB2-Lissa.pdf [100615].

KRUTNIK,ȱFrankȱ(1991)ȱInȱaȱLonelyȱStreetȱȬȱFilmȱNoir,ȱGenre,ȱMasculinity�
DȱLondon:ȱRoutledge.

KUBIK,ȱGerhardȱ(2010)ȱTheoryȱofȱAfricanȱMusic,ȱvol.ȱ2ȱDȱUniversityȱofȱChicagoȱPress.ȱ
KUHNAU,ȱJohannȱ(1700)ȱ‘IlȱmaritaggioȱdiȱGiacomo,ȱSuonataȱterza’.ȱDieȱProgrammusik,ȱ

ed.ȱWȱStockmeierȱPKöln:ȱArnoȱVolkȱ(1970).
KULlyM,ȱȇUmmȱ(1966)ȱElȱAtlalȱ( ҫӃҧһӃҫӃȱ=ȱTheȱRuins)ȱ�ȱSonoȱCairoȱSongȱ104ȱ

)arabicsonglyrics.net/2010/08/el-atlal.html [120722].
KUNST,ȱJaapȱ(1959)ȱEthnomusicology�DȱDenȱHaag:ȱMartinusȱNijhof.

KUNTZ,ȱAndrewȱ(ed.ȱ2010).ȱTheȱFiddler’sȱCompanion.
DP) ibiblio.org/fiddlers/AA_ABEL.htmȱ[090609].

LABELLEȱ(1975)ȱ‘LadyȱMarmalade’ȱNonȱStopȱDiscoȱFlashbackȱShow.ȱ
�KȬTelȱInternationalȱTNȱ1391ȱ(NL,ȱ1979).

LACASSE,ȱSergeȱ(1995)ȱUneȱanalyseȱdesȱrapportsȱtexteȬmusiqueȱdansȱ«DiggingȱInȱTheȱDirt»ȱdeȱ
PeterȱGabriel�DȱQuébec:ȱÉcoleȱdeȱmusique,ȱFacultéȱdesȱArts,ȱUniversitéȱLaval.

—ȱ(2000) ListenȱtoȱMyȱVoice:ȱTheȱEvocativeȱPowerȱofȱVocalȱStagingȱinȱRecordedȱRockȱMusicȱ
andȱOtherȱFormsȱofȱVocalȱExpression�DȱPhDȱdiss.,ȱInstituteȱofȱPopularȱMusic,ȱ
UniversityȱofȱLiverpoolȱ)mus.ulaval.ca/lacasse/texts/THESIS.pdf [101021].

—ȱ(2005) Persona,ȱemotionsȱandȱtechnology:ȱtheȱphonographicȱstagingȱofȱtheȱpopularȱmusicȱ
voice�DȱQuébec:ȱUniversitéȱLavalȱ)charm.cchcdn.net/redist/pdf/s2Lacasse.pdf.

LACASSE,ȱSergeȱ&ȱTRAUBE,ȱCarolineȱ(eds.ȱ2005)ȱ TIMBREȱ(2005).
LADZEKPO,ȱCȱKȱ(1995)ȱFoundationȱCourseȱinȱAfricanȱDanceȬDrummingȱDP)ȱBerkeley:ȱUniȬ

versityȱofȱCaliforniaȱ)https://home.comcast.net/~dzinyaladzekpo/Foundation.html [120725].ȱ
LAGAANȱ(2001)ȱ(SetȱPicturesȱ(�XAamirȱKhanȱHAshutoshȱGowarikerȱEAȱRȱRahmanȱ

&ȱJavedȱAkhtarȱ&ColumbiaȱTristarȱDCȱ68320ȱ(2003).ȱ
LAING,ȱDaveȱ(1969)ȱTheȱSoundȱofȱOurȱTime�DȱLondon:ȱSheedȱandȱWard.

LAJOIE,ȱJonȱ(2009)ȱ‘PopȱSong’ȱYouȱWantȱSomeȱofȱThis?ȱ�NormalȱGuyȱProductions
'ȱijr4rwb2WbE [120706].

http://arno.uvt.nl/show.cgi?fid=68860
http://ibiblio.org/fiddlers/AA_ABEL.htm
http://mus.ulaval.ca/lacasse/texts/THESIS.pdf
http://charm.cchcdn.net/redist/pdf/s2Lacasse.pdf
http://www.britishkodalyacademy.org/kodaly_approach.htm
http://www.youtube.com/watch?v=ijr4rwb2WbE
http://www.youtube.com/watch?v=63MLEzY3G-8
http://www.filmmusik.uni-kiel.de/kielerbeitraege2/KB2-Lissa.pdf
http://www.arabicsonglyrics.net/2010/08/el-atlal.html
https://home.comcast.net/~dzinyaladzekpo/Foundation.html


630 Tagg:ȱMusic’sȱMeaningsȱ—References

LAKOFF,ȱGeorgeȱ(1987)ȱWomen,ȱFire,ȱandȱDangerousȱThings.ȱWhatȱCategoriesȱRevealȱaboutȱtheȱ
Mind�DȱChicagoȱ&ȱLondon:ȱUniversityȱofȱChicagoȱPress.

LAKOFF,ȱGeorge;ȱJOHNSON,ȱMarkȱ(1979)ȱMetaphorsȱWeȱLiveȱByȱ
DȱChicagoȱ&ȱLondon:ȱUniversityȱofȱChicagoȱPress.

LAKOFF,ȱGeorgeȱ(1990)ȱDȱWomen,ȱFireȱandȱDangerousȱThings.ȱ
Chicagoȱ&ȱLondon:ȱUniversityȱofȱChicagoȱPress.

LAMBERT,ȱAndréȱ(2005)ȱ‘Moonstruck:ȱcueȱlist,ȱpartitionȱgraphique,ȱanalyse’ȱDFacultéȱdeȱ
musique,ȱUniversitéȱdeȱMontréalȱ)andrelambert.org/moonstruck.pdf [120212].

LANGE,ȱStevieȱVanȱ(1993)ȱX ‘Whoa!ȱBodyform’ȱ �VBODYFORM.
LARA,ȱAgustínȱ(1932)ȱEȱGranadaȱRNewȱYork:ȱPeerȱInternationalȱ

 XȱPAVAROTTIȱ(1993)ȱ'1X8e8rBHR7c [111218].
LAST,ȱJamesȱ(1969)ȱSoulȱMarchȱ�Polydorȱ53139.
LEDȱZEPPELINȱ(1969)ȱ‘WholeȱLottaȱLove’ȱLedȱZeppelinȱIIȱ�Atlanticȱ588198.
—ȱ(1971)ȱ ‘StairwayȱToȱHeaven’ȱLedȱZeppelinȱIVȱ�Atlanticȱ2401ȱ012.
LEE,ȱPedroȱvanȱderȱ(2000)ȱAndeanȱMusicȱfromȱIncasȱtoȱWesternȱPopularȱMusic�

DȱGöteborg:ȱSkrifterȱfrånȱInstitutionenȱförȱmusikvetenskapȱ#59.
LEE,ȱPeggyȱ(1949)ȱQȱBaliȱHa’iȱ(2ERODGERS,ȱR;ȱinȱSouthȱPacific)ȱ�ȱCapitolȱEPȱ54ȱ601;

alsoȱasȱheardȱinȱ( AMERICANȱBEAUTY
LEECH,ȱCharlesȱ(1999)ȱ‘TheȱMetasemioticsȱofȱClassicalȱMusicȱandȱFilm:ȱtheȱrecontextualiȬ

sationȱofȱStraussȱandȱWagnerȱinȱpopȱculture’�DȱPhD,ȱBrisbane:ȱQueenslandȱ
UniversityȱofȱTechnology,ȱCentreȱforȱMediaȱPolicyȱandȱPractice.

LEEUWEN,ȱTheoȱvanȱ(1999)ȱSpeech,ȱMusic,ȱSound�DȱLondon:ȱMacmillan.

LEGENDȱOFȱZELDA,ȱTheȱ(1989Ȭ1992)ȱVȱDiCȱEntertainment/Viacom/Nintendo;ȱRockyȱRoadȱ
ToȱDublinȱOȱTheȱYOUNGȱDUBLINERSȱȱ'�MPMT6_aMyn0 [110820].

LEHTINEN,ȱRaunoȱ(1963)ȱLetkajenkkaȱ�ȱTelefunkenȱUȱ55ȱ833.
LEGIÃOȱURBANAȱ(1987)ȱ‘Faroesteȱcaboclo’ȱQueȱpaísȱéȱeste?ȱ�EMIȱ8358352ȱ(1998)ȱ

'U3ewnBFOkME (incl. lyrics) [120213].ȱ
LERDAHL,ȱFred;ȱJACKENDOFF,ȱRayȱ(1977)ȱ‘TowardȱaȱFormalȱTheoryȱofȱTonalȱMusic’�

DȱJournalȱofȱMusicȱTheory,ȱ1.ȱ
LEVISȱ501ȱ(REFRIGERATOR)ȱ
1988��� 4�WATERSȱ(1977).ȱ
LEVITIN,ȱDanielȱ(2006)ȱThisȱisȱYourȱBrainȱonȱMusic�DȱNewȱYork:ȱDutton.
LIEBES,ȱTamarȱ&ȱKATZ,ȱElihuȱ(1993)ȱDȱTheȱExportȱofȱMeaning:ȱCrossȬCulturalȱReadingsȱofȱ

‘Dallas’.ȱNewȱYork:ȱWiley.

LIEDERBUCHȱFÜRȱBERGSTEIGERȱ(1974)ȱed.ȱWernerȱKarlȱ&ȱDeutscherȱAlpenvereinȱ
PȱMünchen:ȱBergverlagȱRudolfȱRother.

LIGETI,ȱGyærgȱ(1961)ȱAtmosphèresȱOWienerȱPhilharmonikerȱ%ClaudioȱAbbadoȱ
�DGGȱ0567ȱ(2012);ȱseeȱalsoȱ2001ȱ(1968).

LINDGREN,ȱErikaȱ&ȱÖSTERHOLM,ȱCeciliaȱ(2003)ȱGȬmollȱpolskaȱefterȱVikstaȱLasseȱ
(fiolȱoȱnyckelharpa)ȱ'ȱjKYRg1kthGU.ȱ

LING,ȱJanȱ(1974)ȱ‘Kompendiumȱiȱmusikhistoria’�DȱUnpublishedȱteachingȱmaterials,ȱGöteȬ
borgsȱuniversitet.

—ȱ(1978b) ‘HjortȱAnders’ȱTwelfthȱNightȱMarch.ȱStylisticalȱandȱideologicalȱChange’�
DȱStencilledȱPapersȱfromȱGöteborgȱUniversityȱMusicologyȱDepartmentȱ#8005.ȱ

—ȱ(1983) EuropasȱmusikhistoriaȱȬȱ1730�DȱUppsala:ȱEsselteȬHerzog.

—ȱ(1984)ȱHurȱslipadesȱmusikestetikensȱprisma?ȱ(=ȱPolishingȱtheȱprismȱofȱmusicȱaesthetics)
ȱDȱGöteborg:ȱMusikhögskolanȱ(teachingȱmaterials).

—ȱ(1989) ‘Musikȱsomȱklassiskȱkonst.ȱEnȱ1700Ȭtalsidéȱsomȱblevȱklassisk’ȱ(=ȱMusicȱasȱclasȬ
sicalȱart.ȱAnȱ18thȬcenturyȱideaȱthatȱbecameȱaȱclassic)ȱDȱFrihetensȱformer:ȱȬȱenȱ

http://andrelambert.org/moonstruck.pdf
http://www.youtube.com/watch?v=1X8e8rBHR7c
http://www.youtube.com/watch?v=MPMT6_aMyn0
http://www.youtube.com/watch?v=U3ewnBFOkME
http://www.youtube.com/watch?v=jKYRg1kthGU


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 631

vänbokȱtillȱSvenȬEricȱLiedman,ȱpp.ȱ171Ȭ187.ȱLund:ȱArkiv.
—ȱ(1992)‘Fromȱ“empfindsamer”ȱstyleȱtoȱdownȬhomeȱvillageȱnostalgia’;ȱSeconȬ
doȱconvegnoȱeuropeoȱdiȱanalisiȱmusicaleȱ(ed.ȱRȱDalmonteȱ&ȱMȱBaroni:ȱ321Ȭ340).ȱ
Trento:ȱUniversitàȱdegliȱstudiȱdiȱTrento,ȱDipartimentoȱdiȱstoriaȱdellaȱciviltà.

LISSA,ȱZofiaȱ(1965)ȱÄsthetikȱderȱFilmmusik�DȱBerlin:ȱHenschelverlag.

LISZT,ȱFerencȱ(1849Ȭ55)ȱLisztȱȬȱSymphonicȱPoemsȱȱOPolishȱNationalȱRadioȱSymph.ȱOrch.ȱ
%MichaelȱHalászȱ�Naxosȱ8.550487ȱ(1991)ȱ•ȱTassoȱ(1849)ȱ•ȱLesȱpréludesȱ(1854)ȱ•ȱ
Mazeppaȱ(1854)ȱ•ȱPrometheusȱ(1855).ȱ

—ȱ(various)ȱLisztȱPianoȱRecitalȱOIwanȱLlewelynȬJonesȱ�MastersȱMCDȱ39ȱ(1992)ȱ•Sonettoȱ
104ȱdelȱPetrarcaȱ•Annéesȱdeȱpélerinageȱ•ȱLiebestraumȱ•ȱMephistoȱWaltz,ȱetc.

LITTLEȱFAUSSȱANDȱBIGȱHALSYȱ(1970)ȱHSidneyȱJȱFurieȱEOJohnnyȱCash,ȱBobȱDylan,ȱCarlȱ
Perkins,ȱetc.ȱ(Paramount.

LIVERPOOLȱFCȱ(1972)ȱ‘You’llȱNeverȱWalkȱAlone’ȱ(ERodgersȱLHammerstein)ȱSingȱAlongȱ
withȱLiverpoolȱ�PennyȱFarthingȱ530;ȱalso� GERRYȱ&ȱTHEȱPACEMAKERSȱ(1963).

LIVINGSTON,ȱJayȱ(1959)ȱ‘Bonanza’ȱ�TelevisionȇsȱGreatestȱHitsȱ[1].ȱTVTȱ1100CDȱ(1986).
LLOYD,ȱAlbertȱ(1959)ȱ PȱVAUGHANȱWILLIAMSȱ&ȱLLOYD.
LOBOS,ȱLosȱ(1987)ȱLaȱBambaȱOQ�(4ȱValensȱ1958)ȱ�Metronomeȱ886ȱ168Ȭ1ȱ(Germany).

LOMAX,ȱAlan et al. (1968) Folk Song Style and Culture. DȱNew Brunswick: Transaction (pa-
perback, 1978); also   CANTOMETRICS (2009).

LOMAX,ȱAlanȱ&ȱBOTKINȱBȱAȱ(1943,ȱeds.)ȱNegroȱWorkȱSongsȱandȱCallsȱ�ȱRounderȱCDȱ
1517ȱ(1999)ȱ•ȱQuittin’ȱTimeȱSongȱ1ȱ)*QuittinTimeSong1.mp3.ȱ

LUKÁCS,ȱGyærgyȱ(1920)ȱHistoryȱandȱClassȱConsciousnessȱ(tr.ȱRȱLivingstone)ȱDLondon:ȱMerȬ
linȱPressȱ(1967)ȱ)marxists.org/archive/lukacs/works/history/lukacs3.htm [120215].ȱ

LULL,ȱJamesȱ(1992).ȱIntroductionȱDȱPopularȱMusicȱ&ȱCommunicationȱ(ed.ȱJȱLull):ȱ10Ȭ35.ȱ
NewburyȱPark,ȱCA:ȱSage.

LUMIÈRE,ȱAugusteȱ&ȱLouisȱ(1895)ȱ(HȱL’arrivéeȱd’unȱtrainȱenȱgareȱàȱLaȱCiotat.ȱ
Lumièreȱno.ȱ653ȱ' hlb3XKjnZkE [101126].

LYNN,ȱLorettaȱ(1960Ȭ85)ȱLorettaȱLynn:ȱGreatestȱHitsȱ�KȬTelȱCitation,ȱKȬTelȱ3075Ȭ2ȱ(1992).
LYNN,ȱPatȱ(n.d.)ȱThemeȱForȱPatriciaȱ � ȱBACKGROUNDȱMUSICȱFORȱHOMEȱMOVIES.
LYNN,ȱVeraȱ(1939)ȱXWe’llȱMeetȱAgainȱ(ELAlbertȱParker,ȱHughȱCharles)ȱSongsȱthatȱWonȱ

theȱWarȱ�Deccaȱ–ȱ5322420ȱ(2009);ȱalsoȱasȱusedȱinȱ (DRȱSTRANGELOVEȱ(1964).
LYNYRDȱSKYNYRDȱ(1974)ȱSweetȱHomeȱAlabamaȱ�MCAȱ40258;ȱ

alsoȱonȱGoldȱandȱPlatinumȱ�MCLDȱ19140ȱ(1992).
MAALOUF,ȱShireenȱ(2002)ȱHistoryȱofȱArabicȱmusicȱtheoryȱDJouniehȱ(Lebanon):ȱFacultyȱofȱ

Music,ȱUniversitéȱSaintȬEspritȱdeȱKaslik.
MACDORMAN,ȱKarlȱF;ȱOUGH,ȱStuart;ȱCHINȬCHANGȱHOȱ(2007).ȱ‘AutomaticȱEmotionȱPreȬ

dictionȱofȱSongȱExcerpts:ȱIndexȱConstruction,ȱAlgorithmȱDesign,ȱandȱEmpiriȬ
calȱComparison’ȱDȱJournalȱofȱNewȱMusicȱResearch,ȱ36/4:ȱ283–301.ȱ

MAHLER,ȱGustavȱ(1910)ȱSymphonyȱNo.ȱ9ȱOPolishȱNationalȱRadioȱSymph.ȱOrch.ȱ
%MichaelȱHalaszȱ�Naxosȱ8.550535Ȭ36ȱ(1994).ȱ

MAKEBA,ȱMiriamȱ(1967)ȱȱPataȱPataȱ�Repriseȱ20606.
MÁLAMAS,ȱSokrátisȱ[̕ΝΎΕΣΘΖȱ̏ΣΏ΅ΐ΅Ζ]ȱ(2000)ȱ‘̓Ε·ΎΔνΗ΅’ȱ(Princess)ȱ̒ȱΚϾΏ΅Ύ΅Ζȱ

Ύ΅ȱΓȱΆ΅ΗΏΣΖȱ(TheȱGuardȱandȱtheȱKing)ȱ�LyraȱCDȱ0798;ȱ&ȱ+ȱ2CDȱ̄ΔΓȱΘΓȱ
ΌΉ΅ΘΕΓȱΘΓΙȱ̎ΙΎΣΆΘΘΓΙȱ(w.ȱXΣΕΖȱ̄ΏΉΒϟΓΙȱ&ȱ̄ΏΎΑϱΓΖȱ̌Ν΅ΑΑϟΈΖ)ȱ(Liveȱ
fromȱLikávittos)ȱ̈SPA/MINOSȬEMIȱ(2008).ȱ
liveȱ2007.ȱȱȱ'FUjcnSXWUxQ[120121].ȱȱȱ2ȱCDȱ+ȱDVD

MALM,ȱWILLIAMȱPȱ(1977)ȱMusicȱCulturesȱofȱtheȱPacific,ȱtheȱNearȱEast,ȱandȱAsia
�DȱEnglewoodȱCliffs:ȱPrenticeȱHall.ȱ

http://www.youtube.com/watch?v=FUjcnSXWUxQ
http://www.tagg.org/bookxtrax/NonMuso/mp3s/QuittinTimeSong1.mp3
http://marxists.org/archive/lukacs/works/history/lukacs3.htm
http://www.youtube.com/watch?v=hlb3XKjnZkE


632 Tagg:ȱMusic’sȱMeaningsȱ—References

MANGESHKAR,ȱLataȱ&ȱNARAYAN,ȱUditȱ(2001)ȱOȱPaalanhaareȱ(EAȱRȱRahman)ȱEpicȱEPCȱ
5089392;ȱalsoȱinȱ(LAGAANȱ(2001)ȱ'vDXX3z1YOpg [130318].

—ȱ(c.2008) LataȱMangeshkarȱinterviewedȱbyȱWajahatȱSȱKhanȱVDawnȱNewsȱ(Pakistan),ȱ
partȱ3ȱ'rjzjV94t7wk [130318].

MANVELL,ȱRoger;ȱHUNTLEY,ȱJohn;ȱARNELL,ȱRichard;ȱDAY,ȱPeterȱetȱal.ȱ(1975)ȱTechniqueȱofȱ
FilmȱMusicȱDNewȱYork:ȱHastingsȱHouseȱ(2ȱ1957).

[MAQAMȱDEMONSTRATIONS]ȱAJAM/ ҽҰӄȱ'ȱJ53VIrzMpQk; HIJAZ/ ұҰҫҶȱ'ZcHN7VqEgFM;ȱ
RASTȱ'ȱB84GmPOBauY;ȱSHADȱȇARABAN/Ҹҳ�ҽҵҬҫӅȱ'erOk3YHE2kg.

MARCELS,ȱTheȱ(1961)ȱBlueȱMoonȱ(ERODGERS,ȱR;ȱ1924)ȱ�Pyeȱ7Nȱ25073.
MARCONI,ȱLucaȱ(1998)ȱ‘Emotionalȱresponsesȱandȱmusicalȱsignification:ȱancientȱandȱmodȬ

ernȱtheoriesȱonȱtheȱeffectsȱofȱmusic’ȱDȱMusicalȱSignificationȱBetweenȱRhetoricȱ
andȱPragmaticsȱ(ed.ȱGȱStefani,ȱEȱTarasti,ȱLȱMarconi):ȱ29Ȭ38.ȱBologna:ȱCLUEB.

—ȱ(2001) Musica,ȱespressione,ȱemozioneȱDȱBologna:ȱCLUEB.ȱ
MARLEY,ȱBobȱ&ȱtheȱWAILERSȱ(1975)ȱ‘LivelyȱUpȱYourself’ȱLive!ȱȱ�IslandȱILPSȱ9376.
MARX,ȱKarlȱ(1973)ȱGrundrisse.ȱDȱLondon:ȱPenguinȱ(2ȱ1939).
MARÓTHY,ȱJánosȱ(1974)ȱMusicȱandȱtheȱBourgeois,ȱMusicȱandȱtheȱProletarianȱ

DȱBudapest:ȱAkadémiaiȱKiadó.ȱ
—ȱ(1987)�Musicaȱeȱuomo.ȱ�DȱMilano:ȱUnicopli.
MARSEILLAISE,ȱLaȱ ȱROUGETȱDEȱLISLEȱ(1792).
MARTHAȱANDȱTHEȱVANDELLASȱ(1964)ȱDancingȱInȱTheȱStreetȱ��StatesideȱSSȱ345;ȱ

alsoȱonȱTheȱMotownȱStoryȱ(1)ȱ�MotownȱSTMLȱ11301Ȭ5ȱ(1967).
MARTÍ,ȱJoséȱ(1899)ȱLGuantanamera� ȱEXFERNANDEZȱ(1929/1949),ȱOSEEGERȱ(1963);ȱ

OSANDPIPERSȱ(1966);ȱOJEANȱ(1997);ȱXCRUZȱ(1999).
MARTIN,ȱDeanȱ(1958)ȱXQVolareȱCapitolȱCLȱ14910;ȱ ELX4�MODUGNOȱ(1958).ȱ
MARTÍNEZ,ȱJoséȱLuizȱ(1997)ȱSemiosisȱinȱHindustaniȱMusicȱ

DȱImatra:ȱActaȱSemioticaȱFennicaȱV.
MARX,ȱKarlȱ(1859)ȱAȱContributionȱtoȱtheȱCritiqueȱofȱPoliticalȱEconomyȱDMoscow:ȱProgressȱ

Publishersȱ(tr.ȱSȱWȱRyazanskaya);ȱonlineȱ(1999)ȱatȱD)marxists.org/archive/marx/
works/1859/critique-pol-economy/index.htm [120115].ȱ

MASSIVEȱATTACKȱ(1991)ȱ‘UnfinishedȱSympathy’ȱ�BlueȱLines.ȱWildȱBunchȱWBRCDȱ1.
MATTELART,ȱArmand;ȱNEVEU,ȱErikȱ(1996).ȱCulturalȱStudies’ȱStories.ȱLaȱdomesticationȱ

d’uneȱpenséeȱsauvage?ȱDParis:ȱRéseauxȱno.ȱ80ȱCNET;ȱreplacedȱbyȱIntroducȬ
tionȱauxȱculturalȱstudies;ȱColl.ȱRepères,ȱéd.ȱLaȱDécouverteȱ(2003).ȱ

MAULL,ȱGemmaȱ(1999).ȱ‘HowȱmuchȱmusicȱisȱthereȱonȱTV?’ȱUndergraduateȱdissertation,ȱ
InstituteȱofȱPopularȱMusic,ȱUniversityȱofȱLiverpool.

MAY,ȱBrianȱ(1991)ȱDrivenȱByȱYouȱ�ParlophoneȱR6304ȱ
V�YȱFordȱcarȱadverts,ȱITVȱ(1991Ȭ93)ȱ'pT6jkcnaQ7c.ȱ

—ȱ(2002) ‘GodȱSaveȱTheȱQueen’ȱVYPartyȱatȱtheȱPalaceȱ(BBC,ȱJuneȱ2002)ȱ
'F8mloXf07-I [120106].

MAYALL,ȱJohnȱ[&ȱTHEȱBLUESBREAKERS]ȱ(1966)ȱ‘LittleȱGirl’ȱBluesbreakersȱ�DeccaȱSLKȱ16547.
MCCARTHY,ȱDennisȱ(1984)� ȱVȱȬȱTHEȱFINALȱBATTLEȱ(1983Ȭ85).
MCCOYS,ȱTheȱ(1965)ȱHangȱOnȱSloopyȱ�ImmediateȱIMȱ001.
MCȱHUGHȬMUNIER,ȱCaitriona;ȱSCHERER,ȱKlausȱR;ȱLEHMANN,ȱWilly;ȱSCHERER,ȱUrsulaȱ

(1997)ȱ‘Copingȱstrategies,ȱpersonality,ȱandȱvoiceȱqualityȱinȱpatientsȱwithȱvocalȱ
foldȱnodulesȱandȱpolyps’ȱDJournalȱofȱVoice,ȱ11/4:ȱ452Ȭ461.ȱ

MCKUEN,ȱRodȱ �ȱJACKSȱ(1974)
MCNAMEE,ȱDavidȱ(2009)ȱ‘Hey,ȱwhatȇsȱthatȱsound?ȱRingȱmodulators’ȱDȱTheȱGuardian,ȱ

2009Ȭ11Ȭ09ȱD)guardian.co.uk/music/2009/nov/09/ring-modulators.

http://www.youtube.com/watch?v=vDXX3z1YOpg
http://www.youtube.com/watch?v=rjzjV94t7wk
http://www.youtube.com/watch?v=pT6jkcnaQ7c
http://marxists.org/archive/marx/works/1859/critique-pol-economy/index.htm
http://marxists.org/archive/marx/works/1859/critique-pol-economy/index.htm
http://www.youtube.com/watch?v=F8mloXf07-I
http://www.guardian.co.uk/music/2009/nov/09/ring-modulators
http://www.youtube.com/watch?v=ZcHN7VqEgFM
http://www.youtube.com/watch?v=erOk3YHE2kg
http://www.youtube.com/watch?v=J53VIrzMpQk
http://www.youtube.com/watch?v=B84GmPOBauY


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 633

MCPHERSON,ȱEveȱ(2005)ȱ‘TheȱTurkishȱCallȱtoȱPrayer:ȱcorrelatingȱtheȱacousticȱdetailsȱofȱvoȬ
calȱtimbreȱwithȱculturalȱphenomena’ȱD TIMBREȱ(2005).

MCTELL,ȱRalphȱ(1974)ȱTheȱStreetsȱOfȱLondonȱ�RepriseȱK14380.
MELLERS,ȱWilfridȱ(1973)ȱTwilightȱofȱtheȱGods.ȱTheȱBeatlesȱinȱRetrospectȱDȱLondon:ȱFaber.
—ȱ(1980) BachȱandȱtheȱDanceȱofȱGod.ȱLondon:ȱFaber.
MELLERS,ȱWilfrid;ȱHARMAN,ȱAlecȱ(1962)ȱManȱandȱhisȱMusicȱDȱLondon:ȱBarrieȱ&ȱRockliff.
MENDELSSOHN,ȱFelixȱ(1833?)ȱ‘OnȱWingsȱofȱSong’,ȱOp.ȱ34,ȱNo.ȱ2ȱ(‘AufȱFlügelnȱdesȱGesängȬ

es’ȱLHeinrichȱHeine)ȱ2Sixȱsongsȱforȱvoiceȱandȱpianoȱ(1836);ȱinȱSongsȱthatȱwillȱ
LiveȱforȱEverȱ(ed.ȱMauriceȱJacobson):ȱ129ȱPLondon:ȱOdhamsȱ(c. 1938).

MENDOZAȱDavidȱ AXTȱ&ȱMENDOZAȱ(1926).
MERKER,ȱBjörnȱ(2000)ȱ‘Synchronousȱchorusingȱandȱhumanȱorigins’ȱDȱTheȱOriginsȱofȱMusic,ȱ

ed.ȱNȱLȱWallin,ȱBȱMerker,ȱS.ȱBrown.ȱCambridgeȱ(MA,ȱUSA):ȱMITȱPress.
MERRIAM,ȱAlanȱPȱ(1964)ȱTheȱAnthropologyȱofȱMusicȱDȱEvanston:ȱNorthwesternȱU.P.
MERWE,ȱPeterȱvanȱderȱ(1989)ȱOriginsȱofȱtheȱPopularȱStyleȱDȱOUP.
MESSIAEN,ȱOlivierȱ(1941)ȱQuatuorȱpourȱlaȱfinȱduȱtempsȱ'UeSVu1zbF94 [120525].ȱ
—ȱ(1952)ȱ ‘Leȱmerleȱnoir’ȱ�ȱOiseauxȱtendres,ȱBISȬCDȬ689ȱ(1994).
—ȱ(1956) OiseauxȱExotiquesȱOLaurentȱAimardȱ(pf.)ȱ%PierreȱBoulezȱ

'ht5qqE_e1UEȱandȱwMG07mv4Jyw [120525]ȱ+ȱ ȱBURRELL,ȱCȱ(2008).
METERS,ȱTheȱ(1974)ȱ‘HeyȱPockyȱAȬway’ȱTheȱVeryȱBestȱofȱTheȱMetersȱ�ȱRhinoȱR2ȱ72642ȱ(1997).
METHODISTȱHYMNBOOK,ȱTheȱ(1933)ȱPLondon:ȱMethodistȱPublishingȱHouse.

MEYER,ȱLeonardȱBȱ(1956)ȱEmotionȱandȱMeaningȱinȱMusicȱDȱUniversityȱofȱChicagoȱPress.
—ȱ(1973)ȱ ExplainingȱMusicȱDȱUniversityȱofȱChicagoȱPress.
—ȱ(1989) StyleȱandȱMusic:ȱTheory,ȱHistory,ȱandȱIdeologyȱ

DPhiladelphia:ȱUniversityȱofȱPennsylvaniaȱPress.
MEYERS,ȱOwenȱCȱ(2007)ȱ‘AȱMoodȬBasedȱMusicȱClassificationȱandȱExplorationȱSystem’ȱ

DȱM.A.,ȱProgramȱinȱMediaȱArtsȱandȱSciences,ȱSchoolȱofȱArchitectureȱandȱ
Planning,ȱMassachusettsȱInstituteȱofȱTechnology.

MICHAEL,ȱGeorgeȱ(1984)ȱCarelessȱWhisperȱ�ȱEpicȱEPCȱAȱ4603.
MICHELSEN,ȱMorten;ȱLINDBERG,ȱUlf;ȱGUÐMUNSSON,ȱGestur;ȱWEISETHAUNET,ȱHansȱ(2000)ȱ

Amusers,ȱBruisersȱ&ȱCoolȬHeadedȱCruisers.ȱTheȱfieldsȱofȱAngloȬSaxonȱandȱNordicȱ
RockȱCriticismȱDȱÅrhus:ȱInstitutȱforȱNordiskȱsprogȱogȱliteratur,ȱÅrhusȱUniv.

MIDDLETON,ȱRichardȱ(1983)ȱ‘Playȱitȱagain,ȱSam’:ȱsomeȱnotesȱonȱtheȱproductivityȱofȱrepeȬ
titionȱDȱPopularȱMusic,ȱ3:ȱ235Ȭ271.ȱ

—ȱ(1990) StudyingȱPopularȱMusicȱDȱBuckingham:ȱOpenȱU.P.
—ȱ(1992)ȱ ‘Towardsȱaȱtheoryȱofȱgestureȱinȱpopularȱsongȱanalysis’ȱDȱSecondoȱconvegnoȱeuȬ

ropeoȱdiȱanalisiȱmusicaleȱ(ed.ȱRȱDalmonteȱ&ȱMȱBaroni):ȱ345Ȭ350.ȱTrento:ȱUniverȬ
sitàȱdegliȱstudiȱdiȱTrento,ȱDipartimentoȱdiȱstoriaȱdellaȱciviltàȱeuropea.

—ȱ(1999) ‘Form’ȱDȱKeyȱTermsȱinȱPopularȱMusicȱandȱCultureȱ(eds.ȱB.ȱHornerȱandȱT.ȱSwiss):ȱ
141Ȭ155.ȱMalden,ȱMassachusetts:ȱBlackwell.ȱ

—ȱ(2000)ȱ ReadingȱPopȱDȱOxfordȱUniversityȱPress.
MILIUS,ȱSȱ(2000)ȱ‘MusicȱwithoutȱBorders:ȱwhenȱbirdsȱtrillȱandȱwhalesȱwooȬoo,ȱweȱcallȱitȱ

singing.ȱAreȱweȱserious?’ȱDȱScienceȱNewsȱOnline,ȱWeekȱofȱApr.ȱ15,ȱ2000;ȱVol.ȱ
157,ȱNo.ȱ1ȱ) .sciencenews.org/pages/pdfs/data/2000/157-16/15716-18.pdf [120909].

MILLER,ȱGlennȱandȱhisȱOrchestraȱ(1995)ȱInȱtheȱMood.ȱSoundȱandȱMusicȱCorporationȱLtd.ȱ
MUCDȱ9010ȱ(1995).ȱOGlennȱMillerȱandȱhisȱOrchestra
•ȱInȱTheȱMoodȱ(1940)ȱEȱHenderson/Garland/RazafȱȱdȱMiller.

MINAȱ[AnnaȱMariaȱQuaini/Mazzoni]ȱXȱSeȱtelefonandoȱ ȱMORRICONEȱ(1966c).

http://www.youtube.com/watch?v=UeSVu1zbF94
http://www.sciencenews.org/pages/pdfs/data/2000/157-16/15716-18.pdf


634 Tagg:ȱMusic’sȱMeaningsȱ—References

MILLER,ȱSueȱ(2010)ȱFluteȱImprovisationȱinȱCubanȱCharangaȱPerformanceȱwithȱaȱSpecificȱFocusȱ
onȱtheȱWorkȱofȱRichardȱEgüesȱandȱOrquestaȱAragón,ȱVol.1ȱ
DȱPh.D.ȱdissertation,ȱSchoolȱofȱMusic,ȱUniversityȱofȱLeeds.ȱ

MISSION,ȱTheȱ(1986).ȱ(Kingsmere/Artworkȱ&ȱPhotography/WarnerȱHRolandȱJoffé;ȱ
&ȱWarnerȱ23497ȱ(2003)ȱ[0-7907-7558-1];  �E%�MORRICONEȱ(1986).

MODUGNO,ȱDomenicoȱ(1958)ȱNelȱblu,ȱdipintoȱdiȱbluȱa.k.a.ȱVolareȱ�FonitȱSPȱ30222;
alsoȱ Q�GIPSYȱKINGSȱ(1989),ȱQ�MARTIN,ȱDȱ(1958).

THEȱMONEYȱORȱTHEȱGUN?ȱ(1989Ȭ1990)ȱ6 8STAIRWAYSȱTOȱHEAVENȱ(1992).
MOORE,ȱAllanȱFȱ(1983)ȱRock:ȱTheȱPrimaryȱTextȱDȱMiltonȱKeynes:ȱOpenȱU.P.
—ȱ(2010)ȱ  ȱDOCKWRAYȱ&ȱMOOREȱ(2010).
MOORE,ȱDudleyȱ(1961)ȱ‘LittleȱMissȱMuffet’;ȱ‘TheȱWeillȱSong’.ȱBeyondȱTheȱFringeȱ�ȱParloȬ

phoneȱPMCȱ1145;ȱ�TheȱCompleteȱBeyondȱTheȱFringeȱEMIȱ–ȱ7243ȱ8ȱ54045ȱ2ȱ8
'1n7BCUVJkhU [120131].ȱ

MONELLE,ȱRaymondȱ(1992)ȱLinguisticsȱandȱSemioticsȱinȱMusic.ȱ
DȱChur:ȱHarwoodȱAcademicȱPublishers.

MORLEY,ȱThomasȱ(1595)ȱ‘MyȱBonnyȱLassȱSheȱSmileth’ȱEnglishȱMadrigalsȱXȱProȱCantioneȱ
Antiquaȱ%ȱPhilipȱLedgerȱ�ȱOUP.ȱOUPȱ151/2ȱ(1979).

MORRICONE,ȱEnnioȱ(1964)ȱEȱPerȱunȱpugnoȱdiȱdollari/ForȱaȱFistfulȱofȱDollars.ȱ(JollyȱFilmsȱ
HȱSergioȱLeoneȱȱ&ȱMGMȱ0Ȭ7927Ȭ4254Ȭ5ȱ(1998).

—ȱ(1965) EȱPerȱqualcheȱdollariȱinȱpiù/ForȱaȱFewȱDollarsȱMoreȱ(REAȱFilmsȱHȱSergioȱLeoneȱȱ
&MGMȱ0Ȭ7928Ȭ3905Ȭ6ȱ(1998).

—ȱ(1966a) EȱIlȱbuono,ȱilȱbrutto,ȱilȱcattivo/TheȱGood,ȱtheȱBadȱandȱtheȱUglyȱ(PEAȱProds.ȱ
HȱSergioȱLeoneȱȱ&MGMȱ0Ȭ7298Ȭ3805ȬXȱ(1998)ȱ
8ȱWarnerȱMGM/UAȱPESȱ99225ȱ(1987).ȱ

—ȱ(1966b) EȱRequiemȱperȱunȱdestinoȱ ���ENNIOȱMORRICONEȱ(1995).
—ȱ(1966c) ESeȱtelefonandoȱXMinaȱ�RIFIȱRFNȱ16152ȱ'ȱuKSuG1LOaYI (live) [110816].
—ȱ(1968) EȱC’eraȱunaȱvoltaȱilȱWest/OnceȱUponȱaȱTimeȱinȱtheȱWestȱ(Paramount/Rafran/ȱ

SanȱMarcoȱHȱSergioȱLeoneȱȱ&Paramountȱ0Ȭ9736Ȭ06830Ȭ8.ȱ
—ȱ(1971) EȱGiùȱlaȱtestaȱ(a.k.a.ȱDuck,ȱYouȱSucker!;ȱAȱFistfulȱofȱDynamite;ȱOnceȱUponȱAȱ

Time...TheȱRevolution)ȱ(RafranȱFilmsȱHȱSergioȱLeoneȱ
&ȱMGMȱ0Ȭ27616Ȭ06635Ȭ6ȱ(2007).

—ȱ(1976a) Eȱ‘Leȱdieciȱpiaghe:ȱgliȱinsetti’ȱMoséȱȱHȱGianfrancoȱDeȱBosioȱ(ȱRAI/ITC;ȱ
�ȱRCAȱCinematreȱNL31106ȱ(1980).ȱ

—ȱ(1976b) EȱNovecento/1900ȱ(ProduzioneȱEuropeeȱAssociate;ȱArtemis;ȱdistr.ȱUAȱ
HBernardoȱBertolucciȱ&Paramountȱ09736088046Ȭ5ȱ(2006)ȱ
YSvTV2ȱ1987ȱ�RCAȱTBLȱ1Ȭ1221ȱ(1976).

—ȱ(1978) EȱIȱWesternȱdiȱEnnioȱMorricone,ȱvol.ȱ2ȱ�RCAȱNLȱ33066.
—ȱ(1986) EȱTheȱMissionȱ(Goldcrest/WarnerȱHRolandȱJofféȱ8WarnerȱSOȱ15031ȱ(1996)

ȱ&Warnerȱ23497ȱ(2003)ȱYSvTV2ȱ1990Ȭ02Ȭ24ȱ�VirginȱV2402ȱ(1986)ȱ
•ȱAscunciónȱȱ•ȱGabriel’sȱOboe.

—ȱ(1988) EȱForȱAȱFewȱDollarsȱMoreȱ/ȱFistfulȱofȱDollarsȱ�RCAȱNDȱ70391ȱ(1988).
—ȱ(1990) EȱTheȱLegendaryȱItalianȱWesternsȱ�RCAȱNDȱ90526ȱ(1990).ȱ
—ȱ(1994a)ȱ e%ȱLaȱgrandeȱorchestraȱdiȱEnnioȱMorriconeȱ(popularȱsongȱarrangementsȱc.ȱ1963)

�ȱMusicȱMarketȱ/Ariola/ȱRCAȱ74321Ȭ18692Ȭ2.ȱ
—ȱ(1994b) EȱDisclosureȱ�ȱMovieȱMusicȱCDVMMȱ16ȱ/ȱVirginȱ7243ȱ8ȱ40220ȱ2ȱ0ȱLCȱ3098ȱ

(ȱWarnerȱH�BarryȱLevinson.
—ȱ(1997)ȱ EȱTheȱSinglesȱCollection:ȱ47ȱThemesȱfromȱ25ȱMoviesȱ�ȱDRGȱCinemavoxȱ32921.



Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 635

—ȱ(1996) EȱEnnioȱMorriconeȱOȱOrchestraȱUnioneȱMusicistiȱdiȱRomaȱ�ȱNewȱAgeȱMusicȱ
andȱSoundsȱNAMSȱ062Xȱ(incl.ȱDueȱpezziȱsacriȱperȱorchestra).

—ȱ(2008) EnnioȱMorricone:ȱTheȱCompleteȱEditionȱ�GDM/EdelȱItaliaȱ0194392EREȱ(15ȱCDs).
MORRIS,ȱChȱ(1938)ȱFoundationsȱofȱaȱTheoryȱofȱSignsȱDChicagoȱU.P.
MORRIS,ȱRȱ(n.d.)ȱTowardȱaȱ“BuddhistȱMusic”:ȱPrecursorsȱEastȱandȱWestȱDRochester:ȱEastmanȱ

SchoolȱofȱMusicȱ) lulu.esm.rochester.edu/rdm/pdflib/Morris.BudMus.pdf [120420].
MOSSBERG,ȱFransȱ(2005)ȱ‘Theȱcontinuumȱofȱwords,ȱvoiceȱandȱmusic:ȱinȱsearchȱofȱaȱvocabȬ

ularyȱforȱtheȱtimbreȱofȱsongȱandȱvoice’ȱD ȱTIMBREȱ(2005).
MOTOWNȱSTORY,ȱTheȱȬȱ25ȱYearsȱofȱGreatȱOriginalȱHitsȱ(1991)ȱ�ReaderȇsȱDigestȱ–ȱRDCDȱ231Ȭ236.
MOYLAN,ȱWilliamȱ(1992)ȱTheȱArtȱofȱRecording:ȱTheȱCreativeȱResourcesȱofȱMusicȱProductionȱ

andȱAudioȱDȱNewȱYork:ȱVanȱNostrandȱReinhold.
—ȱ(2002) TheȱArtȱofȱRecording:ȱUnderstandingȱandȱCraftingȱtheȱMix,ȱ2ndȱed.ȱ

DȱBoston:ȱFocalȱPress.
MOZART,ȱWolfgangȱAȱ(1779)ȱSinfoniaȱConcertanteȱforȱViolinȱandȱViolaȱinȱE�ȱmajor,ȱK364ȱ

PLondon:ȱEulenburgȱ(ed.ȱR.ȱGerber,ȱ1935)
ȱOAcademyȱofȱSt.ȱMartinȱinȱtheȱFieldsȱ%NevilleȱMarrinerȱOStephenȱShinglesȱ
[vla.]ȱOAlanȱLovedayȱ[vln.]ȱ�DeccaȱSerenataȱSAȱ17ȱ(1982).ȱ

Ȱȱ(1785a) StringȱQuartetȱNo.ȱ19ȱinȱCȱmajorȱK465ȱ(‘Dissonance’)
Mozart:ȱStringȱQuartets,ȱK136Ȭ138ȱandȱK465,ȱ‘Dissonance’ȱOEderȱQuartetȱ
�Naxosȱ8.503169ȱ(1993).

Ȱȱ(1785b) PianoȱConcertoȱNo.ȱ21ȱinȱCȱMajorȱK467,ȱ2nd.ȱmvtȱ(Andante)ȱPȱLondon:ȱEulenȬ
burgȱ(1934)ȱO%ȱGezaȱAndaȱ(piano)ȱOȱMozarteumȱOrchestraȱSalzburg,ȱusedȱ
inȱElviraȱMadiganȱ((ȱEuropafilmȱHȱWiderbergȱ1967)ȱ'ȱOtRROmKjo2w;ȱalsoȱ
OȱIngridȱHæblerȱ(piano)ȱOȱLondonȱSymph.ȱOrch.ȱ%ȱWitoldȱRowickiȱ
�ȱPhilipsȱ6527ȱ147ȱ(1982).

—ȱ(1786) ConcertoȱforȱHornȱinȱE�ȱmajor,ȱK495ȱOȱDennisȱBrainȱ(horn),ȱPhilharmoniaȱ
Orch.ȱ%ȱHerbertȱvonȱKarajanȱ��Columbiaȱ33ȱCXȱ1140.

Ȱȱ(1787) EineȱkleineȱNachtmusik,ȱK525ȱPLondon:ȱEulenburgȱ(n.d.).
—ȱ(1788)ȱ Symphonyȱ#40,ȱȱGȱmin.ȱK550,ȱI:ȱMoltoȱallegroȱOȱSymph.ȬOrch.ȱBayerischenȱ

Rundfunksȱ%Kubelikȱ�TheȱSixȱLastȱSymphonies,ȱ2,ȱCBSȱMasterworksȱMDKȱ
44649ȱ(1981);ȱ)*ȱtagg.org/bookxtrax/NonMuso/mp3s/MozK550-I-Kubelik.mp3 [111221];ȱIII:ȱ
MenuettoȱOTurinȱRadioȱSymph.ȱOrch.ȱ%Karajanȱ'ȱOumZaY4cNcg [111220].

—ȱ(1791) DieȱZauberflöteȱ(MagicȱFlute)ȱK620ȱXGüntherȱGroisböch,ȱXSaimirȱPirgu,ȱ
XAlbinaȱShagimuratovaȱOLaȱScalaȱOrch.ȱ&ȱChorusȱ&NaxosȱOABD7099Dȱ
(2011);ȱQueenȱofȱtheȱNightȱaria DUREXȱ(2008)ȱandȱFOSTERȱJENKINSȱ(n.d.).

MUG OF BROWN ALEȱ(IrishȱTrad.)ȱP)cpmusic.com/tradgif/mugbrown.gif [090607].ȱ
MULLIGAN,ȱGerryȱ(1958)ȱEOȱ‘Barbara’sȱTheme’.ȱIȱWantȱtoȱLive!ȱ(UnitedȱArtistsȱHRobertȱ

Wiseȱ�UnitedȱArtistsȱUAL4006ȱ(1958).
MURENA,ȱTȱȱ ȱCOLOMBOȱ&ȱMURENAȱ(2007).ȱ
MUSIKȱFRÅNȱBULGARIENȱ(1965,ȱed.ȱDebenȱBhattacharya)ȱ�ExpoȱNorrȱ(Rikskonserter)ȱRIKSȱ

LPXȱ4ȱ(1971)ȱ�CapriceȱCAPȱ1085ȱ(1978)ȱ•ȱHarvestȱSongȱ TAGGȱȱ'(2011e).ȱȱȱ
MUSIKȱFRÅNȱTANZANIAȱ(1974,ȱed.ȱKristerȱMalm)ȱ�CapriceȱRIKSȱLPXȱ8.
MUSSORGSKY,ȱModestȱ(1863)ȱNightȱonȱtheȱBareȱMountainȱ21886ȱPLondon:ȱEulenburgȱEEȱ

6125ȱ(n.d.)ȱdȱNȱAȱRimskyȬKorsakov.ȱRostropovichȱConductsȱ%MstitslavȱRostroȬ
povichȱOOrchestreȱdeȱParisȱȱ�EMIȱASDȱ3421ȱ(1978).

