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Forward

I would like to express my immense gratitude to all those who made thaetmm of this work
possible. Four significant institutions came together to take four significg® in creating th

Opernstipendium program.

Although the field of human endeavour is practically endless, the Claussen-Simontiéouhds
chosen to support the risky, nebulous and young field of artistic research through thearyianc
bold Opernstipendiuml have been constantly inspired by the reverberant work of Dr. Regina
Georg Joachim Claussen, Dr. Imke Franzmeier and their colleagues on thEhgeltiene and spac
afforded by the scholarship is for me of immeasurable value. This time anel wpacexpertly
supervised by Prof. Reinhard Flender (from the KMM, another of the four institutions) anc
Fredrik Schwenk from the University of Music and Theatre, Hamburg, who stuck thesgooi
necks out for the bold, perhaps even reckless musical and academic ideas Itbrougkessions
Without their warm, competent and critical feedback, | would have been stugkvamtex of
insecurity and circular thinking. The university itself should be applauded for allosucdly a
program of artistic research in music to take place - the only of its kikimany - and th
famous visionary Prof. Georg Hajdu is to thank for this awe-inspiring singularityllyi-ihaan
hardly believe that Georges Delnon and Johannes Blum from the Hamburg Statel€ppaed tc
let me through their doors. But since the first step past the Pfortner, IOvetccame how
extraordinary the vision and love for authentic art is in the building, the tune df vghset from
the top. I0ve learnt that itOs hard to stay idealistic when dealinargétiships (of which the Sta
Opera is an ocean liner), but the driving forces of Delnon and Blum are so full plagsien for

artistic ideology and bravery, that the State Opera is undeniably a home for new, risky ideas
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On a personal note, | always knew that | wanted to write a dissertégors@eing the pride anc
quality with which my parents completed and/or presented their respectiactreseork. The
concept of producing a tome of reflection on a subject dear to oneOs heart hdsepber
embedded within, and it is clear to me that this dissertation hasabg@mtess of following in the
footsteps of the elder ones. | am very grateful for their enthusiastic introducacademia, it is a

treasure afforded to a very select few.

Finally, this text and the opera has been made possible every step @yt \my immaculate
fiancZe Henriette Zahn. From listening to hours of MIDI files, to sacrifitiagrtajority of all table
tops to the score and thesis drafts, and converting autobahn trips into seseiwiitars, it has beer
an indescribable help to know that there is a guardian spirit and mind workingporisthe long
process. It has been a humbling privilege to experience somebody investing soihesawly an

all-consuming project.

Samuel Penderbayne, Hamburg, 14.12.2C
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1.Introduction to the Written Supplement to the Dissertation Project
1.1. Context for the Dissertation Project and Expression of Gratitude
1.2. The Research Question and its Realisation in the Thesis Structure
1.3. Avenues for Research Resulskenntnissg

1.4. Comments on an Artistic Style of Artistic Research

1.1. Context for the Dissertation Project and Expression of Gratitude

The dissertationCross-genre composition: enriching the classical composition tradition
elements of commercial music genres through the semiotic encoding aftehsiin a new opeta
consisting of the chamber opetdah.Ak.A. and this written text, is the result of a uni
collaboration between the Hamburg State Opera, University for Music andd& hdamburg, an
the Claussen-Simon Foundation. In 2015, these three institutions published an opfkm
proposals to compose an opera in combination with a substantial writteiortexiomission as
doctoral thesis (Doctor scienciae musicae). Combined, this program forrmpénastipendiury
which was re-advertised in 2018. From the 60 candidates, | was awarded the hopnoyrdsecal
opera based on a new, purpose-written re-tellingftoé Odysseyy Helmut Krausser and
substantial text on my approach to composition, which | call cross-genre. Bé&ugest 2015 an
August 2018, | received a monthly stipend from the Claussen-Simon Foundation, which st
my living expenses for three years and allowed me to focus solely on thepeojgret. The oper
was premiered on April 6 in the opera stabile and the thesis was sbmitAugust 2018 fc

consideration by the academic board for Doctor scienciae musicae at thersityi The

2 Again, the title of the thesis does not capitalise its major words so as to avoid confusion between the terms
OclassicalO (referring to a tradition) and OClassicald (referring to a period within the larger tradition).
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Opernstipendiumis a visionary program offering a world-class pathway for young comg
researchers and | am truly indebted to all persons who played a part in helpiegttaordinan

opportunity come to fruition.

1.2. The Research Question and its Realisation in the Thesis Structure

Patrick Dunleavy, in his cross-disciplinary guide to developing a thesis, gawngole and brav
maxim for academic work of all kinds: OYou define the question: you deliver therénsThis we
my guiding principle whilst authoring this academic text. Moreover, | belieeehié the essence
third cycle academic work, as well as original thought and intellecttaépmreneurship: whel
(sometimes substantial) parts of first- and second-cycle academia may iteataeng skills
(HandwerR as developed by others, | believe research to be that of developing newseskillg
them and bringing these results into a form suitable for dissemination. In thjsnwe rearct

question is simple: how did | compose the chamber dgarak.A?

In answering this key question, | firstly define the methodology for the thesis by vsayvelying
models of artistic research and proposing it as an intellectual framewohefprdject. This occul
in the next chapter, chapter 2. As will be shown in detail, | arriveCGrieflective methodology(
process of analysing creative work that | composed intuitively, in order to degwétice results
These take three forms: reseaattout(including aesthetic, hermeneutic and philosophical thot
about the nature of my musical afgy (including creating, defining and demonstrating Otools
understanding and composing new music according to cross-genre concefsdagiu(meaning

research through the compositional experiment of compdsmgk.A) art. The researchboutart

3 Dunleavy, P. (2015)#Authoring a PhD: how to plan, draft, write and Pnish a doctoral thesis or dissertation . Basingstoke :
Palgrave Macmillan education: 23.

12 of 827



is explored in the commentary and debate | perform in chapter 3, which isatuigereview o
philosophies regarding musical analysis, and chapter 4, which develops the phildsaygricact
to cross-genre composition as | see it and as it is supported by various sfrantidlectual
debates. The researttr art component is performed both in chapters 4 and 5, where | dev
perspective for appreciating, analysing and evaluating art along the lines ofosegentr:
approach, and in chapter 6, where | perform the analytic OperspectiveO (meaning-gfeare
analytic method) on my own compositidrth.Ak.A. Researchihroughart is encapsulated in tl
other half of the thesis: the score fdh.Ak.A. As per my definition for artistic research, which v
be derived in chapter 2 - making intuitive creative knowledge cognitizeh.Ak.A. was the
experimental canvas on which | worked intuitively whilst reading and forming confceelg and
intuitively as preparatory work for the written, discursive and therefore cognitiveenvtext. In
other words|.th.Ak.A.was composed alongside the genesis of ideas and research for the
supplement on the cross-genre approach, as regbavalgh(creating) art. This is similar to how
scientist (e.g. in the fields of experimental physics and mathematigsfre®y and intuitively
perform a range of experimental OsketchesO in order to find an effective finaltf@imtiogory, ol
like how some sculptors do not know the exact form of a stone sculpture before bedn
rather find the details whilst sculpting. They, like I, follow an intuitionlgthiorking. And, just a
the sculptor Osteps backO at various stages of progress, | constantly esdahth#ories (thos
quoted, including by Groys, Lena/Petersen, Bhabha, Byron AimZn and many others) in th
of composingl.th.Ak.A.in order to win fresh perspectives on the work. | also wrote sketch
chapters that are not included in the final text, such as a detailederatisin of postmodernis
and analysis of works of my peers, such as Alexander Schitoert Fox is a Dirty Goljj Moritz
Eggert Muzak and Wide Unclasp and Michael van der AaThe Book of Sad These chapte

sketches and free musical analysis of works of my peers were importanmimggaspiration ant
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defining a pathway for the cognitive thoughts, although they donOt contribute to the findlhisi

is a personal adaption of the Grounded Theory methodology, as will be detailed later.

Indeed, the term OpersonalQ in the last sentence of the previous paragraplelsmaeketo m
academic work. Returning to Patrick Dunleavy, the aforementioned quote continuestefin
the question: you deliver the answer. This proposition means that everyeffee thesis shou
be genuinelyersonalisedmy emphasis) in some way.O My dissertatiéhpsrsonalised®that I:
define artistic research according to my personal interests and endeavoursg amalysvn
composition (rather than those of others), that | develop a new intellectualvoginibased ol
concepts that interest me, personally, and an original method for musigaiatiaht assesses 1
elements | consider most important to my own work, and then use this originam@otal metho
on my own work (i.e. rather than analysing my work using an existing analytic methatthiod
party, such as Schenkerian analysis or another existing method). As such, hatgug thesis i

personal throughout.

1.3. Avenues for Research ResulEskenntnissg

The thesis haBve key areas for research resulBskenntnissg an original perspective on artis
research as paradigm shift at time of writing (chapter 2), the developmentagndive anc
discursively-articulated aesthetic philosophy of composition, namely, cross-genposion
(chapter 3), the development of a new style and method for analysing musical tiompdsise
on the original aesthetic philosophy (chapter 4), the performance of a prototypicalsaunsiyg
this original analytical style (chapter 5), and - not to be forgotten - a suakteaw composition
which served as an experimental canvas for the intuitive sculpting of the bragstnetic

philosophy (I0m referring here to the submitted opetaAk.A). In assessing the amount &
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quality of original research content contained in this dissertation, | askah@rers to consider tt

contributions that each of these five areas offer the academic community.

| suggest that members of the academic community who are composers mayfioaméiie result:
through finding a cross-genre perspective with which to inspire their works and/or learthé&
works of others, or their previous works. This could be in the form of an adaption of theike
vocabulary | develop in chapter 3 to their own work: i.e. the thoughts on hybridity, stere
mimicry and other OvocabularyO that | adapt from the work of Homi K. Bhabha in chapteelt
as those of compositional OnewnessO as garnered from Boris Groys and commentacgal
narrative and genfe . Alternatively, composers may be able to adopt a methodtiorasearch i
the compositional field using the research in chapter 2 as a model and dofimilar structura
model of then developing an original analytic criteria and performing it on a sudlstaiginal
composition, that forms the other half of the dissertation. | can imagine #ilsodology anc
structure applying to an infinite range of research in the compositional field. Inchesi;al
analysis may well be more interesting to composers than performers or eveologists. As the
influential English musicologist Nicholas Cook says: Oanalysis has bebemeadkbone ¢
composition teachingO . As such, composers interested in the possible intérmlalural
references between a given tradition and genres (or other bodies of music) outsisléraflition
may find the cross-genre approach of use. In todayOs increasingly connected and giobliy
| suggest that musical multi-culturality and (musico-symbolic) cultural exchanijebecome

increasingly important as barriers are torn down and new generations attengiietsense of ol

4 Since composers work with individual and personal methods, | have deliberately avoided overly prescriptive methods
of formulating the OtoolsO that form the researclior art, opting rather for a philosophical aesthetic perspective in
describing cross-genre, which is later customised specibcally for analysing the opera |.th.Ak.A.. Other composers may
Pnd benebt in reading the philosophical aesthetic perspective and customising it again on a technical level for their
specibc purposes. A comparison may be that of a software designer building a platform rather than a specibc plug-in or
feature.

5 Cook, Nicholas (1987). A Guide to Musical Analysis. New York: George Braziller: 2.
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divides. As a final thought on this topic: cross-genre may suit those compaosienghbehave a Ic
of diverse ideas and seek ways to bridge and hybridise them. In my personal exptreracare
two broad categories of composers: those who tend towards having a tightly foaissemtlaas
that develop more economically in an technically awe-inspiring manner tthigtaldad to a refine
artistic experience, and those that tend towards a myriad of contrastinghdessad to a mor
spectacular (in the sense of Ospectacle®) and startling artistic expEdemae, it represents
reality of deciding to Ofocus downO or Oexpand outwards€sseritialevel of a creative proces
although on other levels of the process, composers may alternate between tlewhsider myse!
to belong to the second camp, that which works with eclectic, diverse amdstioigt ideas, and
such, the bridging and hybridising of such ideas is a primary pathway to an effedisie

experience. It is for this reason that | developed the cross-genre approach.

Nevertheless, aside from composers like me, musicologists may wish tweolise process (
reflection that | as a composer underwent regarding a substantial aragtiofamine. Regardles
of any significance or insignificance my work may ultimately have, | beliegerdifliective proces
to have the potential for musicological insight: deep reflections are raheinompositional worlc
especially in comparison to the amount of artistic works which are pres@ateisO. For alm
every musical work, musicologists must guess completely as to the nootsyaeflections, doub
and philosophies of the composers. In many ways, this thesis could be an ex-antentidot
assessing either my artistic work, or the development of artistic resesaechield in the Germal
speaking area, since this thesis is one of a very few early examplesoh sbis academic are
This was made possible through the new OkYnstlerisch-wissenschaftlictetidisggogram at th
University of Music and Theatre in Hamburg, a pioneering, visionary and innovative prt
Also, the original thoughts on genre, analysis, newness and cross-genre may havkgne

merit, as is may be assessed by a third party. Performers may alse lbe abbhpt aspect of tl
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methodology for artistic research, and aspects of the original analysis methogesthdtic
philosophy of cross-genre composition in order to inform their performance of works wi

perspective.

1.4. Comments on an Artistic Style of Artistic Research

As an additional method to articulate the style of thinking | wish to signifii Ocross-gen
compositiond, the academic construction of this aesthetic philosophy isoimniteray Ocros
genreO. For example, Homi K. Bhabha is a postcolonialist literary critic aisd@oyis a art critic
media theorist, and philosopher, yet | OcrossO their ideas at an gesehii@ in chapter ¢
Moreover, Bhabha himself is, in my opinion, a strong thinker due to his cross-genredikef:
reading postcolonialist perspectives and narratives hidden in a truly diverseféiteyature. The
range of references in this dissertation can also be considered cross-genre asotiméygdo fron
canonic musicologists (e.g. Cook, Kramer), established non-canonic professional musx
(e.g. Karl, AImZn), artistic researcher peers in my local scene (e.g. liayaa@thropologists (e.(

Lena/Petersen, Levi-Strauss), and non-academic authors (e.g. TS Eliot).

It could be the case that some perspectives into my personal creativesprtize reflection upc
which is the core of this dissertation - can be garnered from the style afctesan artistic style ¢
(artistic) research, perhaps. In the next chapter, | will define art agiedf@dhen its originato
convinces third parties of a personal vision; rocket fuel is effective whewhieves certai
objective engineering goals, but art is effective in a subjective, comntivaidanction. | ther
suggest that this written supplement to my dissertation could be evahétedffectiveness of th
personal persuasiveness as to the depth, sophistication and originality ofetigoreflon my ow

creative process. Having said this, when | undertook tasks for which theresisalisbed skill-se
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(HandwerR, | have endeavoured to execute them to the highest standard. By this, | spe
refer to the elements of literature review and historic perspective inech@ht3 and 4. Along wit
this style of research, of course, comes the risk that the ideas may cuivirgcing. This sort ¢
risk also reflects my artistic personality, where | see myself asndar sort of risk taker. I
summary, my hope is that, even if the original ideas prove to be (subjectioal@ntous, the

method with which | employed to arrive at them provides a solid objective academic foundalt
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2. Artistic Research as a Framework for the Dissertation Project
2.1. Artistic Research as a Paradigm Shift
2.2. Practical and Intellectual Models for Artistic Research in 8usi
2.2.1. Christopher Frayling and a Practical Model for Artistic Research in Music
2.2.2. Henk Borgdorff and an Intellectual Model for Artistic Research in Music
2.3. Summary and Methodology for this Thesis

2.4. Chapter Bibliography

There are many terms for what | will refer to as artistic researchyding practice-based/-le
research, research in the arts etc. | was convinced of the term OasistichO by Heatt
Nowonthy due to the fact it emphasises the analogy to scientific resmadcreflects its desire

epistemology.

2.1. Artistic Research as a Paradigm Shift

Artistic research in music in Europe is a recent development in $icientjuiry® that | posit tc

have a revolutionary potential on par with Thomas KuhnOs concept of scientific paradigtn st

6 Biggs, M. A. R, et al. (2012)# he Routledge companion to research in the arts. London: Routledge.

7 Artistic research in the visual arts, PIm and theatre has a rich history in Europe and abroad that is not assessed with
the scope of this thesis.

8 In the United States, artistic research has been a standard practice in the awarding of PhD (Doctor of Philosophy), DA
(Doctor of Arts, a so-called Oprofessional doctorate®) for many decades. For the purposes of my dissertation, | have
excluded a direct transposition of the US system onto the European due to the fundamental di $erences between them,
primarily because of the signibcant e$ects of a Ofree marketO-based system in the US and a centralised public system in
Europe. Other factors, such as broad tradition and culture, also make the direct, 01:10 transposition of American ideas
into the European sphere so problematic as to be ine $ective for the scope of this thesis.

9 Artistic research in music may have existed in a quasi dormant, nebulous and unarticulated form for many centuries.
For example, the awarding of PhD titles to composers and performing musicians can be traced back to the mid-to-late
18th century (Flender 2017). In the last few decades, triggered in a large part by the Bologna Process of 2005, tertiary
music institutions have increasingly considered what a so-called Othird cycle® would look like (GilsZn, Y. 2006, Borgdo$
2007, Kershaw 2009, Lesage 2009, KSlvemark, 2010, Schiesser 2015 et al.).

10 Kuhn, T. S. (2012)# he structure of scientibc revolutions - fourth edition . Chicago, Ill: The University of Chicago Press.
Originally published in 1962.
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Firstly, artistic research could be a paradigm shift for publicly-funded Europeao omisgérsities
who could use quality discursive research outcomes in all departmentpligéscii.e. not just ii
musicology) to face down a potential challenge from critics who question tiedogieal value of
tax-payer funded skill-based learning. This critical vulnerability is present regardusica
instructors who emphasise motoric skills in their teachings withoutaa sésoric component.
is, of course, a fact apparent to those with experience, that very many higherdeuenental an
vocal teachers include significant sensoric and philosophical componentsrindineies and it i
exactly these courses that can be highlighted through artistic researclanagles ofmotor-
sensoricknowledge of high academic value. Hermeneutic information can be linked dit@
motor-sensoric skill. For example, practitioners experienced in honing and harnesgorg
sensoric skill in order to interpret written artistic musical knowledge gceres) could be par:
with artistic researchers capable in expressing this within a framewaoaktistic research ar
thereby make it understandable to broader audiences, such as those that wdegdtibal ©f
motorically-skilled practitioners receiving public funding for academic purposes by ol

universities.

Artistic research could then allow good music schools to demonstratey algtrl documente:
research artefact examples their academic worth to the outside. Swachrestefacts can be us
by others (people other than the research author) for innovative purposes (e.g. in a C
manner), and thereby being Onot only a self-sufficient theoretical structure It a@sweing force
of innovation for art production and art receptién® . Music universities might reveal&)scof

researching and provide insights and understandings beyond the arts themselves [E$ iof tiés

11 Schwarz, H.P. (2010). Forward to the Routledge Companion on Research in the Arts: xxix.
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methods and outcomes rather than simply its interest i artQ . Weoebihiadhieved, critics wr
currently claim that Oacademic higher education [E] can only claim to bemé@when supporte
by scientific research and insofar as the institutions that provide suchiedymatsue their ow
researchi® and that Oeducation that consists mainly of learning skitlisséason not academ
it is craftsmanship® , would have to concede to the produced research outcothesrarsica
innovatiort> they have fostered. In conclusion, if artistic research were to reatityras an inter
departmental force within music universities, theircietogical role would have bee

revolutionised.

Secondly, artistic research presents a revolutionary lack of distance betve®bserver ar
observed - these functions being unified in the hybrid artistic researcher, who both gradd
reflects upon the artistic experience in a symbiotic way. This innovatmuldwiead to nev
methodologies and degrees of verification/falsification (i.e. objectivity). Indeedintioxative
level of subjectivity involved in assessing the artistic experience bgctioe that produced it in tt
first place is a source of the aforementioned skepticism regarding amistiarch). However,
objectivity were an immutable component of research, then research would berésgityed to

few choice areas such as pure mathematics and practically perfectly régeduperiments in

12 |bid.: 2.

13 Raes, G.W (2014).Experimental Art as Research In Crispin D., Gilmore B (ed) (2014).Artistic Experimentation in
Music: An Anthology. Leuven University Press.

14 Ibid.

15 The practical-tactical body in Britain, the Arts and Humanities Research Council (AHRC), has focussed on fostering
innovation through artistic research for more than a decade. Its Research Funding Guide seeks to encompass artistic
research broadly, before narrowing down on very specibc conditions for awarding funding to projects. One such current
(version 3.9) debnes artistic research as an activity: Oto improve the breadth and depth of our knowledge of human
culture both past and present®, where this read Obuilding capacity and capability in the creative and performing artsO in
2009 (v. 1.2). In their Olnnovation Brochure@yrts and Humanities Research and Innovation, they connect artistic research
to more concrete technical and commercial goals (as opposed to the epistemological ones of the Research Funding
Guide), state the goal that artistic research Onourishes the UKOs cultural existence, and inspires creative behaviour, as
well as innovative goods and services. The arts and humanities have a particularly strong a %liation with the creative
industries. There is growing evidence that this research helps to fuel those industries, and that the creative industries in
turn stimulate and support innovation in the UKO. Such a body has a long history of btting in artistic research alongside
more technical research proposals - Britain being one of the early European frontrunners in modern artistic research -
and can be looked at for how goals may form in continental Europe in the future.
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few elite laboratorié§ . This is simply not the case - scientific igqgin universities Ofree
range[s] from the testing of formal mathematical models of learning through conteditzdtory
experiments to the kind of studies done in the field of cultural anthropology by pd@pkolber
Redfield@ , and artistic research would be simply an innovative further spot spetttisim o
objectivity!8. The paradigm shift creates new methodologies, epistemologiesntéologie$® fo
the academic community, following an Ointellectual trend® where Oone taa p@gressiv

adoption D over decades and even centuries D of different fields of study by the 4ademyO

The key revolution to science that artistic research poses is the asest language itself i
research as opposed to purely discursive and/or other scientific language (algaf@tarshart:
etc.). As with Eisnét , | do not claim that artistic language is per feem of scientific languac

itself (therefore preventing the simplistic &tresearch declaration, see Frayling 1994, Borgt

16 Although even advanced mathematics and physics is ultimately also riddled with doubt as to the nature of objectivity,
see: Michael Polanyi: The Tacit Dimension, New York 1967; and Paul Feyerabend: Wissenschaft als Kunst, Frankfurt/M.
1984.

17 Eisner, E. W. (2003).0n the Di! erences between Scientibc and Artistic Approaches to Qualitative Research.#/isual
Arts Research,#9,#67, 5.

18 A successful, objective research object in the beld of pure mathematics or physics or even one in a highly controlled
laboratory environment may be the most Opure® on such a spectrum of objectivity. Yet such research would involve slight
impurities, since Owissenschaftliche Erkenntnisproduktion keineswegs allein das Ergebnis selbsttransparenter,
objektiverbarer Verfahrensweisen ist, sondern wie kYnstlerische Praxis auch wesentlich durch Intuition und KreativitSt
oder Praktiken des Experimentierens und des Oimpliziten WissensO geprSgt istd (Badura et al. 2015). These colouration
would occur when the numerical or discursive knowledge has been inBuenced by both a personal interest and an

intuitive Ofeelingd or Ointuitive knowledged, the latter of which is particularly dangerous because it ventures towards the
Ounabgesicherten und hSubg subjektiven Orientierungsweisen des Meinens und Glaubens0®, from which Odas begr¥nde
Wissen eines SachverhaltesO (i.e. discursive knowledge) attempts to distance itself. For this reason, Odas klassische
Konzept intuitiver Erkenntnis galt daher seit der AufkiSrung als problematisch® and Ogilt nunmehr bestenfalls als Vorstufe
zu einer wirklichen Erkenntnis® until it Oin rational-beggiicher Rechtfertigung trans-subjektiv ausgewiesen [sein kann]O
and a sort of OYbergeordneten Referenzpunkts, eines Otertium comparationisOO could be found, Ohinsichtlich dessen
dieser Anspruch ausgewiesen werden kann® (Badura 2009). Regarding specibcally the Otrans-subjectivity® of this
citation, a logical conclusion would be that research that is most removed from immediate pure objectivity (such as

Robert RedbeldOs cultural anthropology) is less self-s@cient, in that it requires (an) additional third-party(-ies) to

evaluate its intuitive knowledge from a distance, but that this condition does not exclude it from the academy. The

original research would be, to an extent, an ex ante document for other researchers.

19 | am aware of the problem of conceiving Ontology in the arts and will debne this term - as well as methodology and
epistemology - in a coming section.

20 Biggs, M. & Karlsson, H. (2010). Foundations. In The Routledge Companion to Research in the Arts, Reino Unido:
Routledge: 1.

21 Eisner, E. W. (2003).0n the Di! erences between Scientibc and Artistic Approaches to Qualitative Research.#/isual
Arts Research,#9,#7, 5.
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2007), but do see a potential symbiotic relationship between artistic amdifscilanguages as
paradigm shift for science. Therefore, | contend that a discursive written suppisraenecessal
accompaniment to an artistic artefact in a research context. On mairkestel, this would mear
that scientific language should be used to the largest possible extentdighassing the artist
experience discursively, and where it is inevitably lacking, the artistiguage (through tt
experience of the work itself) would Otake overQ. The inclusion of artistic languédyéhus be a
OErgSnzung zur wissenschaftliche Forschung [E] weil die Wissenschaft erfolgtséchnieht
vollstSndig die Welt zu erkiSren vermagO where indeed the artistic lapgteagts the scientific
and the ONichtsprachlichkeit besonders interessar®2[ist]O , creating a unanesessularity ir

the sciences, bolstering its presence as a revolution.

Finally, artistic research could lead to a revolution in the life and profedgunction of an artis
Consummate artistic researchers would be innovators bringing artistic andfiscieitaviours
together. For artists becoming more involved in research, this would be a savielcaxd/ol
behavioural Ochange in the role [E of an] genius to dogged reseatcherO |, or, eveniiss ao
artist as a Oworker aiming to become a reseather® . This may of caunsgdoene change
artists not comfortable with the role of an eccentric, flamboyant genius,sasaften portrayed |
mainstream cultufé . All things aside, combining the expressive with tieakmust be a positiv
thing, and when this process can be skilfully documented, it must provide usefiié eloaument
for future analysis: were high-quality art-works to be produced with a well-documentiedl

reflection from the artists themselves, a true revolution would take platte iappreciation ar

22 Dombois, F. (2006). Kunst Als Forschung. Hochschule der KYnste Bern HKB

23 Malterud, N. (2012). Artistic research B necessary and challenging InFormation 1/2012 trans. Bergen Academy of Art
and Design. The original publication could not be found.

24 Badura, J., Dubach, S., Haarmann, A., Mersch, D., Rey, A., Schenker, C., & Toro, G. (2015)# Ynstlerische Forschung:
Ein Handbuch. ZYrich Berlin: Diaphanes: xx.

25 Eisner, E. W. (2003).0n the Di! erences between Scientibc and Artistic Approaches to Qualitative Research.#/isual
Arts Research,#9,#7, 5.
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dissemination of art. Imagine for a second what knowledge couldOve been gained di
Erkenntnisgewinnecould have been produced) if Beethoven had undergone a scientil
informed critical self-reflection whilst writing all nine of his symphonigbe music world woul
have a bible-like document to analyse and re-analyse, creating a rich webeiwfifis
intersubjectivity around his methods. The possibilities for developing (or even revaimg)rie
role of the artist are truly exciting. WhatOs more, an artistic researatier be a highly sensitiv
sort of scientist, virtuosically touching the boundaries between discursive aitivenknowledge
In the coming age of atrtificial intelligence, what other quality should humang Hrinot this
intuitive Oje ne sais quoiO? As formal mathematical modellingjcstiatiata gathering and ev
laboratory experiments become more the domain of the Al, an artistic approazbnice smay
indeed become premium. But even before strands of this hypothetical were to breegmevould
speak to researches in the arts field looking to bring their creativerieethée scientific, seeking
sculpt engaged, holistic, passionate research practices that bridge anddobdikithe artist-se
and researcher-selfO and no longer Ohide our relationship to the work® . Tresesistier coul
simultaneously analyse, appreciate (experience) and create the axpstiterece, as well
articulate essential parts of its knowledge through discursive language, l¢admgti-layerec

symbiotic results unseen in pre-paradigmatic research.

Artistic research has already been posited by Dombois as a Oparadignm shift Wworld
perceptior® , and indeed, there is a fervent debate surrounding the first years oiptiee die

European music conservatories. It has been described, amongst other things atise bopia®

26 | eavy, P. (2015).Method meets art: Arts-based research practice . New York: Guilford.
27 Dombois, F. (2006). Kunst Als Forschung. Hochschule der KYnste Bern HKB

28 Flender, R. (2017).tber das Dr. Sc. Mus. In 13. Jahre Multimedia in der HfMT Hamburg. ZM4, Hamburg University of
Music and Theatre.
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a Onew academic modus operahdiO or even a Ovague @bsurdityO , and the debate sa
OferociousO and Ourgenf® one . It could even bring about Oa change in the role, dfotin
genius to dogged researciérO . My personal conviction is that artistic reseddchecome th
most sophisticated method we have for cultivating and stimulating thi ants society, should
critical mass of excellent artistic researchers provide a canon of knowlesiyects that cement |

academic standing and inspire the best young minds of the future generations to build upon

2.2. Practical and Intellectual Models for Artistic Research in Music

2.2.1. Christopher Frayling and a Practical Models for Artistic Research in Music

After positing such a paradigmatic revolution, a key question still remains:showld artistic

research be conducted? The simple fact of the matter is, that degpitieast activityg3, there i

29 Hannula, M., Suoranta, J., & VadZn, T. (2005)#Artistic Research: Theories, methods and practices. Helsinki: Academy
of Fine Arts.

30 Hornu$, D. (2015). Praxis Dr. Kunst geschlossen. Faz Feuillton. Can be found under: hitp://www.faz.net/-gsn-864ks
accessed 14:50, 21.11.17.

31 Borgdor$, H. (2007). The Debate on Research in the Arts. Focus on Artistic Research and Development, no. 02.
Bergen: Bergen National Academy of the Arts.

32 Mallterud, N. (2012). Artistic research B necessary and challenging InFormation 1/2012 trans. Bergen Academy of Art
and Design.