—ȱ(1874) PicturesȱatȱanȱExhibitionȱdMȱRavelȱOSlovakȱPhilharmonicȱOrch.ȱ%Davidȱ
Nazarethȱ�Naxosȱ8.550051ȱ(1987).

NATIONALȱANTHEMSȱ(1986)ȱOAmericanȱBrassȱBandȱ� LaserlightȱDigitalȱ15ȱ155.

http://lulu.esm.rochester.edu/rdm/pdflib/Morris.BudMus.pdf
http://tagg.org/bookxtrax/NonMuso/mp3s/MozK550-I-Kubelik.mp3
http://www.youtube.com/watch?v=OumZaY4cNcg
http://cpmusic.com/tradgif/mugbrown.gif


636 Tagg:ȱMusic’sȱMeaningsȱ—References

NATIONALTEATERNȱ(1978)ȱBarnȱavȱvårȱtid.ȱNacksvingȱ031Ȭ16.
NATTIEZ,ȱJeanȬJacquesȱ(1976)ȱFondementsȱd’uneȱsémiologieȱdeȱlaȱmusique.ȱDȱParis:ȱUgé.
—ȱ(2000) MusicȱandȱDiscourse:ȱTowardȱaȱSemiologyȱofȱMusic�DȱPrincetonȱU.P.ȱ2ȱ‘MusiȬ

cologieȱgénéraleȱetȱsémiologie;ȱParis:ȱChristianȱBourgeoisȱ(1987).ȱ
NATTIEZ,ȱJȬJȱ&ȱSCHULTEȬTECHNOFF,ȱIsabelleȱ(1990).ȱ‘Lȇetnomusicologia:ȱstrutturalismoȱoȱ

culturalismo?’ȱMusica/Realtà,ȱ61.ȱ2000:ȱ109Ȭ132.
NEGROȱWORKȱSONGSȱANDȱCALLSȱ ȱLOMAXȱ&ȱBOTKINȱ(1943).
NCISȱ(2003)ȱHȱDennisȱSmithȱHȱT.ȱJ.ȱWrightȱVȱCBSȱYȱChannelȱ5ȱ(UK),ȱ2011.ȱ
NEHRING,ȱNeilȱ(1997)ȱPopularȱMusic,ȱGender,ȱandȱPostmodernism:ȱAngerȱIsȱAnȱEnergy�

DȱThousandȱOaks,ȱCA:ȱSageȱPublicationsȱInc.
NETTL,ȱBRUNOȱ(1958)ȱSomeȱlinguisticȱapproachesȱtoȱmusicȱanalysisȱ�

DȱJournalȱofȱtheȱInternationalȱFolkȱMusic,ȱ10.ȱ
—ȱ(1964) TheoryȱandȱMethodȱinȱEthnomusicology�

DȱLondon:ȱFreeȱPressȱofȱGlencoeȱ&ȱCollierȬMacmillan.

NEVERȱMINDȱTHEȱBUZZCOCKSȱ(1996ȱȬȱ)ȱVTalkbackȱYBBC2.ȱSeriesȱ26ȱ#1:ȱ120924ȱ[120919].
THE NEW GROVE DICTIONARY OF MUSIC AND MUSICIANS (ed. S Sadie, 1980; 

paperback edition, 1995). London: Macmillan.
NEWȱHARVARDȱDICTIONARYȱOFȱMUSIC (1986) DCambridge, MA: Harvard U.P.
NEWMAN,ȱThomasȱ(1999)ȱEȱAmericanȱBeautyȱ(Dreamworks/ȱJinks/CohenȱHCohenȱ

Brothersȱ&Dreamworksȱ85382ȱ(2000).
NIELSENȱMEDIAȱ(2007)ȱTVȱAudienceȱReportȱ2006Ȭ7ȱDNewȱYork:ȱNielsen.

—ȱ(2011) TVȱAudienceȱReportȱ2010ȱ&ȱ2011ȱ(51stȱedition)ȱDNewȱYork:ȱNielsen.

NIGHTINGALE SANG IN BERKELEY SQUARE,ȱAȱ ȱSHERWIN & STRACHEYȱ(1940).
NIRVANAȱ(1991)ȱNevermindȱ�Geffenȱ424ȱ425Ȭ2.

•ȱSmellsȱLikeȱTeenȱSpiritȱȱ•ȱSomethingȱInȱTheȱWayȱȱ•ȱLithium.ȱ
NKETIA,ȱJȱHȱKwabenaȱ(1974)ȱTheȱMusicȱofȱAfricaȱDNewȱYork:ȱNorton.

NORMAN,ȱMontyȱ(1962)ȱȱE6ȱDr.ȱNo,ȱa.k.a.ȱTheȱJamesȱBondȱTheme.ȱOTheȱJohnȱBarryȱOrch.ȱ
' mF_6cSads0Eȱandȱ) itunes.apple.com/us/artist/john-barry-orchestra/id133904310 [100923];ȱ
�TheȱBestȱofȱBondȱ(OriginalȱSoundtracks),ȱUnitedȱArtistsȱUASȱ29021ȱ(1975)ȱ
)tagg.org/audio/DrNoBondVinyl.mp3 [100923].2ȱȱ

NORTH,ȱAlexȱ(1951)ȱAȱStreetcarȱNamedȱDesireȱ(Warner/CharlesȱKȱFeldmanȱHEliaȱKazanȱ
YȱChannelȱ4ȱ(UK)ȱMayȱ1995ȱ� ȱFIFTYȱYEARSȱOFȱFILMȱMUSIC.

NOVOTNEY,ȱEugeneȱDȱ(1998)ȱTheȱThreeȱAgainstȱTwoȱRelationshipȱasȱtheȱFoundationȱofȱTimeȬ
linesȱinȱWestȱAfricanȱMusicsȱDȱUrbana,ȱIL:ȱUniversityȱofȱIllinois.

OȇDONNELL,ȱLaurenceȱIIIȱ(1999)ȱMusicȱandȱtheȱBrainȱ
D)cerebromente.org.br/n15/mente/musica.htmlȱ[121201].

OLIVEIRAȱLEITE,ȱCláudiaȱAparecidaȱdeȱ(2006)ȱ‘Aȱdançaȱdosȱnomes:ȱanáliseȱdeȱumȱnomeȱ
próprioȱnaȱcenaȱdeȱFaroesteȱcaboclo’ȱDConexãoȱLetras,ȱ2/2:ȱ48Ȭ61
)msmidia.com/conexao/2/cap4.pdf [120214].ȱ

OLIVER,ȱPaulȱ(1969,ȱed.)ȱTheȱStoryȱofȱtheȱBlues,ȱvol.ȱ1ȱ�ȱCBSȱ66218.
—ȱ(1972) TheȱStoryȱofȱtheȱBlues�D�London:ȱBarrieȱ&ȱJenkinsȱ2ȱ1969.ȱ
O’LOCHLAINN,ȱColmȱ ȱIRISHȱSTREETȱBALLADS.
ORBISON,ȱRoyȱ(1960)ȱRunningȱScaredȱ�LondonȱHLUȱ9342;ȱ+ȱ �ORBISONȱ(1973).
Ȱȱ(1963)ȱ InȱDreamsȱ�LondonȱHLUȱ9676;ȱ+ȱ �ORBISONȱ(1973).

2. Norman’sȱauthorshipȱhasȱbeenȱlegallyȱupheldȱseveralȱtimesȱbutȱȱit’sȱquiteȱpossibleȱthatȱ
theȱJamesȱBondȱThemeȱmayȱbeȱmusicallyȱasȱmuchȱtheȱworkȱofȱJohnȱBarryȱandȱDonȱBlack.ȱ

http://www.cerebromente.org.br/n15/mente/musica.html
http://tagg.org/audio/DrNoBondVinyl.mp3
http://msmidia.com/conexao/2/cap4.pdf
http://www.cerebromente.org.br/n15/mente/musica.html


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 637

Ȱȱ(1964) It’sȱOverȱ�Londonȱ9882;ȱ+ȱ �ORBISONȱ(1973).
Ȱȱ(1973) TheȱBestȱofȱRoyȱOrbisonȱ�ArcadeȱLSPȱ13158.
ORBIT,ȱWilliamȱ(1999)ȱQdOBarber’sȱAdagioȱforȱStringsȱ( EBARBERȱ1938)ȱ

�WEAȱSAMȱ00218;ȱonȱCDȱPiecesȱinȱaȱModernȱStyleȱ�Warnerȱ39842889572ȱ(2000).
ORCHESTREȱMUSETTEȱCAFÉȱDEȱPARISȱ(2009)ȱLaȱneuvelleȱenȱprintempsȱ

' dyOxCzWRmTo [111229].
ORQUESTAȱTÍPICAȱIMPERIALȱ(2006)ȱ‘AȱSalvadorȱAllende’ȱVȱATCȱBadiaȱenȱConciertoȱ

'ȱOLxuHTeDUE0 [120902].ȱ
ÖSTERHOLM,ȱCeciliaȱ ȱLINDGRENȱ&ȱÖSTERHOLM.ȱ
OXFORDȱBOOKȱOFȱTUDORȱANTHEMS,ȱTheȱ(1978)ȱPȱLondon:ȱOUP.ȱ
ÖZDEMIR,ȱElif;ȱNORTON,ȱAndrea;ȱSCHLAUG,ȱGottfriedȱ(2006)ȱ‘Sharedȱandȱdistinctȱneuralȱ

correlatesȱofȱsingingȱandȱspeaking’ȱDNeuroImage,ȱ33:ȱ628–635.
PACHELBEL,ȱJohannȱ(1690?)ȱCanonȱinȱDȱP) erato.uvt.nl/files/imglnks/usimg/8/8f/IMSLP120365-WIMA.7e38-

Pachelbel_Canon_in_D_for_String_Orchestra.pdfȱ[120318].
PADDISON,ȱMaxȱ(1993)ȱAdorno’sȱAestheticsȱofȱMusicȱDȱCUP.
PAPATHANASSIOU,ȱVangelisȱȱ ȱVANGELIS.

PALMER,ȱChristopherȱ(1990)ȱTheȱComposerȱinȱHollywood�D�London:ȱMarionȱBoyars.
PARAVONIAN,ȱRobȱ(2006)ȱPachelbelȱRantȱ'JdxkVQy7QLM [090208].
PARKS,ȱRichardȱetȱal.ȱ(2002)ȱTheȱDonȱMartinȱDictionary:ȱaȱcollectionȱofȱsoundȱeffectsȱfromȱhisȱ

MadȱMagazineȱpagesȱ(ed.ȱEdȱNorris)�D�)madcoversite.com/dmd.html [110317].
PARSON,ȱErwinȱRȱ(1999)ȱ‘TheȱVoiceȱinȱDissociation:ȱAȱGroupȱModelȱforȱHelpingȱVictimsȱ

IntegrateȱTraumaȱRepresentationalȱMemory’ȱDJournalȱofȱContemporaryȱPsyȬ
chotherapy,ȱ29/1;ȱ) springerlink.com/content/ux42784870281617/[080808].

PAVAROTTI,ȱLucianoȱ(1993)ȱXGranadaȱ(E ȱLara,ȱ1932),ȱatȱconcertȱ‘MyȱHeart’sȱDelight,ȱ
Modenaȱ'1X8e8rBHR7c [111218].

PAYNE,ȱKȱ(2000)ȱ‘Theȱprogressivelyȱchangingȱsongsȱofȱhumpbackȱwhales:ȱAȱwindowȱonȱ
theȱcreativeȱprocessȱinȱaȱwildȱanimal’�D�N.ȱWallin,ȱB.ȱMerkerȱandȱS.ȱBrownȱ
(eds.)ȱTheȱOriginsȱofȱMusic.ȱCambridgeȱ(USA):ȱMITȱPress:ȱ135Ȭ150.ȱ

PEI,ȱMarioȱ(1966)ȱGlossaryȱofȱLinguisticȱTerminology�D�NewȱYork:ȱColumbiaȱU.P.ȱ
PEÑALOSA,ȱDavidȱ(2009)ȱTheȱClaveȱMatrix:ȱAfroȬCubanȱRhythm,ȱitsȱPrinciplesȱandȱAfricanȱOrȬ

iginsȱDȱRedway,ȱCA:ȱBembeȱInc.ȱ
PENDERECKI,ȱKrzysztofȱ(1961)ȱE%ThrenodyȱforȱtheȱVictimsȱofȱHiroshimaȱ�Matrixȱ5,ȱ

EMIȱ7243ȱ5ȱ65077ȱ2ȱ2ȱ(1994).
PENGUINȱBOOKȱOFȱENGLISHȱFOLKȱSONG,ȱTheȱ(1959)ȱ PȱVAUGHANȱWILLIAMSȱ&ȱLLOYD.
PERCIVAL,ȱAllenȱ(1956)ȱTheȱOrchestraȱforȱBoysȱandȱGirls�D�London:ȱEnglishȱUniversitiesȱPress.
PEREC,ȱGeorgesȱ(1965)ȱLesȱchosesȱDParis:ȱJuillard.
PERETZ,ȱIsabelle;ȱZATORRE,ȱRobertȱJȱ(eds.,ȱ2003)ȱD�TheȱCognitiveȱNeuroscienceȱofȱMusic.ȱ

NewȱYorkȱ&ȱOxford:ȱOUP.
PERFECTȱ(1985)ȱ(ColumbiaȱPicturesȱHJamesȱBridges��ȱJohnȱTravolta,ȱJamieȱLeeȱCurtis.
PETERSON,ȱOscarȱ(1964)ȱTheȱOscarȱPetersonȱTrioȱPlaysȱ�ȱVerveȱV6Ȭ8591.ȱ
PETERSON,ȱRichardȱAȱ ȱDENISOFF & PETERSON (1972).
PETROVI),ȱGajoȱ(1983)ȱ‘Reification’.ȱDictionaryȱofȱMarxistȱThoughtȱ(ed.ȱBottomore,ȱHarris,ȱ

Kiernanȱ&ȱMiliband)ȱDCambridge,ȱMA:ȱHarvardȱU.P:ȱ411–413.
PHILISHAVEȱTRACERȱ(1986)ȱVYSkyȱChannel,ȱDecemberȱ1986� '�Taggȱ(2011a).
PIAF,ȱÉdithȱ(1959)ȱ‘Milord’ȱÉdithȱPiafȱ30èmeȱanniversaire.ȱ�EMIȱ827ȱ0972ȱ(1993).
PIAN,ȱRulanȱChaoȱ(1995)ȱ‘China’ȱ(I)�D�GrovesȱDictionaryȱofȱMusicȱandȱMusicians,ȱ4:245Ȭ249.
PICKETT,ȱWilsonȱ(1965)ȱTheȱMidnightȱHourȱ�AtlanticȱATȱ4036.
Ȱȱ(1967)ȱ FunkyȱBroadwayȱ�Atlanticȱ584130.

http://erato.uvt.nl/files/imglnks/usimg/8/8f/IMSLP120365-WIMA.7e38-Pachelbel_Canon_in_D_for_String_Orchestra.pdf
http://erato.uvt.nl/files/imglnks/usimg/8/8f/IMSLP120365-WIMA.7e38-Pachelbel_Canon_in_D_for_String_Orchestra.pdf
http://www.youtube.com/watch?v=JdxkVQy7QLM
http://madcoversite.com/dmd.html
http://www.springerlink.com/content/ux42784870281617
http://www.youtube.com/watch?v=5ADH5RB6Qsg
http://www.youtube.com/watch?v=OLxuHTeDUE0


638 Tagg:ȱMusic’sȱMeaningsȱ—References

PINKȱFLOYDȱ(1973)ȱDarkȱSideȱofȱtheȱMoonȱ�HarvestȱSHVLȱ804.
—ȱ(1975) WishȱYouȱWereȱHereȱ�HarvestȱSHVLȱ814.
PINKER,ȱStevenȱ(1997)ȱHowȱtheȱMindȱWorksȱDȱNewȱYork:ȱNorton.

PIRENNE,ȱChristopheȱ(2011)ȱUneȱhistoireȱmusicaleȱduȱrockȱDParis:ȱFayard.
PLATOȱ ȱPOIDEVINȱ(2009)ȱ
PLUSȱCÉLÈBRESȱMUSIQUESȱDEȱFILM,ȱLesȱ(1979)ȱ�MGMȱ2624011.
POIDEVIN,ȱROBINȱLEȱ(2009)ȱ‘TheȱExperienceȱandȱPerceptionȱofȱTime’;�StanfordȱEncyclopediaȱ

ofȱPhilosophy D)plato.stanford.edu/entries/time-experience/#4ȱ[101201].
POLICEȱ(1980)ȱDon’tȱStandȱSoȱCloseȱToȱMeȱ�ȱA&MȱAMSȱ7564.
POOLE,ȱBrianȱandȱtheȱTREMOLOESȱ(1963)ȱDoȱYouȱLoveȱMe?ȱ�ȱDeccaȱF11739.ȱ
PORTER,ȱColeȱ(1933)ȱBadȱForȱMeȱ �BOWLLYȱ(1933)
POST,ȱMikeȱ(1993)ȱEV6ȱ‘NYPDȱBlue’ȱLesȱmeilleuresȱsériesȱTVȱduȱcableȱetȱduȱsatelliteȱ

�ȱTVȱToonsȱTVTȱPLȱ980442Ȭ3036492ȱ(1998).
POWERS,ȱHȱSȱ(1995)ȱ‘India’ȱ(IȬII)�D�GrovesȱDictionaryȱofȱMusicȱandȱMusicians,ȱ9:ȱ69Ȭ141.ȱ
PRENDERGAST,ȱRoyȱM.ȱAȱNeglectedȱArt:ȱAȱCriticalȱStudyȱofȱMusicȱinȱFilmsȱ

DȱNewȱYork:ȱNewȱYorkȱUniversityȱPress.
PRISS,ȱUtaȱ(2001)’Aȱtriadicȱmodelȱofȱinformationȱflow’�D�Proceedingsȱofȱtheȱ9thȱInternationalȱ

ConferenceȱonȱConceptualȱStructuresȱ(ed.ȱGuyȱMineau):ȱ159Ȭ171.ȱ
PROCOLȱHARUMȱ(1967)ȱAȱWhiterȱShadeȱOfȱPaleȱ�ȱDeramȱDMȱ126.ȱ
PROFESSORȱLONGHAIRȱ(1949)ȱ‘Tipitina’ȱ�ȱAtlanticȱRhythmȱandȱBlues,ȱ1947Ȭ1974ȱ

Atlanticȱ781ȱ294Ȭ2ȱ(1985).
PSYCHOȱ(1960)ȱHHitchcockȱ(Shamley &Universalȱ20251ȱ(1999)ȱ EHERRMANNȱ(1960).
PUCCINI,ȱGiacomoȱ(1904)ȱMadameȱButterflyȱ(fullȱscore)ȱPRMilano:ȱRicordiȱ(1986).
PULPȱFICTIONȱ(1994)ȱHTarantinoȱ(Miramax��TheȱTarantinoȱConnectionȱ(CD)ȱMCAȱ

MCASDȱ80325ȱ(1996);ȱthemeȱtuneȱ �DALE.

PURCELL,ȱHenryȱ(1690)ȱEȱDidoȱandȱAeneasȱPȱNovelloȱ(1887).
QUEENȱ(1977)ȱWeȱWillȱRockȱYouȱ�ȱPathéȱMarconiȱEMIȱ2Cȱ00660045.
—ȱ(1991) DrivenȱByȱYouȱ MAYȱ(1991).
R.A.C.ȱKNIGHTSȱOFȱTHEȱROADȱ(1991)ȱV�YȱITV,ȱ1993.ȱ
RADIOHEADȱ(1992)ȱCreepȱ�ParlophoneȱCDRDJȱ6078ȱYCityȱFM,ȱLiverpoolȱ(1993).
—ȱ(1995) TheȱBendsȱ�Parlophoneȱ7243ȱ8ȱ29626ȱ2ȱ5.
—ȱ(1997) OKȱComputerȱ�Capitolȱ7243ȱ8ȱ55229ȱ2ȱ5ȱ(1997).ȱ
RAFFERTY,ȱGerryȱ(1978)ȱBakerȱStreetȱ�UnitedȱArtistsȱUPȱ36346.
RAGEȱAGAINSTȱTHEȱMACHINEȱ(2000)ȱ‘RenegadesȱOfȱFunk’ȱ�ȱRenegadesȱEpicȱEȱ85289.
RAHMANȱAȱRȱ(2001)ȱE�Lagaanȱ(w.ȱJavedȱAkhtar)ȱ(SetȱPicturesȱ(�XAamirȱKhanȱ

HAshutoshȱGowarikerȱ&ColumbiaȱTristarȱDCȱ68320ȱ(2003).ȱ
RAKSIN,ȱDavidȱ(1944)ȱLauraȱ(C20ȱFoxȱHOttoȱPreminger;ȱ6 �FILMMUSIKȱ(1982).
RAMALHO,ȱElbaȱ(1985)ȱ‘Palabraȱdeȱmulher’,ȱa.k.a.ȱ‘Vouȱvoltar’ȱ(E ȱBUARQUE);ȱ

ÓperaȱdoȱMalandroȱ.Fonobrasȱ29010519ȱ'QcmSQZ3rBsA [110315].
RANKINȱSISTERS,ȱTheȱ(1999).ȱTaladhȱChriosda.ȱTVȱSpecialȱ‘ChristmasȱCabaret’; taken off line; 

alternative version by Fiona J Mackenzie:ȱ'ȱbzilo8ZIISw [120705].
RAPÉE,ȱErnæȱ(ed.ȱ1924)ȱMotionȱPictureȱMoodsȱforȱPianistsȱandȱOrganistsȱPNewȱYork:ȱSchirmȬ

er;ȱfacsimileȱreprintȱbyȱArnoȱPress,ȱNewȱYorkȱ(1974).
RAVEL,ȱMauriceȱ(1913)ȱDaphnisȱetȱChloëȱ(suiteȱ2)ȱPParis:ȱDurand;ȱOSWRȱSinfonieorchesȬ

terȱ%GeorgesȱPrêtreȱ��)�(Ravel)
—ȱ(1928)ȱ Boléro:ȱonȱHolst:ȱTheȱPlanets;ȱRavel:ȱBoléro,ȱIOrchestreȱNationalȱdeȱFranceȱ

CLorinȱMaazelȱ�CBSȱMasterworksȱMDKȱ44781ȱ(1981).
REECE,ȱFlorenceȱ(1931)ȱWhichȱSideȱAreȱYouȱOn?ȱ �ȱCOALȱMININGȱWOMENȱ(1997).

http://www.tagg.org/bookxtrax/NonMuso/mp3s/NYPDBlue.mp3
http://www.youtube.com/watch?v=QcmSQZ3rBsA
http://plato.stanford.edu/entries/time-experience/#4
http://www.eclassical.com/conductors/pretre-georges/georges-bizet-maurice-ravel-daphnis-et-chloe-suite-no2-etc.html


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 639

REEVES,ȱJimȱ(1964)ȱ‘IȱLoveȱYouȱBecause’ȱNashvilleȱStarsȱonȱTourȱ
�CamdenȱCDSȱ1056ȱ(1970)ȱ'�nECoA-uVGfw [101202].ȱ

REICHERT,ȱJamesȱ(n.d.).ȱ‘HeroicȱEndeavour’.ȱRecordedȱMusicȱforȱFilm,ȱRadioȱandȱTV:ȱ
�ȱBooseyȱandȱHawkesȱSBHȱ3045.

RESPIGHI,ȱOttorinoȱ(1916)ȱTheȱFountainsȱofȱRomeȱȱPRȱMilan:ȱRicordiȱ
�ȱIȱpiniȱdiȱRomaȱ/ȱLeȱfontaneȱdiȱRoma:ȱCBSȱOdysseyȱMBKȱ44961ȱ(1973).

REYNOLDS,ȱSimonȱ(1990)ȱDȱBlissedȱOut.ȱTheȱRapturesȱofȱRock.ȱLondon:ȱSerpent’sȱTail.
RIDING,ȱD;ȱLONSDALE,ȱD;ȱBROWN,ȱBȱ(2006)ȱ‘TheȱEffectsȱofȱAverageȱFundamentalȱFrequenȬ

cyȱandȱVarianceȱofȱFundamentalȱFrequencyȱonȱMaleȱVocalȱAttractivenessȱtoȱ
Women’ȱDJournalȱofȱNonverbalȱBehavior,ȱ30:ȱ55–61.ȱ

RIEMANN,ȱHugoȱ(1901)ȱGeschichteȱderȱMusikȱseitȱBeethovenȱ(1800Ȭ1900)ȱ
DȱBerlin,ȱStuttgart:ȱSpemann.

RIEMENSCHNEIDER,ȱAlbertȱ ȱBACH/RIEMENSCHNEIDERȱ(1941).ȱ
RIGHTEOUSȱBROTHERS,ȱTheȱ(1964)ȱYouȇveȱLostȱThatȱLovinȇȱFeelingȱ�LondonȱHLUȱ9943.
REYNOLDS,ȱSimonȱ(1987)ȱ‘TheȱHeartȱofȱNoise’�DMelodyȱMakerȱ1987Ȭ02Ȭ28: ȱ40Ȭ41.
RILEY,ȱJeannieȱCȱ(1967)ȱHarperȱValleyȱPTAȱ�Polydorȱ56748ȱ'4ivUOnnstpg [110315].
RIMSKYȬKORSAKOV,ȱNikolaiȱAȱ(1874)ȱFlightȱofȱtheȱBumblebeeȱ(fromȱTheȱTaleȱofȱTsarȱSaltanȱ

(1900))ȱ�ȱSheherazade,ȱBumbleȱBee,ȱPrinceȱIgor,ȱ)eClassicalȱEC1721;ȱ
EC264Ȭ287;ȱOȱVolgogradȱPhilharmonicȱOrchestra.ȱ

—ȱ(1887)ȱ CapriccioȱEspagnolȱ�RostropovichȱConducts,ȱEMIȱASDȱ3421ȱ(1978).
RISINGȱLOWȱ(2002)ȱ(CactusȱUnlimitedȱHMikeȱGordonȱO�JohnȱEntwistle.

RITCHIE,ȱJeanȱ ȱWATSONȱ&ȱASHLEYȱ(1962).
RIVERA,ȱJuanȱyȱsusȱFAVORITOSȱDELȱNORTEȱ(ConjuntoȱNorteño)ȱ(2011)ȱ

Huapangoȱ‘DeȱRamonesȱaȱTeran’ȱ'ȱNlGOTRQTaU8 [120902].ȱ
ROCHON,ȱGastonȱ ȱVIGNEAULTȱ&ȱROCHON.

RODGERS,ȱJimmieȱ(1927)ȱ‘TȱForȱTexas/BlueȱYodelȱ#1’ȱ�ȱEssentialȱJimmieȱRodgersȱ
BMGȱ07863675002ȱ(1997).

RODGERS,ȱNileȱ(1988)ȱ‘SoulȱGlo’ȱComingȱtoȱAmericaȱ(Paramountȱ�EddieȱMurphyȱ
&Paramountȱ321577ȱ(1999).

RODGERS,ȱRichardȱ(1934)ȱBlueȱMoonȱPRȱNewȱYork:ȱRobbins;ȱ
 X�AlȱBOWLLYȱ(1935)ȱ'ȱO6PatxcB3lk [110817];ȱalso� �ȱMARCELS.

—ȱ(1945) ‘You’llȱNeverȱWalkȱAlone’ȱfromȱCaroussel;ȱLOscarȱHammerstein)

 X�GERRYȱ&ȱTHEȱPACEMAKERSȱ(1963)ȱ X�LIVERPOOLȱFCȱ(1972).ȱ
—(1949)ȱ ‘ThereȱIsȱNothingȱLikeȱAȱDame’ȱfromȱSouthȱPacific.ȱ

�ȱRCAȱVictorȱLOCȱ1032ȱ(1958).
RODRIGO,ȱJoaquínȱ(1940)ȱConciertoȱdeȱAranjuezȱOMelosȱEnsemble,ȱJulianȱBreamȱ%Colinȱ

Davis �GuitarȱMusic,ȱRCAȱLSCȱ2730ȬBȱ(1967) QMilesȱDAVISȱ(1959).
ROLLINGȱSTONES,ȱTheȱ(1964)ȱ‘Routeȱ66’.ȱTheȱRollingȱStonesȱ�Deccaȱ23536.
—ȱ(1965)ȱ Satisfactionȱ ȱROLLINGȱSTONESȱ(1986).
—ȱ(1969)ȱ GimmeȱShelterȱ ȱROLLINGȱSTONESȱ(1986).
—ȱ(1986)ȱ HotȱRocksȱ1964Ȭ1971ȱ�AbkcoȱLondonȱ844ȱ475Ȭ2.
ROMAFESTȱGYPSYȱENSEMBLEȱ(2009)ȱPromoȱvideoȱ(verbunk)ȱ'ȱHi-U-6IhO4M [110820].
ROSEN,ȱCharlesȱ(1976)ȱTheȱClassicalȱStyle�DLondon:ȱFaber.
RÖSING,ȱHelmutȱ(1977)ȱMusikalischeȱStlisierungȱakustischerȱVorbilderȱinȱderȱTonmalerei�

DMünchenȱ&ȱSalzburg:ȱKatzbichler.
—ȱ(1978) ‘FastȱwieȱeinȱUnwetter.ȱZurȱRezeptionȱvonȱPastoralȬȱundȱAlpensinfonieȬGeȬ

witter’�D�FestschriftȱWȱWioraȱ(70ȱJahr):ȱ65Ȭ89.ȱTutzing:ȱSchneider.
—ȱ(1983ȱed.)ȱRezeptionsforschungȱinȱderȱMusikwissenschaft�

http://www.youtube.com/watch?v=Hi-U-6IhO4M
http://www.youtube.com/watch?v=NlGOTRQTaU8


640 Tagg:ȱMusic’sȱMeaningsȱ—References

D�Darmstadt:ȱWissenschaftlichesȱBuchgesellschaft.
—ȱ(1985)ȱ  ȱBRUHNȱetȱal.
ROSS,ȱDianaȱ(1970)ȱAin’tȱNoȱMountainȱHighȱEnough;ȱ �MOTOWNȱSTORYȱ(1991);ȱradioȱ

(short)ȱversionȱonȱDianaȱRossȱ�MotownȱMSȱ711ȱ(1970)ȱ
'1TLKq8n5UA8 [120919];ȱalsoȱ ȱSUPREMES.

ROSSINI,ȱGiacchinoȱ(1829)ȱWilliamȱTellȱ(overture)ȱPȱLondon:ȱEulenburgȱ#ȱEEȱ616ȱ
OChicagoȱSymph.ȱOrch.ȱ%FȱReinerȱ�ȱRossiniȱOvertures,ȱRCAȱGoldȱSealȱAGLȱ
1Ȭ5210,ȱ1959;ȱwithȱsoundȱeffectsȱ6TheȱLoneȱRangerȱVABCȱ(1949Ȭ56)ȱ�THEMESȱ
LIKEȱOLDȱTIMES,ȱVOLȱ1.

ROTA,ȱNinoȱ(1972)ȱEȱTheȱGodfatherȱ(1)ȱ(ParamountȱȱHFȱFȱCoppolaȱYDanishȱTVȱ(1978).
ROTHENBUHLER,ȱEricȱWȱ(1987)ȱ‘Commercialȱradioȱandȱpopularȱmusic:ȱprocessesȱofȱselecȬ

tionȱandȱfactorsȱofȱinfluence’�D�PopularȱMusicȱ&ȱCommunicationȱ
(ed.ȱJȱLull):ȱ78Ȭ95.ȱNewburyȱPark:ȱSage.

ROUGETȱDEȱLISLE,ȱClaudeȬJosephȱ(1792)ȱEȱ‘LaȱMarseillaise’ȱPȱTheȱFellowshipȱSongȱBook,ȱ
p.ȱ2.ȱLondon:ȱCurwenȱ(1915).ȱ�ȱNationalȱAnthems.ȱNationalhymnenȱausȱ29ȱNaȬ
tionenȱOȱAmericanȱBrassȱBand.ȱLaserlightȱDigitalȱ15ȱ155ȱ(1986).

ROWLANDS,ȱWilliamȱPenfroȱ(1905)ȱBlaenwernȱ(‘DeuedȱDyddiauȱOȱBobȱCymysg’ȱ/ȱ‘Loveȱ
Divine,ȱAllȱLovesȱExcelling’)ȱPȱHymnsȱandȱPsalmsȱ(London:ȱMethodistȱPublishȬ
ingȱHouse,ȱ1983)ȱPȱCompleteȱMissionȱPraiseȱ(London:ȱMarshallȱPickering,ȱ1999);ȱ
asȱsungȱatȱroyalȱweddingȱ2011Ȭ04Ȭ29ȱVY'�ȱVFckP0F93JM [120722].

RÓZSA,ȱMiklósȱ(1944)ȱDoubleȱIndemnityȱ(ParamountȱHBillyȱWilderȱ&UniversalȱStudiȬ
osȱ(2006);ȱcueȱ‘MrsȱDietrichson’ȱonȱSpellboundȱ–ȱTheȱClassicȱFilmȱScoresȱofȱMiklósȱ
Rózsaȱ�RCAȱGLȱ43443ȱ(1981)ȱONationalȱPhilh.ȱOrch.ȱ%CharlesȱGerhardt.

THEȱRUTLESȱȬȱALLȱYOUȱNEEDȱISȱCASHȱ(1978)ȱ(RutlesȱCorpsȱHLEricȱIdleȱHGaryȱWeisȱ
ELXO�NeilȱInnesȱ&RhinoȱHomeȱVideoȱR2ȱ976641ȱ(2001).

SABICASȱ(AgustínȱCastellónȱCampos,ȱn.d.)ȱMalagueñaȱ(withȱMariaȱAlbaȱandȱCompany)ȱ
'ȱA3Iq0Qs0GAI [080609];ȱalsoȱ� '�TAGGȱ(2009c).

SAHLSTRÖM,ȱGöstaȱ(1969)ȱ‘PolskaȱiȱgȬmollȱefterȱGelotte’ȱ�ȱSpelmanslåtarȱfrånȱUppland;ȱ
SonetȱSLPȱ2025.ȱ

SAINTȱPATRICK’SȱHYMN,ȱa.k.aȱSlane,ȱa.k.aȱBobȱtuȱmaȱbhoile,ȱaȱComdiȱcrideȱ(Trad.ȱIrish)ȱ
PȱMETHODISTȱHYMNȱBOOKȱ(1933:ȱ#632);ȱalsoȱ �Taggȱ(1998c).

SALONIA,ȱGiovanniȱ(1991)ȱ‘Fallingȱinȱloveȱasȱaȱtherapeuticȱmoment.ȱTherapyȱasȱaȱmomentȱ
ofȱfallingȱinȱlove’ȱIntimateȱAutonomy:ȱAutonomousȱIntimacyȱ(ed.ȱBarbaraȱJoȱ
Brothers)ȱDLondonȱ&ȱNewȱYork:ȱRoutledge.ȱ

SAMȬANGȱSAMȱENSEMBLEȱ(1999)ȱO ‘RoeungȱTippȱSangvar’ȱ
�MusicȱfromȱVietnamȱ&ȱCambodia;ȱARCȱMusicȱEUCDȱ1547.

SANDERS,ȱErnestȱHȱ(1980)ȱ‘Hocket’ȱNewȱGrove,ȱvolȱ8:ȱ608ȱDLondon:ȱMacmillan.

SANDPIPERS,ȱTheȱ(1966)ȱGuantanameraȱ(LȱMARTÍ,ȱEȱFERNÁNDEZ)ȱ
�A&MȱAMȱ117ȱ'ȱJm1anurhbeg [111101].ȱ

SÅNGERȱFÖRȱSOCIALISMENȱ ȱSTRÖMȱ(1981).
SAPP,ȱCraigȱSȱ(2005)ȱ‘VisualȱHierarchicalȱKeyȱAnalysis’ȱDACMȱComputersȱinȱEntertainȬ

ment,ȱ4/4ȱ) ccrma.stanford.edu/~craig/papers/05/p3d-sapp.pdf [120110].
Ȱȱ(n.d.) KotoȱSoundȱDictionary:ȱHirajoshiȱ)koto.sapp.org/dict/hirajoshi/ȱ[120707].
SARDUYȱDIMET,ȱCarlosȱ(2005)ȱCharlyȱenȱLaȱHabanaȱ�CinquilloȱColibriȱCDȱ042;

Q�‘ChanȱChan’ȱ4 ȱCOMPAYȱSEGUNDOȱ(1985).
SATIE,ȱÉricȱ(1913)ȱ‘Surȱunȱvaisseau’ȱDescriptionsȱautomatiquesȱPȱParis:ȱDemets.

SATSUMA,ȱFrankȱ(n.d.)ȱIȱWantȱYouȱToȱGetȱUnderȱMyȱSkinȱ' j4dHPS8gvLA [120918].
SAUNDERS,ȱJenniferȱ ȱFRENCHȱANDȱSAUNDERS.

https://ccrma.stanford.edu/~craig/papers/05/p3d-sapp.pdf
http://www.youtube.com/watch?v=j4dHPS8gvLA
http://www.youtube.com/watch?v=A3Iq0Qs0GAI
http://koto.sapp.org/dict/hirajoshi/
http://www.youtube.com/watch?v=1TLKq8n5UA8
http://www.youtube.com/watch?v=VFckP0F93JM


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 641

SAVAGEȱSEVEN,ȱTHEȱ(1968)ȱHRichardȱRushȱEOCreamȱEMikeȱCurbȱ(AIP/DickȱClark).
SAWTELL,ȱPaulȱ(1942)ȱValleyȱOfȱTheȱSunȱ(RKOȱHGeorgeȱMarshall;

extractsȱY ȱHOLLYWOODȱ(1988).
—ȱ(1953) Arrowheadȱ(ParamountȱHCharlesȱMarquisȱWarrenȱ&Paramountȱ(2004);

extractsȱY ȱHOLLYWOODȱ(1988).
SCHAFER,ȱRȱMurrayȱ(1967)ȱEarȱCleaningȱDVienna:ȱUniversalȱEdition.ȱ
—ȱ(1977) TheȱTuningȱofȱtheȱWorldȱDBancroftȱ(Ontario):ȱArcanaȱEditions.
SCHERER,ȱKlausȱRȱ(1987)ȱ‘Personalityȱinferenceȱfromȱvoiceȱquality:ȱtheȱloudȱvoiceȱofȱextroȬ

version’ȱDEuropeanȱJournalȱofȱSocialȱPsychology,ȱ8:ȱ467Ȭ487.ȱ
SeeȱalsoȱHELLGRINGȱ&ȱSCHERERȱ(1996).

SCHICKELE,ȱPeterȱ(1967)ȱReportȱFromȱHoople:ȱPȱDȱQȱBachȱOnȱTheȱAirȱ�VanguardȱVSDȱ79268.
ȣȱEchoȱSonataȱforȱTwoȱUnfriendlyȱGroupsȱofȱInstrumentsȱ' j57GPRiDBy0[130318]ȱ
ȣȱ‘DoȱYouȱSuffer?’ȱandȱ‘IfȱYouȱHaveȱNever’ȱȣȱSchleptetȱinȱE�ȱMajorȱ'ȱzCXVec9b8mcȱ
[120918]ȱȣȱNewȱHorizonsȱinȱMusicȱAppreciationȱ(Beethoven’sȱFifth).ȱ

Ȱȱ(1971) TheȱWurstȱofȱPȱDȱQȱBachȱ�ȱVanguardȱVSDȬ719/20.ȱ
ȣȱIphigeniaȱinȱBrooklynȱȣȱMyȱBonnyȱLassȱSheȱSmelleth,ȱȣȱTheȱSeasonings.

SCHUBERT,ȱFranzȱ(1816)ȱAnȱdieȱMusik� PȱSCHUBERTȱ(n.d.ȱ1:ȱ236)
—ȱ(1820) AveȱMaria,ȱOp.ȱ52ȱno.ȱ6ȱ PȱSCHUBERTȱ(n.d.ȱ1:ȱ206)
—ȱ(1822)ȱ DieȱschöneȱMüllerin,ȱOp.ȱ25,ȱDȱ795ȱXȱJuliusȱPatzakȱOȱMichaelȱRaucheisenȱ

�PilzȱAcantaȱ442115Ȭ2ȱ(1988);ȱȱP �SCHUBERTȱ(n.d.ȱ1).ȱ
—ȱ(1814Ȭ27)ȱAusgewälteȱLiederȱ PSCHUBERTȱ(n.d.ȱ1:ȱ170Ȭ260)
—ȱ(1827) WinterreiseȱOp.89,ȱDȱ911ȱXHansȱHötterȱOMichaelȱRaucheisenȱ

�PilzȱAcantaȱ442116Ȭ2ȱ(1988)ȱ PSCHUBERTȱ(n.d.ȱ1:ȱ54Ȭ121).
—ȱ(1828) Schwanengesang,ȱOp.ȱposth.,ȱDȱ957ȱLLudwigȱRellstabȱLHeinrichȱHeineȱ

OMichaelȱRaucheisenȱXHansȱHötterȱXPeterȱAndersȱ
�PilzȱAcantaȱ442117Ȭ2ȱ(1988ȱ41943,ȱ1950)ȱ PSCHUBERTȱ(n.d.ȱ1:ȱ122Ȭ169).

—ȱ(n.d.ȱ1,ȱc.ȱ1908)ȱGesängeȱfürȱeineȱSingstimmeȱmitȱKlavierbegleitungȱ(ed.ȱFriedländer):ȱBandȱ
IȱȬȱAusgabeȱfürȱhoheȱStimmeȱPRȱLondon,ȱNewȱYork,ȱFrankfurt:ȱPeters.

—ȱ(n.d.ȱ2) FranzȱSchubertȱLiederȱVolumeȱ1ȱXGundulaȱJanowitzȱOIrwinȱGage
� ȱDGGȱ5ȱLPȱ2740ȱ196ȱ(1978).ȱ

SCHWARTZ,ȱArthurȱ(1929)ȱEMoanin’ȱLowȱLHowardȱDietzȱXLibbyȱHolmanȱ�Brunswick.

SCOTTȱHeron,ȱGilȱ(1974)ȱTheȱRevolutionȱWillȱNotȱBeȱTelevizedȱ�ȱDigginȱBreaksȱDIGȬ14.ȱ
SCRUGGS,ȱEarlȱ ȱFLATTȱ&ȱSCRUGGS.
SEDAKA,ȱNeilȱ(1959)ȱOh!ȱCarolȱ�RCAȱ1152.
—ȱ(1961) HappyȱBirthdayȱSweetȱSixteenȱ�RCAȱ1266.
SEINFELDȱ(1989Ȭ1998)ȱȱOEȱJonathanȱWolffȱVCastleȱRock/Columbia/NBC.

'ȱ_V2sBURgUBIȱ[120812].ȱ
SELMER,ȱCootyȱandȱhisȱREDȱLIGHTȱORCHESTRAȱ(n.d.)ȱSexyȱSaxȱ�LȬSTȱ7123ȱ(Germany).

SEEGER,ȱCharlesȱ(1960)ȱ‘Onȱtheȱmoodsȱofȱaȱmusicalȱlogic’ȱDȱJournalȱofȱtheȱAmericanȱMusiȬ
cologicalȱSociety,ȱXXII.ȱReprintedȱinȱStudiesȱinȱMusicologyȱ1935Ȭ1975;ȱBerkeley:ȱ
UniversityȱofȱCaliforniaȱPressȱ(1977:ȱ64Ȭ88).

SEEGER,ȱPeteȱ(1963)ȱGuantanameraȱ(LȱMARTÍ,ȱEȱFERNÁNDEZ)ȱ
�CBSȱ1547ȱ'X5JLCAIJLJ8 [111104].

SELLERS,ȱPeterȱ(1958)ȱ‘SuddenlyȱIt’sȱFolkȱSong’;ȱTheȱBestȱofȱSellersȱ�ParlophoneȱPMDȱ1069.
SEMMLER,ȱAlexanderȱ(n.d.)ȱ‘CinderellaȱDreams’ȱandȱ‘LullabyȱOfȱTheȱCity’ȱ

 �BACKGROUNDȱMUSICȱFORȱHOMEȱMOVIES.
SERVICE,ȱTomȱ(2008)ȱ‘DurexȱrecruitȱMozartȱforȱtheirȱlatestȱTVȱad’ȱDTheȱGuardianȱ2008Ȭ12Ȭ

02ȱ)guardian.co.uk/music/tomserviceblog/2008/dec/02/durex-mozart-ad [120121].

http://www.youtube.com/watch?v=j57GPRiDBy0
http://www.youtube.com/watch?v=zCXVec9b8mc
http://www.youtube.com/watch?v=X5JLCAIJLJ8
http://www.guardian.co.uk/music/tomserviceblog/2008/dec/02/durex-mozart-ad
http://www.youtube.com/watch?v=_V2sBURgUBI


642 Tagg:ȱMusic’sȱMeaningsȱ—References

SEXOPHONE – TV TROPES D )tvtropes.org/pmwiki/pmwiki.php/Main/Sexophone [110810].
SHADOWS,ȱTheȱ(1960)ȱApacheȱ�ColumbiaȱDBȱ4484.
Ȱȱ(1964) ‘Zambezi’;ȱDanceȱwithȱtheȱShadowsȱ�ColumbiaȱSCXȱ3511ȱ(1964);ȱ

'ȱj5r-kE5_ph0 [120802];ȱȱEȱNicoȱCarstensȱ©ȱ1955;ȱ4� ȱCALVERTȱ(1956).
SHAFTȱ(1971)ȱ(ȱMGMȱHȱGordonȱParksȱ�RichardȱRountreeȱOE6 HAYESȱ(1971).
SHANGRIȬLAS,ȱTheȱ(1964a)ȱLeaderȱOfȱTheȱPackȱ�RedȱBirdȱRBVȱ35005;ȱ

alsoȱonȱLegendsȱofȱ’Rockȱn’ȱRollȱ.TringȱTTMCȱ088ȱ(c.1994).
Ȱȱ(1964b) Remember!ȱ(WalkingȱInȱTheȱSand)ȱ�ȱRedȱBirdȱ10008.ȱ
SHAVE,ȱJonathanȱ(1998)ȱ‘Airplane!:ȱanalysis,ȱscore,ȱcueȱlist’ȱDIPM,ȱUniversityȱofȱLiverpoolȱ

) tagg.org/students/Liverpool/airplaneJShave.zip [120212].
—ȱ(2000) ‘WhoȱWantsȱtoȱbeȱaȱMillionaire?:ȱanalysisȱofȱtheȱmusic,ȱscore,ȱdiscussionȱDIPM,ȱ

UniversityȱofȱLiverpoolȱ) tagg.org/students/Liverpool/millionairJShave.zip [120212].ȱ
SHERWIN,ȱManningȱ(1940)ȱE ‘AȱNightingaleȱSangȱInȱBerkeleyȱSquare’ȱL�EȱMaschwitz).ȱ

�WeȇllȱMeetȱAgain:ȱTheȱLoveȱSongsȱofȱWorldȱWarȱII.ȱSmithsonianȱMSD2MȬ35384.
SIBELIUS,ȱJeanȱ(1893)ȱ‘Allaȱmarcia’ȱfromȱtheȱKareliaȱSuite,ȱOp.ȱ11ȱ

�ȱFinlandia,ȱValseȱTriste,ȱLyricȱSuite.ȱCBSȱOdysseyȱMBKȱ44895ȱ(1985)ȱ
OPhiladelphiaȱOrch.ȱCEugeneȱOrmandy

SIMON,ȱPaulȱ(1986)ȱGracelandȱ�WarnerȱBrothersȱ925447.
SIMONȱANDȱGARFUNKELȱ(1970)ȱBridgeȱOverȱTroubledȱWatersȱ�CBSȱ63699.ȱ
SIMPSON,ȱMikeȱ(2010)ȱGamelanȱTuningȱSystemsȱȬȱSlendroȱ&ȱPelogȱ'3Ku9iH2pU9g [110917].
SINCLAIR,ȱJohnȱMcHȱ&ȱCOULTHARD,ȱMalcolmȱ(1975)ȱTowardsȱandȱAnalysisȱofȱDiscourseȱ

DȱOxford:ȱOUP.
SKILLMAN,ȱTeriȱ(1986)ȱ‘TheȱBombayȱHindiȱFilmȱSongȱGenre:ȱAȱHistoricalȱSurvey’ȱ

DYearbookȱofȱTraditionalȱMusic,ȱ14:ȱ133Ȭ144.
SKOG,ȱIngeȱ(1975)ȱ‘Arabiskȱmusik’ȱSohlmansȱMusiklexikon,ȱ1ȱ(ed.ȱHȱÅstrand).ȱ

Stockholm:ȱSohlmans.