33 Some active institutions of artistic research include: The Society for Artistic Research (SAR), which publishes the
generally-praised Journal for Artistic Research (JAR); European Art Research Network (EARN), which published a
OHandbookO on artistic research called SHARE and an international journal called the Platform for Artistic Research
Sweden (PARSE), associated with a biennial research conference of the same name; AEC European Platform for Artistic
Research in Music (EPARM) - a conference; The European League of the Institutes of the Arts (ELIA), the board of which
consists of active commentators on artistic research and which has published a Oposition paper on the doctorate in the
artsE for policymakers, university leaders, curriculum designers and research funding agenciesO called The OFlorentine
Principles® on the Doctorate in the Arts (EILA 2016) - a reaction to The Salzburg Principles published by the European
University Association (EUA 2005); the Orpheus Institut in Genf, which is the largest producer of artistic research,
including signibcant musical outputs, and the pioneering Universities of Malm§, Hamburg, Graz, Stockholm,

Gothenburg and Bern, based on the output of musical artistic research that | have encountered in my readings.
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no widely-accepted best practice, especially in continental Europe, andaigpeanusicé4. Suct
a lack of best practice - and lack of true canonic masterworks - leatisltht® be viewed oftel
with broad skepticism as to its legitimacy as scientific res&arEbor my part, | have taken tr
dearth as an opportunity to strive for innovation in creating an new intellectdapractica
framework for research in the musical arts, and will base my approach on twonoithel positec

by prominent researchers in the visual arts, Christopher Frayling and Henk B&fgdorff

Before doing so, | will mention the program within which this project has been cedduttte firs
and only one allowing for_musical artistic research in Germany at the ctiment the Docto
Musicae Scientiae program at the Hamburg University of Music and Th&hteguidelines fo

completion of this program are stated as follows:

34 Debate has been well and truly dominated by the visual arts and design, with music and dance as relative late-
comers without strong champions. In fact, Oin music there was virtually no debate at all about practice-based research
until recently® (Borgdo$ 2006). Perhaps this is due to musicOs particular OnichtreprSsentative Natur [E der] FIYchtigkeit,
ZeitabhSngigkeitd, whereby Odie Musik [ISsst sich] allerdings nicht [leicht] als Gegenstand fYr die kYnstlerische
Forschung adaptieren®, or perhaps it is due to the OHistorische Trennung in Musikwissenschaft und Praxis [E weil] man
nur unter gro§en MYhen Yber verschiedene Wissenswege zu einem fundierten Forschungsansatz und umfassenden
kYnstlerisch wie intellektuell brauchbaren Ergebnissen gelangt® (Crispin 2015). This is even more extreme with
composition - the tiny article on composition in the Diaphanes Handbook for Artistic Research contains not a single
citation and contains only some simple and and general observations, that are nevertheless useful and welcome. This
presents a dramatic dearth in research, since composition as a beld has major potential for artistic research and unique
strengths: the generation of a score creates a textually-based creative product that can endure in the same text-based
form as much research does, it can involve direct creative innovation through new media (including software design,
which contains elements of engineering-like research) and the ability to give creative, syntactic and expressive
structures to exploratory sound OresearchO with things such as extended playing techniques, to name just a few.

35 Indeed, skepticism as to the legitimacy of artistic research would cease immediately should there exist a substantial
masterwork of artistic research from which a de facto legitimacy could be developed. Skepticism is strong towards
artistic research, since artistic research Omoves within a complex, overdetermined Peld [of pan-European universities],
which is characterised by acute observation, stubborn skepticism, or fundamental rejection of artistic

researchO (Schiesser 2015). In face of this, there is a Oblatant need for some kind of OcanonO of artistic research project
a stock of commonly known examples of remarkable contributionsO (Kj¢ rup 2010). This does not appear to be the case,
in fact, it could be the case that Osome of the earliest examples of doctoral work in the arts were simply not of an
acceptable standard, a fact which has contributed to suspicion from the rest of the academic community.® (KSlvemark
2010) Instead, legitimacy arguments focus instead on philosophical placement of the singularity of artistic research:
what can be gained from artistic research that cannot be replaced by other more established research methods? This
question requires much debnition and will be addressed gradually throughout this text. However, it may only be a
question of time before artistic research can establish itself through quality production, as long as the beld does not get
discredited in the mean time. Indeed, considering Othe time it took the natural, technical and human sciences to break
free of the primacy of religionO, artistic research is in its early days, and at such a primordial stage, the argument can be
made to Opursue the strategy of many dierent approaches [E] rather than establishing a normative set of

rulesO (Schiesser 2015). As such, artistic researchers may have to s@er further under questions of legitimacy yet, since
Othe burden of proof always rests with the OnovicesO, whereas the legitimacy of mainstream academic research is
seldom fundamentally challenged® (Borgdos 2006).

36 The work of these two authors - Bordor $ 2006 itself as building directly upon Frayling 1994 - has also been built upon
directly in Dombois 2006, Lesage 2009, Schiesser 2015, Klein 2017, to name only a select few.
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Das spezifische Profil der wissenschaftlichen Psitemlisierung besteht in ein
VerknYpfung von Forschung und Musikpraxis [E] in der Reflexion kYnstlerigtiogzesse

und ihrer Vermittlung”

N Hochschule fYr Musik und Theater, Hamburg (2013/2015).

From this | can draw the fundamental criteria that this dissertation projest combine resear:
and practice, whereby the research can include reflection on the artisticgpiBailding upon thi:
dichotomy is a trichotomy made famous by Christopher Frayling, a professor for cultwogl
the Royal College of Art in London, and his 19Rdsearch in Art and Desigi where he posit
three Opractical suggestionsO for how artistic research can be producesiraltiaetsi The ides

are, however, so general as to allow a seamless transportation into the musical sphere.

His first practical suggestion is that of Oreseamtth art® , which he described as Othe
straightforward [due to] countless models - and archives - from which it deriveglass anc
proceduresO as well as being Oby far the most common [E including] historicalsttie or

perceptual research [E] into a variety of theoretical perspectives on art [EJaoeconomic

37 Hochschule fYr Musik und Theater, Hamburg (2013/2015). Ordnung fYr die Promotion zum Doktor der

Musikwissenschaften der Hochschule fYr Musik und Theater Hamburg: https://www.hfmt-hamburg.de/bleadmin/u/
ordnungen/SO_DrScMus.pdf. Accessed 16:06, 21.11.17.

38 Frayling, C. (1994).Research in Art and Design. Royal College of Art Research Papers, Vol 1, No 1, 1993/4.

39 Strangely, it is a common occurrence for this verbiage to be changed freely when commented upon. | have put this
down to artOs subversive and anarchic nature. For example, a charismatic development of it is Julian KleinOs description
of Florian Dombois® own variation, a set of Ochiastic complements: OResearch about/for/through Art | Art about/for
through ResearchOO (Klein 2017). This particular example is indeed a development, since reversing the order of
Oresearch® and QartO is a challenging and stimulating exercise. Other cases seem more ones of taste, where Othrough(
changed to Oind (Borgdorf 2006f) or OasO (Kershaw 2014), and OintoO in changed to OonO (Klein 2017). Here, the valu
be one of creativity, pluralism and subversion. In itself, this has an artistic quality. The question could be posed, OisnOt
one distinctive characteristic of the arts, and hence too of the research tied up with it, their very ability to elude strict
classibcations and demarcations, and to actually generate the criteria N in each individual art project and every time
again and again B which the research is to satisfy, both in the methodological sense and in the ways the research is
explained and documented?® (Borgdofs 2006). The artist-side of an artistic researcher may want consistently to break
free of this trichotomy (or any sort of categorisation) or add a personal Ravour to it.
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political, ethical, cultural, iconographic, technical, material, structdréi@escribes a hermeneu
approach already common in musicology and music theory, and is rooted heavily iing:
methodologies of the humanities. The second suggestion is Oréseart, which is, in his worc
the Ogathering of reference matedblsO with the outlook of using them ttudiestart. | see thi
as an approach similar to artistic Otool-makingO - through the research otiemries,(or eve
more concrete OtoolO-like artefacts such as software or instrumental innaatidesjormulate
and applied by future artists to create the artistic experience. In the wfother academic
commenting directly on Frayling, in research for art, Oart is not so much theobbjeestigation
but its objective. The research provides insights and instruments that mathdindvay into
concrete practices in some way or otfferO , where Oarts-based researdtetdmeoveringd n

research tools [so much as] they are carving tiemO

His third and final suggestion is Oresedincbugh artO, which he fears could lead ultimately
(from his perspective undesirable precedent of) Odegree by ptojectO . The theory of
through artO supposes that an artist works in their practice with amistitedge - concept
theories, experiences, understandings - and the art object articulates thisdgeobetter an
theoretic text. It is controversial because it is so highly detached frorhadies of objective
declarative scientific inquiry that skeptics see its inclusion idexo#a to be a purely tactical one
seeking research money for artistic projects, ultimately helping neithecdaderay nor the artist

world, which can both exist happily in parallel to one another without suchiaatisFrayling

40 Frayling, C. (1994).Research in Art and Design. Royal College of Art Research Papers, Vol 1, No 1, 1993/4.
41 Frayling, C. (1994).Research in Art and Design. Royal College of Art Research Papers, Vol 1, No 1, 1993/4.

42 Borgdor$, H. (2006). The Debate on Research in the Arts. Focus on Artistic Research and Development, no. 02.
Bergen: Bergen National Academy of the Arts.

43 Leavy, P. (2015).Method meets art: Arts-based research practice . New York: Guilford: 1.
44 Frayling, C. (1994).Research in Art and Design. Royal College of Art Research Papers, Vol 1, No 1, 1993/4.

45 Hornu$, D. (2015). Praxis Dr. Kunst geschlossen. Faz Feuillton. Can be found under: http://www.faz.net/-gsn-864ks
accessed 14:50, 21.11.17.
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comments cynically yet poignantly that it would lead to Ogiving every singit&empaince the
Renaissance an honorary Ph.D. in abseftiad . As a discussion point, howevainst pepular
Omany say [artistic knowledge] is embodied in the products of art (e.g. Langer 195[stéM
2004, Dombois 2006, Lesage 2009, Bippus 2810)O , if not Othe most controversial of the t

types®

FraylingOs Opractical suggestionsO can be applied to this thesis in strdetute the resear
content into three components: the construction of a theoretic framework and celaigositiona
concepts for cross-genre composition (research for art via music theory and/or compb
technique, or even OtoolsO), an analysis of the submitted complasitikA. (research into a
via hermeneutic interpretation and a systematic analysis), and theverpatiduction of thi
(compositional) artistic experience itself (research through art). As such, hdathiat it is the

fundamentapractical model for artistic research in regards to my th#sis.

2.2.2. Henk Borgdorff and an Intellectual Model for Artistic Research in Music

Henk Borgdorff builds directly on Frayling in an accumulative way, creatingtalectual model

where Frayling sought to give Opractical suggestions. He claims thatdeygiin artistic researc

46 Frayling, C. (1994).Research in Art and Design. Royal College of Art Research Papers, Vol 1, No 1, 1993/4.

47 Klein, J. (2017). What is Artistic Research? Journal for Artistic Research Online. Originally published in German in:
Gegenworte 23, Berlin-Brandenburgische Akademie der Wissenschaften 2010.

48 Leavy, P. (2015).Method meets art: Arts-based research practice . New York: Guilford.

49 On a side note, one could even add QuithO to the trichotomy: using art as a catalyst to trigger thought and/or using
discursive text as a trigger for the artistic creative process. A survey of using art for social science research is: Leavy, P.
(2015). Method meets art: Arts-based research practice . New York: Guilford. An argument for research with art could
start with how the artistic experience can trigger social research, for example. There is, however, no specibcally
developed theory for art with research or research with art, although | have experienced it clearly throughout my
dissertation project, where the early and mid-stages of composing and sketching the written supplement were heavily
inBuenced by the artistic experimentation of composing I.th.Ak.A., and the written supplement was principally guided
by the creative needs and ideas | experienced whilst composing. | believe this to have been a form of grounded theory
in artistic research, whereby | performed an intuitively-lead hit-and-miss style free research in order to debne the beld of
inquiry, rather than prescribing this Peld in advance of performing the research.
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is reliant upon discussing Othe nature of its research object (an ontologiah)jurgerms of the
knowledge it holds (an epistemological question) and in terms of the working méitfaddsre
appropriate to it (a methodological questiéh)O . As deceptively simples@sits, establishir
pathways for an intellectual approach to these three aspects of researevh&drimargue to be

necessary step in creating a model for artistic research.

In regards tantology, BorgdorffOs definition of it as Othe nature of its research 8bjectO m
simplistic, since an artistic experience is inherently subjectivetardfore difficult to define in a
ontological sense. Nevertheless, the consideration of an object of researattefast - in artistic
research has been fruitful to the development of this thesis and | will venpgesonal definitiol
for the purposes of this document: the knowledge as defined by the trichotomy isctlogyont
this thesis. Where the artistic experience is subjective, | definerttedogy to be that of m
experience as the author of both the creative work (OthroughQ) and the hermeneutitiori
thereof (Ointod). In other words, although every new observer or critic may expghigica.
differently - or indeed | may experience it differently in a future discursive hentie
interpretation thereof - for the ontology of this dissertation, the relevant expeisetheg which |

reflected upon in the analysis contained within these pages.

As such, a three-in-one research object (i.e. research into+for+through arts) is the oh
propose (presenting another variation on popular theme). Exactly how this is to be dx
methodological question. Working towards an understanding of cross-genre composition

draw theoretical conclusions about a set of existing repertoire, produce new dmmabsiork

50 Borgdor$, H. (2006). The Debate on Research in the Arts. Focus on Artistic Research and Development, no. 02.
Bergen: Bergen National Academy of the Arts.

51 Borgdor$, H. (2006). The Debate on Research in the Arts. Focus on Artistic Research and Development, no. 02.
Bergen: Bergen National Academy of the Arts.

BO of 827



attempting to create cross-genre-type music and synthetically carve neviotottls creation o
such music. | submit this variation on a potential ontology for artistic résaaran original value
added component of my thesis for evaluation. The three-in-one product, one of r
into+for+through arts, may have been suggested somewhat cryptically by Giaco $ahiest
attempt to find Oother, different concepts, methods and procedures E over and abowaHttok
and concepts of science and/or the humanities]O, that of an OartifactO, whiclhée de an Oa
factO (perhaps a fact about the arts, an Qarty sort of factO i.e. knowledgelointesie arts)
Oart-affectO (something that affects the arts, perhaps a tool carvedrtly farstee arts) and Oa
effectO (a piece of art, creating the desired effect in an amtigtsidence, i.e. researtfroughthe
arts) in oné? . It is clever in its creative spin on the research artefdeed, artistic research nee
an equivalent but different knowledge object to the current scientific attefiace Oif [E] artefact
based outcomes [alone] are seen to OembodyO the research as the Oserimesfightsiigges
that that reproduces the systems of commodity exchignge® . Artists magpeaiztly strongly t
the idea that their works - i.e. artistic knowledge products as artefactspart of a commodit
exchange and not unique manifestations of their personal expression, and thisgisneate
standpoint - artistic output and commodity exchange appear at least tdmetmmpatible in th
long run. Perhaps the adoption of SchiesserOs OartifactO (sic) as a thtestipaesaarcl

knowledge object is the best broad-view solution to an ontology for artistic research.

It is somewhat of a moderate position: Oradical practitioners [E contésarthabjects] may b
research Oin themselvesO, while their moderate colleagues would expesumzeraentar

material - articles, journals, interpretive accounts of various kinds - for theafoh€3 to becor

52 Schiesser G. (2015). What Is at Stake: quOest-ce que IOenjeu? Paradoxes: Problematics: Perspectives in Artistic
Research Today. In: Bast G. et al (2015). Arts, Research, Innovation and Society. Arts, Research, Innovation and Society.
Springer, Cham.

53 Piccini, A. and B. Kershaw (2003). Practice as research in performance: from epistemology to evaluation® Journal of
Media Practice, 4 (2): 113-23.
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manifest [E] the actor OresearchesO their role and the director the Obackgroea@rif E but
the OasO [meaning astresearch, the same as reseatwough art] makes a claim that ti
performance or theatre event itself may be a form of reséarchO . It seenst &ppaeehat the a
itself must be included somehow in order to achieve a true singularity fdrcartisearch, on
which centralises its greatest strength - the artistic experientevdfe to be lost completely fro
the picture, the baby may have been thrown out with the bathwater. Afteo &thofta rose by it
Latin name and yet to miss its fragrance is to miss much of the rose@®mg® . This does |
seem to be a threat, since Odespite all the differences of opiniomighatithin the ascendai
programme of artistic research, there seems to be general agreement abidngoties practice c
the arts is central to artistic reseaféhO . These art works should larefijly, sensitively an
incompletely translated into scientific language, since Oeine spracBéguhreibung eine
nichtsprachlichen ForschungE [ist] ein Aneignugsproz&s0O . The art product can tal&lfamid
provide pathways for a written supplement that illuminates as many aspdces possible, suc
as interior symbolic languages and syntax, the way it relates to otheorag and any mediun

specific terminology and jargon

The written supplement can also be a discursive product of critical i@fleltom the artis
themself which leads to the generation of possibilities for future artiststicaresearchers ar
other researchers ~ la reseafoh art. The productive process of creating an artistic object, ar
effect®, can be documented and then interpreted and, to a certain extent, ieatedreyl third-

parties. In so far as this involves the creation of a personal artistic vaocgabadlear Oar

54 Kershaw, B. (2014). Practice as Research Through Performance. In Smith, H., & In Dean, R. T. (2014){Practice-led
research, research-led practice in the creative arts.

55 Eisner, E. W. (2003). On the D$erences between Scientibc and Atrtistic Approaches to Qualitative Research. #/isual
Arts Research,#£9,#67, 5.

56 Borgdor$, H. (2010). The Production of Knowledge in Artistic Research. In The Routledge Companion to Research in
the Arts, Reino Unido: Routledge 2010.

57 Dombois, F. (2006). Kunst Als Forschung. Hochschule der KYnste Bern HKB
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affectsO (tools for creating art) and Oarti-factsO are created by the arfgimator who one coul
call the definitive first-source. Such written components are largely comneenipléhe acceptant
of an artistic research project, required for example by the Research AsgelSgareise in Britair
- a Osuccinct statement of research content® showing a process which @nitsetiga and
Odriven by a research imperafi¥eO - and the Hochschule fYr Musik und Theater ktamibigit
| submit this dissertation project, as well as comparable European msiigtions in Malms.
Genf and Graz, that are on the vanguard of musical artistic research. &fpgcdgarding doctore
theses - one of which this document is - it must be considered thatittie arork effectively
countstowardsthe scope (or size) of the textual document: Othe size of the textual doi
reduced in proportion to the scale of the artefact-based submission thereby impétinond
substitutes the otheeO . The theory is that both works are different partssafmineendeavot
merely dealing with different languages that complement one another, iantigeveay data fror
laboratory experiments substitute written text in the natural sciencés. édbhinection between t
two is convincing, then they can be added together to create the comm@eiéthiz product. Whe
a symbiotic relationship between the artistic and textual works canrbend&rated, the result
indeed greater than the sum of the parts and a unique functional ontology for redessich ha

been reached, according to my perspective, as built on the model from Borgdorff.

58 Research Assessment Exercise (RAE) (2006). Dance, Drama and the Performing Arts (cited 15 June 2008), available

from http://imww.rae.ac.uk/pubs/2006/01/docs/065.pdf as quoted in Kershaw, B. (2014). Practice as Research Through

Performance. In Smith, H., & In Dean, R. T. (2014)Practice-led research, research-led practice in the creative arts.

59 Biggs, M. & Karlsson, H. (2010). Foundations. In The Routledge Companion to Research in the Arts, Reino Unido:
Routledge: 3.
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Aware of what sort of knowledge objects could be produced, including any combinal
OResearch about/for/through Art | Art about/for through Res®arch® or a three-partt¥
combination of them all, epistemological questions can be asked as tsaxthat knowledge thi
is and how it is to be understood and disseminated - as Borgorff poses in his Heodeses a
Oepistemological question [E] in terms of the knowledge [an ontological objectsticarsearch
holdsO as being the following: OWith what kind of knowledge and understanding doésinetes
arts concern itself? And how does that knowledge relate to more conventionalofosai®larly
knowledge?0 In direct succession, he poses a Oshort answer to the first qsest@ng
Oknowledge embodied in art practices (objects, processes)O, and through a two-pagk
journey encompassing Aristotle, Baumgartner, Adorno and cognitive science of Maerrieauv
Ponty, arrives at the conclusion that Othe knowledge embodied in art, whiclemastieusly
analysed as tacit, practical knowledge, as Oknowing-howO and as sensory knevdedgiive,

though nonconceptual; and it is rational, though nondiscurssive.O

As is intimately related to this definition, | posit that the episteqgy of artistic research

singularly unique, in that artistic knowledge is that which extends beyond digclogic into ar
aesthetic, sensoric one built in the artistic experience, which defiesgrsive explanation. Fro
this perspective, | relate to BorgdorffOs excursion into historical aestistice the tradition «
aesthetics was Ovon der explizit erkenntnistheoretischen Frage motiviére absschlie§lich ir
Medium rationaler, logisch-begrifflich gefasster Argumentation operierende Erkewiffagsung

nicht doch wesentliche Erkenntnismomente ausschlie8e und entsprechend enweithrh

60 Klein, J. (2017). What is Artistic Research? Journal for Artistic Research Online. Originally published in German in:
Gegenworte 23, Berlin-Brandenburgische Akademie der Wissenschaften 2010.

61 Schiesser G. (2015). What Is at Stake: quOest-ce que IOenjeu? Paradoxes: Problematics: Perspectives in Artistic
Research Today. In: Bast G. et al (2015). Arts, Research, Innovation and Society. Arts, Research, Innovation and Society.
Springer, Cham.

62 All quotations from Borgdor $, H. (2006). The Debate on Research in the Arts. Focus on Atrtistic Research and
Development, no. 02. Bergen: Bergen National Academy of the Arts.
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mYssté® . It is a sort of senstat, knowledge is that which can compliment the scientifi
experience in a researtroughart artefact: O[artistic research] has to be acquired through <
and emotional perception, through the very artistic experience from which it cansepd@te
[E it is] sensual and physical, Oembodied knowledgeOE a felt knowl&dgeO . Wieertific
knowledge is based on accurate representation or ability for perfect reconstruesthetie
knowledge is built on a OFYlle der MerkmaleO that lead to an amistierscéS . The abundance
sensory features offered by a high-quality artwork is this felt, aesthetic, seksoweldge; th
know-how of how to best produce them, best appreciate, describe, and dissemmaté/hies
artists know how to produce them only Oby doingO and not by way of rational discourss,am
inevitable end in many cases, the artwork itself takes over and the fellekiggns the only sor
Such felt knowledge does not stand in opposition to logical knowledge, even if inciutiedsame
three-part artifact form ~ la researafto or for the arts, but is an extension of logical knowle
with an aesthetic one. It is complementary: OKomplementaritSt [E] esasyltie traditionelle
Dichotomien intuitiv versus diskursiv, sinnlich versus rational oder objectiv vetgysktiv nicht
als Entgegensetzung, sondern als ErgSnzung zu denkenO . Aesthetic languegmlasnart tc

scientific language points strongly to an epistemological singularity for artistic research.

E das Spannungsfeld zwischen sensibler Expertise und Begriff, zwischen SiBgulard
Allgemeinheit, zwischen Affektion und Reflexion immer neu in Wilerstr bringen [E der

spezifischer Erkenntnisbegriff wSre] eine Erweiterung des ErkenngmibdE] die Schaffung

63 Badura, Jens (2009). Erkenntnis (Sinnliche) In Badura, J., Dubach, S., Haarmann, A., Mersch, D., Rey, A., Schenker,
C., & Toro, G. (2015)#K Ynstlerische Forschung: Ein Handbuch. ZYrich Berlin: Diaphanes.

64 Klein, J. (2017). What is Artistic Research? Journal for Artistic Research Online. Originally published in German in:
Gegenworte 23, Berlin-Brandenburgische Akademie der Wissenschaften 2010.

65 Badura, Jens (2009). Erkenntnis (Sinnliche) In Badura, J., Dubach, S., Haarmann, A., Mersch, D., Rey, A., Schenker,
C., & Toro, G. (2015)#K Ynstlerische Forschung: Ein Handbuch. ZYrich Berlin: Diaphanes. N referencing and
paraphrasing Baumgarten, A. (1750). Aesthetica.

66 |bid., suggesting for further reading: Martin Seel, Die Kunst der Entzweiung. Zum Begri$ der Ssthetischen RationalitSt,
Frankfurt/M. S. 306f.
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eines Verhandlungsraums unterschiedlicher Erkenntnisweisen [E] die Baumgahte Traditior
von sinnlicher Erkenntnis [E] zugleich auch kritisch entwickelnd [E] K¥legsche Forschung al
eine Praxis der Erkenntnisgewinnung [E] als Zusammenspiel mit anderemyrsigloperierendel
Erkenntnisweisen E [KYnstlerische Forschung soll] sich bezYglich der Aushmndion
Konfigurationen der Wissensordnung nicht hinter Affirmationen einer Oganz andéwemdniz

[E] verstecken.

N Jens Badura, 2010

Furthermore, | contend that the key to making felt knowledge valid is to disgertiaad analys
its impact, since only through the aesthetic experience can one Ofkalivtbdge. It cannot k
expressed through words on a page, unless words are its medium, as in poetninBlisseis of
key interest to a range of parties interested in artistic researateaies Oartistic research i
socially complex, responsible, and far-reaching séhseQ , turning away from Oadastisinggtanc
scientific rationality in favour of action-based investigations oriented towardiqalaengagemer
in the world® . This could be achieved through production of documentary media for pres
at professional conferences but perhaps most effectively through linkage tovaraddtiic caree
There is a need for more research dealing with potential for the dissemio&trtistic researcl
Harper notes that Oconnections with the development of the creative inthastmies been widel
mapped or often closely considered [E and ideally] practice-led research in urniesmsitd the

evolution of the creative industries will be closely linkedO .

67 Schiesser G. (2015). What Is at Stake: quOest-ce que |Oenjeu? Paradoxes: Problematics: Perspectives in Artistic
Research Today. In: Bast G. et al (2015). Arts, Research, Innovation and Society. Arts, Research, Innovation and Society.
Springer, Cham.

68 Kershaw, B. (2014). Practice as Research Through Performance. In Smith, H., & In Dean, R. T. (2014)#ractice-led
research, research-led practice in the creative arts.

69 Harper, G. (2011). Practice-led research and the future of the creative industries. Creative Industries Journal, 4:1,
5-17.
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One such study is Alex WilkieGseative Assemblages: Organisation and Outputs of Practice
Researcl, assessing 100+ artistic research projects in the design field and soritimgpaet anc
dissemination into three categories. Knowledge products ranged from domestiacgsplianc
other other consumer products to journal articles, workshops, Ph.D. theses, contempairaat
even policy intervention. The term OassemblagesO was Odrawn uponO out of socidody
understand the Qinterweaving of practices, technologies, institutions, authors, knandeisgae.
constituting the case studigs® . OCreative assemblagesO are a dlibevnigtios to conside
OlogicsO of inter-disciplinary beyond accountabilitd #mansfer and to avoid line
conceptualisations of innovationO. They can be split into the following catggjueidisst three o

which are very convincingly referenced to concrete projects surveyed):

compact and closed assemblages [E] efforts explicitly oriented to a simgfieome [E]

characterised by protection of intellectual property;

- compact and open assemblages [E] concentrated on a single outcome [E] di
intellectual property;

- loose and open assemblages [E] endeavours supported by multiple agencies [E] occ

diverse contexts;

- and, no examples found of Oloose but closed assemblagesO.

He notes that Osome of the most exciting assemblages we discovereddHdase and open [

involving] a dynamically shifting cast [E and producing] outcomes ranging from prototypes «

0 Wilkie, A., Gaver, W., Hemment, D., & Giannachi, G. (January 01, 2010). Creative Assemblages: Organisation and
Outputs of Practice-Led Research. #.eonardo,#3,#., 98-99.

71 The following citation is provided by Wilkie (Ibid.): For the notion of the assemblage see, Gilles Deleuze and Felix
Guattari, A Thousand Plateaus: Capitalism and Schizophrenia Brian Massumi, trans (London, U.K.: Continuum, 1996).
For exam- ples of how the notion has been adopted in the sociology of science and technology see, Alan Irwin and

Mike Michael. Science, social theory and pub- lic knowledge (Open University Press; Bucking- ham, 2003) p 119. For its
utilization within anthropology see, Aihwa Ong and Stephen J. Col- lier. Global assemblages: technology, politics, and
ethics as anthropological problems (Oxford, U.K. Blackwell, 2005).
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one hand to community events, press coverage, post- graduate researchers and le
community on the other [E] rather than producing a clear transfer of intellectual profoet
commercial gainO N creating a culture of innovation, rather than any single ineqwatiiuct. Th
culture is the innovation, in the loose and open scenario. A view such asthdresonate we
with the argument of plurality, subversion and freedom of the nature of art. Thisclesdsc
comes with a warning that Othe danger of looking for commercial pay-offs from poaskc
research is that it may construe the organisation and potential outcosweshahvestigations tc
narrowly [E] it is tempting to assume a linear model [E] whereby basic redearan reaj
commercial reward through application, development and diffusion®. WhatOs moceyt@iitlie
the case that creative, practice-led research can produce economit ass auétural benefits [E]
but it is equally certain that too narrow a conception of the appropriate otgansad outputs ¢

such research will result in its unique benefits being7ostO .

How WilkieOs research could be applied in the field of music or other eutd te either th
subject of a new research project or one of fantasy. A broad range of such siuttiesstablist
strong dissemination tactics for artistic research and strengthen tesnegisgy. On a more dire
level, the Journal for Artistic Research has been gaining momentum ashéeffexum for posting
a plurality of results, offering many pathways for including media, due to its cantidarot print:
based form. JAR aims for Odisplaying and documenting practice in a manner tlas Betises
modes of presentation, JAR abandons the traditional journal article format and [Bifeas
dynamic online canvas where text can be woven together with image, audio andeigeial®

Such a platform is one fulfilling the aim for Oa publishing culture based on non-verbsloft

72 All quotes and paraphrases from: Wilkie, A., Gaver, W., Hemment, D., & Giannachi, G. (January 01, 2010).Creative
Assemblages: Organisation and Outputs of Practice-Led Research.#.eonardo,#3,#., 98-99.

73 Schwab, M. (2011). The Inaugural Issue of the Journal for Artistic Research (JAR). http://v2.nl/lab/blog/the-inaugural-
issue-of-jar, accessed 17:28, 24.11.17.
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discourse [that] should be developed or, rather, different discourses on art-baset sdsmad be
released from their segregation and their results made comparable and mkddeaim the
necessary criticism by peer groups, thus providing them with a really animatedrah
environment® . Whatever the method for dissemination should be, at this earlgf saatjst
researchOs development, it may be enough to carve oneOs own Oself-reffectitieal sahd
outwardly-directed communicatioiO . Viewing the epistemology of artistic desesatbat whicl
includes the artistic experience itself removes the monopoly that fcidatiguage has ¢
research, whilst embracing the best aspects that scientific languag® ludfer. Since, wer
scientific language to be used exclusively to describe the kind of knowledge prdueet it
would render the the artistic experience in music 02DO dalt. ibis necessary that such a crite

has evolved, since Odie OTrSger des Wissens [in der Musik sind] nicht wissenschaftlice. Al

Finally, Borgdorff explores potentighethodology for artistic research, which are in simple tel
Othe working methods that are appropriate [to artistic research]O thus comaplétiefjectua
model. In more complete terms, he creates a criteria from the following msddH) whether ti
research is exact or interpretive in nature, 2) whether it seeks to idenwigrsatilaws or t
understand the specific, 3) how great a role experimentation BlaysO . In thef casearch int
art, qualitative, hermeneutic methodologies common in the human@ieist¢swissenschafig!
which have already been established, will suffice, leading to an interpraiivgular, non
experimental methodology. In research for art, an interpretive, universal, non-exper

methodology could be proposed: it involves interpreting art in order to find descriptorsaahi

74 Schwarz, H.P. (2010). Forward to the Routledge Companion on Research in the Arts: xxx.

75 Hannula, M., Suoranta, J., & VadZn, T. (2005)#Artistic Research: Theories, methods and practices. Helsinki: Academy
of Fine Arts.

76 Dombois, F. (2006). Kunst Als Forschung. Hochschule der KYnste Bern HKB

77 Borgdor$, H. (2006). The Debate on Research in the Arts. Focus on Artistic Research and Development, no. 02.
Bergen: Bergen National Academy of the Arts.
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work universally to a greater or lesser degree in another process of creatinglagsoundergo tF
process of experimentation. The degree to which they work could be slowly és@khsougt
inter-subjectivity, strong to the extent that it has been established thamamggmtity and quality ¢
follow-up cases, but never truly objective, i.e. the tools would have to be usdteaftettivenes

of this process analysed and evaluated, perhaps many times.

In the case of research through art, the artistic researcher is essessgdirching the process tr
undergo when creating art. The methodology would be interpretive, singular and exper
since Ounlike other domains of knowledge, art research [here, research through artt]i
employs both experimental and hermeneutic methods in addressing itself tolgraaticl singula
products and processesO . As far as art is a personal expression, reserehgugtibf manifest
activity, an Oextension of personal development: autobiography rather than under&anc
completely blurs the distinction between subjects and objects of studyn dhi$ way shares
Ocomparison to field research and participant observation in ethnography and social agyt
[E] this approach acknowledges the mutual interpenetration of the subject and objéetd
research, and might serve to an extent as a model for some types of reséaechris [E] more
analytically than empirically oriented [E and focussed] more on interpretationdhastescriptior

or explanatiorf® .

Taking oneOs own work as the object of hermeneutic academic researcbntsogersial bu
undeniably unique methodological singularity of artistic research, where Oit astitt®s ow

experience and insight that are the point of departure for artistic research,raaéech on th

78 Borgdor$, H. (2006). The Debate on Research in the Arts. Focus on Artistic Research and Development, no. 02.
Bergen: Bergen National Academy of the Arts.

 Frayling, C. (1994).Research in Art and Design. Royal College of Art Research Papers, Vol 1, No 1, 1993/4.

80 Borgdor$, H. (2006). The Debate on Research in the Arts. Focus on Artistic Research and Development, no. 02.
Bergen: Bergen National Academy of the Arts.
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arts, which is based on looking in from the out$idle® . Such a methodology couldethen
Onachdenkliche Methodologie®, which according to Anke Haarmann suits artstit iesihat if
is not OFestlegend, Einengung und Disziplinierung® but rather O[macht] namhaft\[ielbeie
der Wissenspraktiken [und] deren mannigfaltige BesonderheitenO and would be Oeine Heh
Wegen des kYnstlerischen Wissens, die nicht vorschreibt, sondern nachv&lizieht@rtisti¢
researcher working through art would experience through reflection a symbiotic benefiby
the artist self would benefit from the critical one and the critical iof@med by the artistic
Owissenschaftliche Elementen Verankerung der kYnstlerischen - kYnstlerischErg®irzeing
(Bereicherung) der wissenschaftlichienO . It would be a sort of OMetacognition [E aéries
self-reflexivity about oneOs own artistic practice [E and the] ability to ipasthis practice i
relation to wider artistic and non-artistic discoursesO , where Othe performingesodgdii at th
thinking mind in a prospective quintessential practice-as-research expefimad&@d, who els
could perform such a reflection on the work? At best, a close friend, colleagusl@nts who ir
some way knows the artistOs work Obetter than they doO could perform this, hhiceghot
objective distance is questionable in this case, too. 1tOs bestifioestiee idea of distance, optil
instead for (inter-)subjective models, leaving the door wide open for artistestthisir own worlk
as the object of study, Obecause artistic creative processes areabigxbound up with th

creative personality and with the individual, sometimes idiosyncraticajahe artist, research lik

81 Malterud, N. (2012). Artistic research B necessary and challenging InFormation 1/2012 trans. Bergen Academy of Art
and Design.

82 Haarman, A. (2010).Methodologie . In Badura, J., Dubach, S., Haarmann, A., Mersch, D., Rey, A., Schenker, C., &
Toro, G. (2015)#K Ynstlerische Forschung: Ein Handbuch. ZYrich Berlin: Diaphanes: 85-88.

83 Dombois, F. (2006). Kunst Als Forschung. Hochschule der KYnste Bern HKB

84 Lazarevic (2017). (Artistic) Research - current state of a! airs in our little neck of the woods. In 13. Jahre
Masterstudiengang Multimediale Komposition an der Hochschule fYr Musik und Theater Hamburg . ZM4, Hamburg
University of Music and Theatre.

85 Kershaw, B. (2014). Practice as Research Through Performance. In Smith, H., & In Dean, R. T. (2014){Practice-led
research, research-led practice in the creative arts.
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this can best be performed Ofrom witfhOO . In summary: a reflective methodoksmpariot
through art would involve a symbiotic thinking where the artistic work undergoe#-atmetured
critical reflection and the scientific work is informed by the researchat®tc sensibilities
intuition and experience. Such a methodology would not require detailed prescriptiorstaf
working methods but rather a sort of grounded theory whereby the researcher disco
knowledge (and the balanced written and artistic form of this knowledge) aboutaligec proces

through free experimentation, something inherent to the nature of the arts.

| see the big strength of a reflective methodology as a double possibilitytly dtiswulate artist:
towards well-structured critical reflection and evaluation which surely wadd to better a
(since high-quality art embodies more artistic knowledge than that of lowetyywadd secondl
as a generator for first-source data regarding artistic methods - written supglémnaccompan
new artistic works, which methodically and critically detail the dvegirocess and can become
ante documents for later research. In the latter case, inter-subjectempaan be gleamed b
within and between artistic disciplines. Models for interdisciplinary cooperaan be generate
through informed guesses as to working methods of particular artists based on suctbdencivie
knowledge artefacts would be artworks and supplementary first-source data on thosevvers
the data is a unique form of research into art since it was generatedflvgtteeurce (the creat
of the artwork in question) within the same timeframe, sort of like a diagenerate nov:
reflexive zone$® . This may also lead to a symbiotic influence of thenvaibplement back on
the artwork, something which could not have been achieved by an external observexhders

often seen in science as an imperfection - the influence of subject on oligetirned into

86 Borgdor$, H. (2006). The Debate on Research in the Arts. Focus on Artistic Research and Development, no. 02.
Bergen: Bergen National Academy of the Arts.

87 Slager, H. (2009). Art and method, in Elkins, J., (ed.) Artists with PhDs, Washington, d.C.: new academia publishing,
49D56
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positive, knowledge-generating methodology in itself. Such a paradigm shift isyetkectort of

innovative singularity which artistic research seeks.

Coming down again to a practical level from the heights of intellectual thberguestion remair
as to what researchers through art could write at the outset, sinderaesiiaof intention seen
completely necessary for institutions and individuals looking to fund or otherwise spotisoc
research. It is complicated, nevertheless, since Oeven the most openfalhydegreessed querie
inevitably imply a more or less predictable range of responses, which flathadiotg the qualitie
of radical openness and excess that the creativity of [the arts] asitsdre producé® . A mc
open, quasi-grounded theory approach could allow art to Ogenerate the criteriaO, démie
researchers often develop the appropriate research methods and techniques afcthaey goe]
rules for the validity and reliability of the research results [E] are definethiwithe researc
domain itself® , relying heavily on trust that the artistic researchepratiiuce a convincin
reflective methodology, which may only work in limited cases. This is Whatant by Oresear
with art | artwith research®. The Norwegian National Artistic Research Fellowship Prog
requires the following methodological components at the outset: OHis/her parssti@position;
work in relation to the chosen subject area nationally and internationally; tHewprojec
contributes to professional development of the subject area [E] Critical reffecth the proces
(artistic choices and turning points, theory applied, dialogue with various networgsod@ssiona
environments etc.) [E] Critical reflection on the results (self-evaluation intielato the revise:

project description)O and allows Othe candidate [to] choose the appropriateanddm® . A

88 Kershaw, B. (2014). Practice as Research Through Performance. In Smith, H., & In Dean, R. T. (2014)Practice-led
research, research-led practice in the creative arts.

89 Borgdor$, H. (2006). The Debate on Research in the Arts. Focus on Artistic Research and Development, no. 02.
Bergen: Bergen National Academy of the Arts.

9 Norwegian National Artistic Research Fellowship Programme (2010). Regulations for the Research Fellowship
Programme. Available at http://www.kunststipendiat.no/index.php/en/regulations.
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the very least, artists could describe Ohunches N or, more conventionally,08&@uNi [which’

problematise the well-worn modernist oppositions between mind and body, spyritaat

materiality, creativity and rationality, arts and sciences, and 86 onO

A general methodology for musical artistic research would requires decoding thair@tiom of
genius and technical skill80 required to compose the artistic experienoasulating Ocogpniti
elementsO of the work in addition to the Oexprédsived . The potenttal @tistsate intellectua
cognitive and/or technical elements as opposed to the more purely expresslaggrtioé which
cannot be discursively articulated, and at best asdedbrough trans-/inter-subjecti¢
interpretation and reflection. This is a methodological basis for including @kswn artistic
research, which is in itself a (unique) singularity on the research spectrurartiBh@s-researche
researcher-as-artist has a significant advantage when performing this deal-skiircise, sinc
they have both skill-sets required and can rely on their personal experience irelisthAfi best
they can act as translators between languages and think symbioticallythesitwo at once or |
quick succession. My ultimate argument is that artistic researchisesnwith both scientific an
artistic concepts of form, validity and language when it attempts to findiltineate degree t
which one can be objective, controlled and distant but does not shy away fromirgdhes point
by using artistic language (i.e. creating art) in the pursuit of new knowledge, donith steclarec
awareness and reflection. Where the scientific language becomes insyfflogeartistic languac
gradually takes over. How the artistic language could Otake overQO is at kefy gueswering

BorgdorffOs Omethodological questionO.

91 Kershaw, B. (2014). Practice as Research Through Performance. In Smith, H., & In Dean, R. T. (2014){Practice-led
research, research-led practice in the creative arts. 115.

92 | esage, Dieter (2009). WhoOs Afraid of Artistic Research? On measuring artistic research output Art and Research
Spring 2/2 2009.

9 Frayling, C. (1994).Research in Art and Design. Royal College of Art Research Papers, Vol 1, No 1, 1993/4.

94 See the footnote regarding trans-subjectivity in Part 1 of this chapter for an explanation, dePnition of and positioning
to this terminology.
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2.3. Summary and Methodology for this Thesis

In summary, | believe artistic research has the potential of a revolutionaagigra shift.
Universities can collect and foster bright artistic minds that othemvese stay exclusively withi
the Ofree scene® and fulfil part of their given mission to generate new knoiéedgand all sot
for the benefit of every aspect of society. WhatOs more, existing acadsseridation structure
can offer new pathways for the sharing of this knowledge, and the pathways thentsel
become more sensitive to felt, aesthetic knowledge; new pathways (suZkRasvould alsc
develop. Artists themselves can structure their critical reflectiorsrethodical manner for tt
benefit of others. This offers possibilities for discovering patters and proposing fuietepeents
that may have remained tacit had they not been discursively verbalised mention being
potentially great assistance to the artists themselves through irtreatecognition. Establishir
artistic research would create a unique singularity on the already richly tsmibs spectrum ¢
artistic knowledge we enjoy today. This requires ontological, epistemolandamethodologice
arguments, sophisticated versions of which already exist, as demonstratedrbsnithegions o
Henk Borgdorff and the additional commentaries that | provided in section 2, asgrétahis
work. It provides knowledge products into, for and (even) through art (perhaps also Owith(
extend and enrich scientific artefacts through their hermeneutic and practck-gastheti
knowledge. Methods for performing the research and the form of the products will beanc
pluralistic due to the nature of experimental creative endeavour. Overdilstbe of artistic ant

scientific thought may be one that benefits all involved.

On the basis of these thoughts on artistic research, | have formulated a nughddol my

dissertation project. It will be a three-in-one knowledge product submitting daceiléd argumer
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for the genesis of a philosophical aesthetic theory | name cross-genre compbkitioncludes: ¢
new original composition that embodies this theory and served as a canvasianitestation a
art, the development of this theory in a written discourse on the basis of rmabtigiughts and
range of other intellectuals from various fields, an original method for analysing atonx
according to this theory, and a prototypical analysis of the submitted compasitigrithe origina

analytic method.

The analytic method and theoretical discourse on the theory can be used tal lpatties fol
musical analysis, musicological discussion and/or as a stimulus forréagive process
composition, acting as an ex ante document. It creates perspectives tgecn@ssompositior
which can be personalised by third parties, rather than a prescriptive method fotemtionally
leave this door open and avoid a narrow definition here, in order to create a Oloogen
assemblageO, as described by Wilke 2010 in section 3.2. of this chapter, althowgé s ar
provided, defined, explored and employed, forming a vocabulary which is tool-like in nature
research for art. This perspective on cross-genre composition also offers piessitaititthese
parties to create a relative subjectivity through intersubjectivity or tranjeddivity, where othe
composers, analysis or musicologists themselves would try the creativespodceoss-genr

composition, the analytic method for it, or a discussion thereof.

Arising from this theoretical discourse are specific vocabularies and defgithat can b
considered clear examples of tools - | consider this process of tool-making amg) wiadliscours:
research for art. The analysis of the submitted sddieAk.A) that highlights elements of tr
approach is research into art, and the substantial original compositionenhgtatto articulate tr
theory musically is research through art. All three components are intendecampkmentary

taking off where the others cease to be effective, forming a symbiotionslaip and influencin
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one another in both conscious and unconscious ways. They were developed with a quagi
theory methodology whereby | discovered the knowledge (and the balanced written aitc

form of this knowledge) about the creative process through free experimentation, soi

inherent to the nature of the arts.

The research for the thesis has followed two main phases:
1. Free research into a OhunchO as to the existence of a compositional @whmoaehiches th
classical music tradition with elements of commercial music gefoewing a grounded

theory-style Oreflective® methodology, including:

initial shallow analyses of scores by esteemed, established composer-peers of mine;

free composition;

reading and theoretic experimentation by way of sketching essays and exchangjee

supervisors and doctoral seminars offered by the university;

drafting and re-drafting of the methodology for the dissertation project, as encapsuletis
chapter on artistic research.

2. Crystallisation of the core research materials:

completion of the original composition as completion of experimentation-through-doing;

finished articulation of artistic research as the framework and academic scheme for $he
- development of a philosophical aesthetic perspective on cross-genre composiippraatct
to musical analysis, and the combination of these two elements intthadrfor analysis p¢
the theory of cross-genre composition in order to analyse the score with scamntgfistenc
under an original universal paradigm;

- analysis of the score for the original submitted composition.
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3.3. Chapter Bibliography

3.1. Definitions

3.1.1. A Focus on Developing the Ideology of Cross-Genre Theory for Musical Analysis

Within the intellectual framework of artistic research | will form an original compositidealagy
called Ocross-genre® and a method of musical analysis that can establish the presence and

functionality of this ideology in the opetah.Ak.A.,so as to produce insights into my creative
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process as a composer. As such, | wish to position my theory of cross-genre composition a
ideology capable at serving as a basis for a new method of musical analysis, and, after this
on developing this ideology, | will focus on creating an analytic method for analysing how en
operatic characters with elements of commercial music genres can form a narrativegsemiol

thusly. The goal of this chapter is, therefore, to define and explore the terms and concepts tl
make the creation of this method possible. These terms and concepts derive from sociology
particular, assessing cultural exchange in postcolonial contexts, but will be OtrahstatgtO t

original thought into the musical sphere, focussing on how they can describe exchange betv
musical cultures. This is a key area of original research outcomes and generates soiale esse
OtoolsO for third parties to use: either for musicologists and analysts to use in discursive de

composer to use in a research-for-art scenario.

The terms could also serve as a stimulus for composition through a processreé@regineering
- when a composer wishes to work creatively with musical elements bajotgiwhat the
perceive or define as musical spheres OoutsideO of theirs, the termasemhdsea compass -
how the results could be achieved. Were the artistic results to bentlgeeal using the same ter
(the tools for their creation), a compositional technique could be as¥essed ttireugitical
comparison of the composerOs: artistic intention, technical realisadionusical effect. Indeed,
with the creative process, the results must not necessarily be thdy alealysable using the sal
terms for them to be valid - they would have still served as a stimuieseTterms articulate ma
key aspects of my creative process, and | make specific note in chaptertoasl was creativel

inspired through the concept of Othird spaceO (which will be developed and defisethapthr)

95 For example, one could analyse MozartOs music using the contrapuntal technique of Joseph Fux, since we know
Mozart to have learnt from this book: we can assess what he learnt and how this was applied.
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and it is possible for other composers to find a similar inspiration through emptbgisg term

and concepts in their own way.

In this combined-product artistic research dissertation projeénstlerisch-wissenschaftligl
however, the compositional process was dtargely intuitively. It is only through reading
thinking, discussing, sketching and writing about the theory that | could form an aetithdary of
this process post factum and realise the extent to which these ideaatwplay during the proce:
In other words, the compositional process was a sort of free, intuitive expetioremtgh a semi-
cognitive goal (since | had a vague concept of cross-fenre in mind throughout the
compositional process) but without a cognitive technique - that techniquereedsdcafterward:
using the score as a large experiment. Through the background research intaeséatich an
musical analysis, leading to the creation of new terms for musical endlgevelop a techniqt
for analysing the intuitive experimentatiohtl{.Ak.A) and evaluating the results. Future arti
research projects of mine regarding cross-genre composition will take off fromsikddyened ir

this thesis.

This methodology was formed through the research into artistic research, for ett@rgideut/for.
through(/with) categorisation and Oreflectivea¢@denklich®) methodology, which seeks to m
intuitive decisions cognitive through post factum reflection on artistic expetatien. Similar
methods have seemingly always been at play in the history of compositionseliaiteprovemen
is the goal of any ambitious composer. Yet the expression of this into wordsofamda-like
techniques) seems to have accelerated in the 20th century with works ScitsakergOs writir

on dodecaphorty and Messiaeféahnique de mon Language Musjamhich could be considere

% Qriginally, | labelled this Omixed-genreO.

97 See: Schoenberg, A. (1975). Style and Idea: Selected Writings of Arnold Schoenberg. Edited by Leonard Stein,
translated by Leo Black. Berkeley and Los Angeles: University of California Press.
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along side their compositions as early examples of artistic research, omerg¢o attach

posthumous methodology to their work, and provide it with academic legitimisatibis @fork as
artistic research through trans-subijectivity. | believe that my theaipéssonal equivalent to su
writings, submitted along side a large work which demonstrate its apphicathe realm of artisti

experience.

3.1.2. Working Definitions of Some Key Terms

The title of this thesis is: Cross-genre composition: encoding characténg ichamberopera
I.th.Ak.A. with semiotic elements derived from commercial music genresll lelicidate my
perspective on key terms of this title in the following chapter, where @sénwill be explore
through a larger exploration into semiotics at a later point. The main needrfang definitions i<
to establish positioning and context within the extravagantly diverse modernahlasidscape
Specifically, this will involve defining my position as a composer Oingigde@assical musi
tradition and the position of other musical influences of mine as Ooutside@raammusic
genre®s . An emerging result of the digital revolution is the extraordinary speetfaddfality of
almost the complete intercultural musical repertoire since the beginnimgdaf recording. Witl
this background, my theory searches for a combinatoric technique to combine diffeeigporiea
in this landscape. The nature of a Odiffering categoryQ is one of definitionXMusienerely
defined as being different to music Z, even if this is very real to many paogldas a stron

palpable basis in musical society.

98 This relationship of Oinside® and Ooutside® will later be codibed as a process of creating OnewnessO through conside
the ideas of Boris Groys.
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Most prevalent to me and my work is the definition that | am writing maodiee classical music
tradition, specifically, opera. Where some colleagues of mine see themselves as an art
necessarily located inside the classical music tradition, or would #iolkdng in these terms at a
| have sought a connection to classical music tradition strongly enough and ovey @nbugl
period of time to be confident that it is right for me. With this confidenceanl groduce -
manifesto-style reflective discursive text referencing my artistic work, asdhose by Messiat
and Schoenberg - indeed, the relatedness of my text to those examples sitowfdradition,
referencing key works of influential mastef$adition in this sense can be seen as a Ocon
paradigmatic transformation, inter- or intratextual, of given material, the tiepedind varying o
stock elements, the aesthetic of a Ochanging SdmeO0O . The Ogiviéhandteri®stock eleme
are the combination of intuitive composition and cognitive reflection in amptteo create ne
knowledge for further research, regarding the development of a creative process for an Ir
artist. Tradition here is related to the idea of a canon of important work$ioh wne is no
ignorant, even if the intention is to break from them, rather than build upon them, alth@
difference ultimately hard to see is. T.S. Eliot expressed this thougld essaylradition and the

Individual Talent
Ethe historical sense compels a man to write not merely with his owrraggmein his bones, bt
with a feeling that the whole of the literature of Europe from Homer aridnwitthe whole of th

literature of his own country has a simultaneous existence and composes a simultanedts ol

T.S. Eliot

9 Middleton, R. (2000). Work-in-(g) Practice: Conbguration of the Popular Music Intertext, in Talbot M. (ed.), The Musical
Work: Reality or Invention?. Liverpool, Liverpool University Press.

100 Eliot, T. S., and Washington, P. (1998)#Eliot: poems and prose. New York: A.A. Knopf.
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Commentators of the contemporary era, such as Joseph Kerman, have been highlpfcitie
process by which musical analysis is used to ascribe higher value to hatlk®nform with the
analytical technique in question over those that &n0t . Perhaps the expresgiantisficideas
in discursive language will make them easier to understand and therefereteatfend in witl
pre-Kerman positivistic tactic, and contemporary commentators may bel @fttbégs and say that
have merely invented a theory and analytical technique in order to validatedtichite my
musical approach. Regardless of this contentious criticism, the main gded cédearch in th
project is to create new knowledge with the goal of bettering my creativesstand perhaps thc

of others.

A significantly imposing question is: what is classical music? s, although not included
the title of the thesis, is important for the later analysis where lyfidiscuss Ocontempor:
classical musicO (OCCMO). One could say that the entire field of musioaldggecseen &
incomplete, OlivingO research into this question. As such, the categordesl déscribed in 1.
narrow this question down and the previous chapters on musical analysis aicdresgsirch serv
to position my perspective on musicology with literature reviews. | suggestoteethatclassical
music can be seen as: the music addressed by the theories described in thes prieapter, th
literature review on musical analysis - a definition with an intincatenection to this thesis. |
not wish to venture a general definition of classical music but leamst&ad as relying upon tl
thoughts up to this point. As a further indication of what this may mean in a breaake, on
could look at the Oxfordliving Dictionaries (the emphasis here is original and shows a conn
to my reference to musicology as OlivingO research, meaning, it is alviyg teebe updated

OSerious music following long-established principles rather than a folk, jazz, orr|

101 see: Kerman, J. (1985). Contemplating music: Challenges to musicology. Cambridge, Massachusetts: Harvard
University Press: 12. and his other texts as referenced in the previous chapter.
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tradition.®2  OLong-established principlesO can be well understood with the #boes
attention to the theoretical history of the discipline - musicology - and thetdimic term Orath
thanO will be crucial to the concepts of Ocross(-ing)O, OenrichmentO, insiledolyideity tha
will come to be explored: Orather thanO indicates that there is a baslyOtihatr to the traditior
and creates an QinsideQ (i.e. inside the tradition) and an Ooutside( (tivhtcontsined within th

symbolic walls of a canonic musical tradition such as classical music).

This is obviously a topic open to significant debate, and indeed some theaddse$sed in th
previous chapters may include music of a Ofolk, jazz, or popular traditionO, whicivtrems,
follow long-established principles and in many ways OseriousO (regarding the prewic
definition) in nature. This is a sort of OoverlapO between the two catetassisal music traditio
and commercial music genres. The line between the two is blurry, anihiib iexactly this borde
zone that | aim many moments of my music and the theory of cross-genre comp8sitibre
border zone is described by Homi K. Bhabha as a place to find insights intonbespt ofthird
space and the term Oborder zoneO will appear throughout my analykif\kfA. Through the ac
of delineation, a debate may be sparked as to the validity of this very tdehneéich can in tur
spark artists and musicologists to cross-over the borders, hybridise seemingly ciomyr
components and otherwise bring things on either side of a dividing line in coittactiv anothe
(i.e. the beginning motivations for the cross-genre theory). This can be reference®#ménehic
nature of art, as detailed in the chapter on artistic research. Again, | swefecommentary ar
reference to the previous literature review to a general definition of @hsuisic, so as to leave
open for interpretation and a fluid Oenrichment®, challenge and/or hybridity with colmuesic;

genres.

102 "Classical Music | Debnition of Classical Music in English by Oxford Dictionaries." Oxford Dictionaries | English. April
09, 2018. Accessed April 09, 2018. https://en.oxforddictionaries.com/dePnition/classical_music.
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On a personal note, it is the very fact that | am located inside tligomal OspaceO that gives
the freedom to be anarchic, rebel and bring about change. | see the usage of Matesialedn ¢
work in the QinsideO of a tradition to be a progressive act of breaking taboo,ngokhfli
artistically stimulating. The classical music scene has ainetinge of tame domesticity; sor
colleagues want to exercise a wildness that they see as unfittihg well-dressed, well-spok«
and well-mannered regular classical music audience. Instead, they searcticiongrece venue
with a dingy, run-down vibe and make aesthetic decisions at every turn to avdifinkeess
elitism or blatant decadence that clearly do exist in many classicsic events. By positionir
myself in the primary spaces of classical music - the concert mallsera houses - an even m
insidious opportunity to rebel is presented in attempting to unlock the wildnegirginess in th
otherwise well-mannered classical music scene. WhatOs more, myreephes been that this :
is very welcome. The fact of the matter to me is that poor-mannenscis more wild in a relativ
sense at a classical music event than it is in a rock or techb®3cllt is this context-base
relationship that forms the delineation in my thesis, and both sides of {msatien can b

brought together through the cross-genre theory.

Within the concept of the classical music tradition is the sub-categopefbaps even sub-gen
opera. Being a sub-category, one should apply the working definition of the Oclassica

traditionO on top of any new constraints. Such constraints may be defined simply as such:

Most narrowly conceived, the word QoperaQ signifies a drama in which the agtehsosighout

There are, however, so many exceptions among the operatic works of the ¥destany work

103 gagain, See: Groys, B. (2014)#0n the new. London: Verso for a broader discussion of this phenomenon.
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popularly called operas in which some parts are spoken or mimed b that thehaold Ise more

generically defined as a drama in which the actors sing some or all of their parts.

Grove Dictionary Onlin®4 .

Following, opera is a dramatic work in the classical music tradition in which thera sing som
or all of their parts, although | would add that singing and music should be signiéind
irreplaceable components, without which the work would be radically reduced stici
information (here referring to the inseparable unity of form and artistic messatecra ofOfelt

artistic experience as exposed by Klein in the chapter on artistic research).

Genresare defined in simple form here as sets of musical constraints thatcagmisable to th
listener and/or analyst. Such constraints form a hierarchy from high to low, wheredisigints
E operate on all music of a given tradition, as tonality does for western Europesic from the
middle Baroque through the Classical perigd® and Olow constraintsO are freedoweaked
in order to achieve personal style in order to Ostand out whilst also fittitég Th® progressio
downwards from high to low constraints is one of more precise analysis of the Tgang. agair
genres of Classical music: Oall pieces temmedo must minimally consist of two similar sectio
separated by a contrasting section (ABA). Yet lower on the hierarchy of constvauits be the
characteristics of all rondos of a particular composer. Still lower woulthdealescription of .
particular piece. As one moves down the hierarchy of constraints, formalisatiomes

increasingly difficult.O

104 Brown, H. M. et al (2018). Opera(i)(It., from Lat."opera, plural of"opus: OworkO; FapZra; Ger."Oper). Grove Dictionary
Online: https://doi.org/10.1093/gmo/9781561592630.article.40726. Accessed 17:55 on 24.04.2018.

105 Becker, J., & Becker, A. (1983). A grammar of the musical genre Osrepegan.” In Asian Music 14/2 (1983).

106 Paraphrased from: Bellaviti, S. (2015). Standing out while btting in: Genre, style, and critical di! erentiation among
Panamanian conjunto musicians.#ethnomusicology, #9,18, 450-474.
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Alternatively and more simply, Jennifer C. Lena and Richard A. Peterson Odefiog@emuss a
systems of orientations, expectations, and conventions that bind together an ipeuiirgmers
critics, and fans in making what they identify as a distinctive sort ofa@isi- a perspective tl
invites a sociological approach essential to the more detailed explosét@mre that follows thi
introductory section. Furthermore, the nature of genre sometimes Oorganizes the pradd
consumption of cultural material, including organizational proce#idres [E] and infludastes

and the larger structures of stratification in which they are emb&dded O.

An exploration of the nature of genres and the potential they have to enrich mtiecclassice
tradition will follow. Nevertheless, for the benefit of the working definitionss iecessary to s:
that there is also broad consensus that genres are not static, but flubbwgeoy naturétl
Also, genres are grouped in hierarchical collections. Paramount are what Roy Stliskereta-

genresNOloose collections of related genres, such as dance, or world musiovhiithimre any

107 Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music Genres.American
Sociological Review, 73, 5, 697-718.