SLOBODA,ȱJ.A.,ȱO’NEIL,ȱS.A.ȱandȱIVALDI,ȱA.ȱ(2000)ȱ‘EverydayȱExperienceȱofȱMusic:ȱAnȱExȬ
perienceȱSamplingȱStudy’ DProceedingsȱofȱtheȱSixthȱInternationalȱConferenceȱonȱ
MusicȱPerceptionȱandȱCognition.ȱKeele,ȱUK:ȱDepartmentȱofȱPsychology.ȱ

SNOW,ȱMarkȱ(1996)ȱ‘TheȱXȬFilesȱThemeȱ(MainȱTitles)’ȱTheȱTruthȱandȱtheȱLight:ȱMusicȱfromȱ
theȱXȱFilesȱ�ȱWarnerȱBrothersȱ9362Ȭ46448Ȭ2.

SOHLMANSȱMUSIKLEXIKONȱ(1975Ȭ1979) DStockholm:ȱSohlmansȱFörlag.ȱ
Vols.ȱ1Ȭ2ȱ(1975),ȱ3ȱ(1976),ȱ4ȱ(1977),ȱ5ȱ(1979).

SOLOVIOVȬSEDOY,ȱVȱ(n.d.)ȱEʆ˓ʹː˓˖ˊ˓ʵˑ˩ʺȱʵʺˣʺ˕ʲ/MidnightȱInȱMoscow;ȱquotedȱfromȱmemȬ
oryȱafterȱKennyȱBallȱandȱhisȱJazzmenȱ( O�ȱBALL,ȱ1962);ȱseeȱalsoȱ
OȱNikolayȱShamovȱ'ȱVRCYRtNgIy4 [110814].

SONGS OF THE WORKERS (34th edition, 1973) DPChicago: Industrial Workers of the World. 
SONGSȱTHATȱWILLȱLIVEȱFORȱEVERȱ(n.d.ȱc.ȱ1938,ȱed.ȱMauriceȱJacobson)ȱELondon:ȱOdhams.

SOPHOCLESȱ(442ȱBC)ȱAntigoneȱ(tr.ȱI.ȱJohnstonȱafterȱA.ȱBrown)ȱDNanaimo:ȱVancouverȱ
IslandȱUniversityȱrecords.viu.ca/~johnstoi/sophocles/antigone.htmȱ[120916].

SOUNDȱOFȱMUSIC,ȱTheȱ(1958ȱ(1965)ȱHȱRobertȱWiseȱEȱRichardȱRogers;ȱEȱIrwinȱKostal
8ȱFoxvideoȱ1051ȱ(1993);ȱ&ȱNTSCȱ2004509 [0-24542-04509-0]ȱ(n.d.).ȱ

SOURCEȱfeaturingȱCANDIȱSTATON,ȱTheȱ(1997)ȱ‘YouȱGotȱTheȱLoveȱ–ȱ“NowȱVoyager”ȱmix’.ȱ
PureȱDanceȱȇ97ȱ�ȱPolygramȱTVȱ555ȱ084Ȭ2.

SPARSHOTT,ȱFrancisȱ(1997)ȱ‘SingingȱandȱSpeaking’ȱ
DBritishȱJournalȱofȱAestheticsȱ37/3:ȱ199Ȭ210.

SPINALȱTAPȱ[THISȱIS]ȱ(1984)ȱ(EmbassyȱHRobȱReinerȱ&MGMȱ0Ȭ7298Ȭ4658Ȭ3.
SPIVEY,ȱVictoriaȱ(1926)ȱXBlackȱSnakeȱBluesȱ�Okehȱ8338.

http://www.tagg.org/students/Liverpool/millionairJShave.zip
http://www.youtube.com/watch?v=VRCYRtNgIy4
http://records.viu.ca/~johnstoi/sophocles/antigone.htm
http://www.youtube.com/watch?v=3Ku9iH2pU9g
http://tvtropes.org/pmwiki/pmwiki.php/Main/Sexophone
http://www.tagg.org/students/Liverpool/airplaneJShave.zip
http://www.youtube.com/watch?v=j5r-kE5_ph0


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 643

STAFFORDȱSMITH,ȱJohnȱ(c.ȱ1810)ȱEȱTheȱStarȬSpangledȱBannerȱ(USȱnationalȱanthem)ȱLȱFranȬ
cisȱScottȱKeyȱ(1814)ȱ �ȱNATIONALȱANTHEMSȱ(1986).

STAIRWAYSȱTOȱHEAVENȱ(1992)ȱ25ȱversionsȱofȱ �LEDȱZEPPELINȱ(1971)ȱfromȱAustralianȱTVȱ
seriesȱTheȱMoneyȱorȱtheȱGunȱ(1989Ȭ1990)ȱ8ABCȱ(1992).

STANDINGȱINȱTHEȱSHADOWSȱOFȱMOTOWNȱ(2002)ȱ(ElliottȱScottȱ/ȱPaulȱJustmanȱ/ȱRimshotȱ
HPaulȱJustmanȱȱ&Artisanȱ0Ȭ12236Ȭ13780Ȭ1ȱ(2003).ȱ

STARȬSPANGLEDȱBANNER,ȱTheȱ EȱSTAFFORDȱSMITHȱ(c.ȱ1810)ȱ �ȱNATIONALȱANTHEMSȱ(1986).
STARȱWARSȱ(1977)ȱHGeorgeȱLucasȱȱ(C20ȱFoxȱ EWILLIAMS,ȱJohn
STEELEYEȱSPANȱ(1971)ȱ‘TheȱBlacksmith’,ȱ‘TheȱFemaleȱDrummer’,ȱ‘TheȱLarkȱInȱTheȱMornȬ

ing’ȱ�ȱPleaseȱToȱSeeȱTheȱKing.ȱMooncrestȱCrestȱ8ȱ(1971);ȱCDȱShanachieȱ79075ȱ
(1990);ȱ‘FemaleȱDrummer’ȱalsoȱonȱTheȱEssentialȱGuideȱtoȱFolkȱ(3×CD)ȱ
'ȱMSuuVqxEhRA [110814].

STEELYȱDANȱ(1976)ȱHaitianȱDivorceȱ�ABCȱ4152ȱYSRP3ȱDec.ȱ1976;ȱ�TheȱVeryȱBestȱofȱSteelyȱ
DanȱMCAȱMCLDDȱ19147ȱ(1985).

STEFANI,ȱGinoȱ(1976)ȱIntroduzioneȱallaȱsemioticaȱdellaȱmusica DȱPalermo:ȱSellerio.
—ȱ(1982) Laȱcompetenzaȱmusicale D�Bologna:ȱCLUEB.
STEINER,ȱMaxȱ(1933)ȱKingȱKong.ȱ(RKOȱHMerienȱCȱCooperȱandȱErnestȱBȱSchoedsackȱ

YSuperȱChannel,ȱDec.ȱ1987.ȱ
—ȱ(1942)ȱ NowȱVoyagerȱ(WarnerȱH ȱIrvingȱRapperȱ&Warnerȱ(2001);ȱ‘Loveȱclimaxȱandȱ

Finale’ȱ�NowȱVoyagerȱ–ȱTheȱClassicȱFilmȱScoresȱofȱMaxȱSteinerȱRCAȱReadȱSealȱ
SERȱ5695ȱONationalȱPhilharmonicȱOrch.ȱ%CharlesȱGerhardt.

STEINER,ȱMax;ȱHAGEMAN,ȱRichardȱ(1939)ȱStagecoachȱ(UnitedȱArtistsȱHJohnȱFordȱ
8ȱPolygramȱ083ȱ504ȱ3ȱ(1991)ȱ&Warnerȱ0Ȭ7907Ȭ3307Ȭ2ȱ(1997).

STEPPENWOLFȱ(1968)ȱBornȱToȱBeȱWildȱ�Dunhillȱ4138� EASYȱRIDERȱ(1968).
STERNE,ȱLawrenceȱ(1759Ȭ67)ȱTheȱLifeȱandȱOpinionsȱofȱTristramȱShandy,ȱGentleman 

D�London:ȱPenguinȱ(1967).
STILWELL,ȱRobynn,ȱ1997,ȱ‘“Iȱjustȱputȱaȱdroneȱunderȱhim…”ȱCollageȱandȱSubversionȱinȱtheȱ

ScoreȱofȱDieȱHard’ȱDȱMusicȱandȱLetters,ȱȱ78/4:ȱ551Ȭ580.
STOCKFELT,ȱOlaȱ(1988)ȱMusikȱsomȱlyssnandetsȱkonst.ȱEnȱanalysȱavȱWȱAȱMozartsȱsynfoniȱNrȱ40,ȱ

gȱmollȱK550.ȱDGöteborgsȱUniversitet:ȱMusikvetenskapligaȱinstitutionen.
STOCKHAUSEN,ȱKarlheinzȱ(1964)ȱMixturȱfürȱOrchester,ȱSinusgeneratorenȱundȱRingmodulaȬ

torenȱOȱDȱJohnson,ȱHȱBojé,ȱJȱFritsch,ȱRȱGehlhaar,ȱEnsembleȱHudbaȱDneskaȱ
%ȱLadislavȱKupkovicȱ�StockhausenȬVerlag,ȱStockhausenȱ8ȱ(1993).

Ȱȱ(1973) GreatestȱHitsȱ�ȱPolydorȱ2612ȱ023.ȱ
STOCKMEIER,ȱWolfgangȱ(ed.ȱ1970)ȱDieȱProgrammusikȱDPKöln:ȱArnoȱVolk.
STORMYȱSIXȱ(1982)ȱAlȱvoloȱ�ȱFonitȱCetraȱ2113ȱ(1996)ȱ2ȱL’OrchestraȱMILPȱ70001

'ȱ6jhmnHuh5uA [110819].
STORR,ȱAnthonyȱ(1992)ȱMusicȱandȱtheȱMindȱDNewȱYork:ȱTheȱFreeȱPress.
STORYȱOFȱTHEȱBLUES,ȱTheȱ ȱOLIVERȱ(1969)
STRAUSS,ȱJohannȱ(Jr.)ȱ(1867)ȱ‘AnȱderȱschönenȱblauenȱDonau’ȱa.k.aȱ‘TheȱBlueȱDanubeȱ

Waltz’.ȱ�ȱStraussȱWaltzes,ȱCBSȱOdysseyȱMBKȱ44892ȱ(1979)ȱOȱPhiladelphiaȱ
Orch.ȱ%ȱEugeneȱOrmandy;ȱseeȱalsoȱ �2001ȱ(1968).

—ȱ(1874)ȱ DieȱFledermausȱ(Overture)ȱOȱWienerȱPhilharmonikerȱ%ȱKarajan;ȱNewȱYearȱ
Concert,ȱViennaȱ(1987)ȱ'ȱsHF5LP53LZY [111111].ȱ

STRAUSS,ȱRichardȱ(1888)ȱE�DonȱJuanȱ� STRAUSSȱRȱ(1896/1974).ȱ
—ȱ(1896) AlsoȱsprachȱZarathustraȱȱPRLondon:ȱEulenburgȱ(1932)ȱ

�Philipsȱ420ȱ521Ȭ2ȱ(1974);ȱalsoȱinȱ(2001ȱ(1968).

http://www.youtube.com/watch?v=MSuuVqxEhRA
http://www.youtube.com/watch?v=6jhmnHuh5uA
http://www.youtube.com/watch?v=sHF5LP53LZY


644 Tagg:ȱMusic’sȱMeaningsȱ—References

Ȱȱ(1898) EinȱHeldenleben,ȱOp.ȱ40ȱPȱLondon:ȱEulenburgȱEEȱ498ȱ(n.d.)ȱYȱSRP2ȱ1978Ȭ12Ȭ07ȱ
OȱSverigesȱRadiosȱSymfoniorkesterȱ%ȱHerbertȱBlomstedt;ȱ�ȱEinȱHeldenleben,ȱ
VierȱletzteȱLiederȱOȱRotterdamȱPhilharmonicȱOrch.ȱ%ȱYannickȱNézetȬSéguin,ȱ
BISȱSACDȱ1880ȱ(2011)ȱviaȱ)eClassical.comȱ[120108].ȱ

—ȱ(1915) EineȱAlpensymphonieȱPLeipzig:ȱLeuckart.
STRAVINSKY,ȱIgorȱ&ȱCRAFT,ȱRobertȱ(1959)ȱConversationsȱwithȱIgorȱStravinsky 

DȱLondonȱ&ȱNewȱYork:ȱDoubleday.
STRAWBS,ȱTheȱ(1973)ȱ‘PartȱOfȱTheȱUnion’.ȱBurstingȱAtȱTheȱSeamsȱȱ��A&MȱAMLHȱ68144.
STRAWSER,ȱDickȱ(2009)ȱMahlerȇsȱSymphonyȱNo.ȱ9:ȱUpȱCloseȱ&ȱPersonalȱ

Dȱdickstrawser.blogspot.co.uk/2009/01/mahlers-symphony-no-9-up-close-personal.html [130318].ȱ
STRÖM,ȱPierreȱ(ed.,ȱ1981)ȱSångerȱförȱsocialismen DPȱStockholm:ȱArbetarkultur.
STRUNK,ȱOliverȱ(ed.,ȱ1952)ȱSourceȱReadingsȱinȱMusicȱHistoryȱDLondon:ȱFaber.
STUBBLEFIELD,ȱClydeȱ(1969/70)ȱFunkyȱDrummerȱ ȱBROWN,ȱJȱ(1970).
SUMMER,ȱDonnaȱ(1975)ȱLoveȱToȱLoveȱYouȱBabyȱ�GTOȱGTȱ17.
—ȱ(1978)ȱ IȱFeelȱLoveȱ�GTOȱGTȱ100.
SUNDBERG,ȱJohannȱ(1987)ȱTheȱScienceȱofȱtheȱSingingȱVoiceȱ(1987)ȱ

DDeKalbȱ(IL):ȱNorthernȱIllinoisȱU.P.ȱ
SUNDUIȱ(2007)ȱKhoomiiȱ(throatȱsingingȱlesson)ȱ' 9CrkF1ogLB4 [111229].ȱ
SUPREMES,ȱ[Diana Ross and]ȱTHEȱ(1966)ȱYouȱCan’tȱHurryȱLoveȱ �MOTOWNȱSTORYȱ(1991);

alsoȱ ȱROSSȱ(1970).
TAGG,ȱPhilipȱ(1966)ȱ‘Popȱmusicȱasȱaȱpossibleȱmediumȱinȱsecondaryȱschoolȱeducation’;ȱunȬ

publ.ȱdiss.,ȱUniv.ȱManchesterȱD) tagg.org/articles/xpdfs/mcr1966.pdf.
—ȱ(1979) Kojak:ȱ50ȱSecondsȱofȱTelevisionȱMusicȱ TAGGȱ(2000a).
— (1980 ed.) Film Music, Mood Music and Popular Music Research DȱGöteborg: Stencilled 

Papers from the Musicology Department, 8002. Edited (2002) and partly on-
line at )tagg.org/articles/xpdfs/intvws80v1.pdf.

—ȱ(1980) EO�SamtalȱV6ȱSvTV2ȱ�PelleȱBergendahlȱ
*)ȱtagg.org/audio/Signatures/Samtal1-160.mp3 [120705].ȱ

—ȱ(1981a) EOȱJagȱvillȱleva,ȱjagȱvillȱdöȱiȱNordenȱ6SRP1ȱ
*)tagg.org/audio/Signatures/JagVillLevaDoOrig.mp3 (original) [120705] 
*)tagg.org/audio/Signatures/JagVillLevaDoRadio.mp3 (as broadcast) [120705].

—ȱ(1981b) EOȱPackhusȱ18ȱȱV6ȱSvTV2ȱ�BjörnȱFjälkegård.
*)ȱtagg.org/audio/Signatures/Packhus18-1.mp3 (as broadcast)ȱ
*)tagg.org/audio/Signatures/Packhus18Rock3-160.mp3 (rock version) [both 120705].

—ȱ(1982a) ‘Analysingȱpopularȱmusic’ DȱPopularȱMusic,ȱ2:ȱ37Ȭ65
ȱ)tagg.org/articles/xpdfs/pm2anal.pdf [120909].

—ȱ(1982b) NatureȱasȱaȱMusicalȱMoodȱCategory DȱGöteborg:ȱIASPMȱInternalȱPublicationsȱ
8206ȱ)tagg.org/articles/nature.pdf [120909].

—ȱ(1982x) EOȱStudioȱGȱȱV6ȱSvTV1�ȱPelleȱBergendahl;
)�(links to original recordings) tagg.org/ptmuspubs.html [110316].ȱ

—ȱ(1984) ‘UnderstandingȱMusicalȱTimeȱSense’ȱDTvärspel:ȱ50ȬårsȱfestskriftȱförȱJanȱLing;ȱ
Göteborg:ȱSkrifterȱfrånȱmusikvetenskapligaȱinstitutionen,ȱ9:ȱ11Ȭ43;ȱ
) tagg.org/articles/xpdfs/timesens.pdf [120218].

Ȱȱ(1986) ‘ReadingȱSounds:ȱanȱessayȱonȱsounds,ȱmusic,ȱknowledge,ȱrockȱandȱsociety’ȱ
D)ȱoriginal English versionȱofȱItalianȱinȱL’Unità,ȱRome,ȱAugustȱ1986.ȱȱȱȱ

—(1987b)ȱ ‘MusicologyȱandȱtheȱSemioticsȱofȱPopularȱMusic’ DȱSemiotica,ȱ66Ȭ1/3:279Ȭ298;ȱ
)ȱtagg.org/articles/xpdfs/semiota.pdf.ȱ

http://www.tagg.org/audio/Signatures/Samtal1-160.mp3
http://www.youtube.com/watch?v=9CrkF1ogLB4
http://tagg.org/articles/xpdfs/mcr1966.pdf
http://www.tagg.org/articles/xpdfs/Intvws80.pdf
http://www.tagg.org/audio/Signatures/JagVillLevaDoOrig.mp3
http://www.tagg.org/articles/xpdfs/pm2anal.pdf
http://www.tagg.org/articles/xpdfs/nature.pdf
http://www.tagg.org/ptmuspubs.html
http://www.tagg.org/articles/xpdfs/timesens.pdf
http://www.tagg.org/articles/readsound.html
http://www.tagg.org/articles/xpdfs/semiota.pdf
http://www.tagg.org/audio/Signatures/JagVillLevaDoRadio.mp3
http://dickstrawser.blogspot.co.uk/2009/01/mahlers-symphony-no-9-up-close-personal.html
http://www.tagg.org/audio/Signatures/Packhus18-1.mp3
http://www.tagg.org/audio/Signatures/Packhus18Rock3-160.mp3
http://www.eclassical.com/


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 645

Ȱȱ(1988) AfricaȱinȱtheȱWorldȱofȱPopularȱMusicȱ(reportȱfromȱIASPMȱ4thȱInternationalȱConȬ
ferenceȱonȱPopularȱMusicȱStudies,ȱAccraȱ(Ghana),ȱ12Ȭ19ȱAugustȱ1987);
D)http://tagg.org/articles/xpdfs/ghanarpt.pdf.ȱ

Ȱȱ(1989) ‘Openȱletter:ȱBlackȱmusic,ȱAfroȬAmericanȱandȱEuropeanȱmusic’

DȱPopularȱMusic,ȱ8/3:ȱ285Ȭ298.
—ȱ(1990a) ‘AnȱAnthropologyȱofȱTelevisionȱMusic?’ DȱSvenskȱtidskriftȱförȱmusikforskning,ȱ

1989:ȱ19Ȭ42ȱ)tagg.org/articles/tvanthro.pdf.
—ȱ(1990b) ‘MusicȱinȱMassȱMediaȱStudies:ȱreadingȱsounds,ȱforȱexample’ȱDPopularȱMusicȱ

Researchȱ(NORDICOM),ȱ1Ȭ2:ȱ103Ȭ114ȱ)tagg.org/articles/readsound.html.
—ȱ(1991) ȱFernandoȱtheȱFluteȱ TAGGȱ(2000b)
—ȱ(1992) ‘Towardsȱaȱsignȱtypologyȱofȱmusic’ DȱSecondoȱconvegnoȱeuropeoȱdiȱanalisiȱmusiȬ

cale.ȱ(ed.ȱRȱDalmonte;ȱMȱBaroni):ȱ369Ȭ378.ȱTrento:ȱUniversitàȱdegliȱstudi.ȱ
)tagg.org/articles/trento91.html.

—ȱ(1993) ‘“Universal”ȱmusicȱandȱtheȱcaseȱofȱdeath’ DȱCriticalȱQuarterly,ȱ35/2:ȱ54Ȭ85ȱ
)tagg.org/articles/xpdfs/deathmus.pdf.

—ȱ(1994a) ‘Fromȱrefrainȱtoȱrave:ȱtheȱdeclineȱofȱfigureȱandȱtheȱriseȱofȱground’ DȱPopularȱ
Music,ȱ13/2:ȱ209Ȭ222.ȱInȱItalianȱasȱ‘Dalȱritornelloȱalȱ“rave”:ȱtramontaȱlaȱfigura,ȱ
emergeȱloȱsfondo’.ȱAnnaliȱdelȱIstitutoȱGramsciȱEmiliaȬRomagna,ȱ2/1994ȱ(ed.ȱEȱCollini,ȱ
SȱGranelli:ȱ158Ȭ175ȱ(1995)ȱD)tagg.org/articles/pmusrave.html [100903].

—ȱ(1994b) ‘Subjectivityȱandȱsoundscape,ȱmotorbikesȱandȱmusic’ DȱSoundscapes.ȱEssaysȱonȱ
VroomȱandȱMooȱ(ed.ȱHȱJärviluoma):ȱ48Ȭ66.ȱTampere:ȱDepartmentȱofȱFolkȱTraȬ
dition.ȱ)tagg.org/articles/xpdfs/virrat.pdf [100903] 

—ȱ(1998a) ‘TheȱGöteborgȱconnection:ȱlessonsȱinȱtheȱhistoryȱandȱpoliticsȱofȱpopularȱmusicȱ
educationȱandȱresearch’ DȱPopularȱMusic,ȱ17/2:ȱ219Ȭ242.ȱ
D)tagg.org/articles/xpdfs/gbgcnnct.pdf [100903]

—ȱ(1998b) ‘Tritonalȱcrimeȱandȱ“musicȱasȱ‘music’”’ DȱNormeȱconȱironie.ȱScrittiȱperȱiȱsettant’ȱ
anniȱdiȱEnnioȱMorriconeȱ(ed.ȱSȱMiceli;ȱLȱGallenga;ȱLȱKokkaliari):ȱ273Ȭ312.ȱMiȬ
lano:ȱSuviniȱZerboniȱD)tagg.org/articles/morric70.pdf.

—ȱ(1998c) dO�PrimeȱTimeȱVolumeȱ2:ȱTheȱReelȱThingȱ�ȱRealȱSourceȱMusicȱRSMȱCDȱ007
•ȱStȱPatrick’sȱHymnȱ(Trad.ȱIrish)ȱȱ•ȱTheȱWraggleȬTaggleȱGypsiesȱ(Trad.ȱEng.);
*)tagg.org/audio/RSM98/StPatricksHymn1207.mp3ȱ
*)tagg.org/audio/RSM98/RaggleTaggleGypsiesLMHmix.mp3ȱ

—ȱ(2000a) KojakȱȬȱ50ȱSecondsȱofȱTelevisionȱMusicȱ(2ndȱedition) DȱNewȱYork:ȱMassȱMediaȱ
MusicȱScholars’ȱPressȱ(21979,ȱGöteborg:ȱMusikvetenskapligaȱinstitutionen)
)tagg.org/mmmsp/kojak.html [100903].

—ȱ(2000b) FernandoȱtheȱFluteȱ(3rdȱedition) DȱNewȱYork:ȱMassȱMediaȱMusicȱScholars’ȱ
Press.ȱ)tagg.org/mmmsp/fernando.html [100903].ȱ

Ȱȱ(2001) AssignmentȱandȱDissertationȱTipsȱD)tagg.org/xpdfs/assdiss.pdf.
Ȱȱ(2002) RiverineȱCivilisationsȱD)tagg.org/xpdfs/origins3.pdf.
—ȱ(2003) TenȱLittleȱTitleȱTunesȱ TAGGȱANDȱCLARIDAȱ(2003).
—ȱ(2004) AntiȬdepressantsȱandȱmusicalȱanguishȱmanagement,ȱIASPMȬALȱConference,ȱRioȱ

deȱJaneiro,ȱJuneȱ2004ȱDtagg.org/articles/xpdfs/iasprio0406.pdf;ȱalsoȱinȱPortugueseȱ
(D)tagg.org/articles/xpdfs/paraqueserveummusema.pdf)ȱandȱSpanish,ȱinȱDMusicaȱ
popularȱnaȱAméricaȱLatinaȱȬȱPontosȱdeȱescutaȱ(ed.ȱMȱUlhôaȱ&ȱAȱMȱOchoa),ȱPortoȱ
Alegre:ȱEditoraȱdaȱUniversidadeȱdoȱRioȱGrandeȱdoȱSulȱ(2005:ȱ22Ȭ51).

—ȱ(2005a) ‘Gesturalȱinterconversionȱandȱconnotativeȱprecision’ DȱFilmȱInternational,ȱ13:ȱ
26Ȭ40.ȱ)tagg.org/articles/xpdfs/filminternat0412.pdf [100829].ȱ

http://www.tagg.org/xpdfs/assdiss.pdf
http://tagg.org/xpdfs/origins3.pdf
http://www.tagg.org/mmmsp/kojak.html
http://www.tagg.org/mmmsp/fernando.html
http://www.tagg.org/articles/xpdfs/tvanthro.pdf
http://www.tagg.org/articles/trento91.html
http://tagg.org/articles/xpdfs/deathmus.pdf
http://www.tagg.org/articles/readsound.html
http://tagg.org/articles/pmusrave.html
http://www.tagg.org/articles/xpdfs/virrat.html
http://www.tagg.org/articles/gbgcnnct.html
http://www.tagg.org/articles/xpdfs/morric70.pdf
http://www.tagg.org/articles/xpdfs/iasprio0406.pdf
http://tagg.org/articles/xpdfs/paraqueserveummusema.pdf
http://www.tagg.org/audio/RSM98/StPatricksHymn1207.mp3
http://tagg.org/articles/xpdfs/filminternat0412.pdf
http://www.tagg.org/audio/RSM98/RaggleTaggleGypsiesLMHmix.mp3
http://tagg.org/articles/xpdfs/ghanarpt.pdf


646 Tagg:ȱMusic’sȱMeaningsȱ—References

—ȱ(2005b) ‘Significatiȱmusicali,ȱclassiciȱeȱpopular’.ȱIlȱcasoȱ“angoscia”’ DȱEnciclopediaȱdellaȱ
musicaȱV:ȱL’unitàȱdellaȱmusica,ȱed.ȱJȬJȱNattiez.ȱTorino:ȱEinaudi:ȱ1037Ȭ1064.ȱ

—ȱ(2007) TheȱMilksapȱMontageȱ(All)ȱ)Ntagg.org/Clips/MilksapOnly.mp4 [130318].
—ȱ(2008a) VocalȱPersonaȱCommutationsȱ)Nȱtagg.org/Clips/Talking2Me.mp4ȱ[130318].
—ȱ(2008b) Voiceȱ‘Recognition’ȱandȱExasperationȱ' hPlZxd_Z_UM [130318].ȱ
—ȱ(2008c) WhatȱaȱScream!ȱTheȱInsanityȱofȱaȱSanitaryȱTowelȱAdȱ

)Ntagg.org/Clips/Bodyform.mp4 [130318]  BODYFORMȱ(1993).
—ȱ(2009) EverydayȱTonality DȱNewȱYorkȱ&ȱMontréal:ȱMassȱMediaȱMusicȱScholars’ȱPressȱ

) tagg.org/mmmsp/EverydayTonalityInfo.htm [120117].ȱ
—ȱ(2009a) DronedȱFifthsȱforȱtheȱTailorȱandȱtheȱMouseȱ

)N tagg.org/Clips/TailorMouse.mp4 [130318].
—ȱ(2009b) MixolydianȱMiniȬMontageȱ)N tagg.org/Clips/MixolydMonatge.mp4 [130211].
—ȱ(2009c) DominantsȱandȱDominanceȱ)N�tagg.org/Clips/Dominantce.mp4 [130318].
—ȱ(2010a) TheȱEmmerdaleȱCommutationsȱ)N�tagg.org/Clips/EmmerdaleAll.mp4 [130318].
—ȱ(2010b) TheȱIntelȱInsideȱAnalysis�)N�tagg.org/Clips/IntelInside.mp4 [130318].
—ȱ(2010c)ȱ 42ȱGabriel’sȱOboesȱ)Nȱtagg.org/Clips/GbObs.mp4 [130318]ȱ MORRICONEȱ(1986)ȱ

[111102].
—ȱ(2011a) Buzz,ȱRoar,ȱClickȱandȱCrash:ȱshaving,ȱpowerȱchords,ȱguitarȱdistortionȱandȱrockȱmythȱ

)Nȱtagg.org/Clips/Philishave.mp4ȱ[130318].
—ȱ(2011b) ScotchȱSnaps:ȱTheȱBigȱPictureȱ

)Nȱtagg.org/Clips/ScotchSnap/ScotchSnap.mp4ȱ[130318].
—ȱ(2011c) KojakȱThemeȱCommutationsȱ)Nȱtagg.org/Clips/KojakCommute.mp4ȱ[130318].
—ȱ(2011d)ȱTheȱMinorȱSevenȱFlatȱFiveȱMontage)N tagg.org/Clips/m7b5All.mp4 [130318].ȱ
—ȱ(2011e) HarvestȱSongȱfromȱBulgariaȱ)Nȱtagg.org/Clips/BulgarianHarvest.mp4 [130318].
—ȱ(2011f) TroublesȱwithȱTonalȱTerminologyȱ Dȱ)tagg.org/xpdfs/Aharonian2011.pdf [130318].
—ȱ(2011g) GuantanameraȱEndingsȱ)Narchive.org/details/GuantanameraEndings [130318].
—ȱ(2013) FormȱandȱtheȱNightȱDoctorsȱ)Nȱtagg.org/Clips/Nantes130531.mp4ȱ[131210].
TAGG,ȱPhilipȱ&ȱCLARIDA,ȱRobertȱ(2003)ȱTenȱLittleȱTitleȱTunes DȱNewȱYorkȱ&ȱMontréal:ȱ

MassȱMediaȱMusicȱScholars’ȱPress.ȱ)N�)tagg.org/mmmsp/10Titles.html [110218];ȱ
For more info., see p.17,ff. in this book. 

TAJȱMAHALȱ(1968)ȱ‘StatesboroȱBlues’ȱTajȱMahalȱ� ȱCBSȱS63279.
TALBOT,ȱMichaelȱ(ed.ȱ2000)ȱDȱTheȱMusicalȱWork.ȱRealityȱorȱInvention.ȱ

Liverpool:ȱLiverpoolȱUniversityȱPress.
TALKINGȱHEADSȱ(1977)ȱPsychoȱKillerȱ�Sireȱ6078610;ȱQ FOOLSȱ(1980).
TALLIS,ȱThomasȱ(1570)ȱSpemȱinȱaliumȱXȱChoirȱofȱKing’sȱCollege,ȱCambridgeȱ%�DavidȱWillȬ

cocksȱ�ȱDeccaȱOvationȱADRMȱ433676Ȭ2ȱ(1992)ȱ�4ȱArgoȱZRGȱ5436ȱ(1966).
TAMLYN,ȱGarryȱ(1998)ȱTheȱBigȱBeat:ȱOriginsȱandȱdevelopmentȱofȱsnareȱbackbeatȱandȱotherȱacȬ

companimentalȱrhythmsȱinȱRockȱ’n’ȱRollȱDLiverpool:ȱInstituteȱofȱPopularȱMusic,ȱ
UniversityȱofȱLiverpoolȱ)tagg.org/others/TamlynPhD.html [120106].

TARANTELLAȱ1ȱandȱTARANTELLAȱNAPOLETANAȱ(n.d.)ȱOȱFaustoȱCiglianoȱ&ȱMarioȱGangiȱ
�ȱTarantella!ȱ)ȱitunes.apple.com/us/album/tarantella!/id413002414.ȱ

TARANTELLAȱfromȱTheȱGodfatherȱPartȱ1ȱQOȱPragueȱSymph.ȱOrch.ȱ'�nb-z1ZG7q3o.ȱ
TARANTELLAȱPUGLIESEȱfromȱTorchiarolo,ȱGreciaȱSalentinaȱ�ȱMusicȱofȱItalyȱ'ȱ2i4xiIi3tAY.
TARASTI,ȱEEROȱ(1978).ȱMythȱandȱMusicȱȬȱAȱSemioticȱApproachȱtoȱtheȱAestheticsȱofȱMusic

DȱHelsinki:ȱSuomenȱMusiikkitieteellinenȱSeura.
— (ed. 1996) Musical Semiotics in Growth DȱBloomington: University of Indiana Press.
TCHAIKOVSKY,ȱPyotrȱIlyichȱ(1892)ȱTheȱNutcrackerȱSuiteȱ(ʙʺˏˊ˙ˑˣˆˊ)ȱ

�ȱBallettȬSuiten,ȱDGGȱ427ȱ219Ȭ2ȱ(1960).ȱ

http://www.tagg.org/Clips/MixolydMontage.mp4
http://www.tagg.org/Clips/BulgarianHarvest.mp4
http://tagg.org/mmmsp/10Titles.html
http://www.youtube.com/watch?v=nb-z1ZG7q3o
http://www.tagg.org/Clips/Talking2Me.mp4
http://www.tagg.org/Clips/MilksapOnly.mp4
http://www.tagg.org/mmmsp/EverydayTonalityInfo.htm
http://itunes.apple.com/us/album/tarantella!/id413002414
http://www.tagg.org/Clips/Philishave.mp4
http://www.tagg.org/Clips/Dominantce.mp4
http://www.tagg.org/Clips/EmmerdaleAll.mp4
http://www.tagg.org/Clips/IntelInside.mp4
http://www.tagg.org/Clips/ScotchSnap/ScotchSnap.mp4
http://www.tagg.org/Clips/Bodyform.mp4
http://www.youtube.com/watch?v=3BQAD5uZsLY
http://www.tagg.org/Clips/KojakCommute.mp4
http://www.tagg.org/Clips/TailorMouse.mp4
http://www.tagg.org/Clips/m7b5All.mp4
http://www.tagg.org/xpdfs/Aharonian2011.pdf
http://archive.org/details/GuantanameraEndings
http://tagg.org/others/TamlynPhD.html
http://www.youtube.com/watch?v=2i4xiIi3tAY
http://www.tagg.org/mmmsp/EverydayTonalityInfo.htm
http://www.tagg.org/Clips/GbObs.mp4
http://tagg.org/Clips/Nantes130531.mp4


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 647

TEKKȱGNOSISȱ(2010)ȱGlitchȱVirusȱ[GlitchȬhopȱIDMȱDub]ȱ'ȱUEQdF4vCWyYȱ[120720].
TEMPERANCEȱSONGȱBOOK,ȱTheȱ(1842)ȱPȱBoston:ȱMassachusettsȱTemperanceȱUnionȱ

)books.google.co.uk/books?id=8kcZAAAAYAAJ [120723].
TEMPTATIONS,ȱTheȱ(1966)ȱGetȱReadyȱ�TamlaȱMotownȱGOȱ42641.
TENȱCCȱ(1974)ȱTheȱWallȱStreetȱShuffleȱ(Stewartȱ/ȱGouldman)ȱ ȱTENȱCCȱ(1975)
—ȱ(1975) 100ȱcc.ȱGreatestȱHitsȱofȱ10ccȱ�UKȱRecordsȱUKALȱ1012.
THEMESȱLIKEȱOLDȱTIMES,ȱVOLȱIȱ(c.1940Ȭ1955)ȱ�VivaȱVȬ36018ȱȬȱdistr.ȱDotȱ(n.d.).ȱ
THEMESȱLIKEȱOLDȱTIMES,ȱVOLȱIIȱ(c.1940Ȭ1955)ȱ�VivaȱVȬ36020ȱȬȱdistr.ȱDotȱ(n.d.).ȱ
THOMAS,ȱHelenȱCȱ(2012)ȱDisturbingȱTimesȱȬȱMetaphorsȱofȱTemporalityȱinȱModernistȱMusicȱ

1960Ȭ1965ȱDȱPhDȱthesis,ȱLancasterȱUniversityȱ(UK).
THOMAS,ȱRufusȱ(1963)ȱWalkingȱTheȱDogȱ�LondonȱHLKȱ9799.
TILLOTSON,ȱJohnnyȱ(1960)ȱPoetryȱInȱMotionȱ�LondonȱHLAȱ9231.
TIMBREȱ(2005):ȱTimbreȱinȱcomposition,ȱperformance,ȱperceptionȱandȱreceptionȱofȱmusicȱ/ȱLeȱtimbreȱ

dansȱlaȱcomposition,ȱlȇinterprétation,ȱlaȱperceptionȱetȱlaȱréceptionȱdeȱlaȱmusiqueȱ(ed.ȱ
CȱTraubeȱ&ȱSȱLacasse)ȱDColloqueȱinterdisciplinaireȱdeȱmusicologie;ȱMonȬ
tréal:ȱObservatoireȱdeȱlaȱcréationȱmusicale,ȱUniversitéȱdeȱMontréal.ȱ

TKACHENKA,ȱVitaliȱ(2011)ȱModernȱScalesȱConceptsȱD) vitalitproject.com/buy_books/ [130318].
TLTTȱ=ȱTenȱLittleȱTitleȱTunesȱ ȱDTAGGȱ&ȱCLARIDAȱ(2003;ȱp.ȱ645).
TOMKINS,ȱThomasȱ(1622)ȱ‘TurnȱuntoȱtheȱLord’ȱ(Songsȱofȱ3,ȱ4,ȱ5ȱandȱ6ȱparts)ȱ

P)�www0.cpdl.org/wiki/images/2/2d/Tomkins_Turn_unto_the_Lord.pdf [120617]ȱȱ
�ThomasȱTomkinsȱȱXChoirȱofȱMagdalenȱCollegeȱOxfordȱ%ȱBernardȱRoseȱ
�ArgoȱEclipseȱECSȱ682ȱ/ȱArgoȱZRGȱ5249ȱ(1961);ȱextractȱinȱfig.ȱ12Ȭ8,ȱp.ȱ430ȱ
*)tagg.org/bookxtrax/NonMuso/mp3s/TomkinsFromGtoG.mp3 [120706].

TOPȱGUNȱ(1986)ȱHTonyȱScottȱ(Paramountȱ�CBSȱ70296ȱ(MotionȱPictureȱSoundtrack)
•ȱ‘TakeȱMyȱBreathȱAway’ȱ(EMoroderȱOBerlin)ȱ•ȱ‘TopȱGunȱAnthem’ȱ(EFaltermeyer).

TOPȱNOTES,ȱTheȱ(1961)ȱTwistȱAndȱShoutȱ�Atlanticȱ45Ȭ2115ȱ(prod.ȱPhilȱSpector).
TROGGS,ȱTheȱ(1966)ȱWildȱThingȱ�FontanaȱTFȱ689.
TRAUBE,ȱCarolineȱ&ȱLACASSE,ȱSergeȱ(eds.ȱ2005)ȱ TIMBREȱ(2005).
TRUKEROS,ȱLosȱ(2007).ȱDeȱchilena;ȱ��Autoedición,ȱSantiagoȱdeȱChile;ȱ

liveȱversionȱatȱ'ȱv92yIsJbecY [110820].
TSOURDALAKIS,ȱYiannisȱ(2010)ȱ̕ΙΕΘϱΖȱ̓ΕЏΘΓΖȱ'ȱNFhICDWOQV0 [110814].
TUVANȱTHROATȱSINGINGȱ(2006)ȱ'ȱDY1pcEtHI_w [111229].
U.S.ȱNATIONALȱANTHEMȱ EȱSTAFFORDȱSMITHȱ(1810);ȱ �ȱNATIONALȱANTHEMSȱ(1986).
VȱȬȱTHEȱFINALȱBATTLEȱ(1983Ȭ85)ȱVWarnerȱȱYSverigesȱTVȱ(1984Ȭ85);ȱmainȱthemeȱEȱBarryȱ

DeȱVorzon,ȱunderscoreȱandȱfinalȱbattleȱthemeȱEȱDennisȱMcCarthy,ȱbothȱ
' loPojPH68IA;ȱsporadicȱflyingȱsaucerȱsoundȱonȱVȱVisitorsȱȬȱepisodioȱ1ȱ(parteȱ1),ȱ
'm-rrMTpj5x0ȱatȱ10:10ȱandȱonȱVȱVisitorsȱȬȱepisodioȱ1ȱ(parteȱ2),ȱ' tBCpukcqzmkȱ
fromȱc.00:00ȱtoȱc.04:25ȱ[120523].

VALEȱAȱPENAȱLUTARȱȬȱCANCIONEIROȱDAȱESPERANÇAȱ(1971)ȱed.ȱMariaȱTerezaȱHorta,ȱJoséȱCarȬ
losȱAryȱdosȱSantosȱDPȱLisbon:ȱSearaȱNova.

VALENS,ȱRitchieȱ(1958)ȱLaȱbambaȱ�LondonȱHLȱ8803.
VANGELISȱ(1984)ȱSoilȱFestivitiesȱ�ȱPolydorȱPOLHȱ11.ȱ
VANȱHALENȱ(1986)ȱ‘Dreams’.ȱ5150ȱ�Warnerȱ9ȱ25394Ȭ2;ȱ

asȱusedȱinȱBlueȱAngelsȱAerobaticȱflightȱdemonstrationȱ' u5JdDDxqikU [120525].ȱ
VANȱVAN,ȱLosȱ[JuanȱFormellȱconȱlosȱVanȱVan]ȱ(2002)ȱ‘TimȬpopȱconȱBirdland’ȱEnȱMalecónȱ

deȱLaȱHabanaȱ�ȱUnicornioȱProduccionesȱAbdala;ȱ
alsoȱat�'�_G67xDWeFBsȱorȱ'ȱzzMaR2Xwlo4&ob [110822].

http://www.youtube.com/watch?v=_G67xDWeFBs
www0.cpdl.org/wiki/images/2/2d/Tomkins_Turn_unto_the_Lord.pdf
http://www.tagg.org/bookxtrax/NonMuso/mp3s/TomkinsFromGtoG.mp3
http://www.vitalitproject.com/buy_books/
http://vitalitproject.com/msc_book
http://www.youtube.com/watch?v=NFhICDWOQV0
http://www.youtube.com/watch?v=DY1pcEtHI_w
http://www.youtube.com/watch?v=loPojPH68IA
http://www.youtube.com/watch?v=m-rrMTpj5x0
http://www.youtube.com/watch?v=tBCpukcqzmk
http://www.youtube.com/watch?v=u5JdDDxqikU
http://www.youtube.com/watch?v=zzMaR2Xwlo4&ob
http://www.youtube.com/watch?v=v92yIsJbecY
http://www.youtube.com/watch?v=UEQdF4vCWyY
http://books.google.co.uk/books?id=8kcZAAAAYAAJ


648 Tagg:ȱMusic’sȱMeaningsȱ—References

VAUGHANȱWILLIAMS,ȱRalphȱ(1914:ȱviolinȱandȱpiano;ȱ1920:ȱviolinȱandȱorchestra)ȱ
TheȱLarkȱAscendingȱOȱAcademyȱofȱSt.ȱMartinȱinȱtheȱFieldsȱ%ȱNevilleȱMarrinerȱ
OȱIonaȱBrownȱ��ArgoȱZRGȱ696ȱ(1972).ȱ

—ȱ(1922) SymphonyȱNo.ȱ3;ȱVaughanȱWilliams:ȱSymphoniesȱNos.ȱ3,ȱ‘Pastoral’,ȱandȱ6ȱ
�Naxosȱ8.550733ȱ(1994).ȱ

—ȱ(1947) SinfoniaȱAntarcticaȱ(SymphonyȱNo.ȱ7)ȱ�Naxosȱ8.550737ȱ(1998).
VAUGHANȱWILLIAMS,ȱRalphȱ&ȱLLOYD,ȱAlbertȱLȱ(ed.,ȱ1959)ȱTheȱPenguinȱBookȱofȱEnglishȱFolkȱ

SongsȱPLondon:ȱPenguin.
VELOSO,ȱCaetanoȱ(1981)ȱ‘Vocêȱéȱlinda’ȱUnsȱ�Philipsȱ(Brasil)ȱ81274718.
VERDI,ȱGiuseppeȱ(1871)ȱAïdaȱ(fullȱscore)ȱPRMilano:ȱRicordiȱ(1913),ȱNewȱYork:ȱDoverȱ(1989)ȱ

8RAI/Polivideoȱ(1981/1998)ȱ�HMVȱAngelȱSANȱ358Ȭ60,ȱ1974.ȱ
—ȱ(1887) ȱOtelloȱ(vocalȱscore)ȱPRNewȱYork:ȱDoverȱ(1986).
VICKERS,ȱEarlȱ(2010)ȱTheȱLoudnessȱWar:ȱBackground,ȱSpeculationȱandȱRecommendationsȱ

DȱAESȱ129thȱConvention,ȱSanȱFrancisco,ȱ2010Ȭ11Ȭ04/07.
VIGNEAULT,ȱGillesȱ&ȱROCHON,ȱGastonȱ(1968)ȱ‘Toutȱleȱmondeȱestȱmalheureux’ȱ

�ȱLeȱNordȱduȱNordȱColumbiaȱFSȱ681;ȱ)Ntagg.org/Clips/ToutMalheureux.mp4 
[130319];ȱȱPGillesȱVigneault,ȱVolȱII;ȱMontréal:ȱÉditionsȱLeȱVentȱQuiȱVire;ȱliveȱ
versionȱ(1968)ȱ'QIeasPj-jb0ȱ[120916];ȱRedȱArmyȱversionȱ'IYi78kchdoIȱ[120916].

VITRY,ȱPhilippeȱdeȱ(b.ȱ1350)ȱImpudenterȱcircumiviȱ(motet)ȱ' WCW7babiSEI [130319].
VOCALȱPERSONAȱCOMMUTATIONSȱ(videoȱclip)ȱ TAGGȱ(2008a).ȱ
VOLGA BOATMEN, Song of theȱ(ʝˇ,ȱ˙ˠˑʺː,ȱRussianȱTrad.),ȱquotedȱinȱDȱLINGȱ(1997:41);ȱȱȱ

XȱLeonidȱKharitonovȱandȱtheȱRedȱArmyȱChoirȱ(1965)ȱ'ȱ0tw3g88JtWA [110822].
VOS,ȱHȱJ;ȱWARUSFEL,ȱO;ȱMISDARIISȱN;ȱVRIES,ȱDȱdeȱ(n.d.)ȱ‘Analysisȱandȱreproductionȱofȱtheȱ

frequencyȱspectrumȱandȱdirectivityȱofȱaȱviolin’ȱDȱParis:ȱIRCAM;ȱDelft:ȱNAGȬ
Journaalȱ(Delft)ȱ) articles.ircam.fr/textes/Vos03b/index.pdf.

WACKENRODER,ȱWilhelmȱHeinrichȱ(1799ȱ21792)ȱ‘DieȱWunderȱderȱTonkunst’ȱDȱMusikȱogȱ
betydningsinholdȱȬȱkompendiumȱiȱmusikæstetik:ȱ23Ȭ26,ȱPȱDruudȬNielsenȱ(ed.,ȱ
1987).ȱÅrhus:ȱInstitutȱforȱmusikȱogȱmusikterapi,ȱAUC.

WAGNER,ȱRichardȱ(1841Ȭ82)ȱKarajanȱdirigiertȱWagner,ȱFolgeȱ2ȱ(overturesȱandȱentr’actesȱ
fromȱMeistersinger,ȱFliegendeȱHolländer,ȱLohengrin,ȱParsifal)ȱȱOBerlinerȱPhilharȬ
monikerȱ%HȱvȱKarajanȱ�EMI/ElectrolaȱC065Ȭ02ȱ604ȱ(1975);ȱandȱWagnerȱOverȬ
turesȱ(FliegendeȱHolländer,ȱRienzi,ȱLohengrin,ȱMeistersinger,ȱTanhäuser)ȱOSlovakȱ
PhilharmonicȱOrch.ȱ%BystrickȱRezuchȱ�Naxosȱ8.550032ȱ(1987).