108 See: Ahlkvist and Faulkner 2002; Ballard, Dodson, and Bazzini 1999; Becker 1982; Bielby and Bielby 1994; Griswold
1987; Hirsch 1972;Negus 1999 - according to Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and
Trajectories of Music Genres. American Sociological Review, 73, 5, 697-718.

109 See: Bourdieu 1993, 1995; Lizardo 2006 - according to Lena, J. C., & Peterson, R. A. (2008). Classibcation as
Culture: Types and Trajectories of Music Genres. American Sociological Review, 73, 5, 697-718.

110 | ena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music Genres.American
Sociological Review, 73, 5, 697-718.

111 See: "

- Harris, T. (1995).Genre. The Journal of American Folk-Lore. 108 (430): 509."

- Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music Genres American
Sociological Review, 73, 5, 697-718."

- Sparling, H. (2008). Categorically speaking: towards a theory of (musical) genre in Cape Breton gaelic culture.
Ethnomusicology : Journal of the Society for Ethnomusicology . 2008/52/401"

- Bellaviti, S. (2015). Standing out while btting in: Genre, style, and critical di! erentiation among Panamanian conjunto
musicians.#Ethnomusicology ,#59,#8, 450-474.
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number of sub-genres (such as house and techno), which themselves may be further s

(hard house, classic hous&3®

The question of what constituteg@mmercial musical genre is even more open to debate tha
basic existence and nature of musical genres. On this subject, | have found nciogmésearc
to the extent that a review of the debate is not possible. | submit mydeas in its place. |
defining commercial, | suggest the observation of commercial OchartsO, where the sort
relevant to the time period in which the analysis is taking place showloseeved. In the latter pe
of the 20th Century, these were the ObillboardsO, for example. In 2018, | suggest tbsi
representative charts of mainstream listening are those on Spotify, iTaodsibé or any simile
platform that is currently the world leader in music distribution: the genrbsyenres and sub-su
genres available on these platforms, for which there are commercial chartee acommercie
genres, broadly-speaking. There are, of course, charts tracking the sales of musiclagsibe
music tradition: this represents an overlap between the classical tradition and commercii
music genres, a second sort of OoverlapO (the first OoverlapO being theories thddrizssing
music tradition that consider music related to commercial music geimdsed, theories such
cross-genre music). This is testament to the reality that there iactedrid-white line between tl
classical music tradition and commercial genres, rather, there isitaitive division (with
associated indicators, such as the musical theories in the litaatie® and the commercial mu

OchartsO) which serves to spur on debate and new, transgressive art on the borderlines.

The binary opposition in the structural natures of commercial music genres (throuigh aheh the

classical music tradition (through institutions) is a core definition irctimestruction of the cros

112 Shuker, R. (1998). Popular Music: The Key Concepts, London and New York, Routledge. In Beard, D., & Gloag, K.
(2016). Musicology: The key concepts - second edition. New York: Routledge.
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genre approach. In assessing the work of Homi K. Bhabha regarding cultural exchang
postcolonial space, the institution based classical tradition and chad-lsasnmercial musi
genres will stand for the two opposing cultures - without concretely ascribingsahe &coloni
powerO and the other as the OcolonisedO, since this would open too many doorshegaiilios
of cultural appropriation in music, which | wish to explicitly avoid. The binary oppasitill also
be likened to the inside-vs-outside conception of artistic and non-artisticobje8oris Groys i
his textOn the Newa text which explores the fluid boundaries of an institutionally-based a

tradition (in his case, an art museum) and how they accept manifestations of OnewQ &g obj

| wish to expand this working definition of commercial music genres into a gabeid creativ:
realm for analysis and composers. A problematic may arise - the questionisQyenae XY?20 .
can be solved with an intuitive aesthetic, artistic experience, by wimgan listening to music
examples of a genre one guesses intuitively is XY and assessing thef tfiuthmatch intuitively
and subjectively. So long this methodology is stated as such, it couldevehlid. For a mor
sophisticated experience, | will mention Glenn McdonaldOs OgenrExaap@oise at One#,
with which one can explore the commercial music genre landscape-space. Mcddoes no
convincingly display his methodology, but claims to have based his algorithm omedatainc
genres and listening habits of Spotify users collected and publishedhioyNesta data compan
whose target-market is app-developers looking to integrate user-based mtescings theil
products$!s . He accepts that Oas data science, this is pretty unrulyOhsidsen®timpose

taxonomy of genres® . Nevertheless, he states to use O10 dimensions inteinahy

113 See: Groys, B. (2014)#0n the new. London: Verso. regarding the acceptance of Ooutside® and OforeignO objects il
OsacredO artistic spaces - a sort of boundary-crossing of taste or debnition of art comparable to cross-genre.

114 Mcdonald, G (2018). Every noise at once. Online, accessed 08.03.18. http://everynoise.com/engenremap.html.

115 See: http:/ithe.echonest.com/ - accessed 19:14 on 24.08.2018.

116 Mcdonald, G. (2013). How We Understand Music Genres. Online, accessed 08.03.18. http://everynoise.com/
Everynoiselntro.pdf
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completely independent measures of genre similarity® as well as ithelié@sctions that Ou
represents electronic sound-composition, OdownO itOs opposite, acoustic, dbéeéttisdSpheric

and OrightO is more Ospikier and bou#tierO

The map cannot be accepted as scientific-data (even if its sourcekddtaf Echo Nestis
scientific) since its methodology is too obscure and its results too subjdubugh being tweake
with McdonaldOs subjective listening experience. However, through interadtinthevimap, 10
satisfied that his listening experience significantly enough corresponds tonnarder to use it a
a source of inspiration and | suggest it form a part of the cross-genre composippnadct
insofar as composers wish to have their creative process stimulatedis Tihidine with his

intentions:

The point of the map, as with the genres, is not to resolve disputes lwitéoyiou to explor
music. It is an attempt B however uneven, idiosyncratic, and incomplete Brdoesthis new stalt
of the world, in which nearly all of humanigyrecorded music is streamable or downloadable,
give you a way to find out what you dioknow you dot know [E] Maps are, after all, as muc

machines for getting lost as they are for finding yourself.

N Mcdonald (2013)18

3.2. Developing the Cross-Genre Theory

117 Mcdonald, G (2018). Every noise at once. Online, accessed 08.03.18. http://everynaise.com/engenremap.html -

bottom right in the screen (requires scrolling).

118 Mcdonald, G. (2013). How We Understand Music Genres. Online, accessed 08.03.18. http://everynoise.com/
Everynoiselntro.pdf
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3.2.1. Exploring and Defining Genre

3.2.1.1. Introduction and Line of Questioning

In the early stages of musical history, it was not necessary to group intosgategories such
genres, since musical cultures were isolated enough from one another to jushbasagegory
(their) music. It is through the saturation of competing musical styles, aragliipproaches th
musicology has required significant tools for differentiation. Out of this, ways thdesith the
plethora have become paramount. In a sense, the modern music listener isab®@mumsnivoreO,
be split roughly into two camps: Opoly-purists® and Opoly-HixersO . Composers ath &
similar reality since they are a listeners themselves. Howevdr, avcomposer, a third optic
becomes available through the creation of new music: Ocrossing® genres plitieetise Ocros
fertilisationO in plants or Ocross-breeding® in dog breeds. The listener cannahjEeromoe the!
only consume, however the composer can produce a Ocross-genreO music through the
process. Therefore, the cross-genre approach applies the idea of omnivorous cuksréb tids
creation of new artistic work and demonstrates a third path unique to theecf@aicess: cros:

genre.

Central to the cross-genre approach is an engagement with Ocommercial masid.g&/hat a
genres and why are they of integral focus to this thesis? Why was the temeGDgeosen ov
other categorical terms? Firstly, | will explore the nature of genre and hane-gkements can t
applied to classical music compositions through a process of OenrichmentOydefgrback tc

the specific question as to why OgenreO has been the most stimulategfctesiminology tc

119 See: Peterson, R. and Simkus A. (1992).How musical tastes mark occupation status groups: 152-186 in Lamont, M.
and Fournier, M. (ed. 1995). Cultivating di! erences. Symbolic boundaries and the making of inequality. Chicago:
University of Chicago Press.
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represent the Oblurry divideO between the OinsideO of the classicablitiosiand elements fro

the OoutsideO.

Through an exploration of the nature of genre, composers and analysts can learn aboentibé
in the cross-genre approach. As with other composers of my generation and those beferte|t
this potential intuitively: through using elements of commercial music génresy work, 10v
Ofelt®® an enriched artistic information in the work that would have otherwis=enaivailable

To understand this knowledge further, one must understand more of the nature of genre.

3.2.1.2. The Nature of Commercial Music Genres

According to Lena J. and Peterson R., genres can be seen to progress through a combfoat
stages: Avant-Garde, Scene-based, Industry-based, and Traditionalist. The waychntively
progress through these stages is their OtrajectoryQ. It demonstrates théigentbsa are numer
and boundary work is ongoing as genres emerge, evolve, and disgppearO . A graphic fc

prosaic discussion, providing quick and easy reference to the ideas.

Avant-garde genres are those appreciated by small OcirclesO (borrowing a téime fids) tha
may be OleaderlessO and OfractiousO, where Omembers play together infosfiaitytincaeat
a genre ideal for the groupE[and] in crafting music that is OnewO, avant-gardjstsomhine
elements of genres that are usually treated as distinct [E] Bauck, for exatesieribes how avar

garde grunge melded different genres together: OGrunde contained the energy, vol

120 gee: Klein on the @ltO artistic knowledge in the chapter on Artistic Research.

121 Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music Genres.American
Sociological Review, 73, 5, 697-718."

See also: Lamont, M. and Virag M. (2002). Study of Boundaries in the Social Sciences, in the Annual Review of
Sociology 28: 167-95.
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distortion of hardcore punk, but was generally played at a far slower tempo. While bgrtbe
melodic lines and hooks of heavy metal, grunge left behind the macho posturing andug

guitar solos.@? 18

Scene-based genres are built on a Ocommunity of spatially-situated amstedard companie
and supporting small business peopleQ, where it is noted that Osuch conuolitesrough th
exchange of information and music [E and indeed] some scenes are essetitiadly,entirely,
virtual; fans, musicians, and critics find each other on the Internet throughetstand che
rooms.&* Non-musical associations become codified with consistency irerieebased stag
including Osocial conventions, including styles of clothes and adornment, body-type, ar
OattitudeOE [including] psychedelic rock fans' beads and tie-dye clothes, punks® Raihauts,

goths' "corpse paint" makeup, and beboppers' berets.O Such social conventionstiQiekh
members from nonmembersE [and] can also symbolize whole constellations of balid
practices known to scene members. For example, straight-edge punk rockers drapicamaos
"X" on the back of their hands to declare they have forsworn alcohol, drugs, tobacc
promiscuous sex&. WhatOs important is that there is a sustainable goofncoemsumers an
producers, containing enough wealth that a significant number of artists can deugtéicant-

enough amount of their time to itOs development, creating musical and dntokeltion tha

drives the scene-based genre forward into the next stage: an Oindustry-based genre.

122 Bauck, A. (1997). Review. Popular Music 16(2): 231-34.

123 Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music Genres.American
Sociological Review, 73, 5, 697-718.

124 |pid.

125 |bid.*
See in addition: HaenRer, R. (2006).Straight Edge: Clean-Living Youth, Hardcore Punk, and Social Change. Piscataway,
NJ: Rutgers University Press.
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Industry-based genres are those driven (and therefore controlled) primarily by industrial esy
creating music within an industry Frith describes as the Omarket based puoysitafield.&6 |
order to create fan-communities that number Oin the hundreds of thousandsE simplifie
conventions are codified in the interests of making, measuring, and marketing Industr
genres. Firms train new artists to work within highly-codified performance converdiahsecorc
producers regularly coach songwriters and artists to make simple musicy el#hrh genre
bounds, that will appeal to a mass audied®.0 With the increase in @opllaconomi
important, media coverage is intensified and the social aspects of thebgeorse more widel
understood and critiqued, especially featuring coverage that is Ousually ill infdrouedhe musi
and often frames a genre in three contradictory ways [E portraying] genre lifestiiea=ent fur
and feature its colorful surface aspects [E or] spin the lifestyle as a damges fang2s [E or]
claim its "lawless, anti-social, and hedonistic" fans pose a dangsociety2® @° . The mec
attention often spurs on further sociological activity, where Ogenre spokespeopie,potitical
authorities, religious leaders, parent groups, teachers, and moral pundits provitiagapnalss
with lurid quotesO and Oelements of dress, adornment and lifestyle are edaggdrabass
marketed [E such as the] grunge aesthetic, which inspired fashion designer Maitos Ja

incorporate flannel shirts, wool ski caps, and Doc Marten boots into Perry BHS2 spring

126 Frith, S. (1996). Performing Rites: On the Value of Popular Music. Oxford, UK: Oxford University Press: 77. As quoted
in Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music Genres.American
Sociological Review, 73, 5, 697-718.

127 Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music Genres.American
Sociological Review, 73, 5, 697-718.

128 Thornton, S. (1996). Club Cultures: Music, Media, and Subcultural Capital . Hanover, CT: Wesleyan University Press.

129 Binder, A. (1993). Constructing Racial Rhetoric: Media Depictions of Harm in Heavy Metal and Rap Music. American
Sociological Review 58: 753-67.

130 Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music Genres.American
Sociological Review, 73, 5, 697-718.
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collectiori31 . @2 In general, almost the entire public is aware of the socédldgbate surround tl
music, encoding the musical tropes with rich and complex hermeneutic informati@mmation
that can be used in the cross-genre approach. Since this information tends on doebleanthe
more clearly codified and on the other hand part of a more significant public celraieturing of
ideals is often scene where some form a new, avant-garde genre, and other©foaditianalis

genre, the final category.

As the name suggestions, the traditionalist genre stage is concernednaénving and defendir
core principles that are more or less immutable. They are based on keyesxamPmasterwor}
and much of the learning process is focussed on looking into the past: the goalitdr@iist
genre participants' is to preserve a genre's musical heritage and md¢h&aising generation
devotees in the performance techniques, history, and rituals of the genre. Fangaaizhtions
dedicated to perpetuating a genre put a great amount of effort into constructimgtdaty anc
highlighting exemplary performers who they deem fit into the genre's emerging cai
exemplarsss [E] committed Traditionalists expend a great deal of energy fightithgeach othe
about the models they construct to represent a genre's music and the canaropiciperformer
[E and] Performers' race, class, educational attainment, and regional origirsftemeused a

markers of authenticity [E for example] you must be young, White, and an underachie

131 See Moore, R. (2005). Alternative to What? Subcultural Capital and the Commercialization of a Music Scene. Deviant
Behavior 26: 229-52.

132 |ena, J. C., & Peterson, R. A. (2008). ClassiPcation as Culture: Types and Trajectories of Music Genres.American
Sociological Review, 73, 5, 697-718.

133 See in addition: '

- Lee, S. (2007). Musical Stratibcation: Explaining the Aesthetic Mobility among Music Genres. PhD of Dissertation,
Department Sociology, Nashville, TN, Vanderbilt University. '

- Regev, M. (1994). Producing Artistic Value: The Case of Rock Music. The Sociological Quarterly 35:85-102. '

- Rosenberg, N. (1985). Bluegrass: A History. Urbana, IL: University of lllinois Press.
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perform punk music in an exemplary fashign

Latin Americant3s &6

Table 1. Genre Forms and Attributes

Attributes Avant-Garde

Creative circle
Local, some Internet

Organizational Form
Organizational Scale
Organization Locus
CMpLy spakes
Genre Ideal or Member Goals Create new music

Codification of Performance Low: highly experimental

Conventions
Technology Experimentation
Boundary Work Against established music
Dress, Adornment, Drugs Eccentric
Argot Sporadic

Self-contnbuted, partners,
unknowing employers

Virtually none

Site or group specific

Sources of Income for Artists

Press Coverage
Sowrce of Genre Name

Homes, coffee shops, bars,

Genre Forms

Scene-Based

Local scene

Local, Internet linked

Local, translocal, and virtual
scenes

Create community

Medium: mach attention to
codifying style
Codifying technical innovations

Aganst rival musics
Emblematsc of genre
Signals membership
Scene activities, self-contributed

Community press
Scene members, genre-based
media

Industry-Based
Established ficld
National, worldwide
Industnal firms

Produce revenue, imeliectual
properny

High: shaped by industry
categories

Production tools that standardize
sound

Market driven

Mass marketed “style™

Used 1o sell products

Sales, licensing, merchandise,
endorsements

Natonal press

Mass media or industry

[E and] to really play salsa, a musiuist be

Traditionalist
Clubs, associations
Local 1o mnternational

Festivals, tours, academic settings
Preserve hemtage and pass it on

Hyper: great concern about
deviation
Idealized orthodaxy

Aganst deviants within

Stereotypic and muted

Stylized

Self contnbuted, heritage grants,
festivals

Genre-based advocacy and cnitique

Academics, cnitics

OGenre Forms and AttributesO: Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music
Genres. American Sociological Review, 73, 5, 697-718.

By assessing the stage at which a genre finds itself, the composer ot emalgsake preliminar
assumptions about its nature. The above diagram, OGenre Forms and Attributge®©acangt
guide to what sort of hermeneutic information is contained in any genre at astagen With thi:
information, the composer or analyst can evaluate the potential impact gérihe elements. Fi
example, were a genre to have reached the Traditionalist stage, secthascase with ORo
BluesO, when a composer uses elements of the genre, they will eithen las $teaditional
correctO or OdeviantO usages of these elements. Reactions here would prolyaiiebsevesithe
the elements would Odo justiceO to the traditional standard, Orevoluigmnise®Q@exploitO th
cheaply. On the other hand, using elements from an avant-garde based genre woulddsave
hermeneutic information, since very few elements, if any, have been codifigdengenre, whicl

may not even have a name. The composer or analyst can asSSess every case anew.

134 Laing, D. (1985).0ne Chord Wonders: Power and Meaning in Punk Rock. Milton Keynes: Open University Press.

135 Urquia, N. (2004). 'Doin' It Right": Contested Authenticity in London's Salsa Scene. in Music Scenes, edited by A.
Bennett and R. A. Peterson. Nashville, TN: Vanderbilt University Press: 96-114

136 Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music Genres.American
Sociological Review, 73, 5, 697-718.
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The researchers were clear to point out that they had restricted thaichese Omusic created
the commercial marketplace® which would Othus eliminate the massic@i@laand Oa
musics®” . Such a statement reenforces the obvious yet enduringly contentiotisatliere is
significant divide between the Oclassical tradition® and OcommericiajentesO. As previou:
mentioned, this divide is felt intuitively by a great deal of theorists, coenpand analysts, y
attempts to draw a clear line between the two falter - only a Ogregfcsatested border zone
possible, one which fits in nicely with Homi K. BhabhaOs conception of inteetuttixing, as will
be described later. By way of repetition, contemporary music theories tend towhding the
Owhole musical fiel8® rather than narrowing down the scope of repertoire anch@eatidettir
body of works of art® , whilst Oone must also comment that pop must has chanaedea
since 19410 - when Adorno commented that Opopular musicO is Ocharactediféatdycitsiron
serious musie® . By way of summary, perspectives in the early 21st Century ragiatony, in
that there is a common belief that Othere are no longer any agreed and irvitéatalevhich car
serve to differentiate art from popular cultate® |, yet an intuitive genenattiistibetween thes
two broad categories. Exactly this contradiction is the principle aristrmulus behind both tF

artistic and musicological work in this thesis.

Returning to the work of Lena J. and Peterson R., | submit my own Ogenre stageiOrirtted

would incorporate some core ideas of the academically-based art-music tdsieat tradition

137 Lena, J. C., & Peterson, R. A. (2008). Classibcation as Culture: Types and Trajectories of Music Genres.American
Sociological Review, 73, 5, 697-718.

138 Middleton, R. (1990). Studying Popular Music, Milton Keynes, Open University Press: 7.

139 Kerman, J. (1994). How We Got into Analysis, and How to Get Out: 15, in Write all These Down, Berkeley and
London, University of California Press [originally published in Critical Inquiry (1980), 7, 311D31].

140 Adorno, T. (1941). Studies in Philosophy and Social Science, New York: Institute of Social Research, 1941, IX, 17-48.

141 Strinati, D. (1995) An Introduction to Theories of Popular Culture , London and New York, Routledge: 225.
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especially in relation to composition: a OtheoreticO genre stage. baghjsassingular artist
collection of artists would conceive of the theoretic existence for a patgatire before promotir
it through their own work or the curation of the work of others. Schoenberg can be saig
done this with his serialist technique, which arose out of his ideology to progyest
chromaticism into a pitch-based musical structure that does not involvetytoiral assessin
theoretic genres, one could evaluate the extent to which the original mind(s)ohsiderec
additional hermeneutic information. In the case of Schoenberg and his famoustlaaithe
serialist technique would assure the prevalence of Germanic music for Xheemtury, it is
obvious that he attached additional hermeneutic importance to the theory abdveyand the
aesthetic quality of the music he produced in presenting it: he wishedcdntain hermeneut

information regarding philosophy of elitism, connections to the Germanic cultural worlé? etc.

3.2.1.3. Approaches to the Assessment of Modern Music Genres

Once the nature of the genre has been evaluated, the composer or analyst ¢anhtwkan

element from it could be/has been applied to a composition in the classical music tradition.

A textual approacHeads one to identify a distinctive musical language amongst key coraps
(and/or texts) known to exemplify the genre. This involves the examination of higheoveex
musical constraints and the extraction of these constraints into avelgldtwer position in ¢
composition in the classical music tradition. For example, extreme distoftthe electric guitar i
a high constraint in hardcore punk, but when transported into a classical compasitin

OeffectO (i.e. reference, quote or OelementO), it would be a low constgiag Eftrmation it

142 The development of the cross-genre theory would also fall into this category, although | do not profess with this
thesis to be adding additional hermeneutic information to the music of a cultural, political or social sort - that would be
the task of essayistic writing. With this thesis, | wish to add musicological (scientibc) information to the musical
examples.
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one phrase but on the entire piece. Although scientific, this approach may ignovaloateothe
cultural aspects of genre, which are harder to convert into formulas and principless. H
Hannan M43 paraphrase a theory from Paul DiMatfgio that Oartistic cmsificannot simpl
focus on formal similarities of shared conventions of form or contentO but must umdé&st
process by which the audiences come to perceive similarities betw®erkaand by whict
meaningful categories, or genres of art, developO. In other words, Hsu & Hannan, as
DiMaggio, plead for a hermeneutic approach to genres, looking at the bigger pictude ofitkie

OtextO itself.

A cultural approachwould be such a Ohermeneutic approachO, one that amalgamates n
elements of genre. This is a complicated and subjective process, dsedrascommon i
hermeneutic-based research in the humanities for many years (see hereettrenspsctrumO
chapter on artistic research). The cross-genre approach hinges on the understandiegyek
transport palpable amount of hermeneutic information: how this can be utilizemiriposers an
analysts will be explored in the section on semiotic narrative anatysisusic. Although thi:
feature of musical genres may be self-evident, it has nevertheless @teneshy academic
Robert Hatten suggested that Oour listening strategies tend to arise botbriventi@nal an
idiosyncratic musical behaviot$® and that Oan awareness of musigersty)end syntax is tl
primary way that a listener orients him/herself within a pigeeO . In aex@msive conclusio

from J. & A. Becker:

143 Hsu, Greta, and Michael T. Hannan. 2005. "Identities, Genres, and Organizational Forms". Organization Science. 16
(5): 474-490.

144 DiMaggio, P. (1987). Classibcation in Art. American Sociological Review. 52 (4): 440-55.

145 AlmZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#Journal of Music
Theory,#7 4., 1-39.

146 |pid. See: Hatten, R. (1994) Musical Meaning in Beethoven: Markedness, Correlation, and Interpretation,
Bloomington, Indiana University Press. 1994: 29-30, 44-455.
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A performance of music from any culture exhibits a broad range of possiat@mnships
from which the performers of and listeners to that music can derigainge Some of the:
possible relationships are (1) the relationship of the various elemente ohdsical soun
to each other, i.e., the structural meaning of the music, (2) the relationstapgofen
performance to the history of its genre (musical performances deearing from previou
performances within the same tradition), (3) the relationship of a performances
performance situation (a mass performed in a concert hall and in a church eéiiekent
assumptions and expectations in the listeners and performers), (4) the rélgtiohsa
musical performance to non-musical events, i.e., musical referencing, sudhe
association of moderate tempo with a person walking, the use of horns, trumpt
trombones to suggest the military, the use of stringed instrumentsoke éselings c
mystery, suspense or love, or direct references such as the ewxooétia parade it
CharleslvesO€alcium Light Night For any given listener or performer, the areas

musical meaning will not all be the same, nor will they all be equally important.

N J. and A. Becker (19837

Another approach would besacio-economi@approach that considers those who profit or gain

using genre terminology, and what affects this may have on the music. FabGhambers (1982

claim that genre is Omore of a problem for journalists and promoters .. (and) frontied theands

musicians themselveg® . It does seem logical that businesspeople andativan-créustry

professionals, whose jobs are made more effective through good organization, shouldhe

most from constraints brought about by genre - although one should note the well knowiai

147 Becker, J., & Becker, A. (1983). A grammar of the musical genre Osrepegan.” In Asian Music 14/2 (1983).

148 Fabbri, F, and lain C. (1982). "What kind of Music?" Popular Music. 2: 131-143.
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some constraints help creativity. The influence of industry on the Otrajectosy@eofeC
development is well explored by Lena J. & Peterson R.; this field of inquugrisaps stimulatin
to composers who wish to create art protesting the direction in which algesnbeen developed
an industry. For example, David BowieOs OironicO approach to pop music could bedctw
contain a socio-economic critique, ironic in the sense that it isali #&scommercially-driven po
song: Ounderstanding a song like BowieOs OFashionO means understanding iwdsciraa

dependent upon understanding the genre conventions of uptempo dancé4husicO.

3.2.1.4. Exploring the Specific Cultural Information Contained in Modern Music Genres

Of intimate relation to the question - OWhat are commercial music 2@nrissthe question: OV
are commercial music genres of specific interest to this thesisiple answer is that genres
musical categories that group extra-musical cultural information with expeessisical materia
The cross-genre approach, as developed in this thesis, seeks to createoecuttusal exchang
between such genres and the classical music tradition, providing creativeaystfor composel
to undertake such an approach and analytic pathways for music theorists seaknagriianc

existing works which may exhibit it.

OGenre0 is a widely-accepted and common term for such categories in cuiceligmudften,
OstyleO is used in a similar way: | define OstyleO as the diffieresmgs of lower constraints, a
marker of difference between leading practitioners of a genre, but not a gerselfinaitview

shared by Simon Bellaviti, who surveyed genre and style in Panan@mrguto musicians:

149 Moore, A. (2001). Categorizing Conventions in Music Discourse: Style and Genre, Music
and Letters 82/3, 432D42.
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Ostyle forms the basis for critical differentiation between prawtits of the same genre; that is
simultaneously establishes relationships of sonic and aesthetic siyndat difference between

host ofNpotentially similar-soundingNindividual practitioners.O

N Bellaviti, S. (2015)50

Returning to genre, Bellaviti claims genre is Osocially and historically produealsiing a degres
of consensus among practitionersO and that Omusical genres derive strengtirsine tisctior
through repetition, a course of development that resonates with Allan F. Moofiefisrdef
generic conventions as Osocially constrai®d® O . This process of repetitldnflsecce anc
competition and consensus between leading practitioners (perhaps leading nmonp aan be
reconciled with the aforementioned trajectories. A further working definition can b
synthesised - genre is a hierarchical set of musical constraints, devéiopegh repetition an

consensus between leading practitioners within a music-scene.

WhatOs more, OgenreO has branched out into other artistic fields, includirajuire land film
indeed, in film, discussion of genre has reached such a point of saturation ttedk®néen in the

first instance of whether the film is a Ogenre filmO or not, when assessing it as an adistic ok

150 Bellaviti, S. (2015). Standing out while btting in: Genre, style, and critical di$erentiation among Panamanian conjunto
musicians.#thnomusicology,#9,8, 450-474.

151 Moore, A. (2001). Categorizing Conventions in Music Discourse: Style and Genre, Music
and Letters 82/3, 432D42.

152 Bellaviti, S. (2015). Standing out while btting in: Genre, style, and critical di$erentiation among Panamanian conjunto
musicians.#Ethnomusicology, 59,8, 450-474.
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Indeed, film studies have been influential on recent musicology, including shedghbgti the

concept of genre as a social converi#idn - an idea central to the crossdgeiogyi as explore

in depth later in this chapter.

In my research | was open to finding the best available term for my intuiteaes,i and as tt
literature reviews in this thesis show, the term OgenreO is well-ethiredusern musicologic:
debate. Another alternate term to Ocommercial music genre® may be Ogdp whigici
disqualified, since to a large extent it has become a specificgarta within the commerci
genre landscape, as is evident by modern OchartsO and McdonaldOs aforementioragy
Every Noise at OnceéAs previously discussed, building a cross-genre theory on the differe
structuring musical categories through chart-based success, as in the casemarcial char
music, or institution-based success, as in the case of classical musie key binary oppositic

upon which the different acts of OcrossingO can occur.

Of deepest relevance to the cross-genre approach is the potential commesagenres have
transport hermeneutic cultural information in musical language. They are coded &ibcia
discourse formed in the OsceneO stage, mass-marketed in the Oindgstrial®estatimatel
canonised and conserved in the OtraditionalO stage (as demonstrated byrseny/Féroughot
the course of these trajectories, they form a Okind of generic contractO wheoelypOtes agree
to use some of the conventions, patterns, and gestures of a genre and theclsteemts t
interpret some aspects of the piece in a way conditioned by thisigenreQO tCenttaas this a

consistent with the views of William Hanks, who saw genres as Osacfiote between soci.

153 See: Neale 1980 in Beard, D., & Gloag, K. (2016). Musicology: The key concepts - second edition. New York:
Routledge.

154 Kallberg, J. (1987) in Beard, D., & Gloag, K. (2016). Musicology: The key concepts - second edition. New York:
Routledge.
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constructs and musical contentO that offer O(1) a framework that a listgnesenby which t
orient themselves; (2) procedures to interpret the music; and (3) a set ofateps& . Th
triggering of the centre contract can orient listeners so strongly toward ia asegpretation of th
music and expectations that it takes on a psychological component of Opriming@antetwol

of associations that are linked by shared mood connections is activated by'ausicO.

Taking the example of heavy metal: Othe generic cohesion of heavy metéheuntiid-1980:
depended upon the desire of young white male performers and fans to hear and beéetan
stories about the nature of masculiiy@8 . As another example, as AdasrhEsimoted, DJs
the various forms of electronic dance music are more noted for the genre and sub-gaumsie
that they employ than how they do so - a DJ is more noted as a champioartaim sub-genre

rather a virtuosic performer or composer.

Such an approach is not new to the modern commercial music landscape vehggawaed th
charts that | define as providing a polar opposite to the classical maditon. A very many work

sanctioned on the highest level by leading institutions of the westeritaldssdition contain whe

155 Hanks, W. (1987) as paraphrased by Beard, D., & Gloag, K. (2016).Musicology: The key concepts - second edition.
New York: Routledge.

156 Crozier 1998, 79 in Beard, D., & Gloag, K. (2016). Musicology: The key concepts - second edition. New York:
Routledge.

157 Walser, R. (1993) Running with the Devil: Power, Gender, and Madness in Heavy Metal Music. Hanover, NH,
University Press of New England: 109.

158 On a side note, the composer undertakes a certain risk in assuming that there is enough common understanding of
the intended information in any given sample of listeners. This may be negated through framing the semiotic elements
in such a way that the eventuality of not being understood as intended. According to Simon Frith, dialog in what he
calls Opopular musicO takes place with the existence of a Oshared critical discourse® (Frith 1996, 10). If this discourse
not understood, the musical materials become autonomous and not hermeneutically-encoded for the listeners in
question. For me, this is a necessary risk and truthful to my experience of the listening experience, which is heavily
informed by personal encounters with music. Discourse is, however inseparable to the listening experience with
Opopular musicO, as Firth adds the poignant idea that Opart of the pleasure of popular music is talking about it® (ibid. -
As such, the cross-genre approach is debned by the risk of listeners being aware or not aware of the discourse
surrounding the genre in question. It is, then, a post-modern theory, not assuming autonomy of musical material or wide
acceptance of a singular meta-narrative, upon which the theory is build, basing itself rather on Olittle narrativesO.

159 Krims, A. (2000). Introduction: Postmodern Musical Poetics and the Problem of OClose Reading®in Music/ldeology:
Resisting the Aesthetic, Canada, G & B International.
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Leonard Ratner saw as OtopicsO or classical expression, including Turkishapeshora styl@6o
Yet the industrial scale of the formation (the OtrajectoriesO a |#Pétensen) and digit
distribution music-genres (a la services like Spotify that can be measithelolvo Nesor Every
Noise at Oncehas brought the possibilities of such an approach to a new scale. Some @it
the Romantic era may even be comparable to those today: references to ieahcross-genr
work may invoke the thrill and intoxication of clubbing, not at all dissimilathtse invoking thi
hunt style of the Romantic era, which certainly involved thrill and intoxicatiorh Bi reference
to the functionality of music in thrill-based past-time activities, wiaiahinvoked creatively in tr
context of a concert-music experience to re-create the extra-musicalaessciby way of |
musical semiotic. Nevertheless, the modern emphasis on how innovativerdiggta technologie
and globalisation have dramatically increased the prevalence of genres nmodeen musice
landscape require a newbthinking of classical OtopicsO through the OcrossingCand dlee

classical music tradition.

In other words, genres become vessels for the socio-cultural discourse in questienthsi,
transport a hermeneutic meaning. The musical materials become a saibafigtural metaphéft
and, in the creative process of composition, a stimulating pathway for includimglisaourse as
musical element of tension and meaning: the Oconventions, patterns, and g#stal
genreO (Kallberg/Beard) can be trans-mutated by a classical composer far apag@era or othe
work in the classical tradition and the OcontractO formed with classgallisteners familiar wit
the external genre in question will be in turn trans-mutated. As such, the Wiags\of listening -

that of listening to a classical opera and to a mainstream genrebewlicrossed®. How this |

160 See: Ratner, L.G. (1980).Classic Music: Expression, Form and Style. New York, Schirmer Books.

161 OMetaphorQ as a term invites the Rexible interpretation of meaning and avoids the necessity to one that is establist
complete and universally-valid. Even basic general music metaphors that are extremely common, such as a certain sort
of music being Osadd can eventually shown to be Rawed. The OsadnessO of a work is a Oquality that we may ascribe 1
via musical metaphor (See: Neubauer 1986, 151) and Oa projetion onto sound of aspects of our own
mentality® (Cumming 1994, 28)
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occur and what may result is the topic of this thesis, ultimatelyrigadithe following segments «
an original interpretation of terminology for cultural exchange as observed by Homi K. Bdrad
their musical counterparts and an original method for narrative semiotic anbhsed on ar

developing existing models.

3.2.2. Dichotomic Artistic Relationships and Potential for their OCrossing®

3.2.2.1. Boris Groys and Conceiving of New Art as the Result of a Space

Boris Groys outlines irOn the Newhis understanding of the progression of (vigdal ) a
existing not in time, as a set of historical epochs that present Oagppbmisidden historical telos
but rather in space, as the changing boarders between the OinsideO of a sllastomand the
OoutsideO of a OprofaneO space. He is therefore a proponent of the so-catlethQswhiih turr
from conceiving of artistic progression as the continuation along a line to thetdmespacé8 . <

Groys:
OThe postmodern criticism of the notion of progress or of the utopias ohityodecome
irrelevant when artistic innovation is no longer thought of in terms of teahjpoearity, but

as the spatial relationship between the museum space and its otiside.O

- Boris GroysOn the New(2008)

162 |n order to consider his ideas, we need to draw a simple analogy of the museum to an opera house: the Ocollected
works® of a museum are equivalent to the repertoire.

163 The spatial turn also received commentary in the musical realm, as observed in Flender, R. (2013).#Die Entdeckung
des Raumes in der Musik. in ZW...LF Hamburg: Hochschule fYr Musik und Theater.

164 Groys, B. (2014)#0n the new. London: Verso.
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Groys draws on an idea from Levi-Strauss that OCultures without museums &o®ldt
culturesO [E] constantly reproducing the past [E] because they feel the threat wioablof a
complete loss of historical memory.O Conversely, when society has ddfeitedcultural identit
in a museum, Othe replication of old styles, forms, conventions and traditionssenogeessar
and art producers focus instead on creating OnewO work, which he defines asnaeCutifjera
difference®. New art objects do not Ore-present any already existing visuatestzut differ
the way they differ from already collected works. Importantly, Groys sees sucHiffiengnces a
forming through a process of bringing objects from OoutsideO in to the inside of the spase

through the act of collection:

OThe production of the new is merely a shifting of the boundaries betweeteadltms
and the profane objects outside the collection E some objects are brouglhiéntouseur
system, while others are thrown out E Such shifting produces again and again teo
newness, openness, infinity, using signifiers that look different in resptt musealize
past and identical with mere things, popular cultural images circulating in thsida

space. P

This undercuts the modernist idea of a linear progression of difference and fosigses on a
eternal representation of difference, as seen from within the walls of eumu#oking outwarc
with a view to bringing those attractive things from outside into the sapaezk:sOthe prima
function of the museum [is] to let us imagine the outside of the museunfiratei New artworks

function in the museum as symbolic windows opening up a view on the infinite outside.O

165 |bid.
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Exactly this binary conception of Qinside® and OoutsideO and the process of lemragsng
collection through external objects can be applied to the creative procebs cfoss-genr
approach, as | mean it. The creative artist becomes a museum-likewgpla@n education in tr
classical music tradition and a desire to enrich this through combinatatticshallenging Ooutsic
stimuli that also form their musical reality but seem incompatibie the classical education. /
such, the reality of operatic space as the creative artist has pgrexmatienced it (in this case,
is my experience and perspective on operatic repertoire which forms the Ospeesatfd), is th
which is relevant to this theory. The details of what | perceive to betmpspace, and what a

OexternalO commercial music genres, will be evident in detail in the analgrsisloA.

A triangulation is formed between the classical tradition, genre elemedtsross-genre approa
forming what Homi K. Bhabha calls a Othird space in his studies of postcalamies. How nev
musical art can be produced through the triangulation of traditional classisat, mainstrear
genres and the creative personality (OspaceQ) of a composer is the foclesithifie next ste
is to find a method and set of OtoolsO which can be used to understand antisi¢édadgular ol
third-space process by way of formulating an OapproachO to music analysis, arichaaée
further creative work by way of Oreverse engineeringO the analytic concepts fatirsgirthg
creative process, a process demonstrated by the usage of analysis irompsisition, as formerl
noted by Nicholas Cook. The ideas of this paragraph are a summary of the cross-gencé,aqy
offered to analysts, composers and composer-analysts (artistic researcheseekhto botl
understand, produce and intertextually-articulate artistic knowledge) from both partss

dissertation project.

3.2.2.2. Postcolonialism as a Source for Developing the Cross-Genre Approach
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Enriching a specific cultural space through objects or elements of an Oaplete(provides
parallel to colonialism - colonialist powers sought to enrich their statesgh the acquisition «
foreign land, including the natural resources and human labour that inhabited thatT$ps
process has resulted in much human suffering and environmental destruction, ard asasy
leading postcolonialist commentators, such as Edward Said and Gayatri Chak&preaky have
focussed on a judgmental analysis of the destructive results of coloni@esellischaftskritik166
These commentators have a powerful relevance and value in evaluating thés pbatelo not lin
up with the primary goal of my thesis, which is: to assess how musitales can OcrossO to cr

new differences, i.e. to create OnewO art for the musical space (meaning: repertoire).

Many prominent musicologists have, however, applied critical postcolonialispgmdives tc
music, addressing the loaded tecoitural appropriation Simon Friths? examines the umbrel
genre Oworld musicO, critiquing key elements of its economic function withjnHargpean o
American companies, that may seem to be exploitive. John Hutnyk similéidises world music
as Oa scene where authenticity operates through incomprehension and fracture df GRS
reports on WOMAD 1994 stressed little of the grass-roots politics and made ohdlce mos
OexoticO of the musiciars® . Indeed, a common theme of quasi-postcoloniahcniticienlogy
is that folk-musics tend often to be appropriated into industrial music marlegtihg expense «
the original context, including the traditional well-being of the folk-peoples tieat@en to hav

created it. This can be seen as an impact of globalisation, and Ggusije éxplores irDangerous

166 For a general reader on fundamental elements of Postcolonialism, see: Mishra, V. and Hodge, B. (1994). What is
Post(-)colonialism?, in Williams, P. and Chrisman, L. (eds) (1994).Colonial Discourse and Postcolonial Theory: A Reader,
New York, Columbia University Press.

167 Frith, S. (2000). The Discourse of World Music, in Born G. and Hesmondhalgh D. (eds), Western Music and Its
Others: Di! erences, Representation and Appropriation in Music, Berkeley and London, University of California Press.

168 Hutnyk, J. (1997). Adorno at WOMAD: South Asian Crossovers and the Limits of Hybridity Talk, in Werbner P. and
Modood T. (eds) Debating Cultural Hybridity: Multi-Cultural Identities and the Politics of Anti-Racism , London and
Atlantic Highlands, NJ, Zed Books: 112.
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Crossroad®® how certain ethnic groups can OhybridiseO their folk-music to fit in to theiots
of a hegemonic (globalist) power, such as how homosexual Hispanic dancers (Dridans use
Native-American war-paint to hide their ethnicity during Mardi Gras and Oekmiigsstly aspect
of their identity that might be dangerous to present by more direct mi&ans.Oxtertds this to a
extensive extended critique of Paul SimonOs Graceland, and its comyaérisiali strategy to ad
a sense of progressiveness and ethnicity to SimonOs musical product, taiiistyreomplete
(quasi-colonial) control of the albumOs conception and realisation. Theories o&l@nerin
particular have spurred on critical ethnomusicology: Edward Said saw Aidan a3ri€atalisec
Egypt@1 and Beard and Gloag comment on Otrace of orientalist ideology E [agahismeof
DebussyOs piano music or the use of the sitar in recordings by the!Beatles caulserweight
Mark Everist describes a constantly changing history of Orientalism whiatotisfaithfully
reproduced by an Oessentialised view [E] that takes no account of the divarbitea anc
culture©3 and that in the case of Verdi, Othe antithesis betweenneknto-@xotic music ilida

comes to seem a code as much for gender difference as for ethnic difféfenced

In relation to the cross-genre approach, such orientalist and critical postcetadias demonstra
a risk involved in crossing musical cultures from the vantage point of a domulam&és. Behinc

(musical) multiculturalism is a globalised and postcolonial world largalyineered by Europe:i

169 Lipsitz, G. (1997). Dangerous Crossroads: Popular Music, Postmodernism and the Poetics of Place, London and New
York, Verso.

170 Lipsitz, G. (1997) Dangerous Crossroads: Popular Music, Postmodernism and the Poetics of Place , London and
New York, Verso: 71.

171 Said, E. (1994).Culture and Imperialism. London, Vintage Books.
172 Beard, D., & Gloag, K. (2016).Musicology: The key concepts - second edition. New York: Routledge.

173 Everist, M. (1996). MeyerbeerOs |l crociato in Egitto: mZlodrame, Opera, Orientalism Cambridge Opera Journal 8/3,
223.

174 Everist, M. (1996). MeyerbeerOs Il crociato in Egitto: mZlodrame, Opera, Orientalism Cambridge Opera Journal 8/3,
225.

175 |ater, as according to Homi K. Bhabha, this practice will be referred to as one of striving for Ocultural diversity®
instead of Ocultural dperenced, the latter of which Bhabha sees as avoiding practices like cultural appropriation.
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and Anglo-Saxon powers, resulting in a significant economic and militaristid woblalance - thi
iIs merely a fact that many listeners and almost all critics imatree backs of their heads. There
risk involved with the cross-genre approach in seeming to OcoloniseO, Oappropriateilyc
OlootO external genres for strategic enrichment of a musical tradition tied to the elite of Enulk
Anglo-Saxon cultures. The classical music tradition can easily be se@present a coloniali
culture, since key classical works are the musical crowning jewdhe duropean colonial era. (
one hand, large-scale cultural exchange between the classical traddiertarnal genres could
at the expense of aspects of the genre through a process similar to geotrifieate the classic:
tradition to retain control of the discourse. In addition, were the state t@lgssical institutions
financial or other sort of power that leads to a seemingly insurmountable imodalé power ir

favour of the institution, a postcolonial-like relationship would be opened.

However, the cross-genre technique as proposed in this thesis does notoretetitutional
strategy, as connected or not connected to a nation state, but to thes gremtess of an individu
artist seeking to enrich their personal creative process with elementenfal genres. In this we
it avoids the caveats outlined. The OgeographyO in which this occurs isteriheexperiences
the composer, not in a musico-geo-political area - that is a key diffelece®. no longer be sa
that the cultural exchange occurs on an institutional level comparableidn sttes. It becoms
less like colonialism and more like collecting impressions from a peritrd#l that contribute t
the building of oneOs self and oneQs life experience. These O(musicalpmsPresgiress t
individual desires of the O(musical) travellerO: he or she chose thoseapantiogssions ¢
musical objects (to refers to Groys) based on the way they resonated on a pevegnabt for the
nationalistic benefit of the home state, as may be the case withlgileMarbles in the Britisl
Museum, over which there rages a postcolonialist debate. And even if one@weerethe purcha:

of souvenirs in travel as a micro-imperialism, this cannot be compared oevéieof collecting
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musical impressions, since such objects are sense-based memodesnitia®take anything awe
so to speak® , instead, they create a cultural discourse within the expsr@nthe artist. |
summary: where colonialism focussed on strategically building and enriching sties, cross

genre is about building and enriching the artistic expression of an indi¥idual.

3.2.2.3. Homi K. Bhabha and Constructive Terms for the Cross-Genre Approach Arisin

Postcolonial Studies

A background in the critical nature of much postcolonial commentary informs thesalesction o
ideas for relevance to the cross-genre approach. Where postcolonial studieg aretbeaibnalysi
of results of a large-scale event in the historical past, the cross-ggmoaeh seeks to somewl
control and/or analyse a creative process based on the interaction of rowisicak within a ney
work of music. Postcolonial commentators whose work focusses on a critiqueoofchistvents
are of little relevance to the cross-genre approach, but those who seek to nddéestaays ir
which the colonial and colonised cultures have OcrossedO and continue to do sd¢hpoagén
day, have relevance to this thesis. Homi K. Bhabha is such a theomst:ainthis ideas relate f
the analysis of how pre-colonial cultures formed a new postcolonial culture. Througtecios
these ideas, one can learn about the process of triangulation between tlgem@ressompose
classical tradition and modern mainstream genres, generating lessonsarthéie cused fc

constructing new Ocross-genreO music by being translated to musical ternrssimedrtight or

176 There is a critical perspective here to suggest that the gathering of musical impressions creates a discourse that
Otakes awayO the exclusivity of a musical impression, if this perspective is shared by the original culture. For example
there are certain Aboriginal songs only intended to be heard by inundated members of the community. Were these to be
heard outside the intended context, a spiritual-religious commodity would be violated that draws strong comparisons to
postcolonialism. In such highly di $erentiated and special examples, a case-by-case approach is necessary, far beyond
the scope of this thesis.

177 The line blurs in regards to the aforementioned example of Paul SimonOsGraceland: even if musicians belonging to
an OotherO-like culture are fairly paid and given credit, cultural domination is assured by the absolute extent to which the
guasi-colonial artist retains control. When such an observation is coupled with a cynical perspective regarding strategic
commercial benebts, a door to postcolonial criticism opened.
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how musical cultures can OcrossO. At the same time, the judgmentadf viamhonialism
(Gesellschaftskritkis avoided, since that of assessing cultural Ocrossing® becomes the p

the inquisition, not the negative effects of colonialist behaviour.

As such, enrichment in the cross-genre approach can be likened to Homi K. Blzalaliyzg@s o
postcolonial cultures, with GroysO definition of creating the new through the changingiesusf
an art-space acting as a convoy. In this section of postcolonial studies, Biradiiises th
resulting new culture as a product of cultural exchange, driven by the imperagiwéctn In cross
genre composition, the creative artist seeks to enrich their understanding ofab&cal traditior
through external elements of modern mainstream géffres. Where the postcoltumalichdbits
a socio-geographic territory (or territories), the cross-genre composer is their own nriilise

space, the boundaries of which they progressively stretch in an outwards direction.

BhabhaOs work discusses the processes and results of building identity wpthstcadonial
discourse. The documentary basis for his studies are literary texts - desracgosition being thi
of a literary theorist - leading to a great diversity in the nature of souradrs¥ve upon, includin
the non-academic writer V.S. Naipaul, post-structuralist and post-modern wikierdaimesor
Foucault and Derrida, and even psychoanalysts such as Freud, amongst many otlkeetises
sources are of fundamentally different natures and styles, he has developed afléxgtiy
vocabulary with which to discuss them, and it is this vocabulary which casf beeat use t
understanding cultural exchange in the musical sphere, too. This vocabulary diadussesrang
styles and genres of texts, and is a sort of Ocross-genreO discourse métteaditsglitself tc

adaption for cross-genre musical application.

178 Groys, B. (2014)#0n the new. London: Verso refers to such elements as Oprofane® objects - profane in its relativity tc
the museum, which he considers a Osacred spaceO, not using profane in a derogatory and inherently negative way.
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Although the flexibility of his language is a strength in redefining it for musicalies, it manifest
itself in an extremely prose regarding BhabhaOs original texts. The text-studg tfietis
BhabhaJEhe Location of Culturérom 1994, was comically awarded 2nd place in the OBad W
ContestO of tHehilosophy and Literaturgurnal (published by Johns Hopkins University Pres:
199879, In fact, one of the leading postcolonial writers, Edward Said, described hisas
sounding Ounfinished® amongst other things. Marjorie Perloff (emeritus professor of E
Stanford University) commented on his appointment at Harvard with Owhen | heatdwhs
dismayed [E] For Harvard to be thrilled to be hiring Homi Bhabha -- he doesn't have ragytt
say®° and Mark Crispin Miller (professor of media studies at New York Univerdityyemarks
that Oone could finally argue that there is no meaning there, beyond the neciogidrasinate

buzzwords. Most of the time | don't know what he's talking agut.O

Himself, he admits that his language is less OempiricalO thanofttrasitional OAnglo-America
philosophers, stating that his Indian roots orient him toward OSouth Asian and Cadntaditicas
[that] tend to be more metaphoric and symbolic in their use of languageO. Inde&intezésted
the process of language itself®, and his complicated, often convoluted and esrdetimrigh
vague or even mystic syntactic structures and floral vocabularies may eversbpogii@, quasi
academic forms of research in themselves. | venture to suggest that bidamsgiage could eve
be a form of artistic research in the literary postcolonial realm. It nelly be that there is n

singular valid interpretation of his ideas and his vocabulary, and that the isadsty muct

179 The Guardian (1998).Bad Writing Contest. The Guardian: https://www.theguardian.com/books/1999/dec/24/news,
accessed 26.08.18. at 19:12.

180 Sy C. L (2011) Mimicry' and Its Dlscontents Examlnlng Bhabhas Multlculturahsm Inqulnes Journal hj;tp_lL

and-hybridity, accessed 26 08.18. at 19:12.

181 Eakin, E (2001)#Harvard's Prize Catch, a Delphic Postcolonialist,#The New York Times.
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involved in the construction of their meaning. Evaluations as to whether he hatwusayO or

what OmeaningO is in his texts may have to themselves deconstruestéra Yerspective

postcolonial enquiry.

All of this is to say that, although the language may be controversialenariit studies an
philosophy, its ambiguities provide an opportunity for transmutation into the mugloales Fol
the purposes of this thesis, | will summarise selected terminologies bh8lfecluding some ¢
the Oneologisms and Latinate buzzwordsO) to the best of my understanding and protiaes
thereof in the musical realm. These terms then become ontological fotabis®hesis and can |
used by third parties in either the discussion of existing music (including ahasialysis) or ir
order to stimulate new musical activity (including composition). BhabhaOs backgscautiteeary
critic makes the terminology garnered for his work particularly suited for narratie@cat

analysis.

| propose a methodology for translating his ideas into the cross-genre approach by sagimg
understanding of his work in regards to the term in question, proposing a method
understanding in music and the production of a non-exhaustive list of suggestions

employment in composition and/or as a standpoint for narrative musical analysis.

Discourse

Building identity in a postcolonial space occurs for Bhabha through a discourse behas:
colonialist and colonised cultures. This may take place either in tegrietation of historice
narratives or in conversations in the present time, and such discourses inflognttee perceptio

and the experience of the subjects thereof: even if the attempt of a dissdorseflect reality, it i
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in itself a process of creating that reality, since the perception ofseigemifluenced to the exte
that it shapes further events. Of all the terms discussed, discounsen®s$t general, standing |
the entire process of cultural exchange through the construction of identity with egw
language and other constructive measures of culture in their most basic andatechpbrms: Ot
priority (and play) of the signifier reveals the space of doubling (not depth) that igeti
articulatory principle of discourse. It is through that space of enunciation thatmeobfaneaning
and being enter the discourses of poststructuralism, as the problematic ofticubga

identification. 2

For the cross-genre approach, discourse may be used to refer on the most general i) Bhé|
to the way that musical elements interact, in order to construct metemsmn, genre, tradition «
any sort of narrative archetype. Its usage focuses the commentary on the cwthaage involvel
in bringing the classical tradition into contact with commercial genwdsat cultural discourse th
conflict brings - as opposed to autonomous approaches to analysis which focus ocalsvaate
their non-hermeneutic functions. It may be used to describe how the exchange cdtiesdis

between musical genres shapes the perception of them.

Third space

The Othird spaceO is a metaphor for the cultural space in which the dis&esrpéate. Althoug
there are clear geographic areas in which these discourses are mostantkmslevant, the thii
space does not fundamentally denote a physical area and can be understood in psgichobi

diasporic cultural ways. According to Bhabha, it is OopenedO through the act ofsationjadnc

182 Bhabha, H. K. (2012)# he Location of Culture. London, Routledge: 50.
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becomes a contact zéfe for cultures, where cultural elements are contirudursglysing anc
conflicting. The idea of conflict is essential in undercutting the propaganda mfiadt forces

who seek to present their influence as omnipotent and their colony as free of significant con

The intervention of the Third Space, which makes the structure of meaningfareghce ai
ambivalent process, destroys [the] mirror of representation in whichur@alltknowledge it
continuously revealed as an integrated, open, expanding code E [and] challenges oupftre
historical identity of culture as a homogenizing, unifying force, authenticatéuebyriginary Past

kept alive in the national tradition of the Peopié.

Where a traditional militaristic conflict would see two clear sidles third space sees a proces
hybridisation where the colonist desires the colonialised peoples to takertam celements
perhaps as a form of civilisation but certainly as a form of control, which nexfecthe succeed
and always results in something that is Oalmost the same, but nétsgGitecan locate the thi
space on the borderlines of clear cultural attributes (including stereotypes), ik@avar fronts o
the borders of nation states, can be used to understand the greater tensiarsdetwathin thos
more clearly on either side of the line: OThe non-synchronous temporality of globatiamal
cultures opens up a cultural space - a third space - where the negotiatrmorafmensurabl
differences creates a tension peculiar to borderline existeraees.0  Ofcelevéwo proceedin

terms, third space is a Oprecondition for the articulation of cultural diffég&nceO

183 See: Schorch, Philipp. (2013)#Contact zones, third spaces, and the act of interpretation . University of Leicester :
Department of Museum Studies and Cli $ord for a discussion of museums as Ocontact zonesO and places of Ocontentiot
and collaborative relations and interactionsO. Also: J. 1997. Routes: Travel and translation in the late twentieth century,
Cambridge & London, Harvard University Press. and Pratt, M. (1991). Arts of the Contact Zone. "Profession: 33D40.

184 Bhabha, H. K. (2012)#The Location of Culture. London, Routledge: 37.
185 |bid. 86
186 |pid. 218

187 |bid. 38-39
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The third space then is a metaphor for a space in which symbols of coloiees interact
conflict and hybridise. In music, a composer or analyst can identify or create sywiiioh car
behave like those in a third space. It is a OspaceO to be conceivedbvamendre musical culture
interact in the compositional process, opening up an area of new possiaiittigke borderline
between the Omuseum® and the Oprofane® musical objects outside af dpatteisof neithe
original culture, where neither is the same as before - it forces changes &pdlosie, new music
ideas can emerge that seem more to be their Oown thingO than a punéatepregehose from th

classical tradition or external genres.

Additionally, musical third space is an Ointegrated, open, expanding codeOhafféciyes ou
conception of a musical tradition and/or genre as either homogenous or unified.egysf
garnering the brightest and most innovations of third space should be to spend agsnauxd
possible on the musical OborderlinesO between the tradition and the extersalrg®vation ma
not always be the focus of an artistic work, but when it is relevant, theasemor analyst can C
to the borderO between the two - this will not necessarily involveral linid-point, as Ot
production of the new [entails] a shifting of the boundatiesO® and will entaitsotjet are
ambiguous in characteristic, which is perhaps frustrating to a scienyifmailded actor, where:
the ambiguity would possible excite a creative, intuitive actor. In theexbat a third space, the
IS no homogenous mixture of musical cultural traditions, nor any fusion betweenmtdetima
leaves the other OuntouchedO or able to express in the same way a®ieditheeresulting Omi
would be, by definition, flawed as a piece of compositional technique. For exanmgleg a fugue

(e.g. a la J.S. Bach) with blues harmonies and rhythms (e.g. a la Stevie RaynYaughlkl

188 Groys, B. (2014)#0n the new. London: Verso.
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essentially disrupt both the musical elements from blues and the struatugl objectives an

results of a fugués?

Concretely, the third space can be &d%ed in the cross-genre approach to: diliserae for
conflict, shun stylistic organicism and homogeneity, embracing the Odisoriher ®aatlers of th
OmuseumO of the classical music tradition when confronted by (an) external dwriie:(a)

aesthetic or an approach that is not the same, yet similar to the tradition and genres.

Stereotype

In the third space, discourses about the nature and characteristics of aéttmegs can produce
fear of cultural difference. The control mechanism that responds to this featelgpiising culture
identities is the process of stereotype. Creating stereotyped identity ofttiee@Othe colonist
the colonised - makes them appear more understandable and easier to control thdictgbifig
at least from the OinnerO psychological perspective of being afraid of whatOs. (kedwey flaw
in the process of creating a stereotype of another culture through discoursetie ttdher is
presented in a way that overlooks the inner contradictions and differences afultume.
Differences are not possible within a stereotype, which stereotype Orequiriés,starcessfu
signification, a continual and repetitive chain of other stereotypes.O It pee@énimage of the
culture against their own (as if one was OblackO and one was OwhitisGiethicts in the 3C

(Ocolourful®) third space.

189 For an analysis of hybridising fugue and latin jazz, see: Penderbayne, S. (2011). Operatic Elements in Leonard
BernsteinOs score folWest Side Story. BMus Honours Thesis (Sydney Conservatorium).

190 Throughout this section, OusageO is debned to mean relevance to composers as stimuli for the creative process an
to analysis as a tool for interpreting a composition.

191 Bhabha, H. K. (2012)# he Location of Culture. London, Routledge: 77.
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Eit is the force of ambivalence that gives the colonial stereotypeciirrency: ensures i
repeatability in changing historical and discursive conjunctures; informs sttategies o
individuation and marginalization; produces that effect of probabilistic truth and ¢tedallity
which, for the stereotype, must always be in excess of what can be allggaroved or logically

construed92

Bhabha makes a point of discussing how stereotypes often involve sexual fetishesOdher
Although this occurs obviously in the sexuality of exotic women by men, members
colonalising Oinsided culture may view men of the OOtherO as overly sebhumlgiBas thi
example of a Turkish (mal€astarbeiterin Germany - he claims that some such people live L
a sexualised stereotype where Oto say the word OgirlO is to be a randyrddgthe/ffarrk as d:
is neither simply hallucination or phobia; it is a more complex form of sdaiatasy. Its
ambivalence cannot be read as some simple racist/sexist projection taevhite man's guilt
projected on the black man; his anxiety contained in the body of the white weohtse body
screens (in both senses of the word) the racist fantasyO  which fulfils the €imyesiie for th

fixity of sexual differenceé

Musical stereotype is already a common term, one of many common musitathat are grante
new cultural light by BhabhaOs work, thereby demonstrating the inherent ability iootegy to
cross borders of disciplines. Looking more closely at the specific usage inlpostiism, we cai
focus on how musical symbols of external genres could be presented in an ovelljesirfgrm

within the context of a classical music tradition, thereby creatingcautise in which the extern

192 |bid. 66
193 |bid. 166

194 |bid. 53
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genre is categorised in a way that makes it easier to understand.aptiscinde OfetishisationO
sexualisation of the hermeneutic information that the genre brings with it.pBehHeamost gener
definition of stereotype in the cross-genre approach would be: to present a rabgcaland/o
system with a set of symbols not displaying inner conflicts but insteadhpresa homogenou
simplified (chain) of symbols that are based on highly-repeated symbols of thatpasthan th:
differences within that genre that exist in the present. A purpose of stengptypy be to contre
the understanding of a musical object, make its behaviour seemingly prediatabtberefore giv
an advantage to the order of the OinnerO side of the musical boundary at Wiirchstbece oper
up. This is an attempt to monopolise the discourse of the musical olpectnay be use
strategically to show the stereotypes limited compatibility withditrainant system. It may involh
a musical object which is likely to be recognisable to the audienesl lmastheir memory of tr
symbols outside of the work or more absolutely and abstractly as a pattern of ssymhinch
becomes a stereotype of itself. Of course, this may be done ironicallyfigoecihe process ¢
stereotyping, or dramatically, since the more predictable an object or pagmymes, the moi

dramatic the break will be.