Ȱȱ(1876) SiegfriedȱOȱBayreuthȱFestivalȱOrch.ȱ%ȱHansȱKnappertsbuschȱ
�ȱMusicȱ&ȱArtsȱCDȱ0255ȱ(1957).

WAITS,ȱTomȱ(1973)ȱ ‘Martha’ȱClosingȱTimeȱ�AsylumȱSDȱ5061.
—ȱ(1983) ‘ShoreȱLeave’ȱSwordfishtrombonesȱ�Asylumȱ60211Ȭ1.
WALKER,ȱJerryȱJeffȱ(1973)ȱVivaȱTerlinguaȱ�ȱMCAȱ37005ȱ(LP);ȱCDȱMCADȬ919ȱ(1990).
WALSER,ȱRobȱ(1993)ȱRunningȱwithȱtheȱDevilȱDȱMiddlebury,ȱCT:ȱWesleyanȱU.P.
—ȱ(1990) SeeȱMCCLARYȱ&ȱWALSER.

WARWICK,ȱDionneȱ(1964)ȱWalkȱOnȱByȱ(EBacharach)ȱ�Pyeȱ7Nȱ25241.
—ȱ(1968)ȱ DoȱYouȱKnowȱTheȱWayȱToȱSanȱJosé?ȱ(EBacharach).ȱ�ScepterȱSCEȱ12216.
WARREN,ȱHarryȱ(1940)ȱE‘AtȱLast’ȱ(inȱfilmsȱSunȱValleyȱSerenadeȱandȱOrchestraȱWives);ȱTheȱ

GlennȱMillerȱStoryȱHMVȱDLPȱ1024ȱ(1978?);ȱ XEttaȱJAMESȱ(1961).ȱ
WATERS,ȱMuddyȱ(1977)ȱMannishȱBoyȱ�ȱBlueȱSkyȱSKYȱ32357;ȱusedȱinȱLevisȱ501ȱjeansȱ

‘fridge’ȱcommercialȱ(1988)ȱ'2RKp1P2S2qs [110829].

http://www.youtube.com/watch?v=QIeasPj-jb0
http://www.youtube.com/watch?v=IYi78kchdoI
http://tagg.org/Clips/ToutMalheureux.mp4
http://www.youtube.com/watch?v=0tw3g88JtWA
http://www.youtube.com/watch?v=articles.ircam.fr/textes/Vos03a/index.pdf
http://www.youtube.com/watch?v=2RKp1P2S2qs
http://www.youtube.com/watch?v=WCW7babiSEI
http://articles.ircam.fr/textes/Vos03b/index.pdf


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 649

WATSON,ȱDocȱ(1963)ȱTheȱDocȱWatsonȱFamilyȱ�FolkwaysȱFTSȱ31021ȱ�SmithsonianȱFolkȬ
waysȱSFȱ40012ȱ(1990)ȱȱȱ•ȱTheȱLostȱSoulȱȱȱȱ•ȱDarlingȱCorey.
*)ȱWatsonLostSoul.mp3ȱȱ*)ȱWatsonDarlingCorey.mp3.ȱ

WATSON,ȱDoc;ȱASHLEY,ȱClarenceȱ(1960Ȭ62)ȱOldȱTimeȱMusicȱatȱClarenceȱAshley’s,ȱvolsȱ1ȱ
andȱ2ȱ�Folkwaysȱ2355,ȱ2359ȱ(1963);ȱreissue:ȱDocȱWatsonȱandȱClarenceȱAshley:ȱ
TheȱOriginalȱFolkwaysȱRecordingsȱ1960Ȭ1962ȱ�SmithsonianȱFolkwaysȱSF40029/
30ȱ(1994)ȱȱ•ȱTheȱCooȬCooȱBirdȱ(1962)ȱȱ•ȱAmazingȱGraceȱXȱJeanȱRitchieȱ(1962)

WATSON,ȱJanetȱ(2002)ȱTheȱPhonologyȱandȱMorphologyȱofȱArabicȱDNewȱYork:ȱOUP.
WATTERS,ȱCyrilȱ(n.d.)ȱ‘DamaskȱRose’ȱ �BOOSEYȱ&ȱHAWKESȱ#2984.
WATTS,ȱReggieȱ(2010a)WhyȱShitȱSoȱCrazy?ȱ�ComedyȱCentralȱCCRȱ0098.

•GnomeȱSayinȇ?ȱ•FuckȱShitȱStackȱ•FieldsȱOfȱDonegal.ȱ
—ȱ(2010b) BigȱAssȱPurseȱ'8g1vEXz5BvA [120128].
WAYNEȇSȱWORLDȱ(1992).ȱHȱPenelopeȱSpheerisȱ(Paramountȱ�MikeȱMyersȱEOQueen,ȱ

AliceȱCooperȱetȱal.ȱ8ParamountȱVHRȱ2736ȱ&Paramountȱ32706ȱ[0Ȭ7921Ȭ
7242Ȭ6]ȱ(2001).ȱ

WEBER,ȱWilliamȱ(1977)ȱ‘Howȱconcertsȱwentȱclassicalȱinȱtheȱnineteenthȱcentury’ȱDȱProceedȬ
ingsȱofȱtheȱannualȱmeetingȱofȱtheȱWesternȱSocietyȱforȱFrenchȱHistory,ȱ1977/5:161Ȭ8.

WEBERN,ȱAntonȱvonȱ(1913)ȱFünfȱSätzeȱfürȱOrchester,ȱOp.ȱ10ȱPȱWien:ȱUniversalȱEditionȱ
(1926)ȱOCityȱofȱBirminghamȱSymph.ȱOrch.ȱ%SimonȱRattleȱ�ȱEMIȱ(1989).

WELLEK,ȱAlbertȱ(1963).ȱMusikpsychologieȱundȱMusikästhetik:ȱGrundrissȱderȱsystematischenȱ
MusikwissenschaftȱDȱFrankfurtȱamȱMain:ȱAkademischeȱVerlagsgesellschaft.

WEELKES,ȱThomasȱ(1612?)ȱWhenȱDavidȱHeardȱPȱOXFORDȱBOOKȱOFȱTUDORȱANTHEMS:ȱ343;ȱ
�ȱThomasȱWeelkesȱandȱThomasȱTallisȱOȱChoirȱofȱStȱJohn’sȱCollege,ȱCambridgeȱ
%ȱGeorgeȱGuest,ȱArgoȱZRGȱ5237ȱ(1961);ȱalsoȱ� ȱWEELKESȱ(1999)ȱ
*PL)ȱtagg.org/Clips/WeelkesWhenDavidHeard.mp4 [120724].

Ȱȱ(1615)ȱ HosannaȱtoȱtheȱSonȱofȱDavidȱPȱLondon:ȱOxfordȱU.Pȱ(1921);ȱalsoȱinȱOXFORDȱBOOKȱ
OFȱTUDORȱANTHEMS:ȱ113ȱ� ȱWEELKESȱ(1999).

—ȱ(1999) Weelkes:ȱMadrigalsȱandȱAnthemsȱOȱConsortȱofȱMusickeȱ%ȱAnthonyȱRooleyȱȱȱȱȱ
�AS&VȱGaudeamusȱ195.

WEISSBERG,ȱEric;ȱMANDELL,ȱSteveȱ(1972)ȱDuellingȱBanjosȱ(EArthurȱSmith)ȱ�WarnerȱWBȱ
7659;ȱfeaturedȱinȱDeliveranceȱ(HJohnȱBoormanȱ(Warner,ȱ1972)ȱ
'ȱUzae_SqbmDEȱ[120902].ȱ

WERZOWA,ȱWalterȱ(1994)ȱIntelȱInsideȱjingleȱE 'TAGGȱ(2010b).ȱ
—ȱ(2008) InterviewedȱbyȱMaureenȱDroney,ȱ2004Ȭ07Ȭ01ȱMixȱMagazine,ȱOctoberȱ2008.ȱ

D)mixonline.com/mag/audio_la_grapevine_66/ [120417].
WHATȱSHALLȱWEȱDOȱWITHȱTHEȱDRUNKENȱSAILOR?ȱ(Trad.ȱEng.)ȱSongsȱofȱtheȱSeaȱ

OTheȱShantyȱMenȱ�ȱHallmark;ȱ)ȱiTunes [080901];ȱ
OIrishȱRoversȱ'ȱGyPuey-1Jw [111205].

WHITE,ȱBarryȱ(1973)ȱ‘Love’sȱTheme’ȱ�ȱBestȱOfȱBarryȱWhite,ȱLoveȱUnlimitedȱandȱtheȱLoveȱUnȬ
limitedȱOrchestra.ȱ20thȱCenturyȱ9279576ȱ(1974).ȱ

WHO,ȱTheȱ(1965)ȱMyȱGenerationȱ�Brunswickȱ05944;ȱalsoȱ �ȱWHOȱ(1996).
Ȱȱ(1966) Substituteȱ�Reactionȱ591001;ȱalsoȱ �ȱWHOȱ(1996).
Ȱȱ(1996) ȱMyȱGeneration:ȱTheȱVeryȱBestȱofȱtheȱWhoȱ�MCAȱ11462.
WHOSEȱLINEȱISȱITȱANYWAY?ȱ(1989)ȱV6�HatȱTrickȱProductionsȱ(UK)ȱYȱDaveȱ(UK,ȱ2011).
WICKE,ȱPeterȱ(1985)ȱ‘Sentimentalityȱandȱhighȱpathos:ȱpopularȱmusicȱinȱfascistȱGermany’ȱ

DȱPopularȱMusic,ȱ5:ȱ149Ȭ158.
WILDȱANGELSȱ(1966)ȱHRogerȱGormanȱ(AIPȱEMikeȱCurbȱ�PeterȱFonda,ȱNancyȱSinatra.
WILDȱONE,ȱTheȱ(1953)ȱHLasloȱBenedekȱ(ColumbiaȱELeithȱStevensȱ�MarlonȱBrando.

http://mixonline.com/mag/audio_la_grapevine_66/
http://www.tagg.org/bookxtrax/NonMuso/mp3s/WatsonDarlingCorey.mp3
http://www.youtube.com/watch?v=8g1vEXz5BvA
http://www.tagg.org/bookxtrax/NonMuso/mp3s/WatsonLostSoul.mp3
http://www.youtube.com/watch?v=qGyPuey-1Jw
http://www.tagg.org/Clips/WeelkesWhenDavidHeard.mp4
http://www.youtube.com/watch?v=Uzae_SqbmDE


650 Tagg:ȱMusic’sȱMeaningsȱ—References

WILLIAMS,ȱCHARLESȱ(1947)ȱTheȱDreamȱOfȱOlwenȱV(WhileȱIȱLiveȱ�JohnȱHarlowȱ
)tagg.org/bookxtrax/NonMuso/mp3s/Olwen.mp3ȱ� �BIGȱCONCERTOȱMOVIEȱTHEMES.

WILLIAMS,ȱJOHNȱ(1977)ȱStarȱWarsȱ�GeorgeȱLucasȱ8ȱStarȱWarsȱTrilogyȱboxȱsetȱ
�ȱTwentiethȱCenturyȱ6641679.ȱ

—ȱ(1978)ȱ Supermanȱ(ȱSalkind/Dovemead/FilmȱExportȱA.G.ȱetc.ȱHȱRichardȱDonner;ȱ
&ȱSupermanȱ–ȱTheȱMovie:ȱWarnerȱ0Ȭ7907Ȭ5243Ȭ3ȱ(2001);ȱ8ȱWarnerȱSO1013ȱ
(1995).ȱ�ȱWarnerȱBrothersȱWBȱ2BSKȱ3257ȱ(1978).

WILLIAMS,ȱRichardȱ(1975)ȱDȱPhilȱSpector:ȱOutȱOfȱHisȱHead.ȱLondon:ȱAbacusȱ
WILLIAMSON,ȱDonaldȱSȱ(2007)ȱ‘AutomaticȱMusicȱSimilarityȱAssessmentȱandȱRecommenȬ

dation’ȱDȱMasterȱofȱScienceȱinȱElectricalȱEngineering.ȱDrexelȱUniversity.
WIRȱMÄDELȱSINGENȱȬȱLIEDERBUCHȱDESȱBUNDESȱDEUTSCHERȱMÄDELȱ(1939)ȱ

ȱDPȱWolfenbüttelȱ&ȱBerlin:ȱGeorgȱKallmeyerȱVerlag.
WISE,ȱTimȱ(2004)ȱYodellingȱinȱAmericanȱPopularȱMusicȱDPhD,ȱUniversityȱofȱLiverpool.
WITTGENSTEIN,ȱLudwigȱ(1966/1938)ȱ‘LecturesȱonȱAesthetics’ȱinȱLecturesȱandȱConversationsȱ

onȱAesthetics,ȱPsychologyȱandȱReligiousȱBeliefȱ(ed.ȱCyrilȱBarrett),ȱOxford:ȱBlackȬ
wellȱ(1966ȱfromȱoriginal,ȱ1938).

WOLFF,ȱJonathanȱ(1989Ȭ1998)ȱȱEOȱSeinfeldȱVCastleȱRock/Columbia/NBC;ȱ
6'ȱ_V2sBURgUBIȱ[120812]

WRAGGLEȬTAGGLEȱGYPSIES,ȱTheȱ(Trad.ȱEng.)ȱ �ȱTAGGȱ(1998).
XȬFACTOR,ȱTheȱ(2004Ȭ2012)ȱVITVȱ(Fremantle,ȱSyco,ȱThamesȱTalkback.
XȱFACTOR:ȱHOWȱAUTOȬTUNEȱWORKSȱ(2010)ȱ(DailyȱExpressȱ'bnT2stOroQw [120122].
YARDBIRDS,ȱTheȱ(1965)ȱHeartȱFullȱOfȱSoul;ȱ

onȱRememberȱTheȱYardbirdsȱ�StarlineȱSRSȱ5069ȱ(1973).
YESȱ(1973)ȱTalesȱFromȱTopographicȱOceansȱ�AtlanticȱK80001.ȱ
—ȱ(1983)ȱ ‘OwnerȱOfȱAȱLonelyȱHeart’ȱ90125ȱ�Atcoȱ79Ȭ0125Ȭ1.
YOU’LLȱNEVERȱWALKȱALONEȱ(1945)ȱfromȱERodgersȱandȱLHammersteinȱmusicalȱCaroussel.

ȱ �GERRYȱANDȱTHEȱPACEMAKERSȱ(1963)ȱ �LIVERPOOLȱFCȱ(1972).
YOUNGȱDUBLINERS,ȱTheȱ(2011)ȱOTheȱRockyȱRoadȱToȱDublinȱȱ ȱLEGENDȱOFȱZELDA.ȱ
YOUNG,ȱMichaelȱ(1988)ȱTheȱMetronomicȱSocietyȱDȱLondon:ȱThamesȱ&ȱHudson.

YOUNG,ȱNeilȱ(1970)ȱ‘SouthernȱMan’ȱAfterȱtheȱGoldȱRushȱ�Repriseȱ7599Ȭ27243Ȭ1.
—ȱ(1989) ‘RockinȇȱInȱTheȱFreeȱWorld’ȱFreedomȱ�Repriseȱ925ȱ899Ȭ1.
YUPANQUI,ȱAtahualpaȱ(1973)ȱ‘Caminoȱdelȱindio’ȱATAHUALPAȱYupanquiȱ

�RCAȱVictorȱLSPȱ10274.ȱ
ZANIN,ȱFabianoȱCarlosȱ(2008)ȱ‘Oȱviolãoȱflamencoȱeȱasȱformasȱmusicaisȱflamencas’ȱ

DȱRevistaȱciêntificaȱFAPȱCuritiba,ȱ3ȱ(jan.ȱdez.ȱ2008):ȱ123Ȭ152.
ZAPPA,ȱFrankȱandȱTHEȱMOTHERSȱOFȱINVENTIONȱ(1965)ȱFreakȱOut!ȱ�ZappaȱCDZAPȱȱ1ȱ(1987).
Ȱȱ(1981) YouȱAreȱWhatȱYouȱIsȱ�CBSȱ88560ȱ�BarkingȱPumpkinȱ37537ȱ(USA).ȱ
ZENOS,ȱAȱCȱ(ed.,ȱ1957)ȱ‘TheȱEcclesiasticalȱHistoryȱofȱSocratesȱScholasticus,’ȱVI,ȱChapterȱ

VIII.ȱAȱSelectȱLibraryȱofȱNiceneȱandȱPostȬNiceneȱFathersȱofȱtheȱChristianȱChurch,ȱ
SecondȱSeriesȱ(ed.ȱPȱSchaffȱandȱHȱWace,ȱeds.)ȱDGrandȱRapids:ȱEerdmans.

ZERZAN,ȱJohnȱ(1994)ȱTonalityȱandȱTotalityȱD�t0.or.at/zerzan/politon.htmȱ[120730].ȱ
ZOHAR,ȱIsraelȱ(2007)ȱDavid’sȱTuneȱ(ʡʬʦʭʸ);ȱseeȱJewishȱMusicȱVirtuosoȱZoharȱ(2011)ȱ

'sVNkfhVCAoA [120921].
ZOLTAI,ȱDénesȱ(1970)ȱEthosȱundȱAffektȱDȱBudapest:ȱAkadémiaiȱKiadó.
Z.Z.ȱTOPȱ(1983)ȱEliminatorȱ�Warnerȱ927334Ȭ2

•ȱGimmeȱAllȱYourȱLovin’ȱ•ȱLegsȱ•ȱSharpȱDressedȱManȱ•ȱTVȱDinners.ȱ

http://www.tagg.org/bookxtrax/NonMuso/mp3s/Olwen.mp3
http://www.youtube.com/watch?v=bnT2stOroQw
http://www.t0.or.at/zerzan/politon.htm
http://www.youtube.com/watch?v=_V2sBURgUBI
http://www.youtube.com/watch?v=sVNkfhVCAoA


Tagg:ȱMusic’sȱMeaningsȱ—ȱReferences 651

[Thisȱpageȱisȱintentionallyȱblank]



652 Tagg:ȱMusic’sȱMeaningsȱ—References



Tagg: Music’s Meanings— Index 653

Index

Explanations

CONTENTS.ȱThisȱindexȱcontains:ȱ[1]ȱproperȱnamesȱoccurringȱinȱtheȱmainȱtextȱandȱin
theȱfootnotes;ȱ[2]ȱprincipalȱtopicsȱinȱmainȱtextȱandȱfootnotes;ȱ[3]ȱselectedȱtechnical
andȱtheoreticalȱterms;ȱ[4]ȱotherȱtermsȱmarkedȱforȱindexingȱonȱatȱleastȱthreeȱseparate
pages.ȱTheȱacknowledgementsȱandȱreferenceȱappendixȱhaveȱnotȱbeenȱindexedȱfor
thisȱbook.ȱToȱfindȱitemsȱnotȱincludedȱinȱthisȱindexȱpleaseȱuseȱtheȱeȬbookȱversion
(PDF),ȱobtainableȱviaȱtagg.org/mmmsp/NonMusoInfo.htm.ȱ
SYMBOLS.ȱSȱ=ȱSeeȱanotherȱmainȱentry;ȱ!ȱ=ȱSeeȱsubentryȱunderȱanotherȱmainȱentry;ȱ?
=ȱSeeȱalsoȱanotherȱmainȱentryȱorȱotherȱentries;ȱ@ȱ=ȱinȱrelationȱtoȱorȱasȱopposedȱto.ȱNote

thatȱmainȱentriesȱreferredȱtoȱareȱalwaysȱinȱTHISȱFONT,ȱsubentriesȱinȱthisȱfont.
EXAMPLES.ȱ
[1]ȱ‘SȱGUITAR’ȱunderȱACOUSTICȱmeansȱSeeȱunderȱGUITARȱforȱpageȱnumbersȱrelatingȱto
ACOUSTICȱGUITAR.ȱ[2]ȱ‘SȱMODE!maq¬m’ȱunderȱARABȱmeansȱSeeȱtheȱsubentryȱMAQ%MȱunȬ
derȱtheȱmainȱindexȱentryȱMODEȱtoȱfindȱtheȱpagesȱwhereȱtheȱmodesȱofȱArabȱmusicȱareȱmenȬ
tioned.ȱ[3]ȱToȱfindȱmoreȱpageȱreferencesȱtoȱtopicsȱrelatingȱtoȱACCOMPANIMENT,ȱSeeȱalsoȱunȬ
derȱBACKGROUNDȱ(‘?ȱBACKGROUND’).ȱ[4]ȱTheȱsubentryȱ‘@ȱfemale’ȱunderȱtheȱmainȱentry
MALEȱmeansȱthatȱtheȱtwoȱconceptsȱMALEȱandȱFEMALEȱareȱconsideredȱinȱrelationȱto
eachȱotherȱ(onȱpp.ȱ18,ȱ86,ȱ357,ȱetc.)ȱratherȱthanȱseparately.ȱ[5]ȱ‘@ȱmaleȱSȱMALEȱ@ȱFEȬ
MALE’ȱunderȱFEMALEȱmeansȱSeeȱtheȱsubentryȱ‘@ȱFEMALE’ȱunderȱMALEȱforȱtheȱsame

pageȱreferencesȱ(pp.ȱ18,ȱ86,ȱ357,ȱetc.).ȱ
ABBREVIATIONS.ȱdef.ȱ=ȱdefinition;ȱmus.ȱ=ȱmusic[al];ȱrepres.ȱ=ȱrepresentation

____________________________________

Numbers

007ȱSJAMESȱBOND
12ȬbarȱSBLUES
1900ȱ(film)ȱ495
1984ȱ(Bowie)ȱ341
2001ȱ(film)ȱ93,ȱ269,ȱ555
32ȬbarȱS JAZZ!jazzȱstandard
4:33ȱ(Cage)ȱ406
78ȱrpmȱaudioȱdiscsȱ536,ȱ537
8ȬbarȱSPERIOD

A
aȱcappellaȱ579
AABAȱ388,ȱ392,ȱ395,ȱ396,ȱ
397–401,ȱ404,ȱ414

abandonȱ49,ȱ209,ȱ264,ȱ380,ȱ492

Abbaȱ103,ȱ127,ȱ176,ȱ199,ȱ245,ȱ
246,ȱ259,ȱ287,ȱ365,ȱ385,ȱ386–
393,ȱ397,ȱ401,ȱ414,ȱ415,ȱ478,ȱ
516,ȱ519,ȱ522,ȱ526,ȱ527
Fernandoȱ476Ȭ7,ȱ479–482

Abo,ȱKlevorȱ459
AboriginalȱSAUSTRALIA
absolute/absolutist

definedȱ91–94
musicȱ4,ȱ12,ȱ89–115,ȱ133,ȱ
147–148,ȱ154

postmodernistȱ101–115
AC/DCȱ295,ȱ440,ȱ464,ȱ465,ȱ
accelerandoȱ291
accent[uation]ȱ367

agogicȱ293

dynamicȱ292
metric,ȱtonicȱ293

accompanimentȱ265,ȱ335,ȱ
426,ȱ440ȱ?ȱBACKGROUND,ȱ
MELODYȬACCOMPANIMENT

accompanimentalȱmusicȱ
(Hegel)ȱ89

accordion/accordéonȱ306
musetteȱ163,ȱ526,ȱ547

Accraȱ461
acousticȱ?ȱAURALȱSTAGINGȱ

distanceȱ347,ȱ444
environmentȱ
SSOUNDSCAPE
SGUITARȱ
horizonȱ439



654 Tagg:  Music’s Meanings

instrumentsȱ188,ȱ277,ȱ513
recordingȱ134,ȱ536
SSPACE

acousticsȱ47,ȱ48,ȱ61,ȱ119,ȱ192,ȱ
269,ȱ277,ȱ366,ȱ375,ȱ436,ȱ469

acrobaticȱ380
AcrossȱtheȱPlainsȱ79
AdagioȱforȱStringsȱ407
Adams,ȱBryanȱ380
adaptiveȱmusicȱ533,ȱ534
AdornoȱTheodorȱWȱ97,ȱ105,ȱ
107,ȱ139–143,ȱ469

ADSRȱSENVELOPEȱ
advert/ad/advertising/adȬ
vertiser[s]/commercials

ȱ1,ȱ2,ȱ27,ȱ35,ȱ39,ȱ60,ȱ83,ȱ93,ȱ
99,ȱ111,ȱ112,ȱ115,ȱ138,ȱ168,ȱ
184,ȱ185,ȱ192,ȱ196,ȱ212,ȱ214,ȱ
242,ȱ267,ȱ269,ȱ270,ȱ281,ȱ307,ȱ
344,ȱ354,ȱ356,ȱ359,ȱ360,ȱ362,ȱ
380,ȱ382,ȱ437,ȱ438,ȱ443,ȱ489,ȱ
497,ȱ498,ȱ502,ȱ507,ȱ521,ȱ529,ȱ
533,ȱ574,ȱ587,ȱ590,ȱ596
Philishaveȱ497–498
RACȱ438
TVȱ39,ȱ93,ȱ269
voicesȱinȱ359–360

aeolianȱSMODE!aeolian

aerobicsȱ442,ȱ443
Aerosmithȱ413
aesthesic/aesthesisȱ305,ȱ344,ȱ
354,ȱ391,ȱ529,ȱ579
competenceȱ119,ȱ119–
120,ȱ128,ȱ197

descriptorsȱ300,ȱ357–360
focusȱ196–198
@�poïeticȱ116,ȱ118–120,ȱ
529

aesthetic[s]

SABSOLUTE/ABSOLUTISTȱ
Adornoȱ142,ȱ469
buzzwordsȱ95
SCANON[S]
Chinaȱ86
extensionalȱ107,ȱ272,ȱ411,ȱ
412,ȱ586
@ȱintensionalȱ272

Indiaȱ87
intensionalȱ107,ȱ412,ȱ589
@ȱextensionalȱ272

ofȱfailureȱ445
opinionȱconfusedȱwithȱ
scholarshipȱ142

postmodernistȱ101–115
recordingȱ370
relativeȱ135,ȱ136
rockȱ183,ȱ300,ȱ409,ȱ437,ȱ
444,ȱ445
authenticityȱ141

semioticȱproblemsȱ148
useȱvalueȱ175

affectȱ72,ȱ75Ȭ76,ȱ85,ȱ209,ȱ336
Baroqueȱtheoryȱ94,ȱ97
gesturalȱ319
intervallicȱ324–325

Africaȱ212,ȱ321,ȱ330
Eastȱ179
notionsȱofȱ467
SubȬSaharanȱ70,ȱ123,ȱ294,ȱ
456–463,ȱ597

Westȱ50,ȱ295,ȱ459,ȱ489
AfricanȬAmericanȱ191,ȱ320,ȱ
466,ȱ467,ȱ471,ȱ481,ȱ527,ȱ597

AfroȬCaribbeanȱ463
Agawu,ȱKofiȱ459
AgitatoȱNo.ȱ3ȱ544
Ahmad,ȱJamilȱ356
Ain’tȱNoȱMountainȱHighȱ
Enoughȱ476
Ain’tȱThatȱAȱShame?ȱ476
Ainsley,ȱJohnȱMarkȱ400
airȱ

conditioningȱ434
SGUITAR
=ȱtuneȱ365

Airȱ(Bach)ȱ413
airborneȱ(melody)ȱ365
airport[s]ȱ35Ȭ36,ȱ212,ȱ240,ȱ
423,ȱ549
aksakȱ295
AlȱF¬r¬biȱSȱF%R%BI
Ala,ȱNȱetȱal.ȱ35
alabasterȱbustsȱ96
AlbertȱHallȱ403

AldeburghȱFestivalȱ12
aleatoricȱ404,ȱ579
Alfvén,ȱHugoȱ245
alienationȱ95,ȱ100,ȱ130,ȱ133,ȱ
171,ȱ183,ȱ188,ȱ210,ȱ365,ȱ405,ȱ
437,ȱ596
AllȱAlongȱTheȱWatchtowerȱ
341

AllȱTogetherȱNowȱ342,ȱ413
allemandeȱ412
Allende,ȱSalvadorȱ388
allrovi.comȱ564
Allwood,ȱJensȱ49
alogogenicȱ84,ȱ115,ȱ120,ȱ579
AlsoȱsprachȱZarathustraȱ
ȱ269,ȱ389

altiplanoȱ388,ȱ390
Altman,ȱRickȱ552
Ambassadorsȱ(Holbein)ȱ429
Ambolley,ȱGyeduȱBlayȱ461
AmericanȱBeautyȱ359,ȱ543
AmethystsȱforȱEsmeraldaȱ495
Amos,ȱToriȱ450
Amoursȱperdues,ȱLesȱ373
amplificationȱ299,ȱ369,ȱ370
Amtrakȱ362
amygdalaȱ68
AnȱdieȱMusikȱ490
anacrusisȱ293,ȱ519,ȱ520,ȱ579
analysis

classesȱ16–17
musicȱ5,ȱ14,ȱ15,ȱ16,ȱ91,ȱ
101,ȱ106,ȱ117,ȱ119,ȱ120,ȱ
123,ȱ148,ȱ149,ȱ154,ȱ173,ȱ
195–261,ȱ268,ȱ529–578

narrativeȱ3
objectȱSAO
visualȱ117

anaphoneȱ306,ȱ308,ȱ486
compositeȱ509–514
instrumentalȱtimbreȱ308–
313

holokineticȱ499–500,ȱ589
kineticȱ303,ȱ486,ȱ498–502,ȱ
508–509,ȱ513,ȱ518Ȭ519,ȱ
546,ȱ590

linguisticȱ489–491
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nonȱvocalȱ488–489
paralinguisticȱ492–494
socialȱ417,ȱ419,ȱ467–474,ȱ
514,ȱ600
sonicȱ27,ȱ487–494,ȱ498,ȱ
547,ȱ600

spatialȱ486,ȱ500–502
tactileȱ308,ȱ486,ȱ487,ȱ494–
498,ȱ511,ȱ546,ȱ601

transscansionȱ489–490
vocalȱ489–494

anaphoraȱ580
AndaluciaȱSȱSPAIN
Anderson,ȱLaurieȱ439,ȱ446,ȱ
Andersson,ȱStigȱ415
Andes/Andeanȱ187,ȱ306,ȱ
307,ȱ330,ȱ388,ȱ390,ȱ477,ȱ479Ȭ
481,ȱ526Ȭ527,ȱ582,ȱ596

Andrè,ȱFabrizioȱdeȱ373
angel[s]/angelicȱ249,ȱ341,ȱ
357,ȱ432,ȱ573
harpsȱ389

AngloȬUSȱ106,ȱ351
angry/angerȱ9,ȱ58,ȱ67,ȱ68,ȱ73,ȱ
188,ȱ281,ȱ282,ȱ344,ȱ347,ȱ351,ȱ
357,ȱ359,ȱ365,ȱ440,ȱ472,ȱ598

Angstȱ176,ȱ177,ȱ308,ȱ357,ȱ524
anguishȱ427,ȱ574

ambitusȱ325
managementȱ314

angularȱ259,ȱ356,ȱ501,ȱ509,ȱ
513,ȱ552

anhemitonicȱ330,ȱ331,ȱ580,ȱ
583

animalȱmusicȱ54–58
animatedȱfilmȱ540
Anka,ȱPaulȱ342
Antarcticaȱ418,ȱ419
anthropologyȱ5,ȱ105,ȱ119,ȱ
133,ȱ144,ȱ364,ȱ433,ȱ441

anthropomorphismȱ55
anticipation

filmȱmusicȱ550
Antigoneȱ471
antiheroȱ438
antiphonyȱ471,ȱ580

AOȱ(analysisȱobject)ȱ146,ȱ
200,ȱ230–231,ȱ580
choiceȱofȱ202,ȱ203
definedȱ230

aperiodicȱsoundȱ275
Appalachianȱ320,ȱ330
appoggiaturaȱ389,ȱ580
appropriationȱofȱpopularȱ
musicȱbyȱstateȱpowerȱ103
Arab[Ȭic/Ȭian]

hegemonyȱ53
ȱSȱMODEȱ!�maq¬m
heterophonyȱ338,ȱ452
metreȱ295
musicȱ425,ȱ452,ȱ519,ȱ520

Westernȱnotionsȱofȱ
176,ȱ419,ȱ520,ȱ526

noubaȱ593
scholarshipȱ52,ȱ85,ȱ88
tonalityȱ321,ȱ330,ȱ332,ȱ
334,ȱ335,ȱ526

arbitraryȱsignȱSSEMIOTICS
‘Areȱyouȱtalkingȱtoȱme?’ȱ
347–350

ariaȱ382
daȱcapoȱ400

aristocracyȱSCLASSȱ
Aristotleȱ52
Armstrong,ȱJaredȱ8
arpeggioȱ432,ȱ580
arrange[Ȭr/Ȭment]ȱ469,ȱ540
ArrivalȱofȱaȱTrainȱatȱLaȱCiotatȱ
535

‘arseholeȱart’ȱ99
Asafyev,ȱBorisȱ46,ȱ151,ȱ439
AssociatedȱBoardȱ10,ȱ14
AtȱLastȱ342
Atkinson,ȱMaxȱ147
atmosȱ581
atonalȱ276
attackȱSȱENVELOPE
audienceȱ2,ȱ38,ȱ71,ȱ72,ȱ79,ȱ86,ȱ
90,ȱ91,ȱ93,ȱ94,ȱ111,ȱ112,ȱ129,ȱ
130,ȱ139,ȱ149,ȱ178,ȱ180,ȱ182,ȱ
192,ȱ196,ȱ198,ȱ199,ȱ200,ȱ201,ȱ
204,ȱ214,ȱ245,ȱ249,ȱ267,ȱ270,ȱ
286,ȱ303,ȱ351,ȱ362,ȱ369,ȱ390,ȱ

391,ȱ393,ȱ408,ȱ438,ȱ441,ȱ461,ȱ
469,ȱ477,ȱ521,ȱ525,ȱ528,ȱ531,ȱ
535,ȱ536,ȱ541,ȱ548,ȱ550,ȱ551,ȱ
554,ȱ555,ȱ597,ȱ599,ȱ601

AudioȱBullysȱ356
AudiovisualȱPersonalityȱCuesȱ
377

auditoryȱcheesecakeȱ62
AufȱFlügelnȱdesȱGesängesȱ365
AuldȱLangȱSyneȱ317
auralȱstagingȱ122,ȱ299–303,ȱ
381,ȱ448,ȱ473,ȱ515,ȱ536,ȱ560,ȱ
581,ȱ598
lateralȱposition,ȱpanning,ȱ
etc.ȱ301Ȭ302

frontal/retralȱ301Ȭ302
surroundȱsoundȱ301
verticalȱpositionȱ301,ȱ303

Australia[n]ȱ43
Aboriginalȱ176,ȱ526
Doors,ȱTheȱ382
NationalȱFilmȱandȱ
SoundȱArchiveȱ552

TVȱ381,ȱ382
Austriaȱ9,ȱ89,ȱ529

andȱshampooȱ167,ȱ168,ȱ
169,ȱ172,ȱ189,ȱ191,ȱ208,ȱ
502,ȱ506

auteurcentrismȱ198
authenticityȱ87,ȱ106,ȱ126,ȱ
131,ȱ141,ȱ480,ȱ523
singerȬsongwriterȱ374

authority

BBCȱasȱvoiceȱofȱ361
authorshipȱ198
autobiographyȱ6,ȱ7–16
AutoȬTuneȱ374,ȱ581
avantȬgardeȱ403,ȱ404
AveȱMariaȱ432,ȱ474
Axt,ȱWilliamȱ537

B
babblingȱbrookȱ308
BaȬBenzéléȱ466ȱ
babyȬboomersȱ110
Bach,ȱJȱCȱ125
Bach,ȱJȱSȱ11,ȱ96,ȱ206,ȱ245,ȱ264,ȱ
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323,ȱ338,ȱ382,ȱ406,ȱ413,ȱ447,ȱ
448,ȱ449,ȱ454,ȱ455,ȱ473,ȱ488,ȱ
524,ȱ525

Bach,ȱPȱDȱQȱ382,ȱ456,ȱ471
Bacharachȱchordsȱ340
backȱcatalogueȱ102
backgroundȱ438

accompanimentȱ335,ȱ337,ȱ
426,ȱ432,ȱ433,ȱ440,ȱ461,ȱ
462,ȱ475,ȱ481,ȱ517,ȱ585

figuresȱ208
filmȱ554
harmonyȱ426
musicȱ35,ȱ139,ȱ199,ȱ408
sound/noiseȱ59,ȱ178,ȱ236,ȱ
237,ȱ270,ȱ272,ȱ300,ȱ315,ȱ
425,ȱ434,ȱ435

underscoreȱ556,ȱ561,ȱ603
visualȱ168,ȱ423,ȱ429,ȱ504

BackgroundȱMusicȱforȱHomeȱ
Moviesȱ495
backingȱ182,ȱ426,ȱ472,ȱ474

discoȱ527
heavyȱmetalȱ440
trackȱ388,ȱ389,ȱ426,ȱ444
vocalsȱ121,ȱ426,ȱ467,ȱ470,ȱ
472,ȱ523,ȱ597

BadȱForȱMeȱ400
Baddeley,ȱAlanȱ273ȱ
Badinerieȱ264
bagpipe[s]ȱ8,ȱ47,ȱ48,ȱ176,ȱ306,ȱ
328,ȱ333,ȱ337,ȱ526
baiãoȱ333,ȱ405
Bailey,ȱBillȱ380,ȱ381
BakerȱStreetȱ307
balalaikaȱ526
BaliȱHa’iȱ543
Balkansȱ134,ȱ295,ȱ321,ȱ330
Ball,ȱPhilipȱ43,ȱ62,ȱ68,ȱ71,ȱ72ȱ
balladȱ294,ȱ402

metreȱ405
wistfulȱ202

balletȱ539
Bamba,ȱLaȱ341
bandȱSȱENSEMBLE
bandishȱ412
Bangles,ȱTheȱ382

barȱ(drink)ȱ35,ȱ36,ȱ40,ȱ211,ȱ485
barȱ(mus.)ȱ122,ȱ284–287,ȱ
293–296,ȱ379–389,ȱ518,ȱ539,ȱ
540,ȱ581
12ȬbarȱSȱBLUES
4Ȭbarȱ284,ȱ285,ȱ342,ȱ518
8Ȭbarȱ285,ȱ342,ȱ398,ȱ404,ȱ
516

barȱlineȱ599
editȱ554

Barber,ȱSamuelȱ407
barbershopȱ467,ȱ468,ȱ522
Barbieȱdollȱ351
bardȱ51,ȱ52,ȱ53,ȱ374
Baroque

affectȱtheoryȱ94,ȱ97
counterpointȱ454,ȱ457
monodyȱ425,ȱ477
operaȱ299,ȱ399

Barron,ȱAnneȱ125,ȱ126
Barsky,ȱRȱFȱ108
Bartel,ȱDietrichȱ73,ȱ94
Barthes,ȱRolandȱ108
Bartók,ȱBélaȱ10,ȱ13,ȱ67,ȱ93,ȱ
134,ȱ245,ȱ246,ȱ472,ȱ483,ȱ553

Basarwaȱ466
BasketȱCaseȱ413
bassȱ153,ȱ274,ȱ301,ȱ312,ȱ313,ȱ
318,ȱ328,ȱ331,ȱ422,ȱ438,ȱ440
SȱDRUM
funkȱ465
groundȱ382,ȱ413
guitarȱ272,ȱ300,ȱ475–476
lineȱ153,ȱ256,ȱ296,ȱ318,ȱ
413,ȱ444,ȱ447,ȱ456
descendingȱ413

playerȱ475
registerȱ337
slapȱ466
subbassȱ312,ȱ337
tiptoeȱ389

Bassey,ȱShirleyȱ104
bathroomȱ298
Battel,ȱTheȱ539
battleȱ544
Baudrillard,ȱJeanȱ108
BBCȱ35,ȱ37,ȱ103,ȱ137,ȱ311,ȱ

361,ȱ366,ȱ408,ȱ474,ȱ478,ȱ512,ȱ
513,ȱ574

BeastieȱBoysȱ128,ȱ297
beatȱ283,ȱ288–294

biologicalȱfunctionsȱ289
bpmȱ284–285,ȱ288–291,ȱ
293,ȱ294,ȱ342,ȱ398,ȱ399,ȱ
409,ȱ458,ȱ482,ȱ518,ȱ539,ȱ
540,ȱ581ȱ?ȱMETRE,ȱ
METRONOME,ȱSPEED

crossȬbeatȱ457,ȱ464
downbeatȱ123,ȱ289,ȱ293,ȱ
295,ȱ296,ȱ554
?ȱACCENT
editȱ554

heartbeatȱ281
offbeatȱ289
pulseȱ47,ȱ48,ȱ68,ȱ273,ȱ444,ȱ
445,ȱ458

skippingȱ287
subbeatȱ291,ȱ293Ȭ295,ȱ
458Ȭ460,ȱ463Ȭ464,ȱ600

toneȱbeatȱ232
upbeatȱ293,ȱ295

Beatles,ȱTheȱ11,ȱ102,ȱ135,ȱ295,ȱ
310,ȱ342,ȱ382,ȱ388,ȱ397,ȱ400,ȱ
401,ȱ402–403,ȱ406,ȱ464,ȱ478

Beaud,ȱPaulȱ139
bebopȱSȱJAZZ
bedroomȱ298
BeeȱGeesȱ390
Beethoven,ȱLȱvanȱ102,ȱ129,ȱ
149,ȱ292,ȱ330,ȱ382,ȱ407,ȱ411,ȱ
413,ȱ488,ȱ524,ȱ525,ȱ538
Begleitmusikȱ89
BellȱCanadaȱ(‘Emily’)ȱ362
bell[s]ȱ36,ȱ270,ȱ279,ȱ310,ȱ435,ȱ
436,ȱ501,ȱ567ȱ
belfryȱ36,ȱ436
chimesȱ36,ȱ292,ȱ396

ding/dongȱ368,ȱ498
doorȱ292,ȱ368

pattern�STIME!line

tubularȱ235
Bells,ȱTheȱ488,ȱ539
Belz,ȱCȱ106,ȱ141
Bengtsson,ȱIngmarȱ426



Tagg: Music’s Meanings— Index 657

Benis,ȱAȱMȱ381
Benning,ȱAnnetteȱ359
BereiteȱdichȱZionȱ264
Berg,ȱAlbanȱ368
Berger,ȱJohnȱ427,ȱ429
Berlinȱ(band)ȱ442
Berlinȱ(city)ȱ102,ȱ137
Berliner,ȱEmilȱ134
Berlioz,ȱHectorȱ407,ȱ419
Bernstein,ȱLeonardȱ151,ȱ295ȱ
Bertrand,ȱSimonȱ532,ȱ572
BestȱofȱItalianȱHouseȱ407
Beuronȱ450
BeverlyȱHillsȱCopȱ466
BeyondȱTheȱFringeȱ382
bh¬vaȱ72
Bhosle,ȱAshaȱ372
BiAkaȱ466
Bickle,ȱTravisȱ347
Biemans,ȱMoniqueȱ377
Biermann,ȱWolfȱ373,ȱ374
bigȱbandȱ307,ȱ468,ȱ597
BigȱTimeȱ(Gabriel)ȱ311
BigȬAssȱPurseȱ380
bike[r]ȱSȱMOTORBIKE
BikiniȱKillȱ375,ȱ467
BillboardȱHotȱ100ȱ406
bioȬacousticȱ45,ȱ47,ȱ48,ȱ281
biometricȱvoiceȱprintingȱ350
biomusicologyȱ57
biorhythmsȱ281
birdsongȱ55,ȱ56,ȱ211,ȱ270,ȱ
422,ȱ424,ȱ487,ȱ572,ȱ591
flutesȱ572

BirminghamȱschoolȱSȱCCCS
BitchesȱBrewȱ466
bitterȱ496,ȱ497

bitterȬsweetȱchordȱ340
Bizet,ȱGeorgesȱ538,ȱ407,ȱ526
Björnberg,ȱAlfȱ151,ȱ401
BlackȱPanthersȱ141
BlackȱPowerȱ466
BlackȱSabbathȱ311,ȱ439,ȱ497
BlackȱSnakeȱMoanȱ381
Blacking,ȱJohnȱ43,ȱ151
Blacksmith,ȱTheȱ330

Blaenwernȱ453
BlazingȱSaddlesȱ368
Blindlightȱ354,ȱ358
Bliss,ȱArthurȱ103
BloodȱSweatȱ&ȱTearsȱ477
Blowin’ȱInȱTheȱWindȱ373
BlueȱAngelsȱ442
BlueȱDanubeȱ93
BlueȱMoonȱ342,ȱ397Ȭ399,ȱ585
blueȱnotesȱ122
BlueȱTangoȱ110
BlueȱYodelȱ#1ȱ286
BlueberryȱHillȱ476
bluegrassȱ321,ȱ382
bluesȱ47,ȱ123,ȱ135,ȱ318,ȱ321,ȱ
330,ȱ412,ȱ472,ȱ493,ȱ523
12Ȭbarȱ286Ȭ7,ȱ342,ȱ396,ȱ
400,ȱ412,ȱ414,ȱ518Ȭ9,ȱ522

8Ȭbarȱ342
countryȱ286
shouterȱ375
urbanȱ47,ȱ286

bodyȱ69,ȱ88,ȱ92,ȱ101,ȱ106,ȱ
140,ȱ141,ȱ176,ȱ191,ȱ211,ȱ274,ȱ
286,ȱ311,ȱ317,ȱ355,ȱ377Ȭ8,ȱ
433,ȱ443,ȱ461Ȭ2,ȱ478,ȱ483
?ȱCORPOREAL,ȱSOMATIC
bodyismȱ110Ȭ5,ȱ190,ȱ442
languageȱ147,ȱ346,ȱ347,ȱ
349

postureȱ64,ȱ152,ȱ345,ȱ349,ȱ
350,ȱ352,ȱ357,ȱ377,ȱ378,ȱ
379,ȱ550

typeȱ359
BodyȱAndȱSoulȱ397,ȱ399
Bodyformȱ380
Bodyguard,ȱTheȱ312
Boëthiusȱ52,ȱ81
Boilès,ȱCharlesȱ151
Boléroȱ597
boleroȱdrumsȱ389
Bolinger,ȱDwightȱ147
Bollywoodȱ372,ȱ375
BonȱJoviȱ415
Bonanzaȱ509
boomȬboomȱfactorȱ290

Booseyȱ&ȱHawkesȱRecordedȱ
Music…ȱ224
BornȱtoȱbeȱWildȱ436
Borodin,ȱAȱPȱ420
Bosch,ȱHieronymusȱ427
bossaȱnovaȱ340,ȱ551
BothyȱBandȱ264,ȱ414
BotkinȱBȱAȱSLOMAXȱAND…
bottleȱlobbingȱ356,ȱ358
Bouchard,ȱVincentȱ353
Boulez,ȱPierreȱ149,ȱ404
Bourdieu,ȱPierreȱ108
bouréeȱ412
bourgeois[ie]ȱSȱCLASS

consumersȱ125,ȱ127,ȱ129
homesȱ429,ȱ539
ideologyȱ124
revolutionȱ94,ȱ95,ȱ98,ȱ111
subjectivityȱ95,ȱ101,ȱ113,ȱ
433,ȱ454

bouzoukiȱ526
Bowen,ȱCarolineȱ377
Bowie,ȱDavidȱ89
Bowlly,ȱAlȱ375,ȱ398,ȱ400
boyȱbandȱ380
bpmȱSȱBEATȱ
Brackett,ȱDavidȱ151,ȱ465
Bradby,ȱBarbaraȱ352
Bradley,ȱDickȱ108
Bragg,ȱBillyȱ380
Brahms,ȱJohannesȱ538,ȱ541
brainȱ68–71
Brandeisȱ141
BrandenburgȱConcertoȱ406
Brando,ȱMarlonȱ437
brassȱ

bandȱ214,ȱ468,ȱ575
instrumentsȱ277
brassyȱ357

BrassedȱOffȱ468
BraveȱGoose,ȱTheȱ554
Braveheartȱ306
Brazilȱ333,ȱ375,ȱ405

rockȱ405
breakȱ(mus.)ȱ471
breakdownȱnotesȱ552,ȱ553,ȱ
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562,ȱ581
breath/breathingȱ1,ȱ45,ȱ47Ȭȱ8,ȱ
272,ȱ283Ȭ4,ȱ289,ȱ307,ȱ352,ȱ
356,ȱ357,ȱ369Ȭ370,ȱ378Ȭ9,ȱ
421,ȱ426,ȱ572
ventilationȱcycleȱ281,ȱ283