Composers and analysts can look to find or construct a relative lack of symHelierie within
musical objects that represent external genres, what | refer to asygtese@n the contrary, a gre
deal of difference may be a polar opposite, and can be made more understandableat
discursive musical use of stereotype in the third space - after albtgpres a common tool in tf
third space to increase understandability: it could well be that thisecdone in a constructive w

in combination with other tools of the third space. Composers and analysts cameb@eare o
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how, from the context of the classical tradition, we can fetishise exigenaés, and indeed see

simplicity that belays the inner conflicts of that gelvre.

Cultural Difference

Bhabha prefers the term Ocultural differenceO to that which may often be refasddctilturs
diversityO - it denotes the inhabitation of multiple cultures in one $peadiffer from one anothe
in notable ways. In cultural diversity, after Bhabha, a culture is an Oobjeapictal knowledge(
that is not intended to create a discourse of conflict but one of unificatiorg Wigecolonial powel
has enriched their collection of culturally diverse objects whilst maintpiorder, control and
preservation (or repetition) of their culture before entering the third space. Wheréydinekes
connotes of harmony, difference invokes the conflict that Bhabha stresses isainhpothe third
space, but more importantly, diversity assumes a hierarchical policed orderthbopeints of
difference, whereas difference itself confers its own sort of authority, tag differing cultures

have their own police and hierarchy:

This revision of the history of critical theory rests, | have saidhemotion of cultural difference
not cultural diversity. Cultural diversity is an epistemological objeculture as an object o
empirical knowledge - whereas cultural difference is the process antineciation of culture as

'knowledgeable', authoritative, adequate to the construction of systems of cultural idemmifitéat

195 In January 2018, | worked with a prog-rock and techno drummer called Ex-Champion (Benjamin K3vener) for a
contemporary ballet production in Kampnagel in Hamburg. The project involved using Oclubbing music® in a semiotic
way to represent the release of bodily tension. Many musical suggestions from myself and the rest of the creative team
seemed to him much to stereotyped, of the past and simplistic, and the exchange over what is Oclub® music and techno
showed to me a great deal of cultural di $erence between the sub-genres that | was not aware of.

196 |bid. 34.
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Through seeking to articulate cultural differences, rather than collect cuityjeadts and silenc
their conflicting desires under the banner of what Bhabha refers to as Oliberal b

multiculturalism®7 | the term cultural difference seeks to give conflict the most impoitant

Considering cultural difference as opposed to cultural diversity in regards to ttegeros
approach can help distinguish it from polystylism and bricolage, two postmodern Intersicatha
| see as distinctly different to cross-genre. Polystylism (and bricolage) neptesae that whicl
Bhabha criticises about cultural diversity: the external styles and gemerds (or stereotype
seem to operate as a glittering array of objects that are relativelysequent to the deep-le
concept of polystylist works. The dominant order of the classical context of pwiistyvorks
overshadows the uniqueness of each style - styles are treated meretyrasabjects of wonde
that do not challenge the dominant oder. The works often wish to demonstoateof \srtuosic
command of a stereotyped level of diverse styles rather than the complek®iflicts present i
the styles themselves. Importantly - in bricolage, the styles themsahtkghe hermeneut
information they contain arenOt the primary reason for their inclusion, rather, ther raund
diversity of the styles is the primary reason. They are, therefore, interchanghéleoiiflict
between styles and genre elements do not challenge, conflict with and thisr@uiriginalO cont

and therefore present diversity rather than true difference.

As such, if a composition refers to external genres as a means of tecimicadity, where th
specifities of the genres in question are interchangeable, then the work detesrasipaocess ¢
cultural diversity rather than one of difference, where the unique individual differémemselve
constitute the tension of the work. Musical cultural differences should beotiieiOknowledgabl

systems and not pay homage to the policing of another system, should they be traly g

197 |bid. 34.
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discourse in a third space. As Groys would say, the differences themselgsede different t
those differences that are already collected and contained within them@sewalls. Witho!
having performed extensive research on the topic, this is what | see as tleenpoehind music
bricolage and polystylism: the fragmented styles seem entirely interchagggabé the purpose
to show a glittering array of stereotyped musical objects, unable to perform aoy s@aningful
dialog or conflict with the hegemonic structure and context in classingudage, since the

purpose is one of being stereotypically different, but not of also being different fromithin

As a more practical suggestion, cross-genre composers can seek to designddtetenace rathe
than cultural diversity (with musical objects in the form of stereotypes), throomhgato give the
elements of external genres a set of internal differences that beconué fheatdiscourse. Gen
elements should have OflawsO, and those in a different way to the Ottena@ssical languag
Structures including cultural difference are technically flawed and imperfethey cannot b
virtuosic. The introduction of genre elements should forever change the approach itml
language and not be a self-contained momentary stereotype within an unchanged Cohtise

classical tradition.

Ambivalence

The ambivalence of colonialist cultures arises from the inherent inailfix a cultural identity

(which they need to do, in order to define and impose it on another,) since the kwhanltural

198 For example, the third movement of BerioOsSinfonia would be an example of polystylism, in my option, to the extent
that the repertoire Berio has either quoted directly or references is interchangeable to the e $ect of the work, which is to
create a sublime inbnity of musical culture, and let them clash through contrast alone in the space of the work. It does

not feature hybridity as a core compositional device, rather direct quote. An example of hybridity would be the last
movement of BartokOsConcerto for Orchestra, where language derived from an QOexternal musicO - that of Hungarian folk
music - is hybridised with BartokOs inRuences from contemporary classical music of the time.
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identities lies in their inner conflicts. When a culture, such as a solgnpower, is confronted wif

the idea of the impossibility of fixity in cultures, they are in an ambivalent situation:

In seeking to come across as unified, authoritative and free of internaictoafcolonial powel
Oreturns the eye of power to some prior, archaic image or identityO thdb&ipallyE can neithel
be 'original’ - by virtue of the act of repetition that constructsnbr 'identical' - by virtue of th
difference that defines it. Consequently, the colonial presence is alwdysamt, split betwee

its appearance as original and authoritative and its articulation as repetition and difféf¥nce.

Imperfection is a key component of discourse in the third space and the crossapoecta
Where positivistic modernist ideologies of Schenker, Reti, Schoenberg anddugte ® show th
perfection of individual notes working as details for a larger form, the cross-genre di
embraces a conflict that gives voice to unfamiliar and uncontrollable difesseseeing it as ¢
essential component of a third space discourse at the border-limits dit@rirand those genrt
outside of it. The compositional or analytical process may produce an ambsiédation where
one is OsplitO between wishing to bring order and scientific authority to théanddegsof (anc
production of) fundamental differences and the requirements of unpredictable (un-stere
artistic discourse. The point at which artistic language cannot be adgglesteribed or conceive
through scientific method is the area of ambivaledtce . In addition, as ealassnposer, one
ambivalent in the attempt to compose in a tradition, inferring a sort of trepetf sharec
principles, and simultaneously articulate the contemporary context, which issinothr and

different to the traditional one.

199 |bid. 107.

200 This refers obliquely to the chapter on artistic research, where one discipline Otakes o8O where the other becomes
insu%cient.
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Hybridity

One of the key terms for discussing individuals or elements of the third spdogdndity. It
describes the mutual influence of two opposing cultures and the creation of @lhew in the
third space (or the border zone), containing elements of both pre-colonial cultures. Higbtiitks
are ambivalent in nature and arise from Ocollisions and interchanges E iticiingtato assel
colonial power® where the Otrace of what is disavowed is not repressepeaied ra
something differentNa mutation, a hybrf@® and ultimately Ocontradicts bottethet att fix anc
control indigenous cultures and the illusion of cultural isolation or pe#tyO . A hybnityde
Oin-betweenO and evades the Othe politics of pd&rities® : Oany given mixirad wiatedials
backgrounds, or identities [E] implies a markedly unbalanced relatioesship O andime&iit
betweeness, diasporas, mobility and cross-overs of ideas and identities [asitegler®y

colonialismés .

Hybridity can be manufactured through an imperfect process of repetition, where an irk
seeks to OreplicateO a characteristic or element of cultural iol@nistyiot able to do so faithfull
thus creating a Oslippage or gap wherein the colonial subject produces a hybeigipedof the
Ooriginal®? . This process can involve an art of Orework, reform and reconfigureO, dke:

Othe process of cultural mixing where the diasporic arrivals adopt aspects of the hosgegultur

201 Ellis, J. (1995). Book Review: The Location of Culture #Philosophy and Literature,#9,#, 196-197.

202 Bhabha, H. K. (2012)#The Location of Culture. London, Routledge: 111.

203 Ellis, J. (1995). Book Review: The Location of Culture #Philosophy and Literature,#9,#, 196-197.

204 Bhabha, H. K. (2012)#he Location of Culture. London, Routledge: 21, 39.

205 Joel K. and Jopi N. (Eds. 2007). Reconstructing Hybridity: Postcolonial Studies in Transition . New York: Rodopi B. V.
206 Loomba, A. (2001). Colonialism/Postcolonialism. London and New York: Routledge: 145.

207 Bhabha, H. K. (2012)#The Location of Culture. London, Routledge: 21, 39.

208 Kalra, V. et al. (2005)#Diaspora and Hybridity. London: SAGE publication Inc: 71.
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An additional view of hybridity is provided by Russian theorist Mikhail Bakhtin, aiyila literary
theorist. He discusses Ointentional hybridsO that consist of a Odouble-vaiketiesgéntional
in order to embody the polar conflict and even to create irony. In any case, double-\sscs
designed to Opush to the limit the mutual non-understanding represented by people kvinc

different language&®

In the musical sphere, one can easily adopt the elements of imperfectipnooiuction, where th
composer seeks to reproduce a cultural reference not within the explicitacdabpecontext of th:
entire work. In composing an opera, one works in the context of the classical tnaglgion.
Reproducing genres that lie outside of this tradition would be such a process aedhgi@ids
where there are imperfections, OslippagesO, the art of reworking, reforming and reconfig
form of Ocross-over of ideas and identitiesO, and that contain a double-voicednésst théhes
should be examined as applied to the Ooriginal® classical traditidwybrifésation affects th
understanding thereof by calling its hard-and-fast principles into question, through presesf

the new.

Mimicry

A central actio”t9 of hybridisation is mimicry. Mimicry is the processulfucal articulation that i

Oa subject of a difference that is almost the same, but noelguite@ntialEss understandin

mimicry as a technique is to recognise that Othe effect of mimicaymisuflage [E] It is not &

209 Bakhtin, M. M. (2000). The Dialogic Imagination: Four Essays. Trans. Emerson, C. and Holquist, M., ed. Holquist, M.,
Austin, University of Texas Press: 356.

210 |n contrast to an Oactiond, an OobjectO of hybridisation would be a hybrid identity.

211 Bhabha, H. K. (2012)# he Location of Culture. London, Routledge: 86.
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question of harmonizing with the background, but against a mottled background, of be
mottled®2 . As such, hybrid identities (colonised subjects, for example) segkrséie cultura
conflict of the third space, since the conflict creates a sort of cloudtafautonfusion where it i
difficult to differentiate which actions and elements belong to whichui@dt The context of th
conflict - the Omottled backgroundO - creates a space in which it issffossid#ntities to presel
themselves as belonging (at least partially) to both of the opposing cultyressihility createt

through the necessities of conflict.

The result of Omimicry represents an ironic compromiseE [between] the demandhfity,ideasis
[from the colonist] and the counterpressure [Eof] change, difference.O This articulatiunah
act of hybridisation, Qis constructed around an ambivalence; in order to be effieioticey must
continually produce its slippage, its excess, its differetiée.0 The slippagescesses mean t
the pre-colonial cultures are only partially present in an act of mimiaisdtdemonstrates that

aspect of a hybrid identity is the repetition of a slippage, excess or cultural part.

Musically, mimicry can stand for actions (i.e. themes, gestures etc.) of Inybsidal elements in
work, and the background of these actions. A musical mimic is a reproduction chhalsment:
from the opposite side of the cross-genre divide, which produce a slippage, extess)caifol
partiality. Such imperfect reproductions are bound to appear in the musicalphaog, since th
differences between the classical tradition and commercial genregyaifecant and arise due
their fundamental difference in approach: the classical tradition is suppditeded and
maintained through art institutions lead by experts who make qualitative igredetisions, wher

the commercial genres are ultimately filtered through quantitive chartsit(didled by

212 From Lacan, J., In Miller, J.-A., & Sheridan, A. (1998)#The four fundamental concepts of psychoanalysis. New York:
W.W. Norton. as quoted in Bhabha, H. K. (2012).#The Location of Culture. London, Routledge: 85.

213 |bid. 86.
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executively-decided, qualitatively-filtered promotion). The essential point withiany, as receive:
from Bhabha, is to embrace the imperfections that occur when transporting retesicahts fron
one side of this divide to the otA&r . Dealing musically with moments périi@ction in the
Otransposition® across the border-zone of the third space should be focussed rathé¢he
reproductions of these imperfections create a hybrid musical object tha aatrantic due to tf
aesthetic of conflict that forms the musical background to the object. Wetgatkground to
uniform, homogenous and free of significant musical conflict, the musico-cultural Otitsorsf
would seenkitch. As such, we find a compositional OtoolQ: If a composer is creating d thindi
space, and some musical elements seem undesirably kitch, the affdt tessened by creati
further musical conflict in the musical Obackground®. Also, the object itselbecexamined fc
its slippages (the ways in which the original musical quality of the aneiat music genre is los
and excesses (the ways the material is exaggerated) and these qaeatsziyén order to establi
the object as a hybrid with its own internal differences, instead of regeabse of the previot

(pre-transposed) music.

Where mimicry in the third space is borne out of Othe desire for a reformed, rdstegdihard®

this represents a musical equivalent to colonialism and borders on culppadpaation.
Personally, | find this route simplistic, potentially belittling of the origman-classical music an
essentially, lacking in musical drama. A mimicry that does not seékaformO musical element
the other side of the third space, but rather seems to be rebellious andratogesfemusica
conflict, or as Bhabha put it, Othe representation of a difference thatlfisaitseocess o

disavowal@® | is that which is the focus of my work. | argue, that through the afjgmeof

214 Although it is beyond the scope of this thesis, | see the terminology received from Bhabha as extending beyond the
classical tradition/commercial genre divide. Folk music-inspired composers, such as Toshio Hosokawa et al. could also
potentially benebt from the work.

215 Bhabha, H. K. (2012)# he Location of Culture. London, Routledge: 86.
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BhabhaOs ideas, composers such as myself can be more aware of the patewdsis fol
techniques such as mimicry, and make informed decisions as to the pa#eta thereof on th

pre-hybridised musical spheres.

Fixity

When cultures clash in the third space, the powers that determine thetcseek to clarify an
define the cultural identities of their subjects in order to know the pointsfefetice between tr
clashing cultures. This, of course, leads the dominant powers to simplify intéfesgnces in th
individual cultures in search of a homogenised present condition, which can be dedewidizdm
which influences of the other culture can be excludéagity described the process by wh
cultures look to the past for indicators of the core identity of the culture bémnhflict begar
Bhabha warns against Othe dangers of the fixity and fetishism of identitiestiétcalcification o
colonial cultures to recommend that 'roots' be struck in the celebratory roofatiee past or b
homogenizing the history of the presemtO . As such, the Ocelebratory romanceOtds th
manifestation of fixity in the building of cultural identity, which results ircacification anc
homogenisation thereof. Furthermore, Bhabha notes that fixity is often presentedlast Gtbrel
on the subject® , and a Oproblem of how, in signifying the present, something corr
repeated, relocated and translated in the name of tradition, in the guigeasthass that is n

necessarily a faithful sign of historical memory but a strategy of representing ailority. O

217 |bid. 19.
218 |hid. 53-54.
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When musical traditions or commercial genres look into the past for definititheiofidentity, ¢
fixity occurs. This can be seen in the OTraditionalistO stage of the QgetweidsO by Lena a
Petersen (see 2.1.1.) in regards to commercial genres and in the discussiotiaf inadiassica
music in 1.3.. Where this leads to a celebration, romance, desire tosts@iubtsO, a calcifica
of the otherwise fluid process of identity and a homogenisation of the internattoafla culture
fixity takes place at the cost of the diversity of cultural differencdénpresent. This process
fixity should also be seen, musically, as an untenable situation for mtesisabn: homogenise
musical material has only one narrative result, that its homogeneitpnedk apart or otherwis
change its state. Fixity in music could serve as a precursor to conflictaa function effectivel

as a compositional OtoolO for this purpose.

Enunciation

Enunciationis a descriptor for the act of utterance or expression of a culture thaptakesn the
third space. When a culture expresses their difference to the other culisian gnunciation. Th
can involve expressing the difference in terms that the opposing culture can amdleast
therefore involves an aspect of hybridity, through combining terminology or descriptive tes
of both cultures: Ocultural enunciations in the act of hybridity [is a] processsiatiray anc
transvaluing cultural differencég® . The actors who enunciate cultural diffefantiee thirc
space, from one side to another and also from hybrid identity to hybrid identity, sphakQhybri

tongues of the colonial [third] spageO

220 |bid. 252.
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For musical analysts, the term Oenunciation® can function as a descriptwraftculation of :
musical culture in a work dealing with a musical third space. In additiamstgad of discussin
traditional descriptors such as OthemesO, OgesturesO or Omusical objectsfiscoss a
OenunciationO - here, the hermeneutic information of the genre (see: 2.1.1. onwastspritec
fixity, hybridity, mimicry and stereotype, as well as how they form with tfereomous musicz
material, combine to be the musical enunciation. Enunciations can betiseexiore, as th
building blocks of a musical discourse in the third space. They can be broken down ifud!
their subsequent parts, but in doing so, the cross-genre effect of how the partslatecans
transport musical conflict, will be lost. As such, enunciations should be etanplsical fragmen
- were they to be separated from the larger composition and analysed on theireo@rss-genr
quality would not be lost. In comparison, separating only the autonomous musicahlsateuld
lose the cross-genre quality and would not qualify as an enunciation, according tdimtipmls
thereof, as inspired by Bhabha. Using BhabhaOs terminology, the enunciation musiGipdari

tongueO.
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4.An Original Method for Musical Narrative Analysis according to the Cross-Genre Idelogy
4.1. Narrative Analysis as a Basis for the Cross-Genre Analytical Method
4.1.1. Two Key Influences: AImZn (2004) and Karl (1997)
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Isolation
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4.4.1. The Top Layer of Cross-Genre Narrative Analysis: Archetype Identification ¢
Analysis Within the Cross-Genre Dialog
4.4.2. A Method for Analysing the Top Layer

4.5. Chapter Bibliography

4.1. Narrative Analysis as a Basis for the Cross-Genre Analytical Method

As with the chapter on artistic research, this discussion deals wipiastill under significan
debate: semiotic narrative analysis of music, hereon referred to simplyriagivenanalysisO. It
through this method that the Osemiotic elements@h.ék.A. should be analysed, leading

revelations regarding the research question. Through building freely on two main mod
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narrative analysis by Byron AlmZn and Gregory Karl, | support my work on that of a focatsé
commentators, developing a line of thought that is extended according to thecspecifiiement
of the operd.th.Ak.A. In doing so, | do not claim to have built my approach on a comprehe
examination of narrative analysis but rather just that which is required to &entbhke analytice

method for cross-genre.

Although | believe it possible to argue that developing the cross-genre ideology dextera
musicological value, | will, for the purposes of this thesis, narrow any musicalafjscussion t
the specific field of musical analysis. As Nicholas Cook notes in thedunt¢tion to hisA Guide tc
Musical Analysis musical analysis has Oa special value in compositional training@deed
Obecome the backbone of composition teacking® , and so it is due to the hetiweey the
creative process of composihth.Ak.A.and my research question - how did | compose it? - |

have turned to the specific branch of musical analysis.

Without wishing to labour the point, delineation between musicology and music theeny:
apparently necess&dy , as shown, for example, with the formation of the they Sddidtsic
Theory in America in 1978, where theorists and analysts there seemedpe #s@hegemot
rule of the American Musicological Socie8O . The field boasts a pluddligpproaches t
musical analysis including those concerned with: rhythm, cognition, non-Western an
canonical repertoires, hermeneutically inflected work, semiotics and Neo4Ri@mdheory, a so

of hyper-aggressive neo-formalism, and many #re . | wish to add my approach to this fie

222 Cook, N. (1987). A Guide to Musical Analysis. New York: George Braziller.

223 In German music studies, there is an inherent separation between Musikwissenschaft and Musiktheorie, but in the
anglo-saxonian sphere, the separation is more regional.

224 pgawu, V. K. (2004).How we got out of analysis, and how to get back in again .#Music Analysis,#23,#2-3: 267.

225 see: Agawu, V. K. (2004).How we got out of analysis, and how to get back in again .#Music Analysis,#23,#2-3: 267.
118 of B27


http://I.th

Semiotics, one of those approaches, | define as: the study of musical sipesf¢irm of the lowes
coherent building blocks of a given wétk ) and their use or interpretation in a vadteunint of
connected musical events. The written account need not necessarily lmnatgt documentatio
of a performance would be legitimate, so long as it can be held to appropad&arac standard
In my case, | submit a notated musical score and analyse this ina tabiiten account. | decla
the notated score to be the repository of the artistic knowledge that | enataledei work, the

production and musical interpretation is the artistic knowledge of &thers

Although established, controversiat®y surrounding semiotic (narrative) musicgbmsnamain

largely unsettled at time of writiagg . With roots in the 1970s and 1980s, whamge of

226 Which | will come to call OenunciationsO - see the previous chapter for the dePnition thereof in cross-genre
composition.

227 \Were | to submit a bIm of the premiere performance, for example, the lines between my artistic knowledge and that
of others would be unnecessarily blurred, since | debPne my original information to be contained within the score.

228 See, for example, Nattiez, J.-J., (1994). Can one speak of narrativity in music?.#8ournal of the Royal Musical
Association,#115,#240-257.

229 A particularly debated point regarding narrative analysis is to what extent it can be used to identify authorial

structure. Lawrence Kramer, generally a critic of narrative analysis, believes that Onarrative elements in music represent
not forces of structure, but forces of meaning® (Kramer 1992), a remark directed at rebutting a Ogrand theory® concept o
narrative analysis and focussing instead on moments of meaning within a work (" la Abbate) that are structured in a way
other than through a narrative. It could be, however, that some works contain such a high density of high-impact
Onarrative momentsO that one could not ignore their impact on the structure of the work. In literature studies, structural
analysis aims to Omap systems of meaning underlying relations among semantically relevant units, whether phonemes,
morphemes, totemic classibPcations, or abstract narrative roles and functions® (Karl 1997), where most Ostructuralists
have generally followed [Roman] Jakobson and taken the binary opposition as a fundamental operation of the human
mind basic to to the production of meaningd (Culler 1975). As such, there is an opening to discuss structure within a
narrative analysis, even if it should not be considered truly universal and may be di %cult as a Ogrand theory®. In essenc
as Fred Everett Maus comments, the notion of conceiving musical Ostructure® as an aspect of music separate from
Omeaning [is] vague and obscure® (Maus 1988). It is counterintuitive and largely distanced from common sense, since
where there is meaning, there will be what Leo Treitler calls (still in reference to narrative analysis) Oquestions of
motivationd (Treitler 1982), i.e. Othose addressing why musical passages occur when and as they doO (Karl 1997). | shar
the view of Maus, Karl and Treitler, that moments of narrative meaning can function as structural elements. In at least
some works, narrative may be a comprehensive structural devise, where an analyst could show Othe integration of

formal and semantic-expressive aspects of musical works from the level of motives and phrases to that of entire
movements or worksO (Karl 1997).
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prominent musicologists transposed ideas from literature stéflies and ethnoogyst¢ahto the
musical sphere, narrative analysis experienced a OboomO in the early 19908) hgdbargeonil
area of inquiry®® that may have experienced a climax in form of Qa period ofiitégasein
musical narrative between about 1987 and 18940 and a subsequent decline o
thereaftet®4 | although the discourse continues internationally through to the timéraj4#2 As it
stands, a conservative commentator would at least agree with theagbett Omusical narrative
a potentially legitimate, if largely unestablished field of music the§fy8dme proponents of tf
discipline argue for analysing narrative as a Ogrand theoryO that appliestioetiyeof a worke?
and others argue that narrativity occurs in OmomentsO that are not repeeséntaé entire
musical effect and certainly cannot be used as a universal theory for mgatyssic, including
Lawrence KramerOs assertion that Onarrative effects in [instrumeasialcanstitute a critical ¢

disruptive process rather than a normative ¥8e® and Carolyn AbbateOs viewtihatamadsesisc

230 See et al.: Cone, E.T. (1977). Three Ways to Read a Detective Story or a Brahms Intermezzo.Georgia Review 31.:
554-74; Kivy, P. (1980). The Corded Shell. Princeton: Princeton University Press; Ratner, L. (1980). Classic Music:
Expression, Form and Style. New York: Schirmer Books; Newcomb, A. (1987). Schumann and Late Eighteenth-Century
Narrative Strategies. 19th-Century Music 11: 164-74.

231 See, for example, the transposition of Vladimir ProppOs 1928Morphology of the Folktale in the highly inBuential and
early article: Maus, F. (1988). Music as Narrative. Music Theory Spectrum 10: 56-73; and for how musical signs can be
considered OtopicsO: Agawu, V. K. (2016Rlaying with signs. Princeton, N.J: Princeton University Press."'

For a modern example of transposing Levi-StraussO idea of constructing meaning through Oinitial asymmetryQ into
musical narrative analysis, see: Je$ress, I. M. (2013). An Essay on Musical Narrative Theory and Its Role in
Interpretation, with Analyses of Works for Saxophone by Alfred Desenclos and John Harbison. Doctoral dissertation:
University of South Carolina - Columbia.

232 McDonald, M. (2004). Silent narration?: Elements of narrative in lves's "The unanswered question”. #19th Century
Music,#27,8, 263-286.

233 AlmZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#Journal of Music
Theory#7,#, 1-39.

234 |bid.

235 See for a discussion of narrativity in recent German musicology: Unseld, M. (2008). #Der Komponist als ErzShler:
NarrativitSt in Dmitri Schostakowitschs Instrumentalmusik. Hildesheim: Olms.

236 AlmZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#Journal of Music
Theory#7,#4, 1-39.

237 Including: Tarasti, E. (1994). A Theory of Musical Semiotics. Bloomington: Indiana University Press.; Karl, G. (1997).
Structuralism and musical plot. "Music Theory Spectrum #9,#4, 13-34.; AlmZn, B. (2003). Narrative archetypes: A
critique, theory, and method of narrative analysis. #lournal of Music Theory,#7,#, 1-39..

238 Kramer, L., & California Digital Library. (2003)#Music as cultural practice, 1800-1900 . Berkeley: EScholarship, the
California Digital Library.
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should not ignore Onon-narrative expanses as well as its moments of rfrationBat Gt
narrating voice [E] is marked by multiple disjunctions with the music surroundiftg] it propose
that we understand musical narration not as an omnipresent phenomenon [E] but rathere
and peculiar ac®® . There are many prominent commentators who completedg disrrative
analysis, the best known criticism of which is Jean-Jacques Natiele®sc assertion that Oc
description of [musicOs] formal structures in terms of narrativity is nothing butflisops
metaphor®  Such criticisms have arisen through typical Othorny248sues®  thatisbatsint
new subjects (as is also the case with debate on artistic tes@actuding the differing definition

of musical narrative and disagreements as to what it constitutes

My approach focuses on analysing musical characterisation (or scene-settingsratide musice
interludes) through the cross-genre approach in opera, and the combination of both aut
musical material and hermeneutic information. These objects of anabjfssacters etc. - can

likened to AbbateOs OmomentsO, since they are fragmentary elements oftmatrddivet clain
to organically explain every detail and/or the relationships between eatieats (such as

Schenkerian analysis) but rather shine analytic light on elements thdt anwork which ma
include a range of other techniques that cannot be understood best with narrdysis.dnaish,
therefore, to show semiotic elements without arguing for integral organic cohafsthe cross

genre approach in the entire work.

239 Abbate, C. (1996)#Jnsung voices: Opera and musical narrative in the nineteenth century. Princeton N.J: Princeton
University Press: xi.

240 |bid.: 19.
241 Nattiez, J.-J., (1994). Can one speak of narrativity in music?.#ournal of the Royal Musical Association,#15,#240-257.

242 McDonald, M. (2004). Silent narration?: Elements of narrative in Ives's "The unanswered question". #.9th Century
Music,#27,8, 263-286.

243 A superb review of the fundamental disagreements regarding the nature and debnition of narrative analysis with a
constructive view to continuing the debate is provided by: AlmZn, B. (2003). Narrative archetypes: A critique, theory,

and method of narrative analysis.#ournal of Music Theory #7,#, 1-39. and additionally by Karl, G. (1997). Structuralism
and musical plot. #Music Theory Spectrum ,#19,#, 13-34.
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WhatOs more, the process of Ocharacterisation®, which is the focus of tharerossrgtve
analysis of this chapter, has necessary effects on the entirety of anaspeess such, significa
parts of the analytic methodology focus on effects on the whole. Again, | do nut tbiai this
analysis of the whole will, however, be applicable to every detail, or inebgadin every facto
influencing the whole. Rather, it will aim to show a significant amount ofitige elements th:
represent the cross-genre approach. Such an approach is similar to AImZn@snOdgdlin whict
the two media share a common foundation but varying manifestationsO ratheOthescenda
model in which musical narrative is a transposed reflection of literary iva@t . In additior
unlike the vast majority of detailed narrative analyses, which provide prasaiords of musice
narrative through reading the score from start to finish in the temporal order oiteiglac
performanc&> , | wish to provide a tabular anaBf8is of semiotic (genre) elements)sdiating
how the musical material for characters is encoded with hermeneuticiggnreation and hov

this creates a musical and dramatic tension through musical and dramatic narrative.

Of particular note and relevance to this thesis is the dearth in addneasiative analysis in musi
theatre or opera, and complete lack of this in regards to contemporary operst @t E@rominer
level). The only significant text dealing with opera is Carolyn Abbate©sng Voices: Opera ar
Musical Narrative in the Nineteenth Centufpcussing on which Ovoice® communicates f

audience, assessing various passages of WadRiagd8ycle(such as the unreliable human narr:

244 AlmZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#Journal of Music
Theory#7 4, 1-39.

245 This refers specibcally to the following works already cited: Maus 1980; Abbate 1996; Karl 1997; AlmZn 2003;
McDonald 2004; Je $ress 2013.

246 Karl 1997 provides the only sighted example of a visual (non-prosaic) representation of semiotic narrative with his
OmapO of Oplot functions®, that have been of great help and inRuence to my ideas and are included in my analytic
method.
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in WotanOs monologde ). OVoiceO does not refer to the vocalisations themsehtesr@laens
of certain isolated and rare gestures in music, whether vocal or nonvocalathbererceived ¢
modes of subjects’ enunciatio#§@ | creating a Omonological authority® of Othe(Béntpe
text takes the form of a discussion at a general level about what purposavenamalysis cal
serve, seeing narrative analysis as offering abilities to explain mesieeats that are inaccessil
to other methods, perhaps here meaning those based on positivism: OMusicisiitaBl§isorn of
a narrative impulse, that we create fictions about music to explain witerether form o
explanation is possible, and may look to literary categories to endors&sthem@loesbuibt offe

an explicit method for analysis, whilst the discussion of OvoiceO is illuminating.

The pathway for contribution to the current debate on musical analysis through theemce
approach is then clear, untrodden, singular and relevant to the general academwmicse
developing a method for assessing characterisation through the semiotic incorpofatiom
classical genres into a contemporary opera. Therefore, this chapter addaesaels an discussin
narrative analysis in contemporary opera, on one level. On another level, it bringsenamalysis
in line with the cross-genre approach and offers it as a tool for understanding en@ss2gertoire

and, through a process of Oreverse engineeringO of the ideas, can be used asbafuusifimmns?

247 Abbate, C. (1996)#Jnsung voices: Opera and musical narrative in the nineteenth century. Princeton N.J: Princeton
University Press: 156 onwards.

248 |bid.: ix.

249 |t is a pleasant coincidence that Abbate uses the term OenunciationsO, which is exactly the one | transposed from the
work of Homi K. Bhabha. It may demonstrate the popular contemporary usage of OenunciationO to express a way of
articulating identity without referring to technical forms of expression such as OsingingO.

250 |bid.: x.
251 |bid.: 46.

252 As noted by Nicholas Cook and quoted in the literature review for musical analysis, analysis has served successfully
for a long time as a pedagogical tool for composition. Many composers would concur with my common-sense belief
that methods or musical analysis can be turned into stimuli for musical composition.
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- compositional techniques will explored further after the exposition of anabgdlinigues a

OreciprocalsO thereof.

4.1.1. Two Key Influences: AImZn (2004) and Karl (1997)

From this point on, | will freely build a method for narrative analysis, whichldrgely beer
inspired by Byron AlmZnQsarrative archetypes: A critique, theory, and method of narr:
analysis (2004 - his approach to a triple-layered semiotics has influenced the structune
method, especially the Otop layerO) and Gregory Kal@sralism and musical pl¢1997, which
influenced the Omid layee®)arl defines narrative analysis as O[a] teleology in the expres:
dramatic unfolding of musical worksO (and indeed potentially a Ogrand unified theorycaf
process@ and AlmZn the Oprocess though which the listener perceives aadctriickely
significant transvaluation of hierarchical relationships within a temporai@pa One of AlmZn
own models, the work of Jacob Liszka, took narration in the literary sense (iie. andress ti
musical analysis) to be Oa set of rules from a certain domain or domaittgref tife which define

a certain cosmic, social, political, or economic hierarchy, and places them in 8grisisO

The common thread is one of a dramatic sense of change through a temporal expa
Odramatic unfolding, OtransvaluationO or OcrisisO. Semiotic studies in ethnorfallsiaologyi-
StraussO proposition that myth arises from Oan inherent or biological tendencypositibn(

which creates a dynamic Qinitial asymmetryO or Oinherent disparity of dnghathrsets mythi

253 The literature upon which they based their work, including Propp 1928, Frye 1957, Barthes 1981, Bordwell 1985,
Genette 1983, has also formed the basis for the historical perspective that | have taken on semiotics.

254 Karl, G. (1997). Structuralism and musical plot."Music Theory Spectrum ,#19,#, 13-34.

25 AlmZn, B. (2003).Narrative archetypes: A critique, theory, and method of narrative analysis.#8ournal of Music
Theory#7 4, 1-39.

256 Liszka, J. J. (1989)# he semiotic of myth: A critical study of the symbol . Bloomington: Indiana University Press.
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thought in motior®® . Liszka, AImZn and then Jeffféss  build upon this thought inlthefr
musical narrative analysis, creating the archetypes of binary conflict exploréte icoming
segment: binary Odifferentia0 is Oa primary narrative level [E] on which tfieasigopposition:
of order/transgression and victory/defeat are given the opportunity to inféfact.0 Athe
analysis of narrative in this thesis will follow on a teleological liehe principle of narratologic:

(mythical) meaning through the conflict of dynamic binary opposition.

The analytical technique explored in this thesis builds upon these ideessiag specific elemer
for their individual narrative quality (in the form of Oscene-settingsO and OcBetzatare perha
elementally similar to AbbateOs concept of OmomentsO in their non-cormpretans:) an
venturing into the effect of these elements on the whole, in a quasi-organo@eh that analys:
the meta-level but does not, however, claim an intimate, comprehensivensdigo between forr

and detail.

The aim of my analysis is to assess how genre elements in the formuoti@gonsO (which a
therefore the Osigns®) were used to compose the chambektiopded\, as encoded in tr
characters of the textual and musical narrative. This incorporates pasitidisas, through it
identification of signs and hypothesis of their function, and post-modern (i.e. post-strapt
ideas of the reader bringing their own meaning beyond the intentions of the autharfdtns of
narrative analysis that does not assume complete and perfect organidmmn @nd detail, bu
does not restrict itself to fragments of the work, instead supposing the effféoe narrative

elements on the whole.

257 Levi-Strauss, C. (1981). The Naked Man. trans. Doreen and John Weightman. New York: Harper and Row: 603.

258 Je$ress, I. M. (2013). An Essay on Musical Narrative Theory and Its Role in Interpretation, with Analyses of Works for
Saxophone by Alfred Desenclos and John Harbison. Doctoral dissertation: University of South Carolina - Columbia: 6.

259 AlImZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#ournal of Music
Theory,#7 4., 1-39.
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Effective analyses then Ouncover the abstract dramatic plan in whiclowementOs express
coherence consist® and Ointegrated formal and semantic content of avork@éalin order t
create Oan account of the semantic-expressive determinants of the mofemeait&sucturee?

Byron AlmZn has the following comments on the purpose and nature of a narrativesamat:

which | largely agree:

The primary task of a narrative analysis is to correlate the detditausical activity with i
[E] model that describes how the primary conflicting elements influez@eh other [E
and, in addition] an analysis must articulate the semantic intuitions of the sar{&yin

order to function as a tool for understanding these intuitions [E] one can atersuade
the reader of their usefulness or appropriateness in effectivelyrwamd or reevaluating
intuitions about the relevant piece [E] There is no single, correct atwve reading of
piece, only a more-or-less convincing one [E which does not intend to show] howah
events are causally related, but rather how they can be explained or chaedtbased o

thea posteriorapprehension of signification.

N Byron AlmZn (2004363

He then adds a comment of special significant to this thesis: @wevalue a composer's analy

for its compositional insight®. The goal of this thesis is, then: to @eatedel for correlatin

260 Karl, G. (1997). Structuralism and musical plot."Music Theory Spectrum ,#9,#, 13-34.

261 AlImZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#ournal of Music
Theory#7 #, 1-39.

262 Karl, G. (1997). Structuralism and musical plot."Music Theory Spectrum #1944, 13-34.

263 AlImZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#ournal of Music
Theory,#7 4., 1-39.
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formal and semantic content of a musical work from the perspective of antastatysoser, on
that measures its success through both the aforementioned identification aft camde the
persuasiveness of personal semantic intuitions, including, but not limiteddords of semiotic

expressive determinants and/or an (abstract) dramatic plan.

4.1.2. Approaching Narrative Analysis through Assessing Layers

Common to narrative approaches from Roland Barthes, Gerald Genette, Byron AlmZn
MacDonald Jeffress is an assessment of semiotic construction anchgneandifferent layeps*
Figure 1.1. demonstrates the different approaches to assessing narrative throughBdatfess
describes two layers of meaning through semiosis: a singular Ointerico@shétatietween th
signifier and signified, focussing on how the relationship defines the sign (as oppos&
autonomous quality), and various OexteriorQ relationships existing between signisl GeBette
a literary theorist, saw Oanalysis of narrative discourse [Eas] essemitisilydy of the relationshij
between narrative and story, between narrative and narrating, and [E] story and napsafiitg.
him, these are some of many demarcations relevant to narrative analysginmalso Otenst
OaspectO and OmeodO . For the current focus on layers of narrative, | take thet®ba
broadest aesthetic context or over-arching dramatic situation, OnarrativeGhe¢osbgquentic
structuring of elements and the OstoryO to be the content of the narrational§peeiiring to
musical narrative analysis, Bryon AImZn refers to three Ocorollaries, whait Eynethodologics

direction [E] 1) an assessment of the semantic characteristics of rhagcaents, both in isolatic

264 As a supplement to this approach, Karl 1997 provides a useful method for temporal relationships between individual
Onarrative momentsO (" la Abbate) or narrative semiotic elements.

265 See: Barthes. R (1982).The Imagination of the Sign. In A Barthes Reader, ed. Susan Sontag. New York: Hill and
Wang: 211.

266 Genette, G., Lewin, J. E., Culler, J. (1983)#\arrative discourse: An essay in method. Ithaca: Cornell University Press:
29.

267 |bid: 29.
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and in context; 2) an understanding of how these elements mutually influence aatlyndéfine
each other as they succeed one another in time; and 3) an awarenessmouthgve, global effec
of these relationships in terms of the opposition "order vs. transgression” anditiaiyl possible
outcomes of such an opposition, or narrative archeBesO . Also referring to musitsk
analysis, lan MacDonald Jeffress mentions Othree basic levels of tilatiare useful to analysi
the symbolic, paradigmatic, and syntagmaticO which each Oserve ar asabytiial functiori®

He continues: Oanalysis at the paradigmatic level is concerned wipé&oific signs are chos:
and with the connotations of those signs [E for example] the choice of a spekdid from &
given functional family (e.g. predominant) at a given moment rather than the othkbla
optionsO, Othe syntagmatic relation [E focuses on] how signs attain signifitatioght theit
temporal or spatial relationships to other signs, and are thus constructerintposips [E] the
way that elements are combined as opposed to how they are selectei®eanddfinition of th

symbolic level open. | take it to stand for analysis of the individual elements.

For me, three levels of narration goes to explain the essential elaamdrisrceive them and ha
read about them in musical narrative: the individual signs, elements or Qis@rthe sequent
teleology of such elements inherent in a narration; and the Ohigher voiceO o nbafi is
constructed by the sub- or super-textual meaning of these lower levels. The sompéthe idea

of other commentators and my own are depicted in Fig. 1:

268 AlmZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#ournal of Music
Theory#7,4, 13.

269 Je$ress, |. M. (2013). An Essay on Musical Narrative Theory and Its Role in Interpretation, with Analyses of Works for
Saxophone by Alfred Desenclos and John Harbison. Doctoral dissertation: University of South Carolina - Columbia: 6.
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Layers of Narrative

According  Roland Barthes Gerald Byron AlmZn lan Characterisation
to: (1982) Genette (2003) McDonald  through cross-genre '
(1983) Je! ress
(2013) (original perspective)
Top-Layer Exterior Narrating Cumulative, global Paradigm Super-textual meaning
relationship e$ect

between signs

Mid-Layer (N.A.) Narrative Mutual inBuence Syntax Sequential Teleology
Bottom- Interior relationship = Story Semantic Symbol Individual elements
Layer between signiber characteristics

and signibed

Fig. 1.: Approaches to narrative layers in literature studies and musicology.

In literature, this higher voice this can be constructed through the usage of arrspeaiking ir
past tens&0 . In opera, this can be incorpoedted through assessing the libretiogcomidcbe
supported or contradicted through the music, the later of which creates a tlesérnbihe literan
and musical Osubject positionsO of the work. Eric Clarke details such a jprdaesk Zappa
OMagdelena®: O[Ethe] narrative voice is that of a father who has abused his [ffaagbiethe
separation of subject matter and subject position [is illustrated] atveent when the father appe
to his daughter to trust him and feel sympathy for him, while the music, whifthte a Broadwa
show style, indicates that what the father is singing is fzkeO , addmgdpiaOs use of ironis
exaggerated and ridiculed musical styles, and the cultural values thattgi@cspecifies, togeth

with a number of aspects of the vocal delivery, that articulates thee@susubject-positiend

270 See Nattiez, J.-J., (1994). Can one speak of narrativity in music?.#ournal of the Royal Musical
Association,#115,#240-257 for a detailled description of this in form of a crtitique against narrative analysis.

271 See: Abbate, C. (1996)#Jnsung voices: Opera and musical narrative in the nineteenth century. Princeton N.J:
Princeton University Press

272 |n Beard, D., & Gloag, K. (2016).Musicology: The key concepts - second edition . New York: Routledge: 134.

273 Clarke, E.F. (1999). Subject-Position and the Specibcation of Invariants in Music by Frank Zappa and P.J.Harvey.
Music Analysis 18/3, 347D74.
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Subject position is a considerably valuable field of narrative study in filmhasdsignifican
pathways for musical narrative analysis. Also, the use of narrative voice ria ispa similarly
fruitful area of inquiry, as Cathryn Abbate has expléfed . Yet both of these araast asplorec
by this thesis, which focuses instead on the enrichment of characterisadi‘gtene-setting |
contemporary opera through semiotic elements and does not analyse narration ilmette

(although it does compare musical and literary characteristics of the scenes and characters’

| propose a Obottom-upO method of analysis: first the Obuilding blocksO are considenraduh
elements or symbols) to the extent that they create the characters;setténgs and music
interludes for the work, then the Osequential teleologyO thereof (syntax or Omunca ()feare
finally how these depict a binary conflict on the level of an archetypal naras such, th
analysis should show how narrative archetypes are Osupported by innate, organizingsskt

coordinating more detailed and specific semantic data into a single paragigmO

4.2. Analysing the Bottom Layer of Cross-Genre Narrative Analysis (in Opera)

4.2.1. Identification and Description of Cross-Genre Characters and Scene-Settings in Isola

Analysing the bottom layer of a cross-genre opera involves assessing how chaseetersetting
and musical interludes are composed from OenunciationsO, which are the Obuildhgfhiix
cross-genre approach. Such enunciations include both autonomous musical matehatdwHie

analysed positivistically) and non-musical hermeneutic information, and can be fiatbgorise

2714 See: Abbate, C. (1996)#Jnsung voices: Opera and musical narrative in the nineteenth century. Princeton N.J:
Princeton University Press

275 See: AlmZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#ournal of Music
Theory,#7, 1,#1-35.
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through third space descriptors arising from the transposition of Homi K. BhabhaOs v
explored in the previous chapter. Of specific relevance to the cross-genre apgrib@cbonditior
of conflict between the classical tradition and commercial genres, anthiwis either articulate

or boosted through the enunciations.

| suggest that the culmination of these enunciations is a musical esuit@lDavid BordwellC
concept of a OsyuzhetO, which he used to describe the OdiagesisO iroficnefthelements of
film - Othe sounds and images presented in %m0 ). The sibling term toisyO#teulad, whi
is Othe abstracted narrative constructed by the sp&@fatorO - the disdtraets it from th
concrete materials. On a musical cross-genre level, fabula is thectdzbtnarmeneutic meanin
that the listener would be likely to construct based on the genre elesmentiseir interaction wit
the classical tradition in the third space - the abstracted effettteoenunciations within tF

narrativers .

As a method of analysis of the bottom layer, | propose analysing the enundiadgibosnstitute th
syuzhet for each character, scene-setting and musical interlude. Histhnalyst should asse
how the enunciation is built from autonomous musical material and what sbermmieneutic
information this material brings with it. Then, the way they articulate ortlthesharrative conflic
can be commented upon with cross-genre terminology - the terms transposed from thuod

Homi K. Bhabha, as follows in Fig. 2:

276 Winters, B. (2010). The Non-diegetic Fallacy: Film, Music, and Narrative Space.#Music and Letters #1,#2, 224-244."'
N see in addition: Bordwell, D. (1985). Narration in the Fiction Film. London: Routledge: 49-57.

277 |bid.

278 Here, the Otranslation® of Ofabulad departs from the direct linguistic translation of the Russian term Ofabula® (that wi
be close to Ostoryd), to the extent that | am not using it to debne the sequential narrative events in a conBict (a task for
the Omid layer® of my analytic processO, but rather the subjective associative elements that are abstracted by the fantas
of the listener. As such, the clear benebt of assessing syuzhet in cross-genre opera is incorporated into the Odiscussion®
element of the bottom layer analysis, where fabula is merely included as an additional term for the tabular analysis next

to the more specibc term Ohermeneutic informationO - see below.
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Cross-Genre Terminology, as Transposed into the Musical Sphere from the Work of Homi K.
Bhabha

Discourse : the exchange of musical elements (symbols) and their hermeneutic meanings
between sides of a conflict (the classical tradition and commercial genres) on the fabula level.

Third space : a non-homogenous musical aesthetic opened through a conf3ict of (perceived)
binary opposites, which does not belong to either of the pre-confict contexts (i.e. the
classical tradition or commercial genres, for the purposes of this thesis). Where musical
tension arises from Othe negotiation of incommensurable dberencesO, the third space is
active. Composing in the third space is a strategy, not a formula - the composer seeks out
the Oborder zoneO, which may be a shifting goal or a moving target. Composition techniques
that have been learnt on either side of the binary divide - in the classical tradition or
commercial genres - will be necessarily Rawed and imperfect in the third space. In general,
the third space is a technique for shunning stylistic organicism and homogeneity and
embracing the OdisorderO of the clashing.

Stereotype : the presentation of a homogenous musical object that represents one of the
opposing binary musical cultures but does not show the inner confBicts in that (or any)
musical culture. A stereotype is often based on an ideologically-driven historical narrative of
the musical culture and not on its present condition. Its purpose can be to control the
discourse through monopolising understanding of a musical culture, perhaps suggesting a
limited potential for compatibility of one culture with another. The stereotype has no impact
on the greater discourse, but is a self-contained object that does not change the behaviour
of the other elements.

Cultural Di ! erence : a tension created through elements of specibc di$erence. As opposed
to bricolage or polystylism, it is inconceivable that the di $erent musical cultures be
interchangable, since the focus is not on a compositionally-virtuosic kaleidoscopic diversity
but rather on the consequences of specibc di $erences. These consequences are the focus of
the cultural di$erence, and are the opposite of stereotypes, since they have an unavoidable
impact on the discourse.

Ambivalence : the post-modern result of unclarity, as caused by the third space. Since the
elements that enrich the classical tradition are not stereotyped, but full of internal confZict and
cultural di$erence, they are necessarily hard to identify and understand - this results in a
desirable ambivalence and is in fact a goal of the cross-genre approach. ldentifying
ambivalence should be, therefore, an indicator for an e $ective third space. Cross-genre
compositions should have an ambivalent aesthetic - it should be so hard to categorise into
either pre-crossed styles, forms, genres or traditions, as to not be possible and thereby
create an ambivalent way of listening. Non-ambivalent cross-genre music would be

polystylistic.
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Cross-Genre Terminology, as Transposed into the Musical Sphere from the Work of Homi K.
Bhabha

" Hybridity : new musical objects that build their identity through a combination of incomplete
reproductions from both sides of the confEict. The new object enunciates both cultures

simultaneously in a partial manner.

" Mimicry : an action of convincingly reproducing an element from the other side of the conf3ict
through producing a mottled background for the action. The element is not an QauthenticO
reproduction nor a stereotype, rather a hybrid element with Baws and internal conf3ict. It may
appear authentic, however, due to its relative order in comparison with the chaos of the third
space. The imperfections should be embraced and used as an artistic tool, and analysts
should look to them for key indicators of the discourse.

Fixity : the strengthening of one side of the discourse through the celebration of the historic
OrootsO of either musical culture. Usually, bxity functions as a precursor to greater ierence
and can therefore be an indicator of building tension.

Enunciation : a musical building block in its entirety consisting of both autonomous musical

materials (themes, cells, gestures, rhythms etc.) and hermeneutic information (genre
attributes etc.). They are the basic cell of the cross-genre approach.

Fig. 2: Cross-Genre Terminology

4.2.2. A Method for Analysing the Bottom Layer

Bottom Layer Analysis Step 1

In analysing the bottom layer of a cross-genre narrative in any given work, | suggespasog
the character identities into their composite enunciations using thes tatke discussion poin

below:

Character Identity # - Cross-Genre Character Identity Analysis

Enunciation Autonomous musical Hermeneutic information /  Articulates and/or boosts
elements / Syuzhet Fabula conf3ict in the third space

#

#

133 of B27



#

Table 1: Analysing Cross-Genre Character Identity

Bottom Layer Analysis Step 2

Discussion of Character Identity #:

Points of discussion for tHeiscussion of Character Identitygduld be as follows:

" On what autonomous musical materials is the Syuzhet built?

" How do these materials articulate a musical culture?

" What sort of conflict is shown by this culture in the broader context of the work ghetrtic
enrichment of the tradition through the genres]?

" Describe the compositional process of transposing genre materials into thed@ht of the
opera and identify the extent of hybridity in the enunciations [compositional enricluihér

tradition through the genres].

4.3. Analysing the Mid Layer of Cross-Genre Narrative Analysis (in Opera)

4.3.1. The Mid Layer of Cross-Genre Narrative Analysis: Identification and DeeaoriptiCross:

Genre Characters and Scene-Settings in Isolation and Relation to One Another

Characterisation through the cross-genre approach is a key component of the anlatlyshé &X.-

as relevant to this the3i8 . After these characters (and scene-satithgrisical interludes) ha

279 As noted in the Introduction, there are four main bodies of original work that | submit to the panel as the theoretical
text-based research for this doctorate. An analysis of 1.th.Ak.A. is one of these four bodies, which focusses on
characterisation through the cross-genre approach, as informed by theories of narrative analysis.
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been analysed through decomposition in the bottom layer, the process by which they
narrative action upon one other (i.e. OfunctionsO) can be considered, leading togiesatate

into a OroleQ. The analysis of the development of their role is a Ocharacter plotO.

In Fig. 1, | described the middle layer as one of Osequential telé#logyO . Gregoegdfims

process whereby musical characters influence each other in a sequietiadye resulting in wha

he calls narrative Oroles®, which are Oidealized character typesO, aoly rlemesd to one

manifestation of the type: Ovillain, not specific of which being, could be a,bandith, a step

mother etc. In music, this could be a principle the##i@sd A villain iseathrat attempts t

directly contradict the goals of the protagonist or OheroO. Generally, it can diedettys ¢

protagonist and antagonist can be identified, and these form the two basidlheles.are ven

many additional roles available, and the analyst should assess thisase-layecase basis. The

include the:

" protagonist, who elicits our sympathies and strives for certain goals

" antihero/antiheroine, who elicits our sympathies and strives for certain gbdtt iscking
conventional heroic attributes.

" antagonist (or Ovillain®), who attempts to directly contradict the goals of the protagonist ¢

" Mentor, who articulates lessons that help the protagonist achieve their goals

" Tempter, who attempts to distract the protagonist

" Sidekick, who demonstrates faithfulness to the protagonist

" Skeptic, who does not believe in the goals of the protagonist

280 See: Section 1.3.
281 Karl, G. (1997). Structuralism and musical plot.#Music Theory Spectrum ,#9,#4, 13-34.

282 |t is important to note that Karl sought a technique to analyse absolute music - not opera or programmatic music. As
such, he saw musical drama as Oa drama of mental life unfolding in the experience of a unitary persona® where roles
Oshould be understood as abstract personibcations of opposing forces, impressions, and structures within the psyche of
the persona.® Nevertheless, the vocabulary and analytical technique he developed can be well applied to analysis of
opera, as | hope to demonstrate.
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" Emotional character, who acts intuitively

" Logical one that follows a process

" OStock charactersO (that have Ooccurred so often [E so] that his nature istétgnkadivn!
including Othe strong silent sheriff, the brilliant detective of eccentrits hidai mad scientist wt
performs fiendish experiments on living human beings, the beautiful international

mysterious background, the cruel stepmotB&rO)

Characters can be further analysed by the following categories and attributes:

" Omajor® or OminorO

" OdynamicQ, in that they Oundergoe a permanent change in some aspect opersuaatiy, o
outlook E large or a small one E for better or for worseO or OstaticO, in thedrttzey Othe sar
sort E at the end of the story as at the beginning®

" OflatO, in that they can be Ocharacterised by one or two traitsO but remhglde ma
memorable in the hands of an expert author®, or Oround®, in that they have a Ocompfte

sidedO state consisting of internal contradicions

This provides four categories of character attributes, as shown in Fig. 3:

Four Categories of Character Attributes

Major-Dynamic Major-Flat
Minor-Dynamic Minor-Flat

Fig. 3: Character Attributes

283 See: Perrine, L. (1985)#6tory and structure. Calgary: Alberta Education: 67-69.

284 |bid.
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ORolesO or Oidealised character typesO can be easily identifiédatich®itire difficult, howeve!
is their identification in the music. The key to this identificationha tontext of the cross-ger
approach is the way in which they articulate, boost or c@fftrol  conflict bettheenlassica

tradition and commercial music genres.

The first step of analysing the mid layer continues the analysis of thectgraira isolation bu
provides the bridge into considering the character in relation to the otherdyidgnile types, a
well as their dynamic development throughout the work (including the possibility thle:

development is insignificant and tends to being OflatO).

The second step is to consider plot functions of the characters as theya@aé another. Litera
functions are Ocentral elements [E] that motivate the actions of the fradesspecially the] her
who eventually [E] attempts to counteractzt® . Musical functions can betsérhave similarl
by assessing elements Oat odds with the principle matriald and howttraly influence
musical behaviour. Karl provides a list of plot functions for usage in narratiysenarising fron

his Osystem of musical plot functions E [for the] theory of musical acti§nsO

" OEnclosureO: a sequence in which an agent is directly preceded and followed by
materialE the agent is Othe first to speak [and] also has the final wordO
" ODisruptionO: Oa failed enclosureO E the first agent still has the findlutvissdattempt &

refutation rings hollow

285 The factor OcontrolO is added in the mid level, since it related to the mutual inBuence characters have on one another.
On the bottom layer, due to the method of considering characters in isolation, control was not a factor.

286 Karl, G. (1997). Structuralism and musical plot.#Music Theory Spectrum ,#9,#, 13-34.
287 |bid.

288 |bid. - KarlOs theory referred to absolute music, although | argue that it is clearly applicable to opera. It could be
confusing when, for some reason, the literary protagonist of a libretto is not the musical protagonist, i.e. main musical
driver, although this would only apply in extreme cases.
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" OSubversionO: undercutting of a character

" OCounteractionO: Oa measure taken to counteract the effects of a prior [function]O
" ORealisationO: bringing about of a desired state or the fulfilment of a threat
" OWithdrawlQO: introversive counteraction

" Olnterruptiond: Oself-explana§ryO

The plot functions between characters within scenes can be listed in succession with bes.nu

4.3.2. A Method for Analysing the Mid Layer

Mid Layer Analysis Step 1: Character role and development analysis as given by the librettc

Character Identity  Role type and Reasons for type and Development of character
# attributes attributes

#

#

#

Table 2: Character role and development analysis as given by the libretto.

Mid Layer Analysis Step 2: Character role and development analysis ashyiibr cross-gent

approach evident in the musical score.

Character (Musical) Role type Reasons for type and Development of (musical)
Identity # and attributes attributes character
#

289 See: |bid.
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Character (Musical) Role type Reasons for type and Development of (musical)
Identity # and attributes attributes character

#

#

Table 2: Character role and development analysis as given by the cross-genre approach evident in the
musical score.

Mid Layer Analysis Step 3: Analysing musical plot functions in each saeitle commentary ol

the libretto

Plot functions in Scene #

Bar # Enunciation Musical function type Comments (Libretto/Music)

4.4. Analysing the Top Layer of Cross-Genre Narrative Analysis (in Opera)

4.4.1. The Top Layer of Cross-Genre Narrative Analysis: Archetype Identification argsia!

Within the Cross-Genre Dialog

In order to assess the top level of a musical narrative in cross-genrelteuggest an inquiry int
the fundamental tension created by the meeting of Oexternal® modern musievitierires
Ointernal® space of the classical tradition. Such a tension would spaireawak and b
experienced through the sum of all individual elements and also the sum oéldwganships witt
one another. As such, it is a sort of Ohigher-levelO of listening which regpiesncing th
entirety of the musical cross-genre tension, and as such, works to creategtiestOHevel ¢
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meaning. This is why | refer to it as the OtopO level: it is the highest tension, built on tt

support of lower elemental and inter-relational levels.

Broadest analysis of a musical narrative can be effectively performed throegkiagarchetyy
as explored in the work of Northrop Frye (himself building on Vladimir Prolgia@shology of the
Folktale from 19283% | James Jakob Lis2Zka and Byron AIBZn . An archetype, as me
these scholars, maps out an overarching conflict between forces thabuitisgmpathies and tho
that oppose them. Frye posits four Ogeneric plotsO or OmythoiO - romance, tragedygoinoegyy
- which represent the four logical pathways between two narrative spheres ofncenco®

experience:

The top half of the natural cycle is the world of romance and the analogy of nmueopdke
lower half is the world of "realism" and the analogy of experience. Theréhas four mai
types of mythical movement: within romance, within experience [as sgdréy irony o
satire], down, and up. The downward movement is the tragic movement, the whdeehe
falling from innocence toward hamartia, and from hamartia to catastrophe. The u
movement is the comic movement, from threatening complications to a malopy &nd &

general assumption of post-dated innocence in which everyone lives happily evé? aft

N Northrop Frye (1928)

290 See: Frye, N. (1957)#Anatomy of criticism: Four essays. New Jersey: Princeton University Press.

291 See: Liszka, J. J. (1989). The Semiotic of Myth: A Critical Study of the Symbol. Bloomington: Indiana University
Press.