Brecht,ȱBertoltȱ548
Brel,ȱJacquesȱ373,ȱ374,ȱ380,ȱ
Breslow,ȱDianeȱBȱ377
bridgeȱ74,ȱ77,ȱ288,ȱ551

euroclassicalȱ411
film/TVȱ406,ȱ521,ȱ551,ȱ601ȱ
middleȱ8ȱ395,ȱ396–401,ȱ
414,ȱ415,ȱ517,ȱ582,ȱ591

BridgeȱOverȱTroubledȱWaterȱ
388

Bright,ȱWilliamȱ233
Britishȱ357,ȱ495

establishmentȱ361
‘folk’ȱ382
Islesȱ321,ȱ330,ȱ333,ȱ519
publicȱ184
rockȱ47

Britten,ȱBenjaminȱ382
broadȬbandȱ

droneȱ434
soundsȱ438,ȱ440

broadcastȱ1,ȱ35,ȱ39,ȱ56,ȱ92,ȱ
137,ȱ172,ȱ187,ȱ361,ȱ370,ȱ381,ȱ
575

Brocken,ȱMikeȱ437
Brodie,ȱPhilȱ269
BrokenȱPlaygroundȱ446
BrothersȱInȱArmsȱ313
Brown,ȱJamesȱ13,ȱ297,ȱ465,ȱ
466,ȱ467

Brown,ȱStephenȱ54,ȱ62
Bruckner,ȱAntonȱ407
Bruegel,ȱPieterȱ427Ȭ428
BrutonȱMusicȱ224
Buarque,ȱChicoȱ597
buffaloȱ423,ȱ424
Bulgaria[n]ȱ180Ȭ182,ȱ320,ȱ634

diaphonyȱ320,ȱ372
bureaucracyȱ71
Burns,ȱGaryȱ396
Burns,ȱRobertȱ491

Burrell,ȱCȱ424
Buxtehude,ȱDieterichȱ96
Buzz,ȱRoar,ȱClick,ȱCrashȱ497Ȭ8
ByȱtheȱBanksȱofȱtheȱNeneȱ8
Byrd,ȱJerryȱ496
Byrd,ȱWilliamȱ413,ȱ455,ȱ456,ȱ
459,ȱ468,ȱ488,ȱ539

Byrds,ȱTheȱ597

C
cabaretȱ368,ȱ382
Caccini,ȱGiulioȱ425
cacophonyȱ402
cadenceȱ70,ȱ318,ȱ336,ȱ396,ȱ
403,ȱ410,ȱ411,ȱ431,ȱ456,ȱ520,ȱ
523ȱ?ȱFINALITY
euroclassicalȱ70

Cage,ȱJohnȱ44,ȱ406
Cain,ȱJeffreyȱ341
Californiaȱ341
callȱandȱresponseȱ
SȱRESPONSORIALITY

calliopeȱ382
calmȱ67,ȱ73,ȱ74,ȱ75,ȱ423,ȱ461,ȱ
479,ȱ480,ȱ542,ȱ548
restfulȱ494
stasisȱ208,ȱ287,ȱ337ȱ

Calvert,ȱEddyȱ464
CAMȱ224
Cambodiaȱ407
Cambridgeȱ10Ȭ13,ȱ242,ȱ459
CaminoȱdelȱIndioȱ373
Campin,ȱJackȱ333
CandleȱInȱTheȱWindȱ71
canon

authenticityȱ141
contrapuntalȱ454
canonisationȱ102,ȱ113
dominantȱ135
euroclassicalȱ96,ȱ136,ȱ148,ȱ
150

pop/rockȱ104,ȱ106,ȱ115
cantataȱ399
Cantataȱperȱl’Europaȱ267
cantautoreȱ373,ȱ375
cantillationȱ367
cantometricsȱ373,ȱ470

capitalismȱ38,ȱ61,ȱ70,ȱ97,ȱ99,ȱ
100,ȱ103,ȱ110,ȱ114,ȱ137,ȱ139,ȱ
148,ȱ186,ȱ363,ȱ429,ȱ442,ȱ445
CapriccioȱEspagnolȱ526
Carcassȱ1990ȱ375
CarelessȱWhisperȱ307
CaressesȱbyȱCandlelightȱ79
Caribbeanȱ465
caricatureȱ380
Carmenȱ(Bizet)ȱ407,ȱ526
Carminaȱburanaȱ548
Carreras,ȱJoséȱ369
Carstens,ȱNicoȱ464ȱ
Cascone,ȱKimȱ445
Cash,ȱJohnnyȱ373,ȱ374
castanetsȱ526
Castlevaniaȱ206
cathedralȱ298
cavalryȱmarchȱ294
CCCSȱ582
ceilidh/ceilidhȱbandȱ285,ȱ414
celestaȱ308
celloȱ252,ȱ278,ȱ469,ȱ522
Celticȱ176,ȱ333,ȱ354,ȱ357,ȱ526
centralȱperspectiveȱ428
centreȱandȱperiphery

diataxisȱ392
centrifugalȱprocessȱ393
centripetalȱprocessȱ392
Fernandoȱ394

CenturyȱofȱProgressȱ79
chaconneȱ342,ȱ413
chalgaȱ264
ChanȱChanȱ296
chansonnierȱ375
chantingȱ366
chaosȱ88,ȱ210,ȱ403,ȱ446,ȱ495,ȱ
512,ȱ514
Charakterstückeȱ539
charangoȱ306,ȱ388,ȱ525,ȱ582
Chartier,ȱRogerȱ126
chartsȱ(recordȱsales)ȱ102
CheȱfaròȱsenzaȱEuridiceȱ265
cheesecakeȱ62
Chernoff,ȱJȱMȱ457,ȱ466
Chester,ȱAȱ272,ȱ409,ȱ588,ȱ591
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Chicagoȱ509
Chiffons,ȱTheȱ254,ȱ341
child

childhoodȱ308
childishȱ77,ȱ364,ȱ368
childlikeȱ357
childrenȱ36,ȱ60,ȱ77,ȱ99,ȱ
176,ȱ189,ȱ211,ȱ214,ȱ217,ȱ
274,ȱ314,ȱ316,ȱ343,ȱ344,ȱ
345,ȱ363,ȱ365,ȱ377,ȱ408,ȱ
436,ȱ458,ȱ544,ȱ545

Chileȱ388
chimesȱSȱBELL
Chinaȱ85–86,ȱ526
Chion,ȱMichelȱ552
ChocolateȱCityȱ466
choirȱ9,ȱ14,ȱ36,ȱ46,ȱ183,ȱ254,ȱ
339,ȱ453,ȱ455,ȱ468,ȱ469,ȱ470,ȱ
471,ȱ566,ȱ579,ȱ580,ȱ597
chorusȱ234,ȱ236
maleȱvoiceȱ467Ȭ9,ȱ522

Chopin,ȱFȱ317,ȱ341,ȱ520
choppyȱ282,ȱ283,ȱ497,ȱ509

chop/scratchȱguitarȱ465
choralȱSCHOIR,ȱHARMONY
chordȱ

bitterȬsweetȱ340
changesȱ412

trucker’sȱgearȱ397,ȱ
414–415,ȱ603

detectiveȱ116,ȱ339,ȱ340
loopsȱ341–342,ȱ582
powerȱ328,ȱ497
pornoȱ340
progressionsȱ340–342
romanticȱpathosȱ340
shuttlesȱ341,ȱ582
spyȱ116,ȱ339,ȱ340
suspenseȱ202
tetrad,ȱtriadȱ339
typesȱ339–340

choroȱ407
chorusȱ?ȱCHOIR

audioȱeffectȱ48,ȱ311
episodeȱ30,ȱ177,ȱ214,ȱ234,ȱ
287,ȱ338,ȱ395ȱff.,ȱ409,ȱ
414,ȱ415,ȱ596

inȱGreekȱdramaȱ395
jazz/rockȱepisodeȱ413
refrainȱ386,ȱ389,ȱ391–7

definedȱ395
Christgau,ȱRobertȱ141
Christian[ity]ȱ

evangelicalȱ70
nonȬconformistȱ453

Christmasȱ308
carolsȱ407

ChristmasȱOratorioȱ524
churchȱ124,ȱ308
SȱMODE

CIAȱ388
cigarettesȱ374,ȱ382
circusȱ308
civilȱrightsȱ466
Clapton,ȱEȱ103,ȱ310,ȱ438,ȱ443
Clarida,ȱBobȱ15,ȱ17,ȱ30,ȱ97,ȱ
137,ȱ171,ȱ208,ȱ290,ȱ333ȱ

clarinetȱ252,ȱ280
concertoȱ(Mozart)ȱ93

Clarkson,ȱGaryȱ273
class/classesȱ47,ȱ99,ȱ135,ȱ103

aristocracyȱ103,ȱ139,ȱ212
bourgeoisȱ88,ȱ94,ȱ95,ȱ100,ȱ
191,ȱ212ȱ

differenceȱ429,ȱ435
high/upperȱ12,ȱ53,ȱ84,ȱ85,ȱ
97,ȱ99,ȱ100,ȱ124,ȱ212,ȱ307,ȱ
332,ȱ357,ȱ358,ȱ428,ȱ495

lowerȱ212,ȱ433
lumpenproletariatȱ103
merchantȱ53,ȱ103,ȱ429
middleȱ106,ȱ199,ȱ212
nouveauȱricheȱ103
popularȱ99,ȱ140,ȱ163,ȱ348
proletarianȱ180,ȱ184,ȱ236,ȱ
333,ȱ525,ȱ547

rulingȱ53,ȱ85,ȱ86,ȱ97,ȱ99,ȱ
120,ȱ332

socialȱaspirationsȱ9
workingȱ110,ȱ137Ȭ139,ȱ
212,ȱ357Ȭ358,ȱ535

classicalȱ84Ȭ101,ȱ390
?ȱABSOLUTISM,ȱAESTHETȬ
ICS,ȱCANON,ȱCHINA,ȱCLASS,ȱ

EUROCLASSICAL,ȱINDIAȱ
artȱmusicȱ87
highȬclassȱstatusȱ12,ȱ99
ossificationȱ96,ȱ103
socialȱaspirationsȱandȱ9

claveȱpatternsȱ463,ȱ464
clickȱtrackȱ540,ȱ553
Clinton,ȱGeorgeȱ466
clockȱtickingȱ292
Cloonan,ȱMȱ37,ȱ38,ȱ441
clubsȱ13,ȱ36,ȱ40,ȱ211,ȱ270,ȱ
352,ȱ365,ȱ379,ȱ451,ȱ467,ȱ574
Cluelessȱ269
cluster[s]ȱ180,ȱ339,ȱ402,ȱ583
CoalȱMiningȱWomenȱ451
Cochran,ȱEddieȱ521
cocktailȱ

loungeȱ340
partyȱeffectȱ537

codaȱ396,ȱ404,ȱ410,ȱ411
codalȱincompetenceȱ
179–182,ȱ370

codalȱinterferenceȱ
182–189,ȱ370
CodeȱNapoléonȱ98
Cohen,ȱLeonardȱ373,ȱ374,
Cohen,ȱStanleyȱ108
ColdȱSweatȱ465
Coleman,ȱOrnetteȱ407
Colgateȱ536
collectorsȱ(folkȱmusic)ȱ135
collegeȱofȱmusicȱ
SCONSERVATORY

Collins,ȱKarenȱ102,ȱ204,ȱ292,ȱ
308,ȱ444,ȱ534

Collins,ȱPhilȱ312,ȱ341
Colombo,ȱJosephȱ526
colonisation/colonialismȱ
2,ȱ51,ȱ97,ȱ103,ȱ572,ȱ574,ȱ585

coloraturaȱSȱVOICE
colourȱandȱmusicȱ65
ComeȱTogetherȱ310
comedyȱ466
ComingȱtoȱAmericaȱ380
commentȱ(Lissa)ȱ548
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commercialȱ112,ȱ185
aestheticȱ@ȱ175
mediaȱ138
propagandaȱSȱADVERT
radioȱ2
recordingȱ137
TVȱ269,ȱ348,ȱ382,ȱ521
valueȱjudgementȱ98

CommercialȱClassicsȱ185
commodityȱ39

fetishismȱ360,ȱ596
musicȱasȱ125,ȱ126,ȱ127,ȱ
128,ȱ131,ȱ148,ȱ150,ȱ594,ȱ
603

commonȱtimeȱSMETRE
commotionȱ535,ȱ536
communicationȱ172Ȭ192

crossȬculturalȱ49
modelȱ174–178
paramusicalȱ268
processȱ195Ȭ197,ȱ200
studies/theoryȱ5,ȱ6,ȱ107,ȱ
173,ȱ154,ȱ173,ȱ530

communityȱ61,ȱ64,ȱ109,ȱ110,ȱ
123,ȱ172,ȱ179,ȱ204,ȱ231,ȱ266,ȱ
463,ȱ467,ȱ492,ȱ514,ȱ587
CommunityȱSongbookȱ451
commutationȱ253–256,ȱ340,ȱ
522

Fernandoȱ391,ȱ403,ȱ481
filmȱmusicȱ542–543,ȱ545
vocalȱpersonaȱ347–350,ȱ
351,ȱ353

CompayȱSegundoȱ296
competenceȱ5,ȱ13,ȱ72,ȱ
118–120,ȱ172
SCODALȱINCOMPETENCE

composersȱ9,ȱ13,ȱ53,ȱ72,ȱ89,ȱ
90,ȱ91,ȱ94,ȱ95,ȱ96,ȱ103,ȱ104,ȱ
116,ȱ125,ȱ126,ȱ128,ȱ129,ȱ130,ȱ
131,ȱ134,ȱ154,ȱ175,ȱ178,ȱ196,ȱ
197,ȱ198,ȱ208,ȱ249,ȱ339,ȱ404,ȱ
409,ȱ421,ȱ455,ȱ468,ȱ469,ȱ530,ȱ
532,ȱ538,ȱ540,ȱ553,ȱ555,ȱ556,ȱ
557,ȱ600
bustsȱofȱ96
UKȱhonoursȱ104

compositionȱ10,ȱ44,ȱ53,ȱ72,ȱ
86,ȱ125,ȱ251,ȱ297,ȱ384,ȱ417,ȱ
428,ȱ529,ȱ533,ȱ540
definitionȱ297
visualȱ428

CompositionȱXȱ214
compressionȱ312,ȱ314
Compton’sȱMostȱWantedȱ297
conceptȱalbumȱ405
concertȱ

hallȱ36,ȱ40,ȱ95,ȱ96,ȱ236,ȱ
270,ȱ307,ȱ469,ȱ500,ȱ574

pitchȱ316
repertoireȱinȱFranceȱ96

concertedȱsimultaneityȱ286,ȱ
447,ȱ452,ȱ453,ȱ456

concertoȱ
formȱ413
grossoȱ382

ConcertoȱforȱOrchestraȱ245
ConciertoȱdeȱAranjuezȱ526
conduct[Ȭor/Ȭing]ȱ469,ȱ540
confident/confidenceȱ49,ȱ75,ȱ
151,ȱ209,ȱ283,ȱ347,ȱ357,ȱ377,ȱ
480

Confuciusȱ(ⷣ₧ )ȱ81,ȱ86
conjunctȱmotionȱSMOTION
conjuntoȱ468,ȱ469
Connerton,ȱPaulȱ97
Connery,ȱSeanȱ354
connotationȱ46,ȱ47,ȱ48,ȱ49,ȱ
92,ȱ583
artȱmusicȱ87,ȱ92
colourȱ65
icons,ȱindicesȱ161–163
metaphorȱ79
paramusicalȱSȱPMFC
reȬrecordingsȱ112
socialȱ118,ȱ119
steelȱguitarȱ158
synaesthesisȱ65

connotativeȱ
hijackingȱ185
intersubjectivityȱ200
spheresȱ176
somaticȱ@ȱ189–191

conservation

popȱandȱclassicalȱ103
conservatoryȱ96,ȱ103,ȱ119
consonanceȱ264,ȱ320
Constable,ȱJohnȱ423
constrainedȱSȱPITCH!rangeȱ
consumerismȱ39,ȱ83,ȱ103,ȱ
115,ȱ359,ȱ362,ȱ521
culturalȱstudiesȱandȱ110
propagandaȱ?ȱADVERT

containmentȱ76
contextualȱmetadiscourseȱ
119–120

Conti,ȱBillȱ490
continuantȱ277,ȱ309,ȱ367

definitionȱ583
timbreȱ278–279

contrapuntalȱSCOUNTERPOINT
contraryȱmotionȱSȱMOTION
controlȱ93,ȱ94,ȱ101,ȱ183,ȱ209,ȱ
283,ȱ318,ȱ346,ȱ352,ȱ357,ȱ436,ȱ
438,ȱ441,ȱ492
audioȱ314
groupȱ204
mechanismȱ251
remoteȱ242

Cooke,ȱDeryckȱ151,ȱ152,ȱ171,ȱ
237,ȱ322,ȱ325

Cooper,ȱAliceȱ438
Copland,ȱAaronȱ422
copyrightȱ30–31
corȱanglaisȱ290
CôrȱCymraegȱ453
Corbett,ȱJohnȱ380
cornfieldȱ423,ȱ506Ȭ508,ȱ587
Cornfield,ȱTheȱ423
corporation[s]ȱ1,ȱ36,ȱ60,ȱ71,ȱ
102,ȱ307,ȱ350,ȱ361,ȱ362,ȱ461
corporateȱmarimbaȱ543

corporeal[Ȭity]ȱ45,ȱ46,ȱ80,ȱ
101,ȱ103,ȱ140,ȱ191,ȱ195,ȱ442,ȱ
598

oblivionȱ115
rockȱmusicȱ101

Corpsȱdeȱballetȱ381
corridorȱ298
Costello,ȱElvisȱ341
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costumeȱSȱVOCAL!costume

councilȱestateȱ356,ȱ358
counterpointȱ338–339,
ȱ454–456,ȱ583
polyphonyȱ429–432ȱ
filmȱmusicȱ548,ȱ550

countrysideȱ303,ȱ418
coupȱ(military)ȱ388
coupleȱ(male/female)ȱ18
couranteȱ295,ȱ412
CoventȱGardenȱ381
coverȱbandȱ242
Cowan,ȱNelsonȱ273
cowboyȱ210,ȱ418,ȱ485
Craft,ȱRobertȱ90
Creamȱ(band)ȱ310,ȱ438
creamyȱ495,ȱ496,ȱ497
credibility

singerȬsongwriterȱ374
creditsȱSȱTITLEȱMUSIC
CreedenceȱClearwaterȱ488
crescendoȱ515,ȱ517,ȱ523
croonerȱSȱVOICE!crooner

Crosby,ȱBingȱ299
crossȱrhythmȱ425,ȱ456–465
Cross,ȱIanȱ62
crossȱbeatȱSȱBEAT
crossȬdomainȱrepres.ȱ26,ȱ
62–68,ȱ75,ȱ78,ȱ266,ȱ271,ȱ364

CrossleyȬHolland,ȱPȱ85Ȭ86
crossȬrhythmȱ294,ȱ295
crossȬtestingȱ203
Cruise,ȱDȱAȱ147
Cryin’ȱ413
Crystals,ȱTheȱ317
CSIȱEffect,ȱTheȱ70,
Cubaȱ463–464
cuckooȱ162,ȱ424
cuddlyȱ351
cueȱ553ȱ

listȱ553,ȱ557,ȱ558–562
pointȱ553,ȱ583
sheetȱ553,ȱ583

cuecaȱ264,ȱ294,ȱ295,ȱ459

culturalȱ
locationȱ199
relativityȱ135–136
problemsȱwithȱaesthesicȱ
descriptorsȱ357–358
studiesȱ106–111,ȱ138,ȱ
143,ȱ154

Curtis,ȱJamieȱLeeȱ442
CwmȱRhonddaȱ184,ȱ453
cyclicalȱprocessesȱ392–394
CymanfaȱCanuȱ453

D
daȱcapoȱ394,ȱ400,ȱ412,ȱ584
DaȱDooȱRonȱRonȱ317
Dahlhaus,ȱCarlȱ94,ȱ97
Dale,ȱDickȱ330
Daleksȱ311
Dallasȱ521
danceȱ37,ȱ45,ȱ46,ȱ49,ȱ61,ȱ63,ȱ
69,ȱ81,ȱ86,ȱ93,ȱ101,ȱ140,ȱ151,ȱ
179,ȱ213Ȭ214,ȱ260,ȱ284–286,ȱ
287,ȱ295,ȱ296,ȱ384,ȱ395,ȱ400,ȱ
403,ȱ459,ȱ461,ȱ462,ȱ499,ȱ521,ȱ
538,ȱ554,ȱ588,ȱ603
band(s)ȱ399,ȱ400
floorȱ285
forróȱ405
foxtrotȱ284
GayȱGordonsȱ284–285
hallȱ390
jenkaȱ264
jigȱ264,ȱ294,ȱ284,ȱ412
jiveȱ284
lambadaȱ264
musicȱ47,ȱ180,ȱ281,ȱ284,ȱ
289,ȱ341,ȱ390,ȱ405,ȱ407
musicȱ(electronic)ȱ289,ȱ
312,ȱ313,ȱ418,ȱ444–445,ȱ
470,ȱ484,ȱ520,ȱ523
electroȬdanceȱ254

polkaȱ294
polskaȱ264
sambaȱ284
rumbaȱ465
Scottishȱcountryȱ10,ȱ153,ȱ
284–285

stepsȱ272,ȱ285
suiteȱ406,ȱ414,ȱ412
syrtosȱ264
waltzȱ163,ȱ284,ȱ412,ȱ547

Vienneseȱ294
DancingȱInȱTheȱStreetȱ476
DancingȱQueenȱ397
dangerȱ307,ȱ308ȱ?ȱTHREAT
danseusesȱ381
DaphnisȱetȱChloëȱ419
Dapieve,ȱAȱ405
Daquin,ȱLouisȬClaudeȱ488
daredevilȱSȱROCK!daredevilȱ
Darin,ȱBobbyȱ342
DarkȱSideȱofȱtheȱMoonȱ341
Darke,ȱGrahamȱ305
Darknessȱ(Gabriel)ȱ300
Davies,ȱStephenȱ151
Davis,ȱAngelaȱ141
Davis,ȱBetteȱ495
Davis,ȱBobȱ464Ȭ466
Davis,ȱMilesȱ466,ȱ526
DayȱInȱTheȱLife,ȱAȱ402–403,ȱ
404,ȱ416

DeȱAndrè,ȱFabrizioȱ374
DeȱNiro,ȱRobertȱ348
Deary,ȱIȱJȱ355
deathȱ265,ȱ370,ȱ371,ȱ512,ȱ572

drumȱ559,ȱ572,ȱ574
metalȱ348,ȱ356,ȱ440,ȱ597

growlerȱ375
inȱmusicȱ49–50,ȱ546

DeBruine,ȱLisaȱ377
Debussy,ȱClaudeȱ499
decayȱSȱENVELOPE
decibelsȱ313,ȱ314
deconstructionȱ109
DeepȱPurpleȱ542
Dees,ȱRickȱ381
degenerateȱ374
Delacroix,ȱEugèneȱ429
Delalande,ȱFrançoisȱ151
delayȱSȱECHO
Deleuze,ȱGillesȱ108
Delibes,ȱLéoȱ538
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delicacy/delicateȱ75,ȱ153,ȱ
172,ȱ177,ȱ183,ȱ287,ȱ303,ȱ308,ȱ
432,ȱ495,ȱ496

Dembrow,ȱMichaelȱ552
demographicsȱ47,ȱ74,ȱ77,ȱ81,ȱ
138,ȱ154,ȱ199,ȱ200,ȱ204,ȱ215,ȱ
216,ȱ267,ȱ268,ȱ357,ȱ362,ȱ467
vocalȱpersonaȱ379
voiceȱ355,ȱ357,ȱ358

demonstrationsȱ(polit.)ȱ367
denimȱ199,ȱ437
Denisoff,ȱRȱSergeȱ267
denotationȱ95,ȱ584

arbitraryȱsignȱ163
connotationȱ@ȱdenotaȬ
tionȱ164–166,ȱ170–171

languageȱ145,ȱ163
musicalȱstructureȱ10,ȱ11,ȱ
19,ȱ115–120,ȱ128,ȱ191,ȱ
216,ȱ256–260,ȱ305ȱ

ofȱemotionȱ74,ȱ75,ȱ77
pointsȱinȱtimeȱ33
primacyȱofȱ146,ȱ147,ȱ233
semioticsȱofȱ146Ȭ147

densityȱ(mus.)ȱ420–423,ȱ431
depressionȱ264,ȱ377ȱ
deprivation:ȱeffectsȱonȱmuȬ
sicalȱhabitsȱofȱ98

Derbal,ȱSolèneȱ577
DerekȱandȱtheȱDominoesȱ
443,ȱ474

Derrida,ȱJacquesȱ108,ȱ109
descendingȱbassȱlineȱ413
desertȱ212,ȱ334,ȱ497
designȱ270
desirableȱ551
desolateȱ287
detachedȱ264
detectiveȱ340ȱ?ȱCHORD
Detroitȱ476
developmentȱ(sonata)ȱ410Ȭ411
devotionȱ335,ȱ389,ȱ390,ȱ432
diabolusȱinȱmusicaȱ322
Dianaȱ(Anka)ȱ341
Dianaȱ(Princess)ȱ71
diaphonyȱ372,ȱ584

diataxemesȱ515–522
?ȱEPISODIC

diataxisȱ19–20,ȱ146,ȱ150,ȱ
383–416,ȱ417,ȱ515,ȱ521,ȱ584
AABAȱ397Ȭ401,ȱ409
cyclicalȱ392Ȭ394
extensionalȱ404Ȭ414
narrativeȱformȱ383–416ȱ
nonȬrecursiveȱ401Ȭ414
popularȱsongȱ395Ȭ405
sonataȱformȱ409Ȭ411
strophicȱ395
@ȱsyncrisisȱ19–20,ȱ383
typeȱofȱ‘form’ȱ383Ȭ385
verse/refrainȱ395

diatonicȱ584ȱ?ȱMODE
dictionȱ147,ȱ369,ȱ378
diddleyȬdiddleyȱfactorȱ290
Diderot,ȱDenisȱ93
diegeticȱmusicȱ551,ȱ554,ȱ549
diffusiveȱeffectsȱ311
digeridooȱ526
DiggingȱInȱTheȱDirtȱ300
diminuendoȱ517
ding/dongȱSȱBELL!chime

Dionȱ342
DireȱStraitsȱ437,ȱ473,ȱ497,ȱ
dirgeȱ294,ȱ574
DirtyȱDancingȱ443
DirtyȱLoveȱ407
disciplines/disciplinarityȱ
146,ȱ159
problemsȱofȱ5–7

Disclosureȱ(1994)ȱ267
discoȱ176,ȱ211,ȱ270,ȱ310,ȱ381,ȱ
477,ȱ527
discothèqueȱ554
softȱ390

DiscoȱDuckȱ381
discomfortȱ75,ȱ76,ȱ180,ȱ376
discordantȱ372
disembodiedȱ310
disjunctȱmotionȱ319,ȱ585
disjunctiveȱfloodingȱ325
Disneyȱ308
Dissanayake,ȱEllenȱ54

dissonanceȱ181,ȱ264,ȱ320
DissonanceȱQuartetȱ411
distanceȱ502,ȱ504,ȱ505,ȱ506,ȱ
508ȱ?ȱSPACE
acousticȱ162,ȱ176,ȱ290,ȱ
298,ȱ299,ȱ300,ȱ302,ȱ347,ȱ
348,ȱ361,ȱ389,ȱ421,ȱ434,ȱ
449,ȱ479,ȱ480,ȱ536

distancingȱ(Verfremdung)ȱ
72,ȱ405,ȱ548

distinctȱ356
counterpointȱ454
drummingȱ465
echoȱ298
rhythmȱ335,ȱ424
timbreȱ187,ȱ434
visualȱ428

distortion,ȱincl.ȱfuzz,ȱoverȬ
drive,ȱsaturation,ȱetc.
162Ȭ3,ȱ203,ȱ308,ȱ309ȱ
guitarȱ153,ȱ187,ȱ436–442,ȱ
488,ȱ497–498

disyllabicsȱ368
divaȱ381
Dixieȱ(Emmett)ȱ432,ȱ474
DJsȱ289,ȱ445
DoȱYouȱLoveȱMe?ȱ341
Dockwray,ȱRuthȱ299
doctrineȱSȱMUSIC!doctrinal

dogȱphotoȱ156–158
Dolceneraȱ373
Domingo,ȱPlacidoȱ369
Domino,ȱFatsȱ390
DonȱJuanȱ(Warner)ȱ537
DonȱJuanȱ(RȱStrauss)ȱ451
Don’tȱCallȱMeȱNiggerȱ466
Don’tȱStandȱSoȱCloseȱ414
‘Don’tȱworryȱaboutȱme’ȱ
345–346

doomsdayȱmegadroneȱ483
doorȱchimeȱSBELL!chime

dooȬwopȱ585
dorianȱSMODE
dormantȱmodeȱSSEMIOTICS
DoubleȱIndemnityȱ495
Dowland,ȱJohnȱ12,ȱ407
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downbeatȱSȱBEAT
DrȱJekyllȱ&ȱMrȱHydeȱ206
DrȱQuiȱ380
DrȱStrangeloveȱ548
DrȱWhoȱ380
DrȱZhivagoȱ495
Draculaȱ176,ȱ206
dramaticȱballadȱstarȱ375
dream,ȱdreamy,ȱetc.ȱ402,ȱ495
DreamȱLoverȱ341
DreamȱofȱOlwenȱ508
Dreamsȱ(VanȱHalen)ȱ442
DreigroschenȱOpferȱ368
DrivenȱByȱYouȱ443
droneȱ321,ȱ337,ȱ372,ȱ585
droopingȱshouldersȱ350
drum[s]ȱ44,ȱ50,ȱ176,ȱ232,ȱ277,ȱ
290,ȱ291,ȱ300,ȱ312,ȱ389,ȱ461,ȱ
465,ȱ526,ȱ566,ȱ568
bass/kickȱ214,ȱ275,ȱ279,ȱ
289,ȱ312,ȱ313,ȱ444,ȱ447,ȱ
460,ȱ464,ȱ475,ȱ524

breakȱ581
deathȱ559,ȱ573
darbukaȱ526
distantȱ389
drumkitȱ272,ȱ390,ȱ444,ȱ
501,ȱ522,ȱ527,ȱ598

fill[s]ȱ518,ȱ524,ȱ586
rollȱ162,ȱ232,ȱ308
snareȱ275,ȱ460,ȱ464,ȱ475,ȱ
527

soloȱ461,ȱ471
steelȱ526
talkingȱ489
timpaniȱ232,ȱ308

drummer[s]ȱ232,ȱ309,ȱ450,ȱ
462,ȱ524

drunk[enness]ȱ334,ȱ572
foreignȱdrunksȱ269

DrunkenȱLandlady,ȱTheȱ414
dualȱconsciousnessȱ2,ȱ6,ȱ16,ȱ
100,ȱ104,ȱ376,ȱ377,ȱ578,ȱ585

dubȱmixȱ263
dubbingȱ(doubling)ȱ311
Dubliners,ȱTheȱ264
Ducatiȱ308,ȱ497

DuellingȱBanjosȱ473
duetȱ473
dumȱdiddleȱdum,ȱetc.ȱ290
Duncan,ȱTrevorȱ542
duration[s]ȱ33,ȱ281–288,ȱ473

gigaȬȱ281
equidurationalȱ586
macroȬȱ281
megaȬȱ288
mesoȬȱ283
microȬȱ281–283

DurexȱPlayȬOȱ380
Dvoìák,ȱAȱ407,ȱ527,ȱ538
dyadȱ339,ȱ585
Dylan,ȱBobȱ341,ȱ352,ȱ373,ȱ
374,ȱ405

dynamicȱSACCENT,ȱLOUDNESS
dynamiteȱ436
Dynastyȱ490
dystopiaȱ308

E
Eaglesȱ382
EarlyȱMusicȱConsortȱ466,ȱ
earthquakeȱ274,ȱ308,ȱ488
EasyȱRiderȱ436,ȱ437,ȱ442
EazyȱEȱ375
echoȱ48,ȱ203,ȱ298Ȭ9,ȱ309,ȱ455

delayȱ299,ȱ456,ȱ500
echoplexȱ456
inȱItalianȱ216
Sȱreverb
slapȱ203
speechȱshadowingȱ243
tapeȱ273,ȱ456

EchoȱSonataȱ(PȱDȱQȱBach)ȱ471
eclecticismȱ10,ȱ12
Eco,ȱUmbertoȱ146,ȱ149,ȱ159,ȱ
165,ȱ166,ȱ269

eCommerceȱ362
ecstasyȱ73,ȱ176,ȱ209,ȱ283,ȱ357,ȱ
380,ȱ492ȱ?ȱRELIGION

Edison,ȱThomasȱAȱ314
educationȱ5,ȱ13,ȱ14,ȱ15,ȱ18,ȱ
39,ȱ40,ȱ61,ȱ84,ȱ88,ȱ102,ȱ106,ȱ
115,ȱ119,ȱ120,ȱ128,ȱ129,ȱ138,ȱ
151,ȱ173,ȱ204,ȱ267,ȱ358,ȱ487,ȱ

529,ȱ578ȱ?ȱTEACHING,ȱ
SCHOOLS,ȱSTUDENTS
infantsȱ61

Edwards,ȱMichaelȱ517
Edwards,ȱPaulȱ401
EdwinȱHawkinsȱSingersȱ
254,ȱ341

effectsȱunitsȱ309–313
Egües,ȱRichardȱ463
Einstein,ȱAlfredȱ81
EinstürzendeȱNeubatenȱ406
Eisler,ȱHannsȱ392,ȱ393,ȱ488
Eisner,ȱThomasȱ56
Elȱcondorȱpasaȱ388
electric

amplifiedȱinstrumentsȱ
277

SȱBASSȱGUITAR
SȱGUITAR
humȱ438

electroȬacousticȱ548
electroȬmechanicalȱ137
electronic

SȱDANCE!music

‘elegantȱmusic’ȱ(楔⃟ )ȱ86
Elgar,ȱEdwardȱ103,ȱ407,ȱ538
elitismȱ84,ȱ99,ȱ139
ElizabethȱII,ȱQueenȱ103
Ellington,ȱDukeȱ494
‘elsewhere’ȱ390,ȱ393
Elviraȱ(chalgaȱartist)ȱ264
ElviraȱMadiganȱ93
embarrassedȱ75,ȱ76,ȱ376,ȱ377
emic/eticȱ117
‘Emily’ȱ(BellȱCanada)ȱ362
Eminemȱ351
EmmerdaleȱFarmȱ490,ȱ542–3
Emmett,ȱDanȱ432
emotionȱ1,ȱ44,ȱ57,ȱ61,ȱ62,ȱ68,ȱ
69,ȱ71–78,ȱ89,ȱ94,ȱ100,ȱ101,ȱ
111,ȱ113,ȱ140,ȱ156,ȱ166,ȱ168,ȱ
172,ȱ199,ȱ205,ȱ208,ȱ209,ȱ312,ȱ
345,ȱ346,ȱ370,ȱ379,ȱ443,ȱ492,ȱ
535,ȱ550,ȱ554
animalsȱ57
definitionȱ72–73
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heightenedȱ365
moodȱandȱ73–74
performanceȱofȱ71–72
wordsȱdescribingȱ74–78

emotionalȱ91,ȱ95,ȱ96,ȱ103,ȱ
195,ȱ250,ȱ283,ȱ299,ȱ325,ȱ350,ȱ
355,ȱ357,ȱ366,ȱ566
domainȱofȱrepres.ȱ64
stateȱofȱ352

empathyȱ(filmȱmusic)ȱ550
emphasisȱ292–293
empiricismȱ15,ȱ138,ȱ143,ȱ150,ȱ
154,ȱ198,ȱ207,ȱ377,ȱ564
empiriphobiaȱ141
lackȱofȱ105,ȱ109,ȱ142

Emsheimer,ȱErnstȱ142
EȬMusikȱ87
enclosedȱSȱSPACE
endingȱSȱCADENCE,ȱFINALITY,ȱ
TITLEȱMUSIC,ȱFILMȱMUSICȱ

English

languageȱrhythmȱ490
NationalȱOperaȱ400

Enlightenmentȱ94
ensembleȱsize/typeȱ467–474
Entwistle,ȱJohnȱ475,ȱ476
envelopeȱ(ADSR)ȱ277,ȱ585

attackȱ264,ȱ277,ȱ278,ȱ279,ȱ
293,ȱ305,ȱ309,ȱ312,ȱ313,ȱ
353,ȱ440,ȱ494,ȱ497,ȱ510,ȱ
511

?ȱCONTINUANT
decayȱ47,ȱ216,ȱ273,ȱ277,ȱ
278,ȱ279,ȱ305,ȱ309,ȱ312,ȱ
353,ȱ440,ȱ494,ȱ583,ȱ584

releaseȱ277,ȱ278,ȱ305,ȱ309,ȱ
440,ȱ596

sustainȱ277,ȱ600
envyȱ75,ȱ76
episodeȱ(mus.)ȱ287–399,ȱ386,ȱ
392,ȱ393,ȱ400Ȭ401,ȱ585

episodicȱ
determinantȱ515–516,ȱ585
markerȱ516–521,ȱ585

inȱfilmȱ550Ȭ551
timeȱpositionȱ203

epistemologyȱ2Ȭ7,ȱ20
epistemicȱdissociationȱ1
epistemicȱfissureȱ6
ofȱmusicȱ83–132

EQȱ310,ȱ500,ȱ501,ȱ586
equalisationȱSȱEQ
erhuȱ526
ErikȱBȱ&ȱRakimȱ297
ErikaȱochȱCeciliaȱ264
Ermutigungȱ373
establishingȱshotȱ393
eternalȱessenceȱ115
etherealȱ176,ȱ177,ȱ267,ȱ287,ȱ
313,ȱ357,ȱ472,ȱ483
ethnic/’ethnic’/ethnicityȱ
120,ȱ175,ȱ267,ȱ347,ȱ355,ȱ603
connotationȱ74,ȱ77,ȱ78,ȱ
81,ȱ199,ȱ208,ȱ388,ȱ390,ȱ
419,ȱ477,ȱ480,ȱ525,ȱ526

connotationsȱ332
fluteȱ47,ȱ568,ȱ573
folkȱluteȱ17,ȱ187
instrumentȱ187,ȱ572,ȱ574
stereotypingȱ306,ȱ388,ȱ
390,ȱ547

vocalȱcostumeȱ371
woodwindȱ572

ȱethnocentrismȱ19,ȱ136,ȱ176,ȱ
216,ȱ276,ȱ320
ethnographic/ethnographyȱ
142,ȱ198,ȱ199–200,ȱ229,ȱ268ȱ
ethnomusicologyȱ43,ȱ107,ȱ
133–136,ȱ142,ȱ143,ȱ144,ȱ147,ȱ
154,ȱ179

etic/emicȱ117
etymophonyȱ159,ȱ588
Euclideanȱspaceȱ(sonic)ȱ301
euroclassicalȱmusicȱ9,ȱ11,ȱ
12,ȱ70,ȱ77,ȱ86,ȱ88–101,ȱ104,ȱ
115,ȱ130,ȱ134,ȱ144,ȱ147,ȱ148,ȱ
150,ȱ245,ȱ264,ȱ270,ȱ276,ȱ281,ȱ
288,ȱ293,ȱ307,ȱ320,ȱ321,ȱ322,ȱ
323,ȱ325,ȱ329,ȱ334,ȱ342,ȱ389,ȱ
400,ȱ404,ȱ405,ȱ408,ȱ410,ȱ412,ȱ
413,ȱ414,ȱ429,ȱ430,ȱ450,ȱ454,ȱ
476,ȱ519,ȱ520,ȱ523,ȱ524,ȱ525,ȱ
527,ȱ534,ȱ541,ȱ574,ȱ580,ȱ582,ȱ

587,ȱ597ȱ?�CLASSICAL,ȱ
CADENCE

useȱofȱinȱfilmȱ538–541
Eurovisionȱ401,ȱ414,ȱ415
EverȱAfterȱ562
Everett,ȱBettyȱ472
evergreenȱSȱJAZZȱ(STANDARD)
EverydayȱTonalityȱ315,ȱ321,ȱ
340

evolutionȱ(human)ȱ54–58,ȱ62
Eweȱ43,ȱ45,ȱ50Ȭ1,ȱ450,ȱ459,ȱ461
exceptionsȱproveȱrules?ȱ149
exclamationȱ374
exoticȱ17,ȱ144,ȱ180,ȱ188,ȱ325,ȱ
332,ȱ390,ȱ392,ȱ467,ȱ480
expanse/expansiveȱ?ȱSPACE

expansesȱ485
expansiveȱ75

melodyȱ451
pitchȱrangeȱ317Ȭ9
textureȱ421

gestureȱ303
sceneryȱ212,ȱ420,ȱ479,ȱ485

expositionȱ(sonataȱform)ȱ410
extendedȱpresentȱ20,ȱ272–3,ȱ
281,ȱ283,ȱ285,ȱ335,ȱ342,ȱ586

extensionalȱȱSȱAESTHETICSȱ
extramusicalȱtimeȱ393
extravertȱ209,ȱ357,ȱ377,ȱ492
EyesȱWideȱShutȱ93

F
Fabbri,ȱFrancoȱ37,ȱ108,ȱ190,ȱ
216,ȱ266–268,ȱ277,ȱ292,ȱ373,ȱ
374,ȱ388,ȱ389,ȱ395,ȱ401,ȱ402,ȱ
404,ȱ522,ȱ587,ȱ600,ȱ608

Facci,ȱSerenaȱ144,ȱ178
facialȱexpressionȱ147,ȱ233,ȱ
270,ȱ345,ȱ347,ȱ349,ȱ350,ȱ352,ȱ
377,ȱ378,ȱ379

fadeȬoutȱ393,ȱ403,ȱ415,ȱ483
fado/fadistaȱ375,ȱ407
Faith,ȱPercyȱ490
Falk,ȱDȱ54
Fallsȱthemeȱ(Mission)ȱ267
falsettoȱSȱREGISTER
Faltermeyer,ȱHaroldȱ466,ȱ519
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FamousȱFlamesȱ467
fanfareȱ481,ȱ567
Fanon,ȱFrantzȱ2,ȱ585
fan[s]ȱ12,ȱ37,ȱ40,ȱ92,ȱ101,ȱ130,ȱ
182,ȱ183,ȱ198,ȱ204,ȱ270,ȱ297,ȱ
441

F¬r¬bi,ȱAbuȱNasrȱAlȱ52
FargoneȱBeauties,ȱTheȱ382
Faria,ȱNȱ333
Farm,ȱTheȱ342,ȱ413
Farnabye,ȱGilesȱ413
Faroesteȱcabocloȱ405
Fascinationȱ267
fascismȱ137,ȱ139,ȱ204,ȱ388,ȱ
477

fashionȱ494
modelȱ418,ȱ551

fastȱSȱSPEED
fatefulȱSȱOMINOUSȱ
FavoritosȱdelȱNorteȱ468
feedbackȱsessionsȱ556–564
feeling:ȱdefinitionȱ73
Feld,ȱSteveȱ43,ȱ151
Fellows,ȱJoanneȱ39
femaleȱ210,ȱ506,ȱ551

effeminateȱ334
@ȱmaleȱSȱMALE@FEMALE

feminineȱ334,ȱ351,ȱ495
heroineȱSȱHERO!heroine

musiciansȱ467
secretaryȱ362
SȱVOICE

Fenton,ȱGeorgeȱ562
Fernandoȱ199,ȱ287,ȱ386–391,ȱ
393,ȱ394,ȱ397,ȱ403,ȱ416,ȱ476,ȱ
477,ȱ479–482,ȱ516,ȱ519,ȱ522,ȱ
526,ȱ527
mixesȱofȱ392

Feron,ȱAnneȬLaureȱ577
feudalȱ98,ȱ103,ȱ125
feudalismȱ94,ȱ95
field

paramusicalȱSȱPMFC
recordingȱ134,ȱ179,ȱ466
semantic/semioticȱ51,ȱ53,ȱ
79,ȱ167,ȱ189,ȱ202,ȱ595

socioculturalȱ159,ȱ173,ȱ

174,ȱ175,ȱ177,ȱ195
tripȱ134

fieldȱ(rural)ȱ252,ȱ298,ȱ507
FieldsȱOfȱDonegalȱ380
figure/groundȱ300,ȱ425–484
Filipstadȱ11
fill[s]ȱ(mus.)ȱ426,ȱ472Ȭ473,ȱ
476,ȱ477,ȱ478,ȱ481,ȱ493,ȱ494,ȱ
501,ȱ518,ȱ524,ȱ586,ȱ590
filmȱmusicȱ90,ȱ267,ȱ529–578
?ȱMOVINGȱIMAGE
analysisȱprojectȱ556–578
functionsȱofȱ546Ȭ550
endingȱ551
euroclassicalȱ538–541
narrativeȱcohesionȱ401
originsȱ534–541
silentȱ74,ȱ76,ȱ155,ȱ532,ȱ
533,ȱ534–541,ȱ553,ȱ584
projectȱ543–546

soundtrackȱ299,ȱ563
Sȱtitleȱmusic

filterȱeffectsȱ310
finalȱchorusȱ(tradȱjazz)ȱ338,ȱ
452

finalityȱ288,ȱ318,ȱ367,ȱ393,ȱ
410,ȱ411,ȱ413,ȱ415,ȱ431,ȱ456,ȱ
520,ȱ523,ȱ531ȱ?ȱCADENCE

financeȱcapitalismȱ114,ȱ442
FinesilverȬKerrȱQuintetȱ11
Finland/Finnishȱ51
Fisherman’sȱLiltȱ414
Fisk,ȱRobertȱ442
flamencoȱ526

modeȱ330,ȱ332
flangingȱ203,ȱ311
FlashȱandȱtheȱPanȱ310,ȱ341
Fleetwood,ȱMickȱ461
Fletchȱ466
floatingȱ287,ȱ341
Flores,ȱSergioȱ307
Floros,ȱConstantinȱ90
flow/flowing/fluidityȱ167,ȱ
168,ȱ189,ȱ191,ȱ213,ȱ283,ȱ335,ȱ
367,ȱ494,ȱ495,ȱ496,ȱ497,ȱ502,ȱ
506,ȱ507,ȱ508,ȱ513ȱ

fluteȱ47,ȱ251,ȱ252,ȱ280

altoȱ274
Andeanȱ187,ȱ307,ȱ388,ȱ
477,ȱ480,ȱ481,ȱ525,ȱ526

ethnicȱ572,ȱ573,ȱ596
Neanderthalȱ54
neyȱ526
piccoloȱ274,ȱ424

Flûteȱindienne,ȱLaȱ388
flutterȱ66,ȱ213,ȱ423,ȱ432,ȱ474
flyingȱ365

saucerȱ337,ȱ418
Fogboundȱ79
foghornȱ352
Foleyȱ586
folkȱ

luteȱ187
musicȱ98,ȱ133
revivalȱsongsterȱ375
rockȱ321
songȱ382

FolkȱSongȱStyleȱandȱCultureȱ
373

Fonda,ȱPeterȱ437,ȱ442
FontaneȱdiȱRomaȱ420,ȱ548
foodȱproduction
@ȱvoiceȱtypeȱ373

Fools,ȱTheȱ27,ȱ488
footballȱ(soccer)ȱ359,ȱ365

hooligansȱ358
Forceville,ȱCharlesȱ78
forebodingȱSȱOMINOUS
foreground

figure/motifȱ425
foreignȱdrunksȱ269
forestȱ181,ȱ212,ȱ240,ȱ252,ȱ418,ȱ
567

formȱ(mus.)ȱ19–20,ȱ146,ȱ235,ȱ
259,ȱ265,ȱ272,ȱ288,ȱ315,ȱ342,ȱ
383–416,ȱ417Ȭ484,ȱ586,ȱ603ȱ
SȱDIATAXIS
SȱSYNCRISIS

formatȱradioȱSȱRADIO
ForschungszentrumȱpopȬ
uläreȱMusikȱ102
FortyȱDaysȱandȱFortyȱNightsȱ
152–153

FosterȱJenkins,ȱFlorenceȱ370
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Foucault,ȱMichelȱ108
FourȱSeasonsȱ342
‘fourȱtoȱtheȱfloor’ȱ289,ȱ292
FourȱTops,ȱTheȱ476
FourteenȱWaysȱofȱDescribingȱ
Rainȱ488

fourthȱestateȱ98,ȱ103
FoxyȱBingoȱ269
frameȱcountsȱ33
Frampton,ȱPeterȱ310,ȱ494
Franceȱ163,ȱ306ȱ

concertsȱinȱ96,ȱ102
Frenchȱ
SȱACCORDION
hornȱ164,ȱ242,ȱ243,ȱ
278,ȱ307,ȱ325,ȱ451,ȱ
476,ȱ480,ȱ481,ȱ482

Revolutionȱ98
Theoryȱ108

Francès,ȱRobertȱ90,ȱ91,ȱ150,ȱ
151,ȱ152

FrankfurtȱSchoolȱ105,ȱ140
Franklin,ȱArethaȱ381
Franks,ȱSimonȱ356
Fratellone,ȱStephenȱ399
FreakȱOut!ȱ(1965)ȱ382
Freberg,ȱStanȱ381,ȱ382
Frechette,ȱRȱ307
free/’free’/freedomȱ102

ofȱchoice’ȱ111
marketȱ99,ȱ111ȱ
willȱ95

FrenchȱSȱFRANCEȱ
FrenchȱandȱSaundersȱ382
frequencyȱspectrumȱ279,ȱ280
Frescobaldi,ȱGirolamoȱ455
fridgeȱ298,ȱ303
Friedlandȱdoorȱchimesȱ368
Frith,ȱSimonȱ4,ȱ15,ȱ71,ȱ106,ȱ
578

Frölundaȱ434
FromȱMeȱToȱYouȱ397
frontalȱaxisȱSȱAURALȱSTAGING
FuckȱShitȱStackȱ380
fugueȱ206,ȱ338,ȱ382,ȱ413,ȱ448,ȱ
449,ȱ455,ȱ457,ȱ582

fullȱ264
Ȭbloodedȱ374
Ȭbodiedȱ309,ȱ356
Ȭthroatedȱ370

fundamentalȱSȱPITCH
funeralȱ49,ȱ71,ȱ72,ȱ152,ȱ196,ȱ
211,ȱ265,ȱ289,ȱ294,ȱ365,ȱ371,ȱ
461,ȱ572,ȱ582
FünfȱSätzeȱfürȱStreichorch.ȱ407
funkȱ407,ȱ465–467,ȱ476
FunkȱBrothersȱ476
Funkadelicȱ465,ȱ466
FunkyȱBroadwayȱ465
FunkyȱDrummerȱ232,ȱ297
fusionȱSȱJAZZ
FutureȱShopȱ102
fuzzȱSȱDISTORTION

G
Gabriel,ȱPeterȱ299,ȱ300,ȱ311,ȱ
312,ȱ370
Gabriel’sȱOboeȱ317,ȱ574–575
Gabrieli,ȱGiovanniȱ299
Gaelicȱ491
Gainsborough,ȱTȱ427,ȱ429
Gainsbourg,ȱSergeȱ373,ȱ374,ȱ
galliardȱ294,ȱ295
Gallone,ȱAlessandraȱ363
gallop[ing]ȱ424,ȱ509–510
gamelanȱ244,ȱ320,ȱ468,ȱ520,ȱ
523,ȱ526

gamesȱ214,ȱ300,ȱ532,ȱ534
gamesȱ(computer)ȱSȱGAMING
gamingȱ1,ȱ36,ȱ37,ȱ92,ȱ140,ȱ
192,ȱ196,ȱ214,ȱ244,ȱ299,ȱ300,ȱ
354,ȱ358,ȱ443,ȱ444,ȱ529,ȱ530,ȱ
532,ȱ533,ȱ533,ȱ554,ȱ581ȱ
gammaldansȱ180
Gandalfȱ354
gangstaȱrapȱ375
GardenȱofȱEarthlyȱDelights,ȱ
Theȱ(Bosch)ȱ427

gastroenterologyȱSȱVOICE
gatȱ412
gatedȱreverbȱSȱREVERB
Gauthier,ȱFrançoisȱ577

gayȱ(meaningsȱof)ȱ112ȱ
?ȱVOICE

GayȱGordonsȱ284–285
Gaye,ȱMarvinȱ476
Gaynor,ȱGloriaȱ381
Geele,ȱTimȱvanȱ534
Geldof,ȱBobȱ103,ȱ104
genderȱ17,ȱ204,ȱ210,ȱ211,ȱ347,ȱ
355,ȱ379,ȱ444,ȱ546,ȱ603
?ȱFEMALE,ȱMALE
politicsȱ380
relationsȱ381
SȱVOICEȱ377

Generationȱ(CD)ȱ356
generationsȱ(Tomkins)ȱ430
genericȱannexingȱ586
Genesisȱ404,ȱ597
genreȱ266–268,ȱ587

definitionȱ266
@�styleȱ266–268
synecdocheȱ268,ȱ306,ȱ
388,ȱ477,ȱ485,ȱ486,ȱ522,ȱ
524–528,ȱ548,ȱ587

vocalȱdescriptorsȱ356
vocalȱidentityȱ371–375
vocalȱcostumeȱ373–375

gentleȱ495,ȱ496
GentleȱGiantȱ403–404
German[y]ȱ124,ȱ142

cabaretȱ382
DeutscherȱMädelȱ451
lang.ȱ50,ȱ88,ȱ99,ȱ276,ȱ495
musicalȱlanguageȱ103
musicȱtheoryȱ94
romanticismȱ94,ȱ97,ȱ102,ȱ
126ȱ

gesture,ȱgestural[Ȭity]ȱ44Ȭ
45,ȱ57,ȱ61,ȱ75Ȭ76,ȱ147,ȱ164,ȱ
168,ȱ182,ȱ183,ȱ190Ȭ191,ȱ195,ȱ
206,ȱ233,ȱ241Ȭ243,ȱ266,ȱ270,ȱ
272,ȱ303,ȱ318,ȱ321,ȱ335Ȭ336,ȱ
345,ȱ347,ȱ349,ȱ377,ȱ393,ȱ423,ȱ
441,ȱ478,ȱ483,ȱ547,ȱ550,ȱ586
audioȬgesturalȱ242
gesturalȱaffectȱSȱAFFECT

gesturalȱinterconversionȱ
502–509,ȱ587
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Gesualdo,ȱCarloȱ455
GetȱReadyȱ476
Ghanaȱ50,ȱ459–463

DanceȱEnsembleȱ462
Gibbons,ȱOrlandoȱ265,ȱ406
Giménez,ȱFranciscoȱ296
GimmeȱAllȱYourȱLovingȱ342
GimmeȱShelterȱ406,ȱ438
GipsyȱKingsȱ365
GirlȱInȱBlueȱ495
girlfriend�SȱVOICEȱ
‘girlie’ȱȱSȱVOICEȱ
GlassȱSecuritȱ373
Glauconȱ334
Glazunov,ȱAlexanderȱ541
glissandoȱ318,ȱ402,ȱ403
glitchȱ445,ȱ446,ȱ522
glockenspielȱ308
Gluck,ȱChristophȱWȱ265
gobbledygookȱ117,ȱ325
Gobet,ȱFernandȱ273
GodȱRestȱYouȱMerry,ȱ
Gentlemenȱ264
GodȱSaveȱTheȱQueenȱ330,ȱ
Godt,ȱIrvingȱ455
Goethe,ȱJȱWȱvonȱ544
GoldbergȱVariationsȱ413
Goldenberg,ȱBillyȱ406,ȱ419ȱ
475,ȱ476,ȱ540

Goldschmidt,ȱHarryȱ426
Goldsmith,ȱJerryȱ456
gongȱ275,ȱ277
GonzálezȬSánchez,ȱMȱ296
Gordon,ȱRobertȱMȱ366
gospelȱ381

jawȱ312,ȱ587
princessȱ380
singerȱ375

GotȱToȱGoȱThroughȱItȱToȱGetȱ
ToȱItȱ465

Göteborgȱ3,ȱ11,ȱ14,ȱ35,ȱ49,ȱ
124,ȱ142,ȱ252,ȱ337,ȱ434,ȱ443

Gracyk,ȱTheodoreȱ139
Graham,ȱLarryȱ&ȱGraȬ
hamȱCentralȱStationȱ
465,ȱ467ȱ

grainyȱ497–498
Granadaȱ414
graphicȱscoreȱ568–571
graphocentricȱ588
grassȱ18,ȱ167,ȱ168,ȱ418,ȱ502,ȱ
506,ȱ507,ȱ587

gratification

immediateȱ103
postponedȱ103

GreatȱPretender,ȱTheȱ382
Greece/Greekȱ187,ȱ338,ȱ526

dramaȱ351,ȱ395,ȱ425,ȱ471
modeȱnamesȱ332
ΐΓΙΗΎφȱ88

GreenȱDayȱ413
GreenȱHeritageȱ79
Green,ȱLucyȱ135
Gregorianȱplainchantȱ450,ȱ
522,ȱ548

Grieg,ȱEdvardȱ538,ȱ539
gringaȱ390
groinȱfixationȱ443
grooveȱ11,ȱ256,ȱ284,ȱ286,ȱ287,ȱ
291,ȱ292,ȱ296,ȱ296–298,ȱ338,ȱ
401,ȱ415,ȱ432,ȱ433,ȱ459,ȱ465,ȱ
470,ȱ476,ȱ477,ȱ478,ȱ484,ȱ499,ȱ
588,ȱ597
funkȱ465

Grossberg,ȱLawrenceȱ101
grossȬmotoricȱS�MOTORIC
groundȱbassȱSȱBASS
groupȱ

dynamicsȱ467
identityȱ(vocal)ȱ371–375
manifestationsȱ467–474
?ȱTARGET

Grundrisseȱ101
Guantanameraȱ341
Guaraníȱ574
Guideȱme,ȱOȱThouȱGreatȱReȬ
deemerȱ453

guideȱpatternȱSȱTIMEȱline
guiltȱ75,ȱ76
guitarȱ116,ȱ234,ȱ236,ȱ237,ȱ
277,ȱ278,ȱ279,ȱ292,ȱ447,ȱ450,ȱ
464,ȱ475,ȱ478,ȱ526
acousticȱ450

airȱguitarȱ242
ampȱ276
bandȱ522
bass�SȱBASSȱguitar
bottleneckȱ526
chopȱandȱscratchȱ465
SȱDISTORTION
dobroȱ526
fill[s]ȱ473,ȱ493,ȱ586
electricȱ497–498ȱ
FenderȱStrat.ȱ116,ȱ339
flamencoȱ526
heroȱ438,ȱ450
leadȱ441
motorbikeȱ308
playingȱtechniqueȱ309
SȱRIFFs
ringȱmodulatorȱ311
soloȱ242,ȱ396,ȱ403,ȱ404
steelȱ158,ȱ496,ȱ527
strumȱ337,ȱ390
twangyȱ257,ȱ259
violiningȱ313
wahȬwahȱ310

gustatoryȱSȱTASTEȱ(senseȱof)
Guthrie,ȱWoodyȱ451
gutturalȱ378
Gypsyȱmodeȱ330,ȱ332

H
HaagseȱPostȱ4
habaneraȱ465
Hageman,ȱRichardȱ495
HaitianȱDivorceȱ310
Haley,ȱBillȱ395
Halfyard,ȱJanetȱKȱ555
Hallelujahȱ(Cohen)ȱ373
Hallelujahȱchorusȱ406
Halliday,ȱMichaelȱAȱKȱ147
Hamburgȱ224
Hammerȱfilmsȱ206
HammondȱSȱORGAN
Hammond,ȱJohnȱ134
Hancock,ȱHerbieȱ466
Handel,ȱGȱFȱ96,ȱ103,ȱ265,ȱ
342,ȱ400,ȱ406,ȱ413,ȱ524,ȱ525
HangȱOnȱSloopyȱ341
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Hanslick,ȱEȱ89,ȱ114,ȱ537
HappyȱBirthdayȱ36,ȱ317
HappyȱBirthdayȱSweetȱ16ȱ341
happy@sad/major@�miȬ
nor?ȱ264–265
haramȱ366
HarleyȱDavidsonȱ162,ȱ308,ȱ437
harmonicȱSȱHARMONY
harmonicsȱ279
HarmoniousȱBlacksmithȱ413
harmonyȱ264,ȱ335,ȱ339–342

choral[e]ȱ453–454
fourȬpartȱ453–454
harmonicȱmatrixȱ342
harmonicȱnarrativeȱ415
harmonicȱrhythmȱ291
?ȱLOOP,ȱMODE,ȱSHUTTLE

HarperȱValleyȱPTAȱ493
harpsichordȱ307
Harris,ȱRolfȱ382
Harris,ȱRoyȱ147
Harrison,ȱGȱ103,ȱ254,ȱ341
harshȱ180,ȱ264,ȱ309,ȱ320,ȱ356,ȱ
372,ȱ433,ȱ497

harvestȱsongȱ180,ȱ181
HassanȱKuban,ȱAliȱ406
HastaȱMañanaȱ397,ȱ415
Hatch,ȱTonyȱ490,ȱ512,ȱ542,ȱ
hauteȱbourgeoisie�SȱCLASS
HavaȱNagilaȱ264
Hawkettes,ȱTheȱ465
Haydn,ȱJosefȱ95,ȱ342,ȱ406
Hayes,ȱIsaacȱ310,ȱ464,ȱ466,ȱ
Hayes,ȱPozoȱ461
Heȱwasȱdespisedȱ265
He’sȱSoȱFineȱ254,ȱ341
headȱSȱREGISTER
Headhuntersȱ466
hearingȱ

damage/thresholdȱ314
rangeȱ316

HeartbreakȱHotelȱ382
heavyȱmetalȱSȱROCK!heavyȱ
Hebdige,ȱDickȱ108
Hebridesȱ338,ȱ452
Hegel,ȱGȱWȱFȱ89,ȱ95,ȱ99

Heinleinȱ152
helicopterȱ436
Hell’sȱAngelsȱ162,ȱ163
Hellenicȱperiodȱ53
Hellgring,ȱEinarȱ377
Helsjönȱ3
hemiolaȱ295,ȱ457–459,ȱ588
hemitonicȱ331,ȱ588
Hendrix,ȱJimiȱ310,ȱ341,ȱ438,ȱ
494,ȱ499

heptatonicȱSȱMODE
hermeneuticsȱ15,ȱ152
hero[es]/heroismȱ307,ȱ354,ȱ
356,ȱ359,ȱ451,ȱ485,ȱ550
antiȬȱ466
guitarȱ438,ȱ441,ȱ450
heroicȱ164,ȱ210,ȱ243,ȱ244,ȱ
335,ȱ451,ȱ476,ȱ480,ȱ481
tenorȱ369

heroineȱ357,ȱ359,ȱ369,ȱ
550,ȱ554

Herrmann,ȱBernardȱ264,ȱ
510–512,ȱ549

Hershey,ȱDawnȱ354,ȱ358
Hertzȱ274,ȱ316
heterophonyȱ265,ȱ338,ȱ452,ȱ
588

hexatonicȱ326,ȱ330,ȱ589
HeyȱPockyȱAwayȱ465
hiccupȱ318,ȱ466
Hickman,ȱAubreyȱ13
highȱSȱCLASS,ȱPITCHȱ

artȱ107
highȬbrowȱ98
highȬheeledȱsaxȱ
SSEX!sexophone

hiȬhatȱ274,ȱ275,ȱ279,ȱ291,ȱ390
HijazȱSȱMODE!maq¬m
Hill,ȱJoeȱ186
hillbillyȱ135
hillsȱ167,ȱ169,ȱ212,ȱ303,ȱ422,ȱ
502,ȱ503,ȱ504,ȱ506,ȱ507,ȱ508,ȱ
542,ȱ587

Hindemith,ȱPaulȱ72
Hindewhuȱ466
hipȬhopȱ401

hirajoshiȱSȱMODE
Hirsch,ȱRichardȱ147
Hispanicȱ?ȱSPAIN/SPANISH
hitȱpointȱ553,ȱ589
Hitchcockȱ264,ȱ510,ȱ512,ȱ549
Hitler,ȱAdolfȱ71,ȱ139
hocketȱ465–467
Hoeckner,ȱBȱ152
Hoffman,ȱAȱ141
Hoffmann,ȱEȱTȱAȱ95
Holbein,ȱHansȱ429
holdȱmusicȱSȱTELEPHONE
Holiday,ȱBillieȱ299,ȱ355
Holland,ȱKristenȱ266
Holly,ȱBuddyȱ351
Hollywoodȱ3,ȱ181,ȱ214,ȱ306,ȱ
307,ȱ330,ȱ333,ȱ354,ȱ358,ȱ469,ȱ
477,ȱ495,ȱ513,ȱ527,ȱ532,ȱ533,ȱ
541,ȱ549,ȱ562

Holman,ȱLibbyȱ381
holokineticȱSȱANAPHONE
Holst,ȱGustavȱ407
homeȱ

andȱawayȱ391
keyȱ(harmony)ȱ411
worshipȱ338,ȱ452

homophonyȱ338ȱff.,ȱ448,ȱ589
Honegger,ȱArthurȱ90
HoneyȱHoneyȱ397
hookȱ(mus.)ȱ386,ȱ396,ȱ399,ȱ
402,ȱ416,ȱ589

Hooker,ȱJohnȱLeeȱ286
Hooper,ȱCeliaȱRȱ377
Hopkins,ȱLightnin’ȱ286
Hopper,ȱDenisȱ437
hoquetusȱSȱHOCKETȱ
hornȱ

burstsȱ465
SȱFRENCH!horn

riffȱ396
Hornbostel,ȱChristianȱ134
hornpipeȱ264
horse[s]ȱ211,ȱ423,ȱ424,ȱ449,ȱ
509–510

ridingȱ485
horticulturalȱsocietiesȱ373
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HoundȱDogȱ110
houseȱmusicȱ292,ȱ406,ȱ444
House,ȱTheȱStreet,ȱTheȱRoom,ȱ
Theȱ403–404

Houston,ȱWhitneyȱ312,ȱ588,ȱ
Hozien.ȱMuhammadȱ52
huayñoȱ388,ȱ527
Huckvale,ȱDavidȱ151
Hughes,ȱJohnȱ453
Hughes,ȱSusanȱMȱ350,ȱ377
humanȱsoundsȱ60
humanismȱ388,ȱ574
humourȱ380,ȱ368
humpbackȱSȱWHALEs
HunchbackȱofȱNotreȱDameȱ436
Hungary/Hungarianȱ90,ȱ
134,ȱ330,ȱ418,ȱ485

huntingȱ47,ȱ48,ȱ49,ȱ164,ȱ307
communitiesȱ373

Huron,ȱDavidȱ54,ȱ57
hyenaȱ179
hymnsȱ290,ȱ453
hypotheticalȱsubstitutionȱ
SȱCOMMUTATION

I
IȱAmȱTheȱWalrusȱ406
IȱHaveȱTheȱTouchȱ311
IȱHearȱYouȱKnockin’ȱ476
IȱHeardȱItȱThroughȱTheȱ
Grapevineȱ476
IȱWalkȱTheȱLineȱ373
IȱWantȱYouȱToȱGetȱUnderȱMyȱ
Skinȱ382
I’llȱGoȱCrazyȱ13
IASPMȱ5,ȱ297,ȱ589
iceȱ61,ȱ418

cubesȱ408
IceȱTȱ297
Icelandicȱ51,ȱ52,ȱ53
iconȱSȱSEMIOTICS
identityȱ

collectiveȱ45–46,ȱ57
connotativeȱ264
corporealȱ46,ȱ80
figure/groundȱ477

genreȱ266
absoluteȱ91,ȱ108

group/personal/socialȱ
2,ȱ175,ȱ182,ȱ183,ȱ184,ȱ
345,ȱ346,ȱ350,ȱ351,ȱ360,ȱ
371,ȱ375,ȱ451,ȱ466ȱ
nationalȱ133,ȱ134,ȱ164,ȱ
236,ȱ371,ȱ525

mus.ȱepisodeȱ516
mus.ȱstructureȱ334
mus.ȱstyleȱ522,ȱ523
mus.ȱworkȱ126,ȱ251,ȱ252,ȱ
272,ȱ288,ȱ406,ȱ595

IFPIȱ589
ImamȱAbuȱHanifahȱ366
Imberty,ȱMichelȱ145.ȱ151
immediacyȱSȱEXTENDEDȱPRES.
impersonationȱ378–380
improvisationȱ10,ȱ87,ȱ96,ȱ
124,ȱ128,ȱ281,ȱ338,ȱ399,ȱ400,ȱ
403,ȱ413,ȱ590,ȱ597
InȱDreamsȱ401
Inȱsaeculumȱ466
InȱTheȱAirȱTonightȱ312,ȱ341
InȱTheȱGalleryȱ473,ȱ493
incidentalȱmusicȱ539
index[Ȭical]ȱSȱSEMIOTICS
Indiaȱ86Ȭ87
bh¬vaȱ72
filmȱ372ȱ?ȱBOLLYWOOD
musicȱfromȱ86Ȭ87,ȱ295,ȱ
306,ȱ321,ȱ334,ȱ372,ȱ526

r¬gaȱ87,ȱ334,ȱ412,ȱ472,ȱ597
rasaȱ50,ȱ72,ȱ334,ȱ335
RigȱVedaȱ125
sangitaȬï¬straȱ87

Indian

Andeanȱ479,ȱ572,ȱ573
indiosȱ390
NativeȱAmericanȱ176

indigenousȱrightsȱ574
Indonesiaȱ526
industrialȱmusicȱ204,ȱ444
inexorableȱ176,ȱ292,ȱ313,ȱ438,ȱ
445,ȱ501,ȱ512

infancy,ȱinfant[s]ȱ54,ȱ62,ȱ366
Infinityȱ(band)ȱ407

Innes,ȱNeilȱ382
innocenceȱ389
innovationȱangstȱ130
insectsȱ55,ȱ61,ȱ208,ȱ428,ȱ499
institutionalisationȱ(ofȱmuȬ
sicȱandȱmusicalȱlearning)ȱ
4,ȱ6,ȱ7,ȱ11,ȱ77,ȱ81,ȱ83,ȱ84,ȱ88,ȱ
89,ȱ90,ȱ94–96,ȱ100,ȱ101,ȱ102,ȱ
103,ȱ104,ȱ105,ȱ109,ȱ110,ȱ115,ȱ
119,ȱ120,ȱ123,ȱ127,ȱ128,ȱ130,ȱ
131,ȱ133,ȱ135,ȱ138,ȱ141,ȱ143,ȱ
147,ȱ148,ȱ150,ȱ151,ȱ198,ȱ236,ȱ
246,ȱ256,ȱ265,ȱ340,ȱ411

instrumentalȱmusicȱ152
IntelȱInsideȱ543
intensionalȱSȱAESTHETICS
Internationaleȱ317
internetȱ

receptionȱtestsȱ201Ȭ2
interobjectivityȱ229–261,ȱ
589ȱ?ȱIOCM

interpretantȱ156,ȱ196,ȱ198,ȱ
199

intersubjectivityȱ1,ȱ80,ȱ130,ȱ
195–228,ȱ229,ȱ240,ȱ377
interval[s]ȱ322–325,ȱ589

pitchȱstepȱ276
leapsȱ325
octaveȱ316–9,ȱ322,ȱ325,ȱ593
semitone[s]ȱ180,ȱ181,ȱ182,ȱ
276,ȱ372,ȱ414,ȱ599,ȱ603
tableȱofȱ323
wholeȱtoneȱ276,ȱ323,ȱ414,ȱ
603ȱ?ȱMODE

intimate/intimacyȱ1,ȱ172,ȱ
302,ȱ350,ȱ357,ȱ361,ȱ369,ȱ370,ȱ
376,ȱ422,ȱ450,ȱ468,ȱ494,ȱ501,ȱ
538

@ȱpublicȱ369–370
operaȱvoiceȱ@ȱ369

intonationȱcrisisȱ46
intraȬȱ@ȱextraȬgenericȱ46–47
introsȱ396,ȱ411,ȱ437,ȱ474,ȱ
477–479,ȱ490,ȱ517

introvertȱ190,ȱ209,ȱ357,ȱ377,ȱ492
Intruderȱ(Gabriel)ȱ312
intuitionȱ@ȱinstinctȱ69–70
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Inuitȱ50,ȱ318,ȱ526
invisibleȱmusicȱ529–530
IOCMȱ229–261,ȱ589
ionianȱSȱMODE
IphigeniaȱinȱBrooklynȱ382
IPMȱ589
Iraqȱ( ҽҵҫӁ )ȱ
SȱMODE!maq¬mȱ
warȱ443

Irelandȱ65,ȱ134,ȱ333,ȱ526
melodicȱrhythmȱ520
Irishȱ333,ȱ380

tonalityȱ333
Gaelicȱ491

Irishnessȱ291
IrishȱStreetȱBalladsȱ333
IronȱMaidenȱ407
IronȱManȱ497
Isaac,ȱHeinrichȱ455
Istanbulȱ366
Italian/Italyȱ267,ȱ360,ȱ363

genresȱ375
houseȱmusicȱ406
languageȱ76,ȱ88,ȱ216,ȱ279,ȱ
282,ȱ365,ȱ395,ȱ472,ȱ490

operaȱ244
iTunesȱ246,ȱ247

J
Jackendoff,ȱRayȱ145
jackhammerȱ308
Jacks,ȱTerryȱ415
Jackson,ȱBruceȱ286
Jackson,ȱMahaliaȱ381
Jackson,ȱMichaelȱ443
Jagger,ȱMickȱ104
Jamerson,ȱJamesȱ475,ȱ476
JamesȱBondȱ205,ȱ218,ȱ340,ȱ
555,ȱ566
chordȱ339
themeȱ28,ȱ116,ȱ257,ȱ258,ȱ
259,ȱ260

James,ȱEttaȱ342
Japanȱ306,ȱ382,ȱ526,ȱ547

musicȱconceptȱ50,ȱ51
musicalȱarchetypeȱ306,ȱ
331,ȱ332,ȱ548

Jara,ȱVictorȱ388
jargonȱ(muso/poïetic)ȱ26,ȱ
117,ȱ142,ȱ251,ȱ256,ȱ261,ȱ263,ȱ
315,ȱ325,ȱ344

Jarre,ȱMauriceȱ342,ȱ495
jazzȱ103,ȱ104,ȱ123,ȱ139,ȱ140,ȱ
176,ȱ214,ȱ281,ȱ296,ȱ297,ȱ307,ȱ
321,ȱ380,ȱ412,ȱ454,ȱ457,ȱ471,ȱ
472,ȱ520,ȱ527,ȱ532,ȱ599
bebopȱ149,ȱ244,ȱ340,ȱ450
clubȱ352
combosȱ468
’free’ȱ408
fusionȱ405Ȭ408,ȱ593
improvisationȱ399
jazzȱstandardȱ9,ȱ288,ȱ342,ȱ
388,ȱ396,ȱ397–401,ȱ402,ȱ
409,ȱ410,ȱ414,ȱ516,ȱ517,ȱ
582ȱ

jazzoȱ12,ȱ589
mainstreamȱ375,ȱ407
modernȱ403
musician[s]ȱ10,ȱ93,ȱ128,ȱ
310,ȱ399,ȱ400,ȱ467

performanceȱ119,ȱ338
repertoireȱ334
postȬbebopȱ467
soloȱ413
tradȱ10,ȱ340,ȱ452
vocalistȱ375

JazzȱSinger,ȱTheȱ537
JBs,ȱTheȱ465
jealousyȱ75,ȱ76
jeansȱ111,ȱ184

baggyȱ199
Jefferson,ȱBlindȱLemonȱ493ȱ
Jelinek,ȱHannsȱ529
jerk[y]ȱ47,ȱ213,ȱ264,ȱ465,ȱ480,ȱ
513

Jesuitsȱ574
JewelȱAkaȱ461
JhonȱComeȱKisseȱMeȱ413
jigȱSȱDANCE
jingleȱ35,ȱ59,ȱ171,ȱ230,ȱ288,ȱ
324,ȱ406,ȱ407,ȱ488,ȱ489,ȱ490,ȱ
512

Jiránek,ȱJȱ151

jiveȱSȱDANCE
Jobim,ȱAȱCȱ475
Joel,ȱBillyȱ401
John,ȱEltonȱ71,ȱ103Ȭ104,ȱ286,ȱ
450

Johnson,ȱBessieȱ381
Johnson,ȱBrianȱ440
Johnson,ȱBruceȱ123,ȱ138,ȱ441,ȱ
598ȱ

Johnson,ȱMarkȱSȱLAKOFFȱ&ȱJȱ
jollityȱ335
Jones,ȱArthurȱMȱ459
Jones,ȱTomȱ104
Jordan,ȱLouisȱ597ȱ
JosquinȱdesȱPrèsȱ455
journalismȱ141
joyȱ49,ȱ74,ȱ75,ȱ76,ȱ151,ȱ210,ȱ
217,ȱ264,ȱ334

jumpȱmusicȱ597
JustȱTheȱWayȱYouȱAreȱ401

K
Kaae,ȱJesperȱ534
Kahn,ȱMadeleineȱ368
Kalinkaȱ264
Kaluliȱ43
Kaomaȱ264
Kapsalis,ȱTerriȱ380
karaokeȱ36,ȱ40,ȱ365,ȱ549
Karbušicky,ȱVladimirȱ151
KareliaȱSuiteȱ406
Karlstadȱ3
Karras,ȱVasilisȱ407
Karshner,ȱRogerȱ2,ȱ267
katajjaqȱ318,ȱ526
Katz,ȱEȱSȱLIEBESȱ&ȱKATZ
Kauer,ȱFerdinandȱ539
Kawasakiȱ437
Kay,ȱJohnȱ437
Kaye,ȱPeterȱDȱ291,ȱ354
Kazakhstanȱ425
keeningȱ526
Keil,ȱCharlieȱ50
Keiler,ȱAllanȱ145
KennyȱGȱ307,ȱ599
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keyȱ(?ȱTONALITY)ȱ276
changeȱ414–415
keynoteȱ322ȱ?ȱTONIC

KeyȱChangeȱSongsȱ329
Keynesianȱpolicyȱ111
Khan,ȱChakaȱ351
Khatchaturian,ȱAȱ495,ȱ555
khöömiȱ(ˠ˽˽ːˆˇ)ȱ318
Khorakhanèȱ373
kickȱdrumȱSȱDRUM
kickȬass�SȱROCKȱ
kiddieȬspeakȱSȱMOTHERESEȱ
kineticȱ(incl.ȱkinesis)ȱ44,ȱ61,ȱ
63,ȱ64,ȱ65,ȱ75,ȱ78,ȱ172,ȱ206,ȱ
241,ȱ283,ȱ294,ȱ298,ȱ303,ȱ313,ȱ
340,ȱ355,ȱ361,ȱ411,ȱ485,ȱ486,ȱ
487,ȱ497,ȱ507,ȱ509,ȱ510,ȱ511,ȱ
512,ȱ520,ȱ537
SȱANAPHONE
effectȱ294
parametersȱ270

KingȱKongȱ495
King,ȱAlbertȱ473
King,ȱBȱBȱ473
King’sȱCollegeȱCambridgeȱ
12,ȱ459

Kitchenerȱ(Ontario)ȱ102
Kivy,ȱPeterȱ151
Klangfarbeȱ277
klezmerȱ264
Kneif,ȱTiborȱ152
knighthoodsȱ103
Knopfler,ȱMarkȱ313,ȱ473,ȱ493
Knudsen,ȱThorkildȱ338,ȱ452
Kodály,ȱZoltanȱ134,ȱ343
Kojakȱthemeȱ15,ȱ288,ȱ340,ȱ
406,ȱ419,ȱ474,ȱ476,ȱ477,ȱ479–
482,ȱ540
commutationsȱ340

Kolland,ȱDorotheaȱ138
Korngold,ȱWȱEȱ11,ȱ90,ȱ541
kotoȱ332,ȱ526,ȱ547
KPMȱMusicȱLibraryȱ224
Kraftwerkȱ310,ȱ494
Krahmer,ȱEȱ377
Kramer,ȱLawrenceȱ151

Kress,ȱGüntherȱ147ȱ
Kretzschmar,ȱHermannȱ152
Krims,ȱAdamȱ444
Kristeva,ȱJuliaȱ108
Kristianstadȱ3
Krohn,ȱTarekȱ546
Kronberg,ȱMargitȱ67
Kubrick,ȱStanleyȱ13,ȱ93,ȱ269,ȱ
548,ȱ553,ȱ555

Kuhnau,ȱJohannȱ539,ȱ
KulôĀm,ȱUmȱ452
Kuntz,ȱAndrewȱ333

L
laboratoryȱassistantȱ371
Lacan,ȱJacquesȱ108
Lacasse,ȱSergeȱ203,ȱ299,ȱ300,ȱ
302,ȱ351,ȱ353,ȱ501,ȱ581,ȱ594,ȱ
600,ȱ603
LachrimaeȱAmantisȱ407
LadyȱGagaȱ40
Ladzekpo,ȱCȱKȱ457
Lagaanȱ372
lagerȱloutsȱ184,ȱ185,ȱ199,ȱ357,ȱ
358,ȱ360

Laing,ȱDaveȱ4,ȱ15,ȱ106,ȱ107
Lajoie,ȱJonȱ380,ȱ381
lakeȱSȱWATERȱ(lake)
Lakoff,ȱGeorgeȱ&ȱJohnson,ȱ
Markȱ32,ȱ78,ȱ97,ȱ147

lambadaȱS�DANCE
Lambert,ȱAndréȱ577
Lamennais,ȱHȱdeȱ99
lamentȱ306,ȱ356,ȱ455,ȱ491
Landau,ȱJonȱ106,ȱ141
Landskronaȱ3
Lane,ȱDaveȱ11
Lange,ȱStevieȱVanȱ380
Langey,ȱOttoȱ544
LangȱLangȱ74
language[s]/linguistic[s]

?ȱPROSODY
bodyȱ147,ȱ346,ȱ347,ȱ349
identifierȱSȱANAPHONE
inȱrelationȱtoȱmusicȱ57
linguistic[s]ȱ145Ȭ147ȱ

SȱANAPHONE
domainȱofȱrepres.ȱ64

metalang.ȱ115,ȱ120,ȱ241
rhythmȱ490–491
sociolinguisticsȱ350,ȱ362
teachingȱ14
tonalȱ276

Lara,ȱAgustínȱ414
LanguageȱIsȱAȱVirusȱ446
Lara’sȱThemeȱ495
Largoȱ(Handel)ȱ265
LarkȱAscending,ȱTheȱ474
Lasso,ȱOrlandoȱdiȱ455
Last,ȱJamesȱ297
Last.fmȱ246–247
lateralȱ

placementȱ302
thinkingȱ201,ȱ376

LatinȱAmerica[n]ȱ18,ȱ123,ȱ
215,ȱ245,ȱ388,ȱ392

laughterȱ269,ȱ335
Lauraȱ495
law

Bachȱv.ȱLongmanȱ125
notationȱandȱtheȱ125,ȱff.
Newtonȱv.ȱDiamondȱ128

LawrenceȱofȱArabiaȱ419
layerȱ(mus.)ȱ448–449
Laylaȱ443,ȱ474
lead

drummerȱ450,ȱ461
fluteȱ481
guitarȱ441,ȱ522,ȱ524
guitaristȱ426,ȱ440
instrumentȱ475,ȱ597
leadȬinȱSȱANACRUSIS
singerȱ182,ȱ214,ȱ426,ȱ427,ȱ
470,ȱ472,ȱ597

vocalistȱ260,ȱ440,ȱ475
vocalsȱ467,ȱ501,ȱ523

learningȱSȱEDUCATION
leatherȱ(bikes)ȱ437,ȱ438
Leavis,ȱQȱDȱ138
LedȱZeppelinȱ381,ȱ401,ȱ440
Lee,ȱPeggyȱ543
Leech,ȱCharlesȱ269
Leeuwen,ȱTheoȱvanȱ151,ȱ370
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legatoȱ282,ȱ496
LegiãoȱUrbanaȱ405
Lehmann,ȱWillyȱ631
Lehtinen,ȱRaunoȱ264
Lennon,ȱJohnȱ402,ȱ403
Lenya,ȱLotteȱ368
Lerdahl,ȱFredȱ145
Levitin,ȱDanielȱ69,ȱ273
Levy,ȱClaireȱ181
lexical[ity]ȱ75,ȱ76,ȱ164,ȱ167,ȱ
168,ȱ169,ȱ276,ȱ279,ȱ298,ȱ345,ȱ
378,ȱ590,ȱ596

LeysȱSchoolȱ10
liberationȱofȱtheȱegoȱ95,ȱ103
liberationȱofȱtheȱidȱ103
Libertéȱguidantȱleȱpeupleȱ429
‘liberty’ȱofȱindividualȱ102
libraryȱmusicȱ74,ȱ76,ȱ77,ȱ79,ȱ
177,ȱ200,ȱ223Ȭ227,ȱ229,ȱ239,ȱ
244,ȱ250,ȱ494,ȱ495,ȱ496,ȱ534,ȱ
542,ȱ590

Libyaȱ65
lickȱ(mus.)ȱ590
LickȱMyȱBabyȱBackȱBehindȱ382
Liebes,ȱTȱ&ȱKatzȱEȱ111
Liederȱ92,ȱ406,ȱ407,ȱ539
Ligeti,ȱGyærgȱ93,ȱ555
lightȱmusicȱ97
lightningȱandȱthunderȱ7
LikeȱAȱRollingȱStoneȱ405
liltingȱ363
limiterȱ312
Lindgren,ȱErikaȱ264
lineȱdancingȱ140
Ling,ȱJanȱ14,ȱ52,ȱ85,ȱ88,ȱ95,ȱ
96,ȱ102,ȱ124,ȱ142,ȱ151

linguaȱfrancaȱ(mus.)ȱ103
linguistic[s]ȱSȱLANGUAGE
linksȱ(filmȱmusic)ȱ551
Lissa,ȱZofiaȱ222Ȭ3,ȱ546–50
listen[Ȭing]

modeȱ94,ȱ97,ȱ98,ȱ100,ȱ134,ȱ
139,ȱ149,ȱ177,ȱ199,ȱ268,ȱ
409

venueȱ199

listener[s]ȱ15,ȱ17,ȱ32,ȱ73,ȱ116,ȱ
130,ȱ135,ȱ146,ȱ148,ȱ150Ȭ1,ȱ
164,ȱ167,ȱ176,ȱ179,ȱ180,ȱ182,ȱ
185,ȱ189,ȱ201Ȭ206,ȱ286,ȱ287,ȱ
299,ȱ300,ȱ302,ȱ306,ȱ311,ȱ314,ȱ
350,ȱ369,ȱ376,ȱ389,ȱ406,ȱ408,ȱ
414,ȱ481,ȱ483,ȱ495,ȱ500,ȱ501,ȱ
524,ȱ548,ȱ563ȱ?ȱAUDIENCE

Liszt,ȱFerencȱ407
literaryȱcriticismȱ141
LittleȱMissȱMuffetȱ382
LivelyȱUpȱYourselfȱ407
Liverpoolȱ16,ȱ43,ȱ51,ȱ180,ȱ
352,ȱ437,ȱ501,ȱ503,ȱ531,ȱ562,ȱ
589

LiverpoolȱFCȱ365,ȱ450,ȱ451
LivingȱOnȱAȱPrayerȱ415
Livingston,ȱJayȱ509
Llangollenȱ504
LȱLȱCoolȱJȱ297
Lobos,ȱLosȱ341
locomotiveȱ535
logocentricȱ84,ȱ497,ȱ590
logogenicȱ74,ȱ75,ȱ76,ȱ77,ȱ78,ȱ
171,ȱ493,ȱ590�=ȱALOGOGENIC

Lomax,ȱAlanȱ134,ȱ286,ȱ353,ȱ
373,ȱ470
andȱBotkin,ȱBȱAȱ320

Londonȱ224
LoneȱRanger,ȱTheȱ509
lonelyȱ17,ȱ48,ȱ71,ȱ151,ȱ169,ȱ
176,ȱ287,ȱ480,ȱ492
LongȱAndȱWindingȱRoadȱ401
loopȱ(definition)ȱ590
LordȱMansfieldȱ125
LordȱofȱtheȱRingsȱ354
LostȱSoul,ȱTheȱ320
LothȱToȱDepartȱ413
loudmouthȱ183
loudnessȱ47,ȱ48,ȱ165,ȱ177,ȱ
182,ȱ257,ȱ265,ȱ271,ȱ274,ȱ279,ȱ
282,ȱ290,ȱ292,ȱ298,ȱ302,ȱ305,ȱ
312,ȱ313–315,ȱ357,ȱ421,ȱ423,ȱ
434–441,ȱ482,ȱ510,ȱ535,ȱ548,ȱ
567,ȱ597
controlȱknobȱ314
volumeȱ101,ȱ147,ȱ265,ȱ

277,ȱ312,ȱ313
loveȱ17,ȱ18,ȱ43,ȱ49,ȱ67,ȱ79,ȱ93,ȱ
161,ȱ167,ȱ168,ȱ189,ȱ191,ȱ209,ȱ
210,ȱ215,ȱ217,ȱ307,ȱ334,ȱ365,ȱ
366,ȱ369,ȱ398,ȱ495,ȱ506,ȱ538,ȱ
544,ȱ545,ȱ587
duetȱ370
fallingȱinȱ366
metaphorsȱ78
themeȱ538,ȱ550

Loveȱdivineȱ453
LoveȱToȱLoveȱYouȱBabyȱ381
Love’sȱThemeȱ310
lowȬbrowȱ98
Lugn,ȱKristinaȱ67
Lukács,ȱGyærgyȱ596
Lull,ȱJamesȱ101
lullabyȱ36,ȱ47,ȱ160,ȱ161,ȱ176,ȱ
217,ȱ294,ȱ549
LullabyȱOfȱTheȱCityȱ494,ȱ496
Lumièreȱbrothersȱ535Ȭ536
Lundȱ3
luteȱtablatureȱ12
luxurȬy/Ȭiousȱ308,ȱ551,ȱ552
lydianȱSȱMODE
Lyngstad,ȱAnnifridȱ389
Lynn,ȱLorettaȱ407
Lynn,ȱVeraȱ548
LynyrdȱSkynyrdȱ342
Lyotard,ȱJeanȬFrançoisȱ108
lyrical/lyricismȱ283,ȱ294,ȱ
307,ȱ587

lyricsȱ22,ȱ182,ȱ184,ȱ185,ȱ203,ȱ
249,ȱ251,ȱ260,ȱ266,ȱ270,ȱ286,ȱ
287,ȱ357,ȱ370,ȱ378,ȱ379,ȱ381,ȱ
388,ȱ398,ȱ402,ȱ403,ȱ405,ȱ408,ȱ
452,ȱ467,ȱ474,ȱ478,ȱ493,ȱ512,ȱ
521,ȱ523,ȱ539,ȱ574

M
MacDorman,ȱKarlȱFȱ247
MadȱTVȱ381,ȱ382
MadameȱButterflyȱ370
MadisonȱAvenueȱ267
madnessȱ274,ȱ572
Madonnaȱ443
madrigalȱgroupsȱ468
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madrigalismȱ472,ȱ473,ȱ590
Madzhareȱ181
magicȱ308
MagicȱFluteȱ380
Mahler,ȱGȱ90,ȱ406,ȱ407,ȱ541
mainstreamȱ47,ȱ475,ȱ585

audienceȱ390,ȱ477
C&Wȱ158,ȱ159,ȱ527
epistemicȱ83
SȱJAZZ
mediaȱ149
nationalȱcultureȱ187

majorȱ
SȱINTERVALS
@ȱminorȱ
264–265,ȱ327,ȱ334,ȱ414

relativeȱ414
MajorȱMoodȱMusicȱ224
malagueñaȱ264
Málamas,ȱSokrátesȱ373,ȱ374
Malandro,ȱOȱ597
maleȱ164,ȱ210Ȭ1,ȱ218,ȱ357,ȱ480

activityȱ498
behaviourȱ357,ȱ358
@ȱfemaleȱ18,ȱ86,ȱ357,ȱ
362,ȱ372,ȱ381,ȱ444,ȱ469,ȱ
506,ȱ597

gangȱ199,ȱ364
heroȱ481
malenessȱ498
motorbikesȱ437
musicȱ244
singerȬsongwriterȱ373–4
SȱVOICE!choir

Manchesterȱ13
Mandell,ȱSteveȱ473
mandolinȱ187,ȱ188
Mangeshkar,ȱLataȱ372
maq¬mȱS�MODE
marchȱ289,ȱ294,ȱ297,ȱ412,ȱ414

cavalryȱ294
funeralȱ317,ȱ341
marchingȱ286,ȱ287

bandȱ549
Marcheȱfunèbreȱ317,ȱ341
Marconi,ȱLucaȱ146,ȱ151
Marcuse,ȱHȱ105,ȱ140,ȱ141

mariachiȱ526
marimbaȱ543
Marley,ȱBobȱ407
Maróthy,ȱJánosȱ151,ȱ425
marriageȱ453
Marseillaiseȱȱ234,ȱ236,ȱ297,ȱ317ȱ
MarslenȬWilson,ȱWȱ243
Marthaȱ(Waits)ȱ373
Marthaȱ&ȱtheȱVandellasȱ476
Martin,ȱDeanȱ365
Martin,ȱGeorgeȱ103,ȱ104
Martínez,ȱJȬLȱ151
Marx,ȱAdolfȱBernhardȱ
89,ȱ95,ȱ97,ȱ99,ȱ102

Marx,ȱKarlȱ101,ȱ109,ȱ596
massȱobservationȱstudiesȱ
138

MassacreȱofȱtheȱInnocentsȱ428
MassiveȱAttackȱ300,ȱ501
MatchboxȱBluesȱ493
matingȱritualsȱ390
Matsys,ȱQuentinȱ429
Mattelart,ȱArmandȱ108Ȭ111
MatthewȱPassionȱ11,ȱ245,ȱ
488

May,ȱBrianȱ103,ȱ443
Mayall,ȱJohnȱ477
Mayfield,ȱCurtisȱ466
MBEȱ104
McCartney,ȱPaulȱ103,ȱ104,ȱ
402,ȱ403,ȱ475

McCoys,ȱTheȱ342
McHughȬMunier,ȱCȱ355
McKellan,ȱIanȱ354
McNamee,ȱDavidȱ311
McPherson,ȱEveȱ353
McTell,ȱRalphȱ413
meadowȱ93,ȱ167,ȱ168,ȱ191,ȱ
252,ȱ418,ȱ502,ȱ506,ȱ508,ȱ587

measureȱSȱBARȱ(mus.)

mechanicalȱ402
media

commercialȱ138
corporationsȱ1
industriesȱ267
studiesȱ103

medievalȱ466,ȱ548
melismaȱ@ȱsyllabicȱ336
Mellers,ȱWilfridȱ107,ȱ151
melodicȱ

anaphoraȱ580
cadenceȱ520
flowȱ472
hookȱ478
line[s]ȱ413,ȱ425,ȱ432,ȱ440,ȱ
447,ȱ452,ȱ454,ȱ477,ȱ493,ȱ
513,ȱ588,ȱ590,ȱ591,ȱ600

minorȱ327
movementȱ583,ȱ585
ornamentationȱ412
pattern/profileȱ328,ȱ372,ȱ
454,ȱ490,ȱ491,ȱ583,ȱ603

phraseȱ186,ȱ383,ȱ389,ȱ448,ȱ
482,ȱ586

polyphonyȱ338
sophisticationȱ(nonȬEuȬ
ropean)ȱ334

statementȱ478
melodyȱ48,ȱ52,ȱ56,ȱ68,ȱ74,ȱ87,ȱ
89,ȱ122,ȱ164,ȱ172,ȱ232,ȱ234,ȱ
235,ȱ236,ȱ252,ȱ264,ȱ284,ȱ317,ȱ
318,ȱ325,ȱ335–336,ȱ338,ȱ343,ȱ
367,ȱ381,ȱ392,ȱ421,ȱ425Ȭ484,ȱ
489,ȱ492,ȱ496,ȱ519,ȱ524,ȱ550,ȱ
551,ȱ592
airborneȱcharacterȱofȱ365
definitionȱ426

melodyȬaccompanimentȱ
dualismȱ425–484

Melodyneȱ374,ȱ581,ȱ590
Mendelssohn,ȱFelixȱ171,ȱ237,ȱ
365,ȱ538,ȱ539ȱ

Mendoza,ȱDavidȱ537
mercantileȱ53
merchandisingȱ40
merchantȱboroughsȱ53
MercyȱStreetȱ(Gabriel)ȱ311
Merker,ȱBjörnȱ54
Merwe,ȱPeterȱvanȱderȱ495
Mesopotamiaȱ84–85
Messiaen,ȱOlivierȱ424,ȱ488
Messiahȱ265,ȱ406,ȱ524
metadataȱ250,ȱ407
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metadiscourseȱ11,ȱ119,ȱ266
contextualȱ119–120,ȱ142
musicalȱ88,ȱ119–120,ȱ247
metatextualȱ142

metaȬidentityȱ12,ȱ346,ȱ591
metalanguageȱ115,ȱ120,ȱ241
Metallicaȱ407,ȱ423,ȱ597
metallophoneȱ308
metaphorȱ78–80,ȱ147,ȱ190,ȱ
215,ȱ417,ȱ418,ȱ479,ȱ493,ȱ497
sourceȱandȱtargetȱ78
SȱVOCALȱ

metaphysical/metaphysicsȱ
12,ȱ53,ȱ85,ȱ86,ȱ88,ȱ95,ȱ97,ȱ99,ȱ
100,ȱ102,ȱ113Ȭ114,ȱ120,ȱ126,ȱ
139

metatheoreticalȱ109
Meters,ȱTheȱ465,ȱ467
MethodistȱHymnbookȱ152
metonymyȱ79
metre/metricȱ69,ȱ70,ȱ75,ȱ245,ȱ
271,ȱ284,ȱ289,ȱ291,ȱ293–298,ȱ
340,ȱ344,ȱ346,ȱ367,ȱ384,ȱ389,ȱ
390,ȱ413,ȱ415,ȱ422,ȱ457,ȱ459,ȱ
460,ȱ463,ȱ465,ȱ475,ȱ515,ȱ518,ȱ
581,ȱ588,ȱ603
SȱACCENT!metricȱ
asymmetricȱ295
crossȬrhythmȱ294,ȱ295
commonȱtimeȱ294
inversionȱ459–463
monometricȱ295,ȱ457
poeticȱ405
polymetricityȱ295,ȱ457
regularityȱofȱ389,ȱ391
senzaȱmisuraȱ367,ȱ599
symmetricȱ294

metronom/Ȭe/Ȭicȱ288,ȱ289,ȱ
290,ȱ292,ȱ444,ȱ458,ȱ512,ȱ539,ȱ
540,ȱ553,ȱ576,ȱ582ȱ?ȱBEAT