292 See: AlmZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#8ournal of Music
Theory,#7, 1,#-35.

293 Frye, N. (1957)#natomy of criticism: Four essays. New Jersey: Princeton University Press.
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This idea of moving between halves was expanded upon by Liszka, who createdad @tmg!(
of Othe intersection of two fundamental oppositionsO that mapped Othe tensiorabetwaker o
hierarchy [E] and the possibility of its transgressiéO  As with Frye, the narfatiosses on th
potential to shift states. However, Liszka, instead of envisioning movewidnh or betweer
narrative spheres, sees instead a conflict-driven narrative which emphetiisesOvictoryO
Odefeat®, where comedy is a Ovictory of transgression over orderQ, romance a Ovictory
transgressionO, irony/satire a Odefeat of order by transgressionO and tragedy a Odefeat of
by orderO. In the victorious scenarios, the force eliciting our sympathies triumphdtrendefea

scenarios it does not. These two approaches are tabulated in Fig. 5:

Archetype  According to Frye According to Liszka

or mythoi

Comedy Upward motion from experience to The victory of transgression over normative order
innocence

Romance  Movement within the sphere of The victory of a normative order over
innocence transgression

Tragedy Downward motion from innocence to The defeat of a transgression by the normative
experience order

Irony Movement within the sphere of The defeat of a normative order by transgression
experience

Fig. 5.: Narrative archetypes according to Fry and Liszka.

The question for this thesis is: how could these archetypes behave ircalmasiative in line witt
the cross-genre approach? One obvious answer would be to transpose the cross-ger
opposition of the Oinsided classical tradition to a sense of OorderO raigrigmmg Ooutsid
modern music genres to OtransgressiveO forces, that wish to either cond tAensideaphoric
musical museum or fundamentally challenge the contents thereof - this ansg@esented in tt

Ocross-genre model 10 for each archetype. This relationship could also be resecsed. ode

294 Liszka, J. J. (1989). The Semiotic of Myth: A Critical Study of the Symbol. Bloomington: Indiana University Press: 15.
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would be to build the material for the work out of cross-genre elements (dsdl@tahe mid ant
bottom layers) that themselves encapsulate the cross-genre approach, witheentiegreros
genre explicitly through the archetypical conflict itself, as in the Ocrosseded 20 for ea
archetype. Alternatively, the dramatic musical tension of a work could b&wtes independentl
of cross-genre approaches and then enhanced, enriched or otherwise embellished by ci

ideas.

| wish to provide a non-exhaustive list of how this may occur for each archetype, tiorfuae e

starting point for top-level analysis.

Romance archetype Ovictory of a desired order over an undesired transgression or oppositi

" a musical tension where the desired attractive musical force coatalrieen defeats an oppos
transgressive force.

" cross-genre romantic archetype model 1: an order of music within the cldssititdn could
face and overcome challenges from outside.

" cross-genre romantic archetype model 2: an attractive cross-genre &ément groauldnd
reach completeness, for example in the face of OtransgressiveO self doubfooceth&rowtt
can be achieved by a range of means, including: dynamic, textural, thematic, chytmmonic
in the melodic-arc or otherwise. An example of this may be RaBel®sx the main melod:
being a hybrid (cross-genre) element of a Spanish popular dance genre and thé mlelsestsa

tradition.

295 AlmZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#Journal of Music
Theory,#7, 1,#-35.

296 For cross-genre elements, i.e. hybrid, stereotype etc, see the following passages on mid and lower levels.
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" additionally, there could be a particular focus on Othe use of nostalgic orguaisitial topics t
elicit the listener's sympat#0

" Examples include RavelBslero andDaphnis and Chloe Suitend WagnerQsebestod Growth
can be achieved by a range of means, including: dynamic, textural, thematic, chytamonic

in the melodic-arc or otherwise.

Tragedy Archetype Ofailure of a desired transgression (or an exercise of freedom) ac
restrictive or undesired ord&f®©

' amongst an antagonistic or depressing musical force, an attractive elemesents hope

improvement but is defeated.

cross-genre tragic archetype model 1: the classical tradition or Osceneénaf genre
represents a musical force, which is elicits unwelcome responses froiistdreer and i
contrasted with an attractive secondary element of the other sort that baopate the mai

force.

cross-genre tragic archetype model 2: an attractive cross-genre elemestricgede from
developing freely, pushed to an extreme manifestation of the third space (eetygte, mimic
fixity etc. - see mid and bottom levels) and not able to display the difif@ient of cultural
difference within, due to the constraints placed by an overbearing other force. #
manifestation of this model would be that an attractive cross-genre elergmwwn endurin
aggression and violence, which cannot be overthrown, transgressed or pacified to amcarst
degree.

" Oemploying musical topics [or genres or aspects of genres] associated widfs, stad@e o

tragedy to reinforce a Tragic temporal unfolding, both of a specific character, sutite

297 AlmZn, B. (2003). Narrative archetypes: A critique, theory, and method of narrative analysis.#Journal of Music
Theory,#7, 1,#-35.

298 |bid.
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"hammer blow of fate" in the last movement of Mahler's Symphony No. 6, and afesabye

character, such as the minor mo#€.0

Ironic Archetype: Osuppression or removal of a pre-existent order resulting in an unde:

condition, whether chaos or a differently-valued ofgerO

a tension between a force of order and one of transgression is presented, whenestres3ive(
force elicits our sympathies and is victorious but emerges as an uncleaemee to the previous
force of order, creating a musically ambivalent ending.

cross-genre tragic archetype model 1: either the Oinside® or OoutsideO foass-gemrec
approach has predominance and is overthrown by the other (a OswitchO of focus), wr
creates a mirror-reflection, with the Oinside® now OoutsideO and vicéharsanw progress in
understanding the Othird spaceO in between.

cross-genre tragic archetype model 2: a dominant cross-genre element is ¢gregbntelative
order and through a compositional process, the internal conflicts are exaggerateddmt that
disorder ensues without the compositional process of conflict resolving to an ordee ¢
magnitude of that which came before, resulting in an ambivalent OanarchicO order.
Otopics that tend toward exaggeration or parody, or distortions of musical conventian, |
support of structural elements [E] pieces like Bach's Brandenburg Concerto No. 5, wiich

conventionally, but spin out of control through the excessive use of some parameter or §¥oc

Comic Archetype Oemergence of a new desired order (through a transgressive act) ou

undesired oneO.

299 |bid.

300 pid.

301 |bid.
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an unattractive, repressive and/or negative musical force is overwhelmed ragsgressiv
musical force that grows to dominate and may incorporate elements of the paveusn &

more attractive way, as if to Oimprove themO.

cross-genre tragic archetype model 1: the OinsideO of a tradition or Oscesre@l geares i
presented as unattractive, perhaps through its limited OnewnessO of makanigit seem Ocol
or OretrospectiveO. Through contact with the other side of the boundary, through the th
the original material becomes more attractive through lively conflicts sthetéc, a richness «
musical material and apparent OnewnessO and progressiveness.

cross-genre tragic archetype model 2: within an unattractive dominant nfastealan attractiv
cross-genre element grows to influence elements of the general force and giadhrédlige an
change the aesthetic of the general force to one which is attractiemahifvely, the cross-gen
element could resolve elements of its internal conflict that leats ©spreading® through ous
general musical force.

" Otopics suggesting humour, heroism, or liveliness reinforce the euphoric characteCanhid
resolution [E] a theme or motive with a problematic element sheds tleatesit and achieve

fuller musical developmersf®

4.4.2. A Method for Analysing the Top Layer

Top Layer Analysis, Step 1

Identify an archetypical conflict using the following table:

Musical elements representing OorderO in Literary/textual elements representing OorderQ:
relation to the Cross-Genre theory:! -

- -

o -

302 |bid.
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Musical elements representing OtransgressionO Literary/textual elements representing

in relation to the Cross-Genre theory: ! OtransgressionQ:

- -

- -

Musical elements eliciting the listeners Literary/textual elements eliciting the listeners
sympathies in relation to the Cross-Genre sympathies:!

theory:! -

Table 4: Identibcation of Archetypical ConRicts

Top Layer Analysis, Step 2

| then propose a discussion of archetypes as they play out over the course of tha therkext
and music. Such archetypes are described in Fig. 5. The account of textuak f@aguteoretto,
lyrics, multimedial aspects, programatic titles etc.), should be miniammuch as required but nc
more - in order to direct discussion to the music. If the archetype can be swetajilished, the
analysis will have a more positivistic flavour, and if the archetypmisguous, the analysis will be
more contemplative and abstract in style. The account of archetypal tesdendiee musical
structure should regard binary oppositions created by the conflict of the classiiabn with

external music genres, and the third space (see the list in 2.1.1.) that arises at the boundarie:
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5.A Cross-Genre Narrative Analysis of the original opera I.th.Ak.A.
5.1. Introduction
5.1.1. Goals of the Analysis
5.1.2. Disclaimers
5.2. Bottom Layer Analysis
5.2.1. Step 1: Cross-Genre Character Identity Analysis: Juli
5.2.1.1. Step 2: Discussion of JuliOs Character Identity, as arising from thesana
5.2.2. Step 1: Cross-Genre Character Identity Analysis: Cyclops
5.2.2.1. Step 2: Discussion of CyclopsO Character Identity, as arising from the
analysis
5.2.3. Step 1: Cross-Genre Character Identity Analysis: Circe
5.2.3.1. Step 2: Discussion of CirceO Character Identity, as arising from the anz
5.2.4. Step 1: Cross-Genre Character Identity Analysis: Dark
5.2.4.1. Step 2: Discussion of DarkOs Character Identity, as arising from the an
5.2.5. Step 1: Cross-Genre Character Identity Analysis: Borgo
5.2.5.1. Step 2: Discussion of BorgoOs Character Identity, as arising from the a
5.2.6. Step 1: Cross-Genre Character Identity Analysis: Der KapitSn
5.2.6.1. Step 2: Discussion of Der KapitSnOs Character Identity, as arising fror
analysis
5.2.7. Step 1: Cross-Genre Character Identity Analysis: Die Sirenen
5.2.7.1. Step 2: Discussion of The SirensO Character Identity, as Arising from tt
Analysis
5.3. Mid Layer Analysis

5.3.1. Role types, Attributes and Developments as Given by the Libretto
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5.3.2. Role types, Attributes and Developments as Given by the Musical Material
Cross-Genre Associations
5.3.3. Analysing Musical Plot Functions with Commentary on the Libretto
5.4. Top Layer Analysis
5.4.1. Identification of Elements of an Archetypical Cross-Genre Conflict
5.4.2. Discussion of the Elements and Identification of an Archetypical Cross-Ger

Conflict

5.1. Introduction

Essentially, this chapter is the culmination of the entire dissmrtgiroject. The submitte
composition,l.th.Ak.A, combined with the preceding literature reviews and free thinking
artistic goals and philosophies to form the artistic, aesthetic and philoabghdatad for
research, which will now be analysed for perspectives into what | call-geoss compositior
Before proceeding, | feel the need to stress that | have developed a new atyddysis and the
this style may seem unorthodox in many ways. By this, | mean that the pasofdtee analysi
differ significantly from those of other analytical techniques of which | amreawather thai
dealing with development of harmony (as Schenkerian analysis), pitch-setsh&omaf), themati
development (RZti), or an over-arching concept (as in the work of Johannes Kreidler), n
deals with the manipulation, arrangement (i.e. structuring or creating form) and apnterd
associations and hermeneutic information that arises from composing witlndeegenre approar
as the primary force. | am confident tHah.Ak.A.was composed as such: by primarily us

hermeneutic information and associations arising for hybrid references to genresiracohtiest
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with the classical tradition - this is the cross-genre approach, as develogeoutlined in th

previous chapter.

Even if such associations may not be apparent to many, they were the mdterifapiration fol
the work. In a sense, itOs not so important to me if listeners heagwhoany of them (althougt
think some are too clear to miss), itOs most important to me thstythi®f composing keeps r
inspired and avoids writerOs block. When | work with associations from genreaditiahs, | fee
a connection between my studio and the outside world, | feel part of a commufasi enrichec

as a composer and person; enriched through society.

As such, | have developed a method for analysing the construction, manipulation, yindegt
arrangement of musical associations and hermeneutic information. Thisaigallygc method fo
cross-genre works of music-theatre/opera that | developed in the previous chapter antd
motion in this chapter. IOm sure that it is, as | mentioned, an unorthodox atyddysfs. Therefore
| ask the examiners to please refrain from comparing the analytic methodtiogexnodels bu
rather contemplate it on its own merits, as much as possible, singevelihis is the best and mc
effective way to examine the ideas and research outcoBrkenfitnissg There are, howeve
similarities between my analytic style and other philosophies for anadgsisutlined in th
literature review for musical analysis. In essence, my approach breaks dowrola@artisti
product into smaller pieces for individual consideration, what | call Oenund®8iorsnunciatior
contain three bodies of information, a brief descriptions of the autonomous musieabinaas
they were useful to me during the process of composition, a suggestion of whiclal

associations | intended to encode into the enunciation through references to geforesaitions

303 Refer to the previous chapter for a discussion of enunciations as they were adopted from the work of Homi K.
Bhabha.
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(as expressed by the modular verb Oshouldd, as in: OEnunciation X references gems
should provide associations ABO), and commentary on how this creates a cultuicliccé
cross-genre third spa® . That these three strands form a mutually-influerstiedneglip is
expressed through their fusion into the singular temanciation Having analysed these smal
parts in isolation, these are then considered for their mutual influence acctwdingories o
narrative teleology, which is then evaluated on a meta-level in order tateatraover-archini

artistic essence of the work.

This is the process outlined by David Beard in the OGeneral Definitiotis® semy literature
review on philosophies for musical analysis: he said that OAt the sitaptsanalysis provides
set of [E] symbols for discussing and describing the basic elements of music fer@vthe
symbols are OenunciationsO) E] which are applied in order to divide a musitatesinio smalle
constituent elements [E] These elements are then considered in isolati@tgtion to one anothe
in relation to the work as a whole®d . This process has elements of ergatiiei deconstructic
of which | examined in the literature review. | argue that it treadsddlenline between comple
organicism (as in Schenker) and complete post-modern deconstruction (as in, perhags,
AbbateOs narrative analytic essayistic discussion of Wadriagd8yclesos), in that it considel

only the primary compositional approach of the work - the cross-genre approach - wh

304 As a reminder: OconRict in the cross-genre third spaceO refers to the interplay (i.e. OconRictd, in German:
Auseinandersetzung) of associations and/or hermeneutic information arising from a musical Ointernal® space (the
Otradition® or OtraditionsO) and musical Oexternal® objects (the genres). That this a process of generating or regeneratil
artistic newness was explored on the basis of Boris Groys©On the New, how this may work in musical cultural

exchange was transposed from the post-colonialist literary criticism of Homi K. Bhabha, and how a style for narrative
musical analysis could be developed on the back of this was explored in the last chapter, featuring above all the work of
Byron AimZn and Gregory Karl. '

For an additional hint, OconRictO may be used the way some analysts use the term musical Otensiomiusikalische
Spannung). Also, Othird space® is a term mostly referrlng to hybrldlty in this analy5|s and the work of Bhabha, who wrote
a book entirely on hybridity. The other terms, such as Ostereotype®, Omimicryd, Obxityd, Oculbermrdie®, Oenunciationd
and Oarticulationd can be seen simply as descriptors for the process by which hybridity is successful or a failure in a
given cultural exchange. These comments are provided for clarity by way of simplibcation and di $erent wording.

305 Beard, D., & Gloag, K. (2016). Musicology: The key concepts - second edition. New York: Routledge.

306 Abbate, C. (1996). Unsung voices: Opera and musical narrative in the nineteenth century. Princeton N.J: Princeton
University Press.
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analysing other techniques such as textual, rhythmic, harmonic or thematic deardk
approaches, which are still present in the work. In other words, my analysi®rteagoroach o
many that | employed in the creative process, albeit in the primary one frqmempective as tr
composer. On the most simple level, my approach shares the general phildsopiyeal
mission of Oanswering directly the question 'How does it wetk?0O , whesed3iforsny creativ
process of composing an opera. In this way, | hope to have explained that, althougalythe
method is and may seem unorthodox, it is nevertheless grounded in an estableleetuaitanc
aesthetic debate surrounding musical analysis, and the unorthodox elements obitséructed s
as to express the essence of my creative process, for which the existiyitc atgles are

insufficient.

5.1.1. Goals of the Analysis

The analysis should provide a perspective on how characterisation was acdhi¢wedoriginal
operal.th.Ak.A.through the cross-genre approach. As such, non-character-based music is
instrumental interludes and the prelude, above all. For exampl&ethv@ndlungsmusikontains
elements of Techno, and the Malware Glitches interlude contains refetentes avant-garde
stageGlitch genre of experimental electronic music, both of which may be interestingross
genre analysis, yet these are excluded for purposes of scope, since they do not
characterisation, but are composed for other reasons not explored in this anigsiedacing o
focussing the scope is the method that once the characterisationbistesta | do not analys
variations on the primary material for the character identities beyond thet slinows a significar
development in the character (bottom layer) or that which provides a narrative poogiek

teleology (mid layer). Much material is omitted, then, that may be iniggest an examiner ¢

307 Bent, lan (1987). Analysis. London: McMillan Press.
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student wishing to learn about the technique | use to develop material, esi¢towever outsid
the scope of characterisation as defined by the analytic technique (in theupreliapter). Th
examiner should have an impression of how each character was composed orcal techaica
level, and with which hermeneutic information and associations | found inspiratibe treative
process, in order to create a style of narrative conflict between the ensuiacline with a cros:s
genre approach. The analysis should pres&@miAk.A.as a tapestry of stylistic conflict betwe
characters and within the characters themselves, insofar as they arexcomibleir cross-geni

identity.

Aside from the specific compositional task of analysing characterisation thconggigenre, on tr
most basic level, the goal of the analysis is to reflect on my crgatweess fothis opera, which i
the largest, most ambitious and important work IOve composed up to the current.rhéanec
attempted a substantial reflection based on original ideas (i.e. the rcRdpeweloping Cros
GenreQ) that are nevertheless supported by a intellectual debates (theliterdtws reviews
under the guise of artistic research, as | researched its current stateis &n example of tf
Oreflective methodology@¢hdenkliche Methodologiela Harmann 2010) in artistic research
a goal of the analysis. Arising from these reflections, as inspired by attlleesearch into cros
genre-related debate (as in those by Lena/Peterson on genre, Groys on newness andnt
cultural exchange, to name just a few), a range of vocabulary should develop as pob
research for art (i.e. vocabulary as OtoolsO), through research about (i.e. the intebedt)an:
through art (i.e. the composition bfh.Ak.A). This flexible vocabulary could act as results that

be used by third parties for discussing cross-genre music past, present and fuiase, kicoulc
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be a new way of discussing diverse cultural influences within a work of musicas Homi K

Bhabha did so with literatui®

All in all, I am confident this is the sort of analysis | want to produod, the sort which be:
represents my work. The conflict between the musical tradition (as repcebgniali) and genre
external to this tradition (as represented by the characters other thas wiigtil mean by cros
genre composition. Without wanting to exhaust the point: it is a non-conventiohalcahatyle: |
do not deal with the notes themselves on a level that one would expecttraditional
counterpoint, harmonic or thematic analyses, since this is not the thingmpostant to my work
Rather, the approach most important to my work the interplay of associationsitedess
references to genres and/or traditions of music - | firmly believe that tHigiamgproach, and th

following analysis, faithfully analyses this concept in the submitted original compé%ition

5.1.2. Disclaimers

I have two short disclaimers to express before detailing the analysi$y, Fitsve tried to kee
commentary on the libretto to a basic minimum. This is done freely in thabtatyer analysis ar
systematically in mid layer analysis, where the same methodology is pedfamthe libretto an
then on the music. | believe that one cannot analyse an opera without congtuerimgact tha
the libretto had on the musical material - this is a reason why Ircegelaand adapted theories
narrative analysis. Nevertheless, the primary goal is to analyse chaedmarthrough the music

cross-genre approach. As such, commentary on the libretto is limited. Secondlymaking

308 This is another reason for inspiration from narrative musical analysis is presented: literary theory crosses with both
BhabhaOs approach and those of the chapter on narrative analysis.

309 Arriving at this understanding of my music is perhaps the largest result ( Erkenntnis) of the artistic research project, or
at least a signibcant one.
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claims as to the hermeneutic information potentially contained in any givene,gewill not
provide external references that support the claim. The reason being, that tovatte my
intention as a composer, which | thereby give as a declaration, rather tharsgieuéically a
general validity of a hermeneutic info in a genre. This further supports the xeflestthodolog
of the analysis, as one that assesses my creative process - hoatiassoare used as a mototr
power the composition of the opera beyond blocks, through providing a socially-based st

inspiration, from which | personally benefit greatly.

A musical example of each enunciation will follow (not precede) the tabular analysis of it.

5.2. Bottom Layer Analysis

5.2.1. Step 1: Cross-Genre Character ldentity Analysis: Juli

The focus of enunciations for the analysis of the Juli character identityHsrairee OAriettas
These demonstrate the key elements of her character in isolation, notlag wigh other
characters, where the musical language may primarily conflict and hybridiséehwairds, sinc
Juli takes these three moments of reflection, free of time constraintasicaadramatic impett
from external forces, one can be confident that they represent a significant ainbanisolatec
character identity. Although the work does not start with her first Arieltdi -sings and preser
her character material firstly in the Computerstimme Scene (1.2.) - Qdtdi'ArgettaO [JuliOs fi
Arietta] (1.3.) is the first clear exposition of her musical and textual rrabtnd therefore th

starting point for this analysis.

Cross-Genre Character Identity Analysis: Juli
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Enun Autonomous

ciatio musical elements

n Syuzhet

S1.3. Ascending minor

B62 second (m2)
interval with an

Ji accent on the
upper neighbour-
note, which also
has a
comparatively
longer duration.
This theme is
preceded by a
piano hand sweef
of the strings in
the lowest quarter

of the piano body.

Hermeneutic information / Fabula Articulates and/or boosts conflic

in the third space

A strong tension is usually created In the context of a CCM opera,
through m2: an emblematically the interval places Juli clearly as
dissonant interval with strong dramatic an actor enunciating with
connotations. | propose that the language of the contemporary
ascending m2 interval is an establishe classical tradition. There is an
clichZ or Ocalling card® for drama (at ambivalence to the dramatic
all in the form of unresolved tension) i conflict caused and suggested &
the contemporary classical music the m2 and its clear place of
(CCM) tradition, especially in the post belonging in CCM: on one hand
tonal era, where dissonance becomes it is familiar material and places
premium musical material. One such the listener firmly in the CCM
example is the final bars of R. Strauss space, without demonstrating
Also Sprach Zarathustravith a elements of hybridisation with
resolution to B-major and a deep commercial genres (hereon
pizzicato C in the basses indicating  simply OgenresO); on the other,
unresolved musical drama. dissonant nature of it intends an
aesthetic of conflict. In other
words, it is an authoritative
depiction of CCM, undermined
by the harmonically unstable
nature of m2, leading to
ambivalence between authority
and instability. i will attempt to
clarify this ambivalence
throughout the character identity

analysis.
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S1.3.

B63

J2

Development of
the vocal minor
second in the

accompaniment,

—

EETE

e

Ich sit-ze

The ensemble reacts to Juli's personeg The accompaniment, with its

in a loyal way, as if being a calling cards of microtones, lack
manifestation of these thoughts. The of rhythm and typical Oextendec

instrumental music takes the motif techniquesO (hand sweeps in th

enhanced through further into territory typical of piano and sul pont.) brings the

the microtonal
capabilities of the
strings (through
glissandi),
including the sul
pont. extrended
technique.
Rhythm is not
perceivable in the
strings, just in the
ObellsO of the e-
drums, which are
masked through

reverb.

contemporary classical music or ONe music of Juli so firmly into the
MusikO, in that it further dissolves CCM space (representing the
harmony into a set of a-rhythmic OinsideO tradition) so as to be &
microtones though the long and small stereotype. At this point, there is
glissandi. The preceding piano hand no material which conflicts the
sweep adds an additional Otypical® depiction of CCM, in my opinion
extended technigue of CCM and plact My compositional intention was
Juli's musical language firmly in this  one of fixity - to clearly define
tradition for listeners familiar with its  Juli's battle-lines as a
conventions or Ogeneric representative of CCM in the
contractO (Kallberg 1987D8). Rhythm third space by referring to what
deliberately masked through the saw as essential harmonic (m2)
extensive reverb on the ObellsO of the and sonic (ext. tech., microtones
drums. weakened rhythm) materials of

CCM.
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S1.38.
B66-6

J3

Melodic (vocal -
Juli) intervallic
combination of an
accented
ascending perfect
fourth (P4) and
descending major
7th (M7),
followed by the
established
ascending m2.
The
accompaniment
plays double-
stopped M7s
separated by two
octaves and a m6
with a ffpp accent
rhythmically

proceedings Juli's

v sp

= =

—_Mp°_

very gradual: as many
microtones as possible

b=
|

Rl

L

=0
\

Sound: bells
=S =SSt sz s
P

The intervallic quality of this

Elements of stereotype, fixity an
enunciation is similar to the first, in th¢ ambivalence, that have already
it is built on instability and dissonance been discussed, are reinforced
and therefore reinforces Juli's through this enunciation. Juli
representation of my stereotyped establishes herself further as an
depiction of CCM. The M7 is obviousl actor for my stereotyped

in this camp and even the P4 has ofte depiction of the CCM tradition
been noted for its dissonant nature.  (the OinsideO) in the third space
Subtracting the P4 from the M7 result Again, ambivalence is created:
in a tritone (TT) which is therefore the fixity-based stereotype of
suggested. The ensemble becomes n CCM shows a simplified version
integrated with the vocalist and of this musical tradition - as if all
together, they provide an anchoring in composers of the tradition share
traditional sort of CCM, the main goal of creating dissonanc
hermeneutic information of which and obscured rhythm - yet the
includes: rebellion against romantic  aesthetic itself is supposed to be
harmony, unstable, creating an ambivalen
through OstabilityO of repeating
A hermeneutic idea that fascinated m« main doctrine of the (stereotype

as a composer whilst composing Juli's tradition and the Qinstability®
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The percussion
continues with

ObellsO.

language is the paradox of how a- inherent in the material and
tonality and a-rhythmicism became  hermeneutic information itself.
standard in GermaB-Musikin the

NachkriegszeitOn one hand, prominel The Ohermeneutic idead of the
composers of this time that never wro previous column expresses aga
with tonal harmony - Stockhausen,  the hard-to-express ambivalenci
Boulez, Nono et al. - wanted to reject of Juli's Ounstabile authorityO a
the Romantic tradition and the related protagonist and representative ¢
way of composing. On the other hand the stereotyped CCM, as create
this rejection of tradition became a  through fixity.

tradition in itself, which | as a compos

am using to semiotically encode Juli's

character. Regardless of whether this

understood by the listener (although |

assume many would), the hermeneuti

information | attempted to communica

and reinforce in her character thus far

her penchant for dissonance, instabilit

and rebellion, as | hear in much music

of the classicaNachkriegszeit

Qo
=55
F55%

S
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S1.3.

B74-7

J4

An A-minor triad
is partially
outlined, followed
by angular
melodic
embellishments
largely in A-
harmonic-minor
and eventually
tonicising E-
minor. The rhythm
is suggested with
a Omolto rubatoO
indication and is
accompanied
Ocolla voceO by
decorative piano
chords, taking
notes freely from
the mode.

The text of the
enunciation is
OsanitariumO, an
unlike the
previous
enunciations, this
employs a
significant
melisma, taking
19 quarter notes ti

express the term,

The clear diatonic material of this This enunciation should show al
enunciation contrasts that of the inner conflict in Juli and an innel
previous (main) enunciation. conflict in the CCM that she

Hermeneutically, | intended the vocal represents, since its autonomou
line to be reminiscent of Romantic material and hermeneutic
classical music, in that it uses information differs from the
expressively angular intervals to creal previous ones. Therefore, it
tonally-based melodies that dramatice should provide some resistance
jump between registers (here, inspire( tendencies to Stereotype (where
by Richard Strauss). An association her materials and information
between Juli and late-Romantic music would be homogenous and
would be an intended effect, showing without conflict). In other words,
two sides to her characterisation - a  where Juli represents CCM, |
post-tonal, quasi-serialist avant-gardis wish to show that there is

and a late-tonal Romantic - both of  difference and internal conflict ir
which can be ordered into the classic: the tradition, including those of:
tradition. tonality, a-tonality, emotionality,
The significantly long duration of the detachment.

single term OsanitariumO and free  The Oerste Arietta in Scene 1.
delivery style (rubato etc.) creates a s a depiction of Juli's character in
of Reverig and my intention was to isolation, showing internal
show a process of dreamy reflection, difference with a dramatic

new to the character, who has been freedom, since no other
otherwise focussed on fast goal-drivel characters react to or influence
actions. This should hint at a bipolarity her actions in thiReverie

or at least at complexity of character. The third space created in this
The Romanticism of the tonality and scene is firmly on the side of
intervallic angularity should create CCM but complex in its own
associations of high emotionality, as internal logic and aesthetic.
was a goal of late Romantic compose Both OpolesO of her personality

such as R. Strauss and Wagner. This highly emotional Romantic

162 of B27



where as all in contrast to the emotional detachme tonality and detached, aggressi
previous terms in | intended with the quasi-serialist guasi-serialism - are a form of
this aria had not  language, of the first enunciations, the fixity, creating her identity based
taken more than described as a language developed ir on the historical compositional
two quarter notes, rebellion to the late Romantic tonality tradition of CCM and of classica
sometimes only  (giving Boulez, Stockhausen and Non music in general.
one 16th notes.  as examples). In addition, one could
The note: Osensa have the association that Juli is
misura, freely, reflecting on her feelings of being in tt
introverted, molto sanitarium, as opposed to actions tha
rubato, slowlyO is will help her escape. It therefore is a
given. musical narration of the past (memori

rather than the present. Regardless, ii

intended to show her ability to create

moments of reflective freedom within

the narrative flow, adding to her

protagonistic role and suggestion her

control over the events.

sensa misura, freely, introverted, molto rubato
slowly, c. D =60-80

74 e e =
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S1.3.

B80-8

J5

The vocal line
creates a
descending
sequence, tracing
out G#-minor, G-
minor and F#-
minor triads with
additional
dissonant notes -

becoming

harmonically most tonal sequence with Romantic

apparents when
coupled with the
right hand of the
piano. This
clashes with C-
major, B-major
and B-flat major
triads in the
strings. The vocal
rhythm is in
regular triplets
where the
ensemble plays
staggered