Mexico/Ȭanȱ469,ȱ485,ȱ526
Meyer,ȱLeonardȱBȱ73,ȱ266
Meyerbeer,ȱGiacomoȱ538
Meyers,ȱOwenȱCȱ247
Miceli,ȱSergioȱ90
Michael,ȱGeorgeȱ307

Michelsen,ȱMortenȱ90,ȱ101,ȱ
106,ȱ141

mickeyȬmousingȱ437,ȱ591
microphone[s]ȱ137,ȱ440
middleȱeightȱSȱBRIDGE
middleȬagedȱ354
middleȬclassȱ135,ȱ199
Middleton,ȱRichardȱ97,ȱ151,ȱ
190,ȱ191,ȱ296,ȱ590

MIDIȱsequencingȱ273
Mighty,ȱMighty,ȱSpadeȱ466
Milanȱ362
Miley,ȱBubberȱ494
militaryȱ254,ȱ389,ȱ414
Milius,ȱSȱ55,ȱ56
Milkmaid,ȱTheȱ429
milksapȱ341
Miller,ȱGlennȱ597
Miller,ȱSueȱ463
millisecondsȱ33
Mingus,ȱCharlesȱ408
minorȱ?ȱMODE

key/modeȱ401
@ȱmajorȱ264,ȱ322,ȱ327,ȱ
264–265,ȱ334,ȱ414

relativeȱ414
sixth,ȱseventhȱ323
thirdȱ323,ȱ368

Minorȱ7�5ȱMontageȱ340
minuetȱ412,ȱ414
miseȬenȬscèneSAURALȱSTAGING
Mission,ȱTheȱ267,ȱ388,ȱ551,ȱ
559,ȱ561,ȱ567Ȭ575
Mistyȱ397,ȱ399
Mitsui,ȱToruȱ51
mixingȱ178,ȱ187,ȱ203,ȱ231,ȱ
299,ȱ310,ȱ311,ȱ312,ȱ336,ȱ392,ȱ
427,ȱ475,ȱ481,ȱ500,ȱ534,ȱ536,ȱ
600

mixolydianȱSȱMODE
Mixturȱ311
Moanin’ȱLowȱ381
mobileȱphoneȱSȱSMARTPHONE
modeȱ276,ȱ325–335,ȱ591ȱ
?ȱTONALITY

aeolianȱ327,ȱ414,ȱ582
shuttleȱ341

Bayatiȱ334
bimodalȱ591
churchȱmodeȱ582
diatonicȱ584
dorianȱ327,ȱ333,ȱ334,ȱ582

shuttleȱ341
ecclesiasticalȱ582
heptatonicȱ326–330,ȱ332,ȱ
334,ȱ588
hirajoshiȱ331
ionianȱ327,ȱ329,ȱ334,ȱ414,ȱ
582

lydianȱ327,ȱ334,ȱ582
maq¬mȱ330,ȱ332,ȱ334,ȱ335,ȱ
526ȱ(Hijaz,ȱRast,ȱetc.)

mixolydianȱ326,ȱ327,ȱ333,ȱ
342,ȱ582ȱ

octatonicȱ330
pelogȱ320
pentatonicȱ326,ȱ330–331,ȱ
422,ȱ423,ȱ526,ȱ594

phrygianȱ327,ȱ334,ȱ414,ȱ
526,ȱ582
slendroȱ320
wholeȬtoneȱ8,ȱ403,ȱ603

Modugno,ȱDomenicoȱ365
modulationȱ

audioȱeffectȱ310–311
keyȱchangeȱ410

MoelȱFamauȱ503
Molino,ȱJeanȱ116,ȱ579,ȱ595
MonaȱLisaȱ429
Monelle,ȱRaymondȱ145,ȱ147
monetarismȱ111
moneyȱ98

deificationȱofȱ101
spentȱonȱmusicȱ37–40

Moneyȱ(PinkȱFloyd)ȱ341
MoneyȱForȱNothingȱ437,ȱ497
MoneyȱorȱtheȱGun,ȱTheȱ381
MoneylenderȱandȱhisȱWife,ȱTheȱ
(Matsys)ȱ429

Mongolia[n]ȱ318,ȱ526
Mongolsȱ418,ȱ485
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monkȱ(copyist)ȱ124
monocentrismȱ425–433
monodyȱ335,ȱ591
monometricȱSȱMETRE
monophonyȱ592
montageȱ554,ȱ592
Monteverdi,ȱClaudioȱ425
Montréalȱ16,ȱ531,ȱ532,ȱ407
montunoȱ296,ȱ463
moodȱ73–74ȱ?ȱLIBRARYȱMUSIC

labelsȱ74,ȱ77,ȱ225,ȱ544
Moore,ȱAllanȱ299
Moore,ȱDudleyȱ381,ȱ382
moral[s]/moralityȱ100,ȱ442

dilemmaȱ99
turmoilȱ573

Morales,ȱLuisȱdeȱ506
Morissette,ȱAlanisȱ382
Morley,ȱThomasȱ456
MorningȱStar,ȱTheȱ414
Morricone,ȱEnnioȱ11,ȱ90,ȱ
197,ȱ267,ȱ317,ȱ388,ȱ495,ȱ499,ȱ
509,ȱ574

Morrison,ȱVanȱ103
Morseȱcodeȱ512
Morton,ȱEugeneȱ56
Mosaïqueȱ365
Mossberg,ȱFransȱ353
mothereseȱ244,ȱ363,ȱ368
motifȱ284,ȱ292

leitmotifȱ551
MotionȱPictureȱMoodsȱforȱ
PianistsȱandȱOrganistsȱ224,ȱ
538,ȱ543,ȱ544
motion/movementȱ
?DISTANCE,ȱKINETIC,ȱMOȬ
TORIC,ȱSPACE,ȱSPEEDȱ45,ȱ47,ȱ
57,ȱ60Ȭ61,ȱ63–64,ȱ74,ȱ76Ȭ77,ȱ
80Ȭ81,ȱ89,ȱ92,ȱ101,ȱ114,ȱ120,ȱ
153,ȱ160,ȱ168,ȱ189,ȱ202,ȱ206,ȱ
208,ȱ212,ȱ242,ȱ245,ȱ270Ȭ271,ȱ
274,ȱ284,ȱ285Ȭ303,ȱ308,ȱ311,ȱ
313,ȱ335,ȱ338,ȱ339,ȱ359,ȱ421Ȭ
423,ȱ432Ȭȱ433,ȱ441,ȱ461,ȱ466,ȱ
475,ȱ478,ȱ480,ȱ482,ȱ485Ȭ486,ȱ
487,ȱ497,ȱ509–513,ȱ541,ȱ543,ȱ
546,ȱ548,ȱ585,ȱ588Ȭ593

conjunctȱ319,ȱ389,ȱ583
contraryȱ453,ȱ583
motionlessȱ298
obliqueȱ453
parallelȱ453,ȱ593
soundȱasȱintrinsicȱtoȱ535
underliningȱinȱfilmȱ543

motivationȱresearchȱ267
motorbike[s]ȱ423,ȱ424,ȱ436–
442,ȱ488,ȱ497,ȱ498

Motorheadȱ440
motoricȱ59,ȱ61Ȭ66,ȱ75,ȱ78,ȱ
127,ȱ284,ȱ290,ȱ499–500,ȱ513
?ȱMOTION/MOVEMENT
fineȱ63,ȱ66,ȱ499–500,ȱ513
grossȱ63,ȱ64,ȱ66,ȱ284Ȭ286,ȱ
290,ȱ499–500,ȱ513

Motownȱ475,ȱ476
mourningȱ8,ȱ49,ȱ179,ȱ265
MoveȱYourȱBodyȱ407
movementȱ?MOTION,ȱ
MOTORIC,ȱKINETIC
partȱofȱeuroclassicalȱ
workȱ230,ȱ281,ȱ288,ȱ405,ȱ
406,ȱ407,ȱ409,ȱ410,ȱ414

movingȱimageȱ(musicȱand)ȱ
6,ȱ149,ȱ203,ȱ529–578
analysisȱprojectȱ

feedbackȱ562Ȭ564
filmȱchoiceȱ558
cueȱlistȱ558Ȭ560
graphicȱscoreȱ
568Ȭ571

themeȱlistȱ565Ȭ566
textȱ564Ȭ575

cinematicȱtermsȱ552Ȭ556
courseȱoverviewȱ532–3
functionsȱ546Ȭ550
historyȱ534Ȭ541
invisibleȱmusicȱ529Ȭ531
SȱTITLEȱMUSIC

Moylan,ȱWȱ300,ȱ302,ȱ552
Mozart,ȱWȱAȱ9,ȱ10,ȱ93,ȱ95,ȱ96,ȱ
167,ȱ307,ȱ342,ȱ380,ȱ406,ȱ407,ȱ
409,ȱ411,ȱ414,ȱ454,ȱ473,ȱ519,ȱ
K467:ȱ93,ȱ587

K550:ȱ67,ȱ410,ȱ411
MrȱandȱMrsȱAndrewsȱ429
MrȱNiceȬGuyȱ375
MTVȱ3,ȱ35,ȱ184
muezzinȱ366
multipleȱchoiceȱ204–206
multiplicityȱ(mus.)ȱ424–425
multiȬtrackȱ46,ȱ475,ȱ500

mixingȱ536
recordingȱ299,ȱ370

MurderȱonȱtheȱHighȱCsȱ370
Murdock,ȱGrahamȱ105,ȱ107
Murena,ȱTȱ526
museme/musematic

defs.ȱ232–238,ȱ592
filmȱmusicȱ560,ȱ567,ȱ572
tableȱofȱoccurrenceȱ387
stackȱ417,ȱ592
stringȱ592

musicȱ1Ȭ650
SȱABSOLUTE
boxȱ308
cerddoraethȱ51
editorȱ554,ȱ592
conceptsȱofȱ50–53
definitionsȱ44–50
departmentsȱofȱ103
doctrinalȱ87,ȱ125,ȱ130Ȭ1
importanceȱofȱ35Ȭ82
mousik¾ȱ(ΐΓΙΗΎφ)ȱ51,ȱ52
SȱMOVINGȱIMAGE
musicaȱ51
colta/cultaȱ87
eruditaȱ87
humanaȱ88,ȱ124
instrumentalisȱ88
mundanaȱ88

mĀsiq¬ȱ52
musiqueȱsavanteȱ87
ongakuȱ51
sangitaȬï¬straȱ87
soitto/lauluȱ51
stageȱ399
supervisorȱ554
videoȱ214,ȱ260
vùȱbáȱ50

MusicȱforȱStrings,ȱPercussionȱ
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andȱCelestaȱ13,ȱ553
musicalȱ

metadiscourseȱ119–120
notationȱ106
phraseȱ272,ȱ283Ȭ285
stageȱ397
SȱSTRUCTURE
tasteȱ1,ȱ100,ȱ188,ȱ196,ȱ266,ȱ
267

musicologyȱ1Ȭ650,ȱ3Ȭ7,ȱ15,ȱ
97,ȱ99,ȱ105,ȱ107Ȭ8,ȱ119,ȱ136,ȱ
140,ȱ143,ȱ145,ȱ147Ȭ8,ȱ150,ȱ
170,ȱ181,ȱ197,ȱ232,Ȭ3,ȱ241,ȱ
252,ȱ266,ȱ320,ȱ325,ȱ337,ȱ354,ȱ
446,ȱ470,ȱ546,ȱ595
conventionalȱ7,ȱ107,ȱ113Ȭ
4,ȱ150,ȱ233,ȱ320,ȱ595

departmentsȱofȱ103
ofȱsocietyȱ445,ȱ470

Musikȱ&ȱGesellschaftȱ137,ȱ138
MusikȱfrånȱBulgarienȱ181,ȱ320
Muslimȱ366
muso[s]ȱ3–7,ȱ12,ȱ18,ȱ26,ȱ106,ȱ
127,ȱ142,ȱ176,ȱ189,ȱ196,ȱ340,ȱ
530,ȱ577,ȱ592
SȱJARGON
musicȱ197,ȱ403,ȱ593
nonȱmusosȱandȱ530–531
peerȱgroupȱ530

musocentricȱ170
musogenicȱ17,ȱ19,ȱ27,ȱ61,ȱ65,ȱ
73,ȱ74,ȱ75,ȱ76,ȱ77,ȱ78,ȱ171,ȱ
202,ȱ206,ȱ208,ȱ215,ȱ218,ȱ346,ȱ
479,ȱ493,ȱ502,ȱ593
scenesȱ418–425

Mussorgsky,ȱMȱ407,ȱ419
Muybridge,ȱEȱ510
Muzak®ȱ40,ȱ405,ȱ434,ȱ522,ȱ
549

MyȱFavouriteȱMartianȱ269
MyȱFunnyȱValentineȱ397,ȱ399
MyȱGenerationȱ476
MyȱSweetȱLordȱ254,ȱ341

N
NameȱOfȱTheȱGameȱ401Ȭ2
Napoléonȱ81

CodeȱNapoléonȱ98
narcissisticȬaggressiveȱ381
narrativeȱ202,ȱ233,ȱ259,ȱ265,ȱ
288,ȱ315,ȱ321,ȱ549
cohesionȱinȱfilmȱ401
contextȱ346,ȱ347,ȱ349
cyclicalȱ392,ȱ394
dramaticȱ97
Fernandoȱ386
formȱ?ȱDIATAXISȱ146,ȱ
150,ȱ383–416,ȱ417,ȱ515,ȱ
521

gamingȱ533
genreȱ74,ȱ77,ȱ485,ȱ534
harmonicȱ340
longȬtermȱ69
musicalȱvȱvisualȱ3
paramusicalȱ89,ȱ203,ȱ208,ȱ
270,ȱ286

videoȱ5
visualȱ184,ȱ521
visualȱvȱmusicalȱ531,ȱ537,ȱ
541,ȱ542,ȱ547,ȱ549,ȱ550,ȱ
551,ȱ554,ȱ556,ȱ557

vocalȱ603
vocalȱrolesȱ356

nationalȱ
anthemȱ294,ȱ407,ȱ454

commutationsȱ269
costumeȱ199

Nationalteaternȱ341
NativeȱAmericanȱ134,ȱ176,ȱ
330,ȱ388,ȱ546

Nattiez,ȱJeanȬJacquesȱ51,ȱ
116,ȱ123,ȱ145,ȱ147,ȱ151,ȱ233,ȱ
579,ȱ588,ȱ595

natureȱ17,ȱ126,ȱ214,ȱ546,ȱ574,ȱ
602

inȱmusicȱ546
@ȱnurtureȱ69–70

Naylor,ȱKenȱ9–10,ȱ12,ȱ152,ȱ
448

Naziȱ142,ȱ267,ȱ451,ȱ509
Neȱmeȱquitteȱpasȱ373
Neanderthalȱ54
neoȬliberalismȱ111
Nettl,ȱBrunoȱ233

neurologyȱ6,ȱ54,ȱ57,ȱ65,ȱ68–
71,ȱ81,ȱ364,ȱ594

neuronsȱ69,ȱ75,ȱ81,ȱ123
neutralȱmusicȱ545,ȱ546
NeverȱMindȱtheȱBuzzcocksȱ474
NeveuȱdeȱRameau,ȱLeȱ93
Neveu,ȱÉricȱ108,ȱ109,ȱ110,ȱ111
NewȱHorizonsȱinȱMusicȱApȬ
preciationȱ382

NewȱOrderȱ297
NewȱOrleansȱ465

R&Bȱ342
NewȱWorldȱSymphonyȱ527
NewȱYorkȱ224,ȱ408,ȱ418,ȱ419,ȱ
512

Newman,ȱThomasȱ543
newsȱ59,ȱ152,ȱ214

musicȱ512–513
readersȱ361

Nields,ȱTheȱ351
NielsenȱMediaȱ35
Nietzsche,ȱFriedrichȱ269
Nightȱ&ȱDayȱ397
NightȱonȱaȱBareȱMountainȱ419
NightingaleȱSangȱInȱBerkeleyȱ
Square,ȱAȱ400

NineȱInchȱNailsȱ297
Niro,ȱRobertȱDeȱ347
Nirvanaȱ341,ȱ444
Nketia,ȱJȱHȱKȱ460,ȱ466ȱ
NoȱMoreȱMr.ȱNiceȱGuyȱ438
Noble,ȱRayȱ398
noiseȱ?ȱSOUND

ambient/backgroundȱ59,ȱ
178,ȱ236Ȭ7,ȱ270,ȱ272,ȱ300,ȱ
315,ȱ425,ȱ434Ȭ5

Nonȱlasceraiȱ267
nonȬdiegeticȱmusicȱ554
nonȬmusoȱ3–7,ȱ12,ȱ18,ȱ26,ȱ
105,ȱ107,ȱ108,ȱ118,ȱ189,ȱ197,ȱ
253,ȱ256,ȱ320,ȱ321,ȱ339,ȱ340,ȱ
344,ȱ530,ȱ531,ȱ577,ȱ593

normalȱ=ȱstrangeȱ403
?ȱNEUTRAL

Norman,ȱMontyȱ258
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NorthȱAmericanȱ390
NorthȱStreetȱinȱSnowȱStormȱ8
North,ȱAlexȱ555
NorthernȱEuropeȱ390
nostalgiaȱ17,ȱ161,ȱ180,ȱ209,ȱ
287,ȱ308,ȱ340,ȱ495
notationȱ107,ȱ121–130,ȱ149

ethnomusicol.ȱ134–135
filmȱsyncȱandȱ539–541
lawȱandȱ125Ȭ130
nonȬnotatableȱ
parametersȱandȱ150

notationalȱcentricityȱ149,ȱ
150

sheetȱmusicȱ86,ȱ125,ȱ127,ȱ
128,ȱ129

subjectivityȱandȱ124Ȭ130
usefulnessȱofȱ121–122

noteȱ(mus.)ȱ
definitionȱ273,ȱ593
namesȱ275

noubaȱ408,ȱ593
nouveauȱricheȱSȱCLASS
noveltyȱsongȱ381
Novotney,ȱEugeneȱDȱ459
nowȱsoundȱSȱEXTENDEDȱPRES.
NowȱVoyagerȱ495
npmȱ593
NTSCȱ593
nurseryȱrhymeȱ36,ȱ338
NWAȱ297
NYPDȱBlueȱ290,ȱ406,ȱ474

O
OȱPaalanhaareȱ372
OBEȱ103,ȱ104
object

SȱAOȱ(analysisȱobject)
Peirceanȱ116,ȱ156,ȱ159,ȱ
160,ȱ163,ȱ175,ȱ177,ȱ178,ȱ
186,ȱ198

relationsȱ113
@ȱsignȱ@ȱinterpretantȱ
160–161

obliqueȱmotion�SMOTION

oblivionȱ101,ȱ106,ȱ115
oboeȱ252,ȱ308,ȱ317

octatonicȱSȱMODE
octaveȱSȱINTERVAL
offbeatȱSȱBEATȱ
OhȱHappyȱDayȱ254,ȱ341
OhȱCarolȱ341
oilȱtankerȱ83,ȱ132
Okell,ȱMonicaȱ10
Ol’ȱManȱRiverȱ397
oldenȱtimesȱ307,ȱ308,ȱ390
olfactoryȱ497
OliveiraȱLeite,ȱCȱAȱdeȱ405
Oliver,ȱPaulȱ286
ominousȱ206,ȱ210,ȱ250,ȱ341,ȱ
501,ȱ542,ȱ548,ȱ572ȱ?�THREAT
fatefulȱ210,ȱ287,ȱ341,ȱ572
forebodingȱ287,ȱ572

OnȱtheȱSteppesȱofȱCentralȱAsiaȱ
420

OneȱNationȱUnderȱAȱGrooveȱ
466

OneȱNoteȱSambaȱ475
OnedinȱLineȱ495
ongakuȱ51
onomatopoeiaȱ64,ȱ170,ȱ279,ȱ
510,ȱ536,ȱ585

openȱSȱSPACE
marketȱ125
‘sound’ȱ321

openingȱ(film)ȱ551,ȱ555
operaȱ92,ȱ98,ȱ214,ȱ244,ȱ281,ȱ
299,ȱ399,ȱ539
divaȱ356,ȱ375
loversȱ370,ȱ371
voiceȱ367,ȱ369–371,ȱ372,ȱ
374,ȱ375

houseȱ40,ȱ96,ȱ307,ȱ369
singingȱ312

conventionsȱ370Ȭ1
dislikeȱofȱ369,ȱ370Ȭ2

OpéraȱdeȱParisȱ381
operettaȱ98
opticalȱsoundȱ537
oratorioȱ367,ȱ399
Orbison,ȱRoyȱ400,ȱ401
orchestraȱ9,ȱ214,ȱ245,ȱ254,ȱ
402,ȱ422,ȱ515,ȱ539
gamelanȱ468

stringȱ264
symphonyȱ39,ȱ103,ȱ186,ȱ
233,ȱ234,ȱ235,ȱ236,ȱ243,ȱ
254,ȱ307,ȱ468,ȱ469,ȱ484,ȱ
527,ȱ549,ȱ574

pitȱ369,ȱ529
orchestrationȱ267,ȱ374,ȱ469,ȱ
540,ȱ551
OrfeoȱedȱEuridiceȱ265
Orffȱinstrumentsȱ14
organȱ10,ȱ48,ȱ152–153,ȱ173,ȱ
176,ȱ186Ȭ188,ȱ206,ȱ214,ȱ245,ȱ
308Ȭ309,ȱ447,ȱ450,ȱ539,ȱ545,ȱ
549,ȱ579
concertoȱ342
Hammondȱ153,ȱ214,ȱ318
organȱtrioȱ447
organist[s]ȱ9,ȱ154,ȱ172,ȱ
313,ȱ318,ȱ447,ȱ490,ȱ529

registrationȱ318
organologyȱ134
orgasmȱ357,ȱ380Ȭ381
ornamentationȱ412
OrquestaȱTípicaȱImperialȱ468
Osbourne,ȱOzzieȱ104
oscillatoryȱeffectsȱ311–312
Österholm,ȱCeciliaȱ264
Otelloȱ370
Oundleȱ8
outȬofȬbodyȱexperienceȱ483
OverȱTheȱRainbowȱ397
overdriveȱSȱDISTORTION
overtonesȱSȱHARMONICS
overtureȱ411,ȱ412
OwnerȱOfȱAȱLonelyȱHeartȱ300,ȱ
501

Özdemir,ȱElifȱ364

P
PAȱsystemȱ36,ȱ366,ȱ593
Pachelbel’sȱCanonȱ342,ȱ413
Paddison,ȱMaxȱ469
PadreȱPadroneȱ93
PALȱ593
PalestrinaȱGȱPȱdaȱ12,ȱ340,ȱ455
Palmer,ȱChristopherȱ264
Pandoraȱ246–247
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panningȱSȱAURALȱSTAGING
panoramaȱ485
Panoramaȱ407
panpipesȱ388,ȱ572
Pantèneȱ507
Papa’sȱGotȱAȱBrandȱNewȱBagȱ
465

paradiseȱ60
paralinguisticȱ266–270
SȱANAPHONE

parallelȱmotionȱSȱMOTION
parametersȱofȱexpressionȱ
263–484

durationalȱ281Ȭ298
ethnomusicologyȱandȱ136
musicalȱ271–484
paramusicalȱ268–270
spatialȱ298Ȭ303
temporalȱ281–298
timbralȱ305Ȭ315
tonalȱ316Ȭ342
vocalȱ343Ȭ381

paramusicalȱ229,ȱ593
fieldȱofȱconnotation
SȱPMFC

soundȱ270
synchronyȱ260

Paranoidȱ311
paratextualȱ145
Paravonian,ȱRobȱ342
Parisȱ163,ȱ224,ȱ306,ȱ526,ȱ547
Parker,ȱCharlieȱ10,ȱ399
Parkinson’sȱdiseaseȱ377
Parks,ȱRichardȱ493
parlandoȱ367,ȱ389,ȱ594
Parliamentȱ(band)ȱ465
parlourȱ127

songȱ70,ȱ454,ȱ489,ȱ539
parodyȱ9,ȱ27,ȱ380–382,ȱ488
Parra,ȱVioletaȱ388
Parry,ȱCȱHȱHubertȱ103,ȱ495
Parson,ȱErwinȱRȱ377
PartȱOfȱTheȱUnionȱ198
partialsȱSȱHARMONICS
participantȱ(mus.)ȱ447–449
PartyȱatȱtheȱPalaceȱ103

passacagliaȱ342,ȱ413
passaggioȱ318
passionateȱ374
pasticheȱ382ȱ?ȱPARODY
pastoralȱ290,ȱ291,ȱ308,ȱ524,ȱ
542,ȱ547
PastoralȱSymphonyȱ488,ȱ525
PataȱPataȱ341
patronageȱ94,ȱ125
Pavarotti,ȱLucianoȱ369
payadorȱ375
Pears,ȱPeterȱ382
pedalȱsteelȱSȱGUITAR!steel

peerȱgroupȱ120,ȱ183,ȱ364,ȱ
376,ȱ594
musosȱ530

Peer,ȱRalphȱ134
Peirce,ȱCȱSȱ155,ȱ160,ȱ198
pelogȱSȱMODE
peñaȱ388
Peñalosa,ȱDavidȱ457,ȱ462
Penderecki,ȱKrzysztofȱ572
pentatonic[ism]ȱSȱMODE
penthouseȱ551,ȱ552
PenthouseȱAffairȱ494,ȱ496
Percival,ȱAllenȱ10
PèreȱUbuȱ171
Perec,ȱGeorgesȱ596
Perfectȱ442
performanceȱ71

instructionsȱ270
ofȱemotionȱ71–72
squadȱ467–469

performingȱartsȱ103
periodȱSȱPERIODICITY;ȱ
SȱWAVE!sound

periodicityȱ284–287,ȱ367
asymmetricalȱ389
eightȬbarȱ284,ȱ398
irregularȱ286–287,ȱ389
regularȱ286,ȱ389
symmetricalȱ284,ȱ286
twelveȬbarȱSȱBLUES

personaȱ?ȱVOCALȱPERSONA
definitionȱ343–344,ȱ351
descriptorsȱ355–358

publicȱ89,ȱ197
personalityȱ344

voiceȱandȱ350,ȱ351,ȱ352,ȱ
377

tropesȱ356
‘perverseȱdiscipline´ȱ269

musicȱsemioticsȱasȱ146,ȱ
148,ȱ159

PeterȱGunnȱ340
Peterson,ȱOscarȱ407,ȱ468
Peterson,ȱRichardȱAȱ267
Petrovi°,ȱGajoȱ596
PhantasienȱüberȱdieȱKunstȱ94
phasingȱ311
PhilishaveȱTracerȱ497–498
phonationȱ318,ȱ369
phoneȱSȱTELEPHONE
phonemeȱ594
phoneticsȱ31,ȱ32,ȱ117,ȱ276,ȱ278
phonogramȱ[s]ȱ135,ȱ594
phonographicȱstagingȱ
SȱAURALȱSTAGING

phonologicalȱloopȱ273,ȱ594
photosȱ&ȱvocalȱidentityȱ350
phraseȱ272,ȱ283Ȭ285,ȱ292

lengthȱ48,ȱ264,ȱ265,ȱ283,ȱ
367,ȱ426

phrasingȱ47,ȱ122,ȱ234,ȱ282Ȭ3
phrygianȱSȱMODE
Piaf,ȱÉdithȱ406
Pian,ȱRulanȱChaoȱ86
pianoȱ7,ȱ8,ȱ9,ȱ10,ȱ14,ȱ47,ȱ96,ȱ
127,ȱ162,ȱ163,ȱ214,ȱ251,ȱ255,ȱ
274,ȱ277,ȱ278,ȱ279,ȱ280,ȱ339,ȱ
404,ȱ407,ȱ447,ȱ450,ȱ464,ȱ474,ȱ
539,ȱ544,ȱ545
accomp.ȱ433,ȱ465,ȱ488
concertoȱ93,ȱ342,ȱ587
grooveȱ465
keyboardȱ55,ȱ242,ȱ316,ȱ
317,ȱ321,ȱ322,ȱ326,ȱ327,ȱ
328,ȱ330,ȱ331,ȱ482,ȱ584,ȱ
599

reductionȱ129,ȱ431
Piazzaȱdegliȱaffariȱ292
pibrochȱ306,ȱ526
Picardyȱthirdȱ414
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piccoloȱ274
Picket,ȱWilsonȱ465
pieceȱofȱmusicȱ(def.)ȱ272
piercingȱ165,ȱ187,ȱ213,ȱ264,ȱ
309,ȱ356,ȱ359,ȱ431,ȱ434,ȱ435,ȱ
436,ȱ497,ȱ510,ȱ511

PinkȱFloydȱ127,ȱ341,ȱ404,ȱ407
Pinker,ȱStevenȱ62
Pinochet,ȱAugustoȱ388
Pioveȱ267
pipaȱ526
pipedȱmusicȱSȱMUZAK®
Pirenne,ȱChristopheȱ404
pitchȱ59,ȱ274,ȱ279,ȱ316–318,ȱ
354,ȱ359,ȱ378,ȱ434,ȱ595ȱ
SȱAURALȱSTAGING
contourȱ265,ȱ335
def.ȱ274–275
fundamentalȱ232,ȱ275,ȱ
276,ȱ279,ȱ280,ȱ316,ȱ353

poolȱ325
rangeȱ265,ȱ317–318,ȱ367,ȱ
378

constrainedȱ317,ȱ319
hearingȱ316

placementȱinȱthreeȱdiȬ
mensionsȱ301–303
SȱREGISTER

pizzicatoȱ309
plainchantȱ124
plainsȱ485
PlantȱHillȱComprehensiveȱ13
Plant,ȱRobertȱ440
PlâsȱBerwynȱ504
plasticityȱ71
Platoȱ334
plectrumȱ277
PMFCȱ229–261,ȱ270,ȱ386,ȱ
480,ȱ595

poetryȱ51,ȱ52,ȱ53,ȱ55,ȱ367
PoetryȱInȱMotionȱ341
Poidevin,ȱRobinȱLeȱ273
̓Γ΅ȱΐΉȱΎ΅Θ΅ΕΣΗΘΎΉȱ407
poïetic/poïesisȱ
197,ȱ344,ȱ529,ȱ595
competenceȱ119,ȱ127,ȱ197
focusȱproblemsȱ196–198

@ȱaesthesicȱ116,ȱ118–
120,ȱ529

vocalȱdescriptorsȱ352
poleȱdancingȱ308
Policeȱ(band)ȱ414
politicalȱpowerȱ102
polychoralityȱ299
polyphonyȱ337–342
polyrhythmȱ295
polysemyȱSȱSEMIOTICS
pomorockologyȱ101–115,ȱ
438,ȱ598

ponticelloȱ318
Poole,ȱBrianȱ295
PopȱSongȱ(Lajoieȱ2009)ȱ380
popularȱmusicȱ47,ȱ87,ȱ99,ȱ
102,ȱ104,ȱ105,ȱ107,ȱ108,ȱ139,ȱ
141,ȱ139,ȱ142,ȱ150,ȱ191,ȱ247,ȱ
412,ȱ413,ȱ414,ȱ418,ȱ444,ȱ452,ȱ
456,ȱ464,ȱ466,ȱ474,ȱ477,ȱ478,ȱ
479,ȱ484,ȱ524
analysisȱ5,ȱ332,ȱ344Ȭ4,ȱ501
educationȱ135
characteristics148–149

knighthoodsȱ103
songȱ267
studiesȱ3,ȱ5,ȱ6,ȱ7,ȱ14,ȱ15,ȱ
103,ȱ111,ȱ119,ȱ138,ȱ139,ȱ
149,ȱ154,ȱ297

PopularȱMusicȱ(journal)ȱ5
Porter,ȱColeȱ400
Porter,ȱRoyȱ126
PortraitȱofȱaȱGentlemanȱ429
postȱofficeȱ517
Post,ȱMikeȱ290,ȱ291,ȱ475
postmodernismȱ115
?ȱPOMOROCKOLOGYȱ
PostmodernismȱGeneratorȱ109
postponedȱgratificationȱ103
postureȱ64,ȱ76,ȱ77,ȱ152,ȱ345,ȱ
347,ȱ349,ȱ350,ȱ352,ȱ357,ȱ377,ȱ
379,ȱ550

potȬpourriȱ406
powerȱ

agendasȱ84–91,ȱ94–102
SȱCHORDȱ328,ȱ497

pragmaticsȱSȱSEMIOTICS
prairieȱ212,ȱ418,ȱ422,ȱ485
preacherȱ374
prehistoryȱ54
presentȱ
SȱEXTENDEDȱPRESENT

Pretenders,ȱTheȱ382
preverbalȱ366
primatesȱ54
̓Ε·ΎΔνΗ΅ȱ373
Princeȱ297
PrincessȱDianaȱ71
prisonȱ298

prisonerȱ418
privateȱ@ȱpublicȱ1,ȱ2,ȱ75,ȱ99,ȱ
369–370,ȱ376,ȱ450,ȱ585

privatisationȱ381
privilegedȱclassȱSȱCLASS
processualityȱ392–394
ProcolȱHarumȱ413
productionȱmusicȱ
SȱLIBRARYȱMUSIC

professionȱ@ȱvoiceȱ356Ȭ357
ProfessorȱLonghairȱ464
profile:ȱrhythm,ȱmelodyȱ264
progȱrockȱSȱROCKȱ(prog)
programmeȱmusicȱ90,ȱ539
projection:ȱvocalȱ369
proletariatȱSȱCLASS
propagandaȱ267,ȱ359,ȱ362,ȱ
521ȱ?ȱADVERT

propulsiveȱreiterationȱ282,ȱ
518–520

prosodyȱ44,ȱ45,ȱ46,ȱ64,ȱ78,ȱ
147,ȱ171,ȱ195,ȱ233,ȱ279,ȱ343,ȱ
344,ȱ345,ȱ364,ȱ364,ȱ489,ȱ490,ȱ
491,ȱ492,ȱ596
neurologicalȱbasisȱ364

prostitutionalisationȱ381
protestantismȱ452–454
protoȬfunkȱ465
protoȬmusicȱ62
psalmȱ367
pseudoȬpersonalisationȱ362
Psychoȱ264,ȱ510–512,ȱ524
PsychoȱChickenȱ27,ȱ488
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PsychoȱKillerȱ488
psychologicalȱ
?ȱAFFECT,ȱEMOTION
filmȱmusicȱ549–550
SȱVOCALȱdescriptors
SȱVOCALȱPERSONA

psychopathicȱ264
psychoȬsomaticȱlinksȱ377
PsychoticȱTransientsȱ79
PublicȱEnemyȱ297
publicȱ

personaȱ89,ȱ197
@ȱprivateȱSȱPRIVATE
speakingȱvoiceȱ363

Puccini,ȱGiacomoȱ370
PulpȱFictionȱ330
pulsatingȱ312
pulseȱSȱBEAT
punkȱrockȱ405
Purcell,ȱHenryȱ382,ȱ406
Pusztaȱ485

Q
quartetȱ412
Quasimodoȱ435,ȱ436ȱ
Quatro,ȱSuziȱ438
Queenȱ(band)ȱ286
QueenȱofȱtheȱNightȱ380
Queen’sȱJubileeȱ(2002)ȱ103
quenaȱ306,ȱ388,ȱ390,ȱ525,ȱ596
quickȱSȱSPEED
quietȱ47,ȱ210,ȱ252,ȱ257,ȱ313,ȱ
314,ȱ315,ȱ421,ȱ422,ȱ432,ȱ435,ȱ
494,ȱ567
Quittin’ȱTimeȱSongȱ1ȱ320
quodlibetȱ404,ȱ596
quotationsȱ(famous)ȱ81ȱ
Qurȇ¬nȱ52,ȱ367

R
R&Bȱ10,ȱ11,ȱ13,ȱ296,ȱ342,ȱ465
racismȱ191
radioȱ35,ȱ36,ȱ39,ȱ92,ȱ93,ȱ99,ȱ
137,ȱ186,ȱ214,ȱ267,ȱ312,ȱ361
announcersȱ361
formatȱ2,ȱ39,ȱ92,ȱ196,ȱ266

RadioȱTaxiȱ8585:ȱ362

Radioactivityȱ310
Radioheadȱ407,ȱ444
Rafferty,ȱGerryȱ307
r¬gaȱ87,ȱ281,ȱ334,ȱ335,ȱ407,ȱ
408,ȱ412,ȱ472,ȱ597

RageȱAgainstȱtheȱMachineȱ407
Rahman,ȱAȱRȱ372
railwayȱstationsȱ366
rainȱ308
Raksin,ȱDavidȱ495
rallentandoȱ291
Rameau’sȱNephewȱ93
rangeȱ367

dynamicȱ314
hearingȱ316
SȱREGISTER

RankinȱSistersȱ333
rapȱ367,ȱ375,ȱ380,ȱ401,ȱ444
Rapée,ȱErnæȱ74,ȱ224,ȱ538,ȱ
539,ȱ543,ȱ544,ȱ545
rasaȱSȱINDIA
RastȱS�MODE!maq¬m
RatȱBatȱBlueȱ542
raveȱmusicȱ444–445
Ravel,ȱMauriceȱ419,ȱ597
ReachȱOutȱ(I’llȱBeȱThere)ȱ476
ReactorȱTestȱ79
Reagan,ȱRonaldȱ110
realityȱasȱsurrealȱ403
rebetikoȱ(ΕΉΐΔνΘΎΓ)ȱ407
recapitulationȱ398,ȱ400,ȱ410Ȭ1
receiversȱ197,ȱ268
receptionȱtest[s]ȱ5,ȱ200–2,ȱ564

environmentȱ202
instructionsȱ206–207
problemsȱofȱcontextȱ203

recitativeȱ367,ȱ389,ȱ402,ȱ596
recommenderȱsystemsȱ
246–247

recompositionȱ251–253
recorderȱ14,ȱ183,ȱ187
recordingȱ121,ȱ123,ȱ124,ȱ127,ȱ
128,ȱ129,ȱ133,ȱ134–136,ȱ137,ȱ
149,ȱ150,ȱ154,ȱ162,ȱ178,ȱ179,ȱ
186,ȱ188,ȱ203,ȱ230,ȱ231,ȱ242,ȱ
256,ȱ257,ȱ259,ȱ298,ȱ299,ȱ300,ȱ

301,ȱ302,ȱ309,ȱ311,ȱ314,ȱ320,ȱ
361,ȱ370,ȱ372,ȱ373,ȱ374,ȱ407,ȱ
427,ȱ440,ȱ444,ȱ451,ȱ468,ȱ475,ȱ
500,ȱ501,ȱ529,ȱ536,ȱ545,ȱ553,ȱ
556,ȱ576,ȱ581,ȱ583,ȱ586,ȱ590,ȱ
594,ȱ600,ȱ602
acousticȱ536
@ȱnotationȱ134
engineerȱ187,ȱ243,ȱ392
electroȬmechanicalȱ137
@ȱethnomusicologyȱ135
fieldȱ134,ȱ179,ȱ466
sessionȱ122
technologyȱ134–136

recreationalȱ390
reelȱ264,ȱ284,ȱ294
refrainȱSȱCHORUS
reggaeȱ405
registerȱ265,ȱ368ȱ?ȱRANGE

bassȱ337
chestȱ317,ȱ378
falsettoȱ317Ȭ8,ȱ378,ȱ586
headȱ317,ȱ378
midȱ317
vocalȱfryȱ318
whistleȱ318

regressionȱ366
regularȱ264
reificationȱ114,ȱ596
RejectȱAllȬAmericanȱ467
rejectionȱ(personal)ȱ351
relax[Ȭed/Ȭing/Ȭation]ȱ47,ȱ57,ȱ
64,ȱ287,ȱ334

releaseȱSȱENVELOPE
relentlessȱ64,ȱ274,ȱ294,ȱ313,ȱ
418,ȱ438,ȱ444,ȱ455

ReliableȱSourceȱMusicȱ224
religion/Ȭiousȱ35,ȱ50,ȱ60,ȱ84,ȱ
85,ȱ88,ȱ99,ȱ135,ȱ175,ȱ176,ȱ203,ȱ
211,ȱ365,ȱ463,ȱ480,ȱ484,ȱ558
chantingȱ366
ecstasyȱ381

RenegadesȱOfȱFunkȱ407
repertoireȱ?ȱCANON

euroclassicalȱ9,ȱ11,ȱ67,ȱ96,ȱ
147,ȱ264

Frenchȱconcertsȱ102
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pop/rockȱcanonȱ104
relevanceȱtoȱAOȱ245
relevantȱasȱIOCMȱ243
stagnationȱofȱ102
variationȱofȱ11,ȱ143

repetitionȱ59,ȱ264,ȱ517,ȱ517
Republic,ȱTheȱ334
Respighi,ȱOttorinoȱ420
respondentsȱ17,ȱ18,ȱ19,ȱ32,ȱ
49,ȱ167,ȱ168,ȱ172,ȱ189,ȱ207,ȱ
208,ȱ215,ȱ240,ȱ248,ȱ471,ȱ485,ȱ
502,ȱ506,ȱ587

response

classificationȱ208–226
restrictionsȱ150

responsorialityȱ(incl.ȱcallȱ
andȱresponse)ȱ338,ȱ342,ȱ
470–4,ȱ492Ȭ3,ȱ514,ȱ580,ȱ596Ȭ7

restraintȱ492,ȱ547
retralȱaxisȱSȱAURALȱSTAGING
ReturnȱofȱtheȱSaint,ȱTheȱ554
reveilleȱfunctionȱ555
reverb[eration]ȱ48,ȱ187,ȱ298,ȱ
302,ȱ309,ȱ339,ȱ366,ȱ390,ȱ402,ȱ
439,ȱ440,ȱ494
gatedȱ312
templatesȱ500

revolution

bourgeoisȱ94,ȱ95,ȱ98
Reynolds,ȱJoshuaȱ429
Reynolds,ȱSimonȱ101,ȱ106
rhapsodic/rhapsodyȱ287,ȱ597ȱ
rhythmȱ11,ȱ68,ȱ265,ȱ283,ȱ291Ȭ8

andȱbluesȱSȱR&B
irregularȱ59
profileȱ264,ȱ335
rhythmicȱlockȱ465

RhythmȱOfȱTheȱHeatȱ311
RichardȱIIIȱ71
Richard,ȱCliffȱ103,ȱ104
Richardson,ȱKayȱ515
Richter,ȱSviatoslavȱ448
Riding,ȱDȱ353,ȱ377
Riemann,ȱHugoȱ99
Riemenschneider,ȱAȱ454,ȱ
riff[s]ȱ11,ȱ403,ȱ426,ȱ474,ȱ597

guitarȱ272,ȱ284,ȱ474

rockȱ474,ȱ517,ȱ518,ȱ597
secondȬlineȱ390
?�GROOVE

RigȱVedaȱSȱINDIA
RighteousȱBrothers,ȱTheȱ245
Riley,ȱJeannieȱCȱ493
RimskyȬKorsakov,ȱ
NikolaiȱAȱ499,ȱ526

ringȱmodulationȱ310
RingȱOfȱFireȱ373
ringtonesȱ37,ȱ40,ȱ144,ȱ575
RioȱGrandeȱ388
RiotȱGrrlsȱ375,ȱ467
RisingȱLowȱ476
ritornelloȱ395
ritualȱ365
riverȱSȱWATER
Rivera,ȱJuanȱ468
robotȱ281,ȱ282
Rochon,ȱGastonȱ287
rockȱ47,ȱ110,ȱ382,ȱ437,ȱ597Ȭ8

1990sȱ444
andȱrollȱ101,ȱ598
anthemȱ286
balladȱ176,ȱ286
bandȱ14,ȱ314,ȱ467,ȱ469,ȱ
484

bodyismȱ114
canonȱ141
clothingȱ199
concertȱ119,ȱ177
conservatoireȱ104
contrapuntalȱ338
criticismȱ105,ȱ106,ȱ107,ȱ
111,ȱ595

crossȱrhythmȱinȱ457
daredevilȱbikerȱtropeȱ
309,ȱ437Ȭ438,ȱ498

definitionsȱ597Ȭ598
diataxisȱ401,ȱ404Ȭ5,ȱ412Ȭ3
drummingȱ518
endingsȱ520
fansȱ270
folkȱ321
grooveȱ296,ȱ465
guitarȱ242Ȭ3,ȱ310,ȱ
437–442,ȱ450,ȱ497

heavyȱmetalȱ182,ȱ328,ȱ
382,ȱ407,ȱ436–442,ȱ497

historyȱ141
institutionalisationȱof
103,ȱ104,ȱ110

intensionalityȱ114,ȱ272
introsȱ474
journalismȱ106
kickȬassȱ177,ȱ182
loudnessȱ101,ȱ314
metreȱ294
musiciansȱ11,ȱ187
’n’ȱrollȱ176,ȱ598
noȱappoggiatureȱinȱ389
SȱPOMOROCKOLOGY
powerȱchordȱ498
progȱ288,ȱ404Ȭ407,ȱ593
punkȱ405
rebellionȱ438
repertoireȱstagnationȱ102
SȱRIFFs
romanticismȱ444
speedȱmetalȱ149,ȱ177,ȱ597
subjectivityȱ182
syncrisisȱ475,ȱ478,ȱ501
tonalityȱ333
trackȱdurationȱ281ȱ
vocalsȱ412,ȱ238,ȱ336,ȱ440,ȱ
441,ȱ493

RockȱAroundȱTheȱClockȱ395Ȭ6
RockȱAroundȱTheȱStephenȱ
Fosterȱ382

rockersȱ12
RockingȱInȱTheȱFreeȱWorldȱ341
rockologyȱSȱPOMOROCKOLOGY
RödaȱKapelletȱ11
Rodgers,ȱJimmieȱ286
Rodgers,ȱNileȱ380
Rodgers,ȱRichardȱ342,ȱ397Ȭ8
Rodrigo,ȱJoaquínȱ526
Roget’sȱThesaurusȱ497
roleȱplayȱSȱVOCALȱ
rollingȱ167,ȱ217,ȱ465,ȱ507,ȱ
508,ȱ513,ȱ587
RollingȱStoneȱ40,ȱ106,ȱ141
RollingȱStonesȱ13,ȱ272,ȱ284,ȱ
292,ȱ309,ȱ382,ȱ406,ȱ438,ȱ474,ȱ
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478,ȱ597
RomafestȱGypsyȱEnsembleȱ
264

Romanȱcountingȱ322
RomanȱEmpireȱ79
romanceȱ18,ȱ93,ȱ167,ȱ189,ȱ
209,ȱ215,ȱ216,ȱ217,ȱ264,ȱ307,ȱ
340,ȱ390

romanticȱ495
pathosȱchordȱ340
stringsȱ264

romanticismȱ129,ȱ130
Germanȱ94,ȱ97,ȱ102,ȱ126
rockȱ444

rondoȱ412
Ronstadt,ȱLindaȱ351
Rosen,ȱCharlesȱ95,ȱ97
Rösing,ȱHelmutȱ151
Ross,ȱDianaȱ476
Rossini,ȱGiacchinoȱ509
Rothenbuler,ȱEricȱ2,ȱ267
RougetȱdeȱLisle,ȱCȬJȱ297
roughȱ264,ȱ441,ȱ497–498
Rousseau,ȱJȬJȱ99
Routeȱ66ȱ13
Rowlands,ȱWilliamȱPȱ453
Rózsa,ȱMiklósȱ11,ȱ90
rulesȱ@ȱexceptionsȱ149
rulingȱclass[es]ȱSȱCLASS
RunȬDMCȱ297
runningȱ289
ruralȱ47,ȱ98,ȱ164,ȱ176,ȱ188,ȱ
212,ȱ390,ȱ422,ȱ480,ȱ526,ȱ547,ȱ
548,ȱ584

rushȱhourȱ303
Russiaȱ134,ȱ318,ȱ354,ȱ519,ȱ526
Rutles,ȱTheȱ381,ȱ382

S
Sabicasȱ264
sad/sadnessȱ17,ȱ49,ȱ67,ȱ68,ȱ
203,ȱ210,ȱ334
minorȱ@ȱmajorȱ264–5
songsȱ151

Sahlström,ȱErikȱ264
SaintȱPatrick’sȱHymnȱ317

SaintȱTropezȱ554
Saker,ȱMarilynȱ295
Salonia,ȱGiovanniȱ366
SamȬAngȱSamȱ244
Samiȱ330
Sanders,ȱErnestȱHȱ466
Sanders,ȱSȱTȱ382
Sandpipers,ȱTheȱ341
sangitaȬï¬straȱSȱINDIA
Sapp,ȱCraigȱStuartȱ331
SarduyȱDimet,ȱCarlosȱ296,ȱ
sartorialȱ199
Satie,ȱÉricȱ499
SatinȱDollȱ397
satinȱstringsȱ496ȱ?ȱSILK
Satisfactionȱ272,ȱ284,ȱ292,ȱ
309,ȱ474,ȱ597

Satsuma,ȱFrankȱ382
saturationȱSȱDISTORTIONȱ
Saunders,ȱJenniferȱ382
Saussure,ȱFȱdeȱ155,ȱ159
saxophoneȱSSEXOPHONE
SayȱItȱLoud,ȱI’mȱBlackȱAndȱI’mȱ
Proudȱ466

scaleȱ323,ȱ598ȱȱ?ȱMODE
Scandinaviaȱ134,ȱ321,ȱ330,ȱ519
Schafer,ȱRȱMurrayȱ48,ȱ435
Scherer,ȱKlausȱRȱ377
scherzoȱ412
Schickele,ȱPeterȱ381,ȱ382
Schlemowitz,ȱJoelȱ552
SchleptetȱinȱE�ȱMajorȱ382
Schmalzȱ495
scholarshipȱȱopinionȱ142
scholasticismȱ404
Scholes,ȱPercyȱ495
Schönberg,ȱArnoldȱ368,ȱ382
Arnieȱ&ȱhisȱSchoolȱ382

school[s]

juniorȱ162
musicȱ14
musicȱinȱ9,ȱ10,ȱ183,ȱ186
primaryȱ363,ȱ450
secondaryȱ13

SchoolȇsȱOutȱ438
Schopenhauer,ȱArthurȱ99

Schubert,ȱFranzȱ406,ȱ432,ȱ
490,ȱ538,ȱ539,ȱ544,

Schumann,ȱRobertȱ538,ȱ539
scienceȱfictionȱ310,ȱ548
scopocentrismȱ123,ȱ127,ȱ497,ȱ
598

Scotland/Scottishȱetc.ȱ134,ȱ
285,ȱ306,ȱ330,ȱ333,ȱ337,ȱ338ȱ
countryȱdanceȱ10,ȱ153,ȱ
284–285

snapȱ292,ȱ490,ȱ526
ScotlandȱTheȱBraveȱ306
Scott,ȱBonȱ440
scratchȱscoreȱ555
screechingȱ264
Scriabinȱ407
scribal[ity]ȱ84,ȱ120,ȱ266,ȱ270,ȱ
598

Seȱtelefonandoȱ267
sea�SȱWATER

shantyȱ286
Seasonings,ȱTheȱ382
SeasonsȱInȱTheȱSunȱ415
SÉCAMȱ598
secondȬlineȱSȱRIFFȱ
sectionȱSȱEPISODE
securityȱindustryȱ350
Sedaka,ȱNeilȱ342
Seeger,ȱCharlesȱ232Ȭ233,ȱ594
Seeger,ȱPeteȱ341
Seinfeldȱ466
SelectedȱSoundsȱ224
Selectorȱ407
Sellers,ȱPeterȱ382
selfȬharmȱ314
semantic[s]ȱSȱSEMIOTICS
semicircleȱSȱSTEREO
semiotic[s]ȱ145–151,ȱ154,ȱ
155–193,ȱ198–200,ȱ269,ȱ
485–528,ȱ532,ȱ533,ȱ541,ȱ563,ȱ
564,ȱ572,ȱ590,ȱ593,ȱ596,ȱ598,ȱ
599,ȱ601
SȱANAPHONEȱ
arbitraryȱsignȱ
163–164,ȱ580
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SȱCONNOTATION
SȱDENOTATION
SȱDIATAXEME
SȱEPISODIC!determinant

SȱEPISODIC!marker

dormantȱmodeȱ231
SȱGENRE!synecdoche

SȱGESTURE/GESTURAL
iconȱ161–162,ȱ469,ȱ589
indexȱ162–163,ȱ469,ȱ589
SȱINTEROBJECTIVITY
SȱINTERSUBJECTIVITY
linguisticsȱ145Ȭ147
mainȱproblemsȱofȱ148
polysemyȱ167–171
popularȱmusicȱ148–150
pragmaticsȱ146Ȭ8,ȱ158
precisionȱ195

denotationȱ146,ȱ147
primacyȱ233
semanticsȱ145,ȱ146,ȱ148,ȱ
158–159,ȱ598

semanticȱgestureȱ190
semiologyȱ133,ȱ159,ȱ598
semiosisȱ14,ȱ19,ȱ79,ȱ114,ȱ
116,ȱ195,ȱ198,ȱ200,ȱ203,ȱ
229,ȱ231,ȱ235,ȱ587,ȱ599
syncriticȱ470

signȱsystemȱ3,ȱ4,ȱ37,ȱ84,ȱ
106,ȱ121,ȱ130,ȱ154,ȱ155,ȱ
158,ȱ159,ȱ171,ȱ178,ȱ192,ȱ
193,ȱ241,ȱ596
signȱtypesȱ155,ȱ173,ȱ193,ȱ
195,ȱ343,ȱ580,ȱ585,ȱ587
musicalȱ485Ȭ528
Peirceanȱ161–164

signifiant/signifiéȱ156,ȱ160
S�STYLE!flag

syntaxȱ146,ȱ148,ȱ158,ȱ601
fixationȱ412

semitoneȱSȱINTERVAL
sensoȬmotoricȱ59
sensoryȱdislocationȱ361
SequenceȱforȱSentimentalistsȱ
495

SergeantȱPepperȱ102,ȱ135
´seriousȬbusiness’ȱSȱVOICE
Service,ȱTomȱ380

setȱpieceȱ(inȱfilm)ȱ554,ȱ599
sexȱ1–2,ȱ381,ȱ551ȱ
?ȱBODY!BODYISM

groinȱfixationȱ443
sexophoneȱ307,ȱ589,ȱ599
sexualȱexuberanceȱ351

Shadows,ȱTheȱ464
Shaftȱ310,ȱ464,ȱ466
Shakespeare,ȱWȱ43,ȱ214,ȱ360
Shakiraȱ382
shakuhachiȱ526,ȱ547
shampooȱ167,ȱ168,ȱ169,ȱ171,ȱ
172,ȱ189,ȱ191,ȱ205,ȱ208,ȱ214,ȱ
502,ȱ507,ȱ587

shapeȱnoteȱsingingȱ453
sharedȱsubjectivity
SȱINTERSUBJECTIVITYȱ

sharpȱ59,ȱ497
Shave,ȱJonathanȱ577
shaverȱadvertȱ497–498
Shazamȱ247
sheetȱmusicȱSȱNOTATION
Sherryȱ342
Sherwin,ȱManningȱ400
shimmerȱ311,ȱ496
ShineȱOnȱYouȱCrazyȱDiamondȱ
404

Shining,ȱTheȱ13,ȱ93,ȱ553
ShootȱToȱThrillȱ295,ȱ464
shopȱ35,ȱ36,ȱ40,ȱ434,ȱ435
Shopskoȱ181
ShoreȱLeaveȱ373
Sibelius,ȱJeanȱ406
sicknessȱ572
Siegfriedȱ451
sighingȱsixths/seventhsȱ325
signȱSȱsemiotics
signatureȱtuneȱSȱTITLEȱMUSIC
Silanȱfabricȱconditionerȱ269
silenceȱ44,ȱ177,ȱ232,ȱ257,ȱ272,ȱ
282,ȱ293,ȱ377,ȱ406,ȱ421,ȱ520,ȱ
595

silencerȱ437
silentȱfilmȱSȱFILMȱMUSIC
silk/satinȱ418,ȱ495,ȱ496
Sill,ȱBeverleyȱ351

silverȱstringsȱ496
SilverȱSwanȱ265
SimonȱandȱGarfunkelȱ388
Simon,ȱPaulȱ512
Simpson,ȱMikeȱ70,ȱ320,ȱ324
simultaneityȱ213ȱ?ȱCONȬ
CERTEDȱSIMULTANEITY

Sinatra,ȱFrankȱ382
sincerityȱ71,ȱ389,ȱ390
sinfoniaȱconcertanteȱ473
singalongȱ286,ȱ390,ȱ391,ȱ395,ȱ
403,ȱ599

singerȬsongwriterȱ373–375
Singh,ȱGracyȱ372
singingȱSȱSONG
singȬsongȱSȱVOICE
singularityȱ(mus.)ȱ424–425
SirȱS�KNIGHTHOOD
sitarȱ526
SketchesȱofȱSpainȱ526
Skog,ȱIȱ52
Skurupȱ3
slapȱbassȱSȱBASS
slapȱechoȱSȱECHO
SleepyȱCossack,ȱTheȱ79
Sloboda,ȱJohnȱAȱ37
slogansȱ315,ȱ287,ȱ367
slowȱSȱSPEED
SlyȱandȱtheȱFamilyȱStoneȱ
465,ȱ467

smartphoneȱ36,ȱ40,ȱ93,ȱ256,ȱ
257,ȱ289,ȱ328

smellȱ(senseȱof)ȱ497
smokeȱalarmȱ44,ȱ165Ȭ166
SmokeȱGetsȱInȱYourȱEyesȱ397
‘smokeȱmeansȱfire’ȱ164–166
smoothȱ47,ȱ66,ȱ122,ȱ160,ȱ161,ȱ
189,ȱ191,ȱ210,ȱ252,ȱ264,ȱ283,ȱ
287,ȱ308,ȱ313,ȱ356,ȱ360,ȱ375,ȱ
432,ȱ474,ȱ483,ȱ494,ȱ495,ȱ496,ȱ
501,ȱ505,ȱ506,ȱ507,ȱ508,ȱ513,ȱ
542,ȱ551,ȱ566,ȱ587

SMPTEȱ555,ȱ599
Smurfȱ351
snareȱSȱDRUMȱ
Snow,ȱMarkȱ456
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soapȱoperaȱ214,ȱ495,ȱ521,ȱ542
socialȱ

aspirationsȱSȱCLASSICAL
deprivationȱ98
domainȱofȱrepres.ȱ64
scienceȱ5,ȱ103,ȱ105,ȱ119,ȱ
142,ȱ143

socialisationȱ433Ȭ446,ȱ470
bourgeoisȱ98Ȭ101
infantsȱ58–62

society

musicologyȱofȱ445,ȱ470
socioculturalȱ2,ȱ99,ȱ143,ȱ245,ȱ
366,ȱ446
contextȱ92,ȱ108,ȱ144,ȱ145,ȱ
161,ȱ177,ȱ197,ȱ198,ȱ268,ȱ
269

differenceȱ182
groupsȱ92
identityȱ346
ȱ?ȱLANGUAGE/LINGUISTICS
normsȱ174,ȱ175,ȱ182,ȱ183,ȱ
188,ȱ192,ȱ195,ȱ268

statusȱ12
sociologyȱ3,ȱ5,ȱ6,ȱ92,ȱ105,ȱ106,ȱ
107,ȱ110,ȱ119,ȱ133,ȱ137–144,ȱ
147,ȱ154

Socratesȱ334
Södertäljeȱ3
softȱ47,ȱ160,ȱ189,ȱ191,ȱ210,ȱ
264,ȱ287,ȱ313,ȱ356,ȱ357,ȱ422,ȱ
494,ȱ495,ȱ496,ȱ513,ȱ542
SoilȱFestivitiesȱ488
solemnȱ274,ȱ418
Solidaritätsliedȱ393
solitudeȱ492
soloȱ287,ȱ306,ȱ313,ȱ418,ȱ447,ȱ
471,ȱ597
drumȱ461
fugueȱ448
guitarȱ242,ȱ310,ȱ311,ȱ396,ȱ
403,ȱ404

hornȱ451
improvis.ȱ281,ȱ399,ȱ413
instrumentȱ186,ȱ472,ȱ473
jazzȱ413
mandolinȱ187

@ȱunisonȱ449–450
violinȱ422
vocalȱ367,ȱ369,ȱ373,ȱ390,ȱ
395,ȱ432,ȱ452,ȱ470,ȱ472

woodwindȱ252
soloistȱ182,ȱ427,ȱ472
SoloviovȬSedoy,ȱVȱ519
somaticȱ45,ȱ66,ȱ139,ȱ140,ȱ190,ȱ
191,ȱ357,ȱ369,ȱ377ȱ?ȱBODY
voiceȱasȱintrinsicallyȱ366

SomethingȱInȱTheȱWayȱ341
sonȱ463
sonataȱformȱ272,ȱ342,ȱ400,ȱ
404,ȱ409–412,ȱ413,ȱ414
songȱ?ȱVOCAL,ȱVOICE

‘aȱsongȱandȱdance’ȱ366
specialȱoccasionsȱ365
@ȱspeechȱ365–369

sonicȱ
SȱANAPHONEȱ
crowdingȱ440
headacheȱ274
powerȱ435–446

sophisticatedȱ354,ȱ495,ȱ551
Sophoclesȱ471
sopranoȱ318,ȱ369,ȱ372
SOSȱ397,ȱ414
soulȱ10,ȱ476
SoulȱGloȱ380
soulȱmusicȱ381
sound[s]ȱ1Ȭ577

descriptorsȱ60,ȱ306Ȭ313,ȱ
489Ȭ489,ȱ492Ȭ493

engineerȱ300
?ȱRECORDING
speedȱofȱ298
voiceȱdescriptorsȱ355,ȱ
356

SȱWAVE!sound

soundboxȱ299
soundscapeȱ438–442

domesticȱ60
powerȱandȱ434–442
urbanȱ434,ȱ439,ȱ441,ȱ500

soundtrackȱ299,ȱ444,ȱ540,ȱ
555,ȱ563,ȱ565,ȱ574
albumȱ203

sourceȱ(forȱmetaphors)ȱ78
sourceȱmusicȱ543,ȱ549,ȱ551
Source,ȱTheȱ254
Sousa,ȱJȱPhȱ414
SouthȱAmerica

mus.ȱrepres.ȱofȱ388
SouthȱLȱAȱ199
SouthȱPacificȱ543
SouthernȱManȱ341
spaceȱ63Ȭ4,ȱ75,ȱ153,ȱ206,ȱ210,ȱ
216,ȱ230,ȱ236,ȱ298–303,ȱ309,ȱ
311,ȱ313,ȱ317,ȱ348,ȱ361,ȱ388,ȱ
433,ȱ439,ȱ450,ȱ452,ȱ478,ȱ486,ȱ
498Ȭ9,ȱ500,ȱ520,ȱ521,ȱ547Ȭ548,ȱ
551,ȱ581,ȱ601ȱ?ȱSPATIAL
acousticȱ48,ȱ98,ȱ120,ȱ178,ȱ
230,ȱ298,ȱ348,ȱ361,ȱ435,ȱ
439,ȱ450,ȱ500Ȭ2,ȱ521,ȱ
551,ȱ581ȱ
SȱANAPHONE!spatial

breathingȱ421
confinedȱ75,ȱ210,ȱ419
cosmosȱ164,ȱ212
emptyȱ168ȱ?SPACE!open

enclosedȱ419,ȱ501,ȱ572
lateralȱplacementȱ302
melodicȱ481
openȱ48,ȱ63,ȱ167,ȱ176,ȱ211,ȱ
212,ȱ298,ȱ302,ȱ337,ȱ419,ȱ
421,ȱ461,ȱ479,ȱ480,ȱ485,ȱ
501,ȱ521

overcrowdedȱ303
threeȬdimensionalȱ
placementȱ301–303

timeȬspaceȱ212
visualȱartȱ384

Spain/Spanishȱ134,ȱ88,ȱ279,ȱ
392,ȱ443,ȱ526
Andaluciaȱ526
Hispanicȱ389
languageȱ490

Sparshott,ȱFrancisȱ364,ȱ366
sparsityȱ(mus.)ȱ420–423
Spartacusȱ495
spatial[Ȭity]ȱ44,ȱ48,ȱ68,ȱ69,ȱ
75,ȱ78,ȱ81,ȱ208,ȱ298,ȱ299,ȱ
421,ȱ485,ȱ522ȱ?ȱSPACE
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memoryȱ241
perceptionȱ303

speakerȱplacementȱ301
Spears,ȱBritneyȱ382
speciousȱpresent�
SȱEXTENDEDȱPRESENT

Spector,ȱPhilȱ135
speechȱ335ȱ?ȱPROSODY

shadowingȱ243
@ȱsongȱ365–369

speedȱ47,ȱ48,ȱ164,ȱ208,ȱ274,ȱ
288–291,ȱ294,ȱ346,ȱ347,ȱ350,ȱ
384,ȱ412,ȱ421,ȱ426,ȱ436,ȱ458,ȱ
465,ȱ466,ȱ478,ȱ485,ȱ509,ȱ510,ȱ
513,ȱ518,ȱ533,ȱ546,ȱ596ȱȱ?�
BEAT,ȱDISTANCE,ȱDURATION
bpmȱSȱBEAT
quickȱ47,ȱ164,ȱ213,ȱ260,ȱ
274,ȱ281,ȱ290,ȱ303,ȱ347,ȱ
419,ȱ458,ȱ460,ȱ465,ȱ496,ȱ
510,ȱ513,ȱ516,ȱ518,ȱ540,ȱ
546,ȱ551,ȱ604

slowȱ48,ȱ93,ȱ160,ȱ168,ȱ213,ȱȱ
252,ȱ289,ȱ290,ȱ432,ȱ456,ȱ
474,ȱ496,ȱ542
motionȱ18,ȱ507
panȱ418

speedȱmetalȱSȱROCK
speedȱofȱsoundȱ298
surfaceȱrateȱ47,ȱ265,ȱ289–
291,ȱ325,ȱ421Ȭ2,ȱ424,ȱ426,ȱ
432,ȱ444,ȱ482,ȱ518Ȭ9,ȱ542,ȱ
548,ȱ593
tempoȱ48,ȱ263,ȱ265,ȱ272,ȱ
283,ȱ287,ȱ288–291,ȱ294,ȱ
296,ȱ325,ȱ341,ȱ364,ȱ422,ȱ
424,ȱ426,ȱ456,ȱ482,ȱ539,ȱ
540,ȱ542,ȱ548,ȱ581
clickȱtrackȱ540

Spemȱinȱaliumȱ299,ȱ457
Sperber,ȱDanȱ62
SpinalȱTapȱ381,ȱ382
‘spiritedȱunderdog’ȱ106
Spivey,ȱVictoriaȱ381
spokenȱcostumesȱ361–364
sportsȱ35,ȱ40,ȱ196,ȱ211,ȱ290,ȱ
365,ȱ382,ȱ512

Sportnyttȱ512
Sportsnightȱ290,ȱ512

spottingȱsessionȱ555,ȱ600
Sprechgesang/Ȭstimmeȱ368,ȱ382
Springsteen,ȱBruceȱ382
Sprintȱ(‘Claire’)ȱ362
spyȱchordȱ116,ȱ339
St.ȱAugustineȱ52
stabbingȱ264,ȱ510–512
staccatoȱ282,ȱ367
Stairway[s]ȱtoȱHeavenȱ382
Stalinistȱ267
standȬaloneȱequipmentȱ600
standardȱSȱJAZZȱ(standard)
StandingȱinȱtheȱShadowsȱofȱ
Motownȱ476

Stanford,ȱCharlesȱVȱ103
Stanwyck,ȱBarbaraȱ495
StarȱWarsȱ27,ȱ164,ȱ243,ȱ436,ȱ451
Starkey,ȱRichardȱ103
StarȬSpangledȱBannerȱ234,ȱ236
stasisȱSCALM
stateȱpowerȱ103
statisticsȱ(music)ȱ35–40
StayingȱAliveȱ390
steelȱdrumsȱ526ȱ?ȱDRUMS
steelȱguitarȱSȱGUITAR
SteeleyeȱSpanȱ329,ȱ330,ȱ333,ȱ
597

SteelyȱDanȱ310
Stefani,ȱGinoȱ146,ȱ151
Steiner,ȱMaxȱ495,ȱ541
step[s]ȱSȱDANCE
steppeȱ422
Steppenwolfȱ436,ȱ437
stereoȱSȱAURALȱSTAGING
Sterne,ȱLawrenceȱ27
stillnessȱ337,ȱ421,ȱ423,ȱ478
Stilwell,ȱRobynnȱ151
Stockfelt,ȱOlaȱ67,ȱ95
Stockhausen,ȱKȱ40,ȱ311,ȱ404
Stockholmȱ3
Stockmeier,ȱWolfgangȱ539,ȱ
stockȬphraseȱhomologyȱ491
StonedȱGuest,ȱTheȱ382
StormyȱSixȱ292,ȱ407

StormyȱWeatherȱ397
Storr,ȱAnthonyȱ81
straightȱ@ȱswungȱ283
strandȱ(mus.)ȱ299,ȱ446,ȱ600
Strauss,ȱJȱ93,ȱ520,ȱ538,ȱ555
Strauss,ȱRichardȱ93,ȱ269,ȱ
389,ȱ451,ȱ555

Stravinsky,ȱIgorȱ10,ȱ89,ȱ90
‘strawberryȱjamȱofȱmusic’ȱ495
Strawbs,ȱTheȱ198
Strawser,ȱDickȱ469
streetȱ168,ȱ287
StreetsȱOfȱLondon,ȱTheȱ413
stressȱ402

metreȱ170,ȱ283,ȱ295,ȱ594ȱ
psychol.ȱ48,ȱ259,ȱ289,ȱ402,ȱ
422,ȱ458,ȱ513,ȱ542

stringsȱ264
psychopathicȱ264
romanticȱ264
sickȱ572,ȱ573
stringȱpadȱ290,ȱ308,ȱ390,ȱ
422,ȱ494–497

strollingȱ167,ȱ289,ȱ298,ȱ418,ȱ
458,ȱ502,ȱ587

Ström,ȱPierreȱ451
strophicȱ395–397,ȱ402,ȱ405

balladȱ403
structureȱ(mus.)ȱ230–238

avoidanceȱofȱ141
Strunk,ȱOliverȱ52
Stubblefield,ȱClydeȱ297
studentsȱ?ȱEDUCATION,ȱ
TEACHINGȱ3Ȭ5,ȱ11,ȱ15Ȭ16,ȱ18,ȱ
37,ȱ69,ȱ77,ȱ106,ȱ140Ȭ1,ȱ154,ȱ
173,ȱ254Ȭ5,ȱ320,ȱ329,ȱ332,ȱ
340,ȱ343,ȱ352Ȭ3,ȱ376,ȱ454,ȱ
498,ȱ530Ȭ2,ȱ534,ȱ541Ȭ3,ȱ552,ȱ
556,ȱ558,ȱ560,ȱ562,ȱ577,ȱ578
pupilsȱ13,ȱ14,ȱ90,ȱ178,ȱ
183,ȱ541,ȱ573

Stumpf,ȱCarlȱ134
stutteringȱ283,ȱ513
styleȱ266–268,ȱ600

definitionȱ267
flagȱ268,ȱ522–524
historyȱ(filmȱmus.)ȱ534
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indicatorȱ268,ȱ388,ȱ415,ȱ
486,ȱ522–524,ȱ548

stylisationȱ(sonic)ȱ547
subbassȱSBASS
subbeatȱSȱBEAT
subcultureȱ108,ȱ110,ȱ141,ȱ476

subculturalȱtheoryȱ438
?ȱURBAN

subdominantȱ411
subjectivityȱ78,ȱ81,ȱ94–95,ȱ
100Ȭ102,ȱ110,ȱ113,ȱ115,ȱ124–
131,ȱ135,ȱ175,ȱ418,ȱ435,ȱ435–
446

bourgeoisȱ95,ȱ433
SubȬSaharanȱSȱAFRICA
SubterraneanȱHomesickȱBluesȱ
373

subversive/subversion

ofȱtheȱselfȱ101
underdogȱ111,ȱ114

sudden[ly]ȱ202,ȱ213,ȱ264,ȱ
347,ȱ466,ȱ508,ȱ511,ȱ512.ȱ520
SuddenlyȱIt’sȱFolkȱSongȱ382
SugarȱPlumȱFairyȱ308
sugaryȱ495,ȱ496
SuiteȱinȱBȱminorȱ264
summerȱ19,ȱ93,ȱ167,ȱ168,ȱ191,ȱ
212,ȱ418,ȱ506
SummerȱPlace,ȱAȱ490
Summer,ȱDonnaȱ381
SummertimeȱBluesȱ521
Sundberg,ȱJohanȱ353
Sunduiȱ526
sunlightȱ274
sunriseȱ303,ȱ386,ȱ389
sunsetȱ303
superiorityȱ100
supermarketȱ35,ȱ212,ȱ360,ȱ
366

Supper’sȱReadyȱ404
suprasocialSTRANSCENDENCE

Supremes,ȱTheȱ476
surfaceȱrateȱSȱSPEED
surrealȱasȱrealȱ403
surroundȱSȱAURALȱSTAGING
suspicionȱ75

sustainȱSȱENVELOPE
Suzanneȱ373
Sweden/Swedishȱ3,ȱ14,ȱ18,ȱ
35,ȱ38,ȱ49,ȱ67,ȱ180,ȱ186,ȱ187,ȱ
188,ȱ199,ȱ214,ȱ215,ȱ245,ȱ252,ȱ
436,ȱ512,ȱ519ȱ?�GÖTEBORG
languageȱ51,ȱ276,ȱ535

SwedishȱRhapsodyȱ245
sweetȱ494,ȱ495,ȱ496
SweetȱHomeȱAlabamaȱ342
swimmingȱcostumeȱ360
swingȱ283

swungȱ@ȱstraightȱ283
syllabicȱ@ȱmelismaticȱ336
symbolicȱsystemȱ266
Symphonieȱfantastiqueȱ419
symphonyȱ412,ȱ413,ȱ414

orchestraȱ469
organisationȱ468

SymphonyȱinȱGȱminorȱ
(Mozart)ȱ410,ȱ414

synaesthesiaȱ26,ȱ65,ȱ92,ȱ225
synaesthesis/synaestheticȱ
62–68,ȱ75,ȱ78,ȱ80,ȱ92,ȱ161,ȱ
201,ȱ271,ȱ274,ȱ305,ȱ355,ȱ356,ȱ
359,ȱ486,ȱ494,ȱ496,ȱ508,ȱ525,ȱ
529

sync,ȱsynchronisationȱetc.ȱ
ȱ213,ȱ236,ȱ452,ȱ453,ȱ458,ȱ475,ȱ
586,ȱ589,ȱ601
lipȱ349,ȱ350,ȱ372,ȱ537
movingȱimageȱ534,ȱ537,ȱ
538,ȱ539–541,ȱ542,ȱ553,ȱ
554,ȱ586,ȱ589

pointȱ533
postȬsyncȱ552
synchronyȱ260,ȱ313,ȱ
453,ȱ456,ȱ459

synchronicȱ20,ȱ233,ȱ339,ȱ384,ȱ
417,ȱ419,ȱ421

syncopationȱ295–296
syncrisisȱ19–20,ȱ235,ȱ236,ȱ
265,ȱ417–484,ȱ601
socialȱaspectsȱofȱ449–483

synecdocheȱ
SȱGENRE!synecdocheȱ

syntaxȱSȱSEMIOTICS

synthesiserȱ277,ȱ494
syrupyȱ495,ȱ496

T
tactile/tactilityȱ44,ȱ56,ȱ65,ȱ75,ȱ
78,ȱ81,ȱ172,ȱ195,ȱ206,ȱ313,ȱ
355,ȱ361,ȱ507,ȱ509,ȱ529,ȱ536
SȱANAPHONE
memoryȱ241–242
senseȱofȱtouchȱ494–498

tailȱ288,ȱ406,ȱ521,ȱ551,ȱ601
TajȱMahalȱ473
TakeȱMyȱBreathȱAwayȱ442
Talbot,ȱMichaelȱ126
talentȱshowȱ374,ȱ407
TalesȱFromȱTopographicȱ
Oceansȱ404

talkȱboxȱ310
talkingȱ@ȱsingingȱ365–369
TalkingȱHeadsȱ488ȱ
Tallis,ȱThomasȱ299,ȱ457
Tanzaniaȱ466
tapeȱechoȱSȱECHO
tarantellaȱ264,ȱ407
Tarasti,ȱEeroȱ146,ȱ147,ȱ151
target

groupȱ138,ȱ214,ȱ267,ȱ360
inȱmetaphorsȱ78,ȱ79

tartanryȱ306,ȱ360
taste:ȱsensoryȱmodeȱ496–497
Tavianiȱbrothersȱ93
TaxiȱDriverȱ347–351
taxonomyȱ

signȱtypesȱ160Ȭ164,ȱ
485Ȭ528ȱ

vocalȱpersonasȱ359
VVAsȱ208–226

Tchaikovsky,ȱPȱIȱ71,ȱ308,ȱ538
teachingȱ?ȱEDUCATION,ȱSTUȬ
DENTSȱ3,ȱ5,ȱ6,ȱ7,ȱ8,ȱ9,ȱ10,ȱ13,ȱ
14,ȱ15,ȱ16,ȱ27,ȱ43,ȱ61,ȱ97,ȱ
104,ȱ106,ȱ115,ȱ119,ȱ130,ȱ141,ȱ
152,ȱ162,ȱ183,ȱ242,ȱ343,ȱ344,ȱ
354,ȱ366,ȱ376–380,ȱ408,ȱ411,ȱ
448,ȱ463,ȱ490,ȱ498,ȱ530,ȱ531–
578

technoȱmusicȱ292,ȱ444
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technologyȱ61,ȱ105,ȱ442
notationȱasȱ124–130
soundȱ47,ȱ134,ȱ137,ȱ192,ȱ
361,ȱ374,ȱ439,ȱ444,ȱ475,ȱ
488,ȱ581
filmȱ534,ȱ536,ȱ537,ȱ540

teenage[r]ȱ351
angelȱ341
popȱ382

TeenagerȱInȱLoveȱ341
TekkȱGnosisȱ446
telecommunicationsȱ362
telegraphyȱ512
telephoneȱ?ȱSMARTPHONE

filterȱ203,ȱ310
holdȱmusicȱ36,ȱ40
‘interactive’ȱsystemsȱ362
voicesȱ361–363

televisionȱSȱTV
TemaȱdiȱAdaȱ495
tempȱtrack/scoreȱ555,ȱ601
tempoȱSȱSPEED
temporalȱSȱTIME,ȱDURATION,ȱ
SPEED,ȱSPACE

Temptations,ȱTheȱ476
TenȱLittleȱTitleȱTunesȱSȱTLTTȱ
tenorȱSȱVOICEȱ
Termignoniȱexhaustȱ308
terminologyȱ11

filmȱmusicȱ552–556
problemsȱinȱmusicȱstudȬ
iesȱ19–20,ȱ383–385

‘ternaryȱform’ȱ400,ȱ401
terrorȱ511
testȱSȱRECEPTIONȱTEST
tetradȱSȱCHORD
textȱ(work):ȱdefinitionȱ601
textȱdenialȱ101,ȱ111–115,ȱ143
textureȱ494,ȱ496
Thatcher[ism]ȱ110,ȱ388
themeȱ?ȱTITLEȱMUSIC

andȱvariationsȱ306,ȱ412,ȱ
412–413

classicalȱ410Ȭ412,ȱ448
jazzȱ413
spottingȱ154,ȱ386,ȱ411
tuneȱSȱTITLEȱTHEME

themeȱparkȱ13
ThisȱisȱtheȱRecordȱofȱJohnȱ406
ThisȱLandȱIsȱYourȱLandȱ450,ȱ
Thomas,ȱDaveȱ171
thrashȱmetalȱ202
threatȱ?ȱOMINOUSȱ7,ȱ64,ȱ102,ȱ
120,ȱ133,ȱ152,ȱ165,ȱ179,ȱ202,ȱ
210,ȱ307,ȱ337,ȱ418,ȱ479,ȱ480,ȱ
481,ȱ535,ȱ542,ȱ550,ȱ567,ȱ574
ThrenodyȱforȱtheȱVictimsȱofȱHiȬ
roshimaȱ572

thresholdȱ
ofȱauditoryȱpainȱ314
ofȱhumanȱhearingȱ314

throatȱsingingȱ318,ȱ526
thunderȱ7,ȱ8,ȱ61,ȱ162,ȱ308,ȱ
437,ȱ488

Tieck,ȱLudwigȱ94,ȱ99,ȱ97,ȱ101
Tillotson,ȱJohnnyȱ342
timbreȱ11,ȱ147,ȱ264,ȱ298,ȱ301,ȱ
302,ȱ305–313,ȱ314,ȱ315,ȱ317,ȱ
344,ȱ473,ȱ496
definitionȱ277–280
instrumentalȱ306–315
@ȱtoneȱ276
synaestheticȱdescriptorsȱ
ofȱ305

vocalȱ318,ȱ345,ȱ346,ȱ353,ȱ
364,ȱ369,ȱ372

timeȱ?ȱDISTANCE,ȱDURAȬ
TION,ȱSPEED
irreversibilityȱofȱ394
unidirectionalȱ392
lineȱ(bellȱpattern)ȱ460
senseȱinȱmusicȱ281
signatureȱ293,ȱ294
spentȱonȱmusicȱ35–36
temporalȱparametersȱ
281–298

timecode/timingsȱ30,ȱ33,ȱ
256–259,ȱ260,ȱ534,ȱ552,ȱ553,ȱ
555,ȱ558,ȱ560–562,ȱ566,ȱ568,ȱ
576,ȱ600

Timoteiȱ168,ȱ502,ȱ587
timpaniȱSȱDRUMSȱ
TimȬPopȱconȱBirdlandȱ296,ȱ599
tinȱwhistleȱ526

tinselȱ308
Tiomkin,ȱDimitriȱ541
Tipitinaȱ464
Tippett,ȱSirȱMichaelȱ103
tiptoeȱbassȱSȱBASS
titleȱmusic,ȱtitleȱtheme,ȱ
themeȱtune,ȱetc.ȱ5,ȱ15,ȱ17,ȱ
27,ȱ35,ȱ116,ȱ127,ȱ167,ȱ185,ȱ
186,ȱ187,ȱ188,ȱ198,ȱ203,ȱ209,ȱ
215,ȱ235,ȱ243,ȱ257,ȱ281,ȱ288,ȱ
290,ȱ310,ȱ340,ȱ380,ȱ405,ȱ406,ȱ
419,ȱ436,ȱ451,ȱ456,ȱ464,ȱ466,ȱ
469,ȱ475,ȱ477,ȱ478,ȱ485,ȱ489,ȱ
490,ȱ495,ȱ502,ȱȱ540,ȱ509,ȱ549,ȱ
550,ȱ551,ȱ555–556,ȱ602ȱ
endȱtitlesȱ555
functionsȱofȱ555–556
mainȱtheme,ȱopening/
mainȱtitles,ȱetc.ȱ209,ȱ
410,ȱ412,ȱ451,ȱ456,ȱ509,ȱ
566,ȱ567,ȱ574,ȱ555

signatureȱtunesȱ180,ȱ186,ȱ
188,ȱ307,ȱ509,ȱ542
TVȱthemesȱ93,ȱ140,ȱ230,ȱ
288,ȱ406,ȱ407,ȱ474,ȱ478,ȱ
490,ȱ509
SȱKOJAK
SȱNYPDȱBLUE

Tivȱ50
Tkachenka,ȱVȱ332
TLTTȱ15,ȱ16,ȱ17–19,ȱ106,ȱ107,ȱ
113,ȱ114,ȱ186,ȱ189,ȱ191,ȱ198,ȱ
203,ȱ207,ȱ235,ȱ264,ȱ290,ȱ307,ȱ
308,ȱ322,ȱ325,ȱ340,ȱ485,ȱ490,ȱ
502,ȱ507,ȱ513,ȱ546,ȱ566,ȱ572,ȱ
602

Toccata/FugueȱinȱDȱminorȱ206
Tomkins,ȱThomasȱ430,ȱ455
tonal/tonalityȱ276,ȱ319Ȭ325,ȱ
337–342,ȱ602ȱ?ȱMODE
languageȱ45,ȱ276
polyphonyȱ337–342
problemsȱofȱdenotingȱ320
referenceȱpointȱSȱTONIC
vocabularyȱ325–334,ȱ335,ȱ
526

toneȱ602
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colourȱ276,ȱ277
definitionȱ275–276
poemsȱ539
qualityȱ277
vȱtimbreȱ276

tonicȱ276,ȱ322,ȱ325–334,ȱ602
SȱACCENT
mainȱtonicȱ411
tonalȱref.ȱpointȱ337,ȱ585
tonicalȱ276,ȱ602

TootȱFugueȱ382
TopȱGunȱ442
TopȱNotes,ȱTheȱ295,ȱ464
torchȱballadȱ375
Torode,ȱBrianȱ352
Torontoȱ199
totalitarianȱ267
touchȱSȱTACTILE
tradȱjazzȱSȱJAZZ
TradesȱDescriptionȱActȱ150
trafficȱ61,ȱ212,ȱ303,ȱ428,ȱ434,ȱ
436,ȱ438,ȱ439,ȱ441

tranquillityȱ287
transcendenceȱ12,ȱ43,ȱ53,ȱ92,ȱ
98,ȱ100,ȱ120,ȱ124,ȱ130,ȱ365,ȱ
366,ȱ389,ȱ390,ȱ602

transmittersȱ196Ȭ198,ȱ268
transmodalȱdescriptorsȱ355,ȱ
356,ȱ602

transpositionȱ10,ȱ602
transscansionȱ489–490,ȱ602
traumaȱsufferersȱ377
TravisȱBickleȱ347,ȱ348
Travolta,ȱJohnȱ442
tremoloȱ312,ȱ339
Tretow,ȱMichaelȱBȱ392
triadȱSȱCHORD
tricksterȱ466
Trinidadȱ526
trioȱ414,ȱ603
TristramȱShandyȱ27
tritoneȱ322,ȱ546
Trivialmusikȱ97
Troggs,ȱTheȱ341
trope[s]ȱ269

ofȱpersonalityȱ356

sexophoneȱ307,ȱ589,ȱ599ȱ
TroublesȱwithȱTonalȱ
Terminologyȱ320

troubadoursȱ53,ȱ375
trucker’sȱgearȱchangeȱ397,ȱ
414–415,ȱ603

Trukeros,ȱLosȱ264
trumpetȱ280
Tsourdolakis,ȱYannisȱ264
Tuȱcaȱnunȱchiagneȱ267
tubularȱbellsȱSȱBELLS
tuneȱS�MELODY,ȱTUNING

setȱ(ceilidh)ȱ414
tuning

equalȱtemperamentȱ323
equalȬtoneȱ321
justȬtoneȱ321
outȱofȱtuneȱ236,ȱ237,ȱ320
systemȱ321

Turkeyȱ295,ȱ338
TurnȱuntoȱtheȱLordȱ430
turnaroundȱ603
Tuvanȱthroatȱsingingȱ526
TVȱ3,ȱ15,ȱ17,ȱ35,ȱ36,ȱ37,ȱ38,ȱ
39,ȱ70,ȱ93,ȱ110,ȱ112,ȱ120,ȱ
127,ȱ184,ȱ196,ȱ206,ȱ214,ȱ215,ȱ
234,ȱ242,ȱ290,ȱ307,ȱ337,ȱ358,ȱ
361,ȱ374,ȱ381,ȱ443,ȱ453,ȱ485,ȱ
495,ȱ512,ȱ529,ȱ533,ȱ581,ȱ590,ȱ
593,ȱ598,ȱ599
SȱADVERT
productionȱ337,ȱ512,ȱ533,ȱ
582

programmeȱ149,ȱ180
seriesȱ214,ȱ243,ȱ249,ȱ288,ȱ
311,ȱ381,ȱ521

showȱ382,ȱ554
themeȱSȱTITLEȱTHEME
tropesȱ414,ȱ415
viewersȱ1,ȱ35,ȱ39,ȱ152,ȱ
180,ȱ521,ȱ548,ȱ565

TVȬnyttȱ512
twangyȱfolkȱchordsȱ340
twelveȬbarȱSȱBLUES
TwistȱAndȱShoutȱ295,ȱ341,ȱ464
twitterȱ356,ȱ423,ȱ424,ȱ449
typologyȱofȱmusicalȱsignsȱ

485–528

U
udȱ526
uileannȱpipesȱ526
UmȱKultumȱSȱKULlyM
underdogȱSȱSUBVERSIVE
underliningȱmovementȱSȱ
MOTION/MOVEMENT

underscoreȱ13,ȱ35,ȱ69,ȱ93,ȱ
184,ȱ287,ȱ320,ȱ342,ȱ438,ȱ469,ȱ
483,ȱ543,ȱ548,ȱ549,ȱ550,ȱ553,ȱ
554,ȱ556,ȱ558,ȱ574,ȱ587,ȱ599
definitionsȱ556,ȱ603
psychologicalȱ543

undulationȱ191,ȱ213,ȱ432,ȱ
504,ȱ505,ȱ506,ȱ507,ȱ508,ȱ587

unemploymentȱ212,ȱ434,ȱ
435,ȱ443
UnfinishedȱSympathyȱ300,ȱ501
unguidedȱassociationȱ
204–207

UnidadȱPopularȱ388
unidirectionalȱ

sweepȱ516
timeȱaxisȱ392

uniformȱSȱVOCAL!costume

unisonȱ85,ȱ164,ȱ322,ȱ323,ȱ338,ȱ
448,ȱ450–452,ȱ473,ȱ589

unpredictabilityȱ402
urbanȱ35,ȱ60,ȱ137,ȱ212,ȱ380,ȱ
390,ȱ433,ȱ479,ȱ480,ȱ481,ȱ508
AfricanȬAmericanȱ466Ȭ7
alienationȱ171
?ȱBLUES
lonelinessȱ169,ȱ176
?ȱSOUNDSCAPE
subcultureȱ476

urgencyȱ59,ȱ152,ȱ259,ȱ287,ȱ
440,ȱ482,ȱ512,ȱ513

USAȱ35,ȱ36,ȱ37,ȱ38,ȱ47,ȱ92,ȱ
103,ȱ106,ȱ137,ȱ139,ȱ158,ȱ235,ȱ
247,ȱ306,ȱ341,ȱ383,ȱ442,ȱ466,ȱ
512,ȱ526,ȱ527,ȱ546,ȱ585
USȱimperialismȱ103

Uschanov,ȱTȱPȱ40,ȱ51,ȱ77
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V
Vȱ(TVȱseries)ȱ419
valiumȱvoiceȱ363,ȱ433
ValseȱAnastasieȱ495
valsesȱmusettesȱ199
vampȱ603

untilȱreadyȱ341,ȱ517,ȱ582
VanȱEyck,ȱJanȱ117
VanȱHalen,ȱEddyȱ438,ȱ442
VanȱVan,ȱLosȱ296,ȱ597
Vangelisȱ488
VaughanȱWilliams,ȱRalphȱ
103,ȱ419,ȱ424,ȱ499

VegimiteȱReggaeȱ382
Veloso,ȱCaetanoȱ373,ȱ374
velvety/veloutéȱ494,ȱ497
ventilationȱSȱBREATH
verbalȬvisualȱassociationȱ
SȱVVA

verbunkosȱ264
Verdi,ȱGiuseppeȱ370
Verfremdungseffektȱ548
Vermeer,ȱJanȱ427,ȱ429
verseȱ395–401,ȱ402

definedȱ(diataxis)ȱ395
SȱJAZZ!jazzȱstandardȱ399
@ȱchorusȱ414
@ȱrefrainȱ387–391,ȱ395,ȱ
396,ȱ405
SȱSTROPHIC

verticalȱplacementȱofȱsoundȱ
S�AURALȱSTAGING

vibratoȱ311,ȱ312,ȱ372
Vickers,ȱEarlȱ314
Victoria,ȱTomásȱLuisȱdaȱ455
videoȱ3,ȱ7,ȱ35,ȱ36,ȱ159,ȱ257,ȱ
347,ȱ348
filesȱ256
pop/rockȱvideoȱ5,ȱ107

videogramȱ603
Vigneault,ȱGillesȱ287
Vinci,ȱLeonardoȱDaȱ429
violaȱ267,ȱ469,ȱ522
violinȱ178,ȱ252,ȱ277,ȱ278,ȱ279,ȱ
309,ȱ311,ȱ313,ȱ432,ȱ450,ȱ522,ȱ
559

soloȱ422ȱȱ
concertoȱ473

violiningȱSȱGUITAR
VirginȱandȱChildȱ506
VirginȱMobileȱUSAȱ362
Virginian,ȱTheȱ
290,ȱ419,ȱ485,ȱ490
Virgoȱ(motet)ȱ466
virtualȱrealityȱ299
VirtualȱRealityȱ267
virtuosoȱ106,ȱ412,ȱ424,ȱ450,ȱ520
viscosityȱ495,ȱ496
visionȱ69,ȱ497,ȱ548
Visitor,ȱTheȱ461
visualȱ3,ȱ117,ȱȱ161,ȱ168,ȱ170,ȱ
184,ȱ203,ȱ270,ȱ248,ȱ350,ȱ369,ȱ
417,ȱ428Ȭ433,ȱ439,ȱ498Ȭ9,ȱ
506Ȭ9,ȱ536Ȭ7ȱȱ?ȱVVAȱ
artsȱ421–433

Vitaphoneȱ537
Vitry,ȱPhilippeȱdeȱ457
Vlakcheȱ264
vocal[s]ȱ343–380ȱ?ȱSONG,ȱ
VOICE,ȱVOCALȱPERSONAȱ
SȱANAPHONE
acrobaticsȱ381
attractivenessȱ377
SȱBACKING!vocals

castingȱ358–359
closeȬupȱ370
correlationȱwithȱ
photosȱ350
costumeȱ360–369

spokenȱ361–364
sungȱ365–369
uniformȱ360,ȱ373

descriptorsȱ350–360
ethnicȱidentityȱ371
externalȱ@ȱinternalȱ300
genre/groupȱidentityȱ
371–375

hybridȱmodesȱ367
imitationȱ378
internalȱ@ȱexternalȱ300
SȱLEAD!vocals

metaphorsȱ355–360
moodȱindicatorsȱ377

personalityȱandȱ344,ȱ350,ȱ
351,ȱ352,ȱ377ȱ

productionȱ203
projectionȱ369
rangeȱ317
SȱREGISTER
roleȱplayȱ351,ȱ364
stagingȱ300,ȱ603
techniqueȱ182,ȱ318
trackȱ299
trainingȱ13
verbsȱ356
vocalistsȱ356

vocalȱpersonaȱ311,ȱ343–380,ȱ
523;ȱ?ȱPERSONA,ȱVOCAL,ȱ
VOICE

BBCȱ361
bestȬfriendȱ359
‘ClintȱEastwoodȱisȱDirtyȱ
Harry’ȱ359

commutationsȱofȱ347,ȱ350
counsellorȱ354
demographicsȱofȱ379
DeȱNiroȱ347Ȭ351
descriptorsȱofȱ352Ȭ360
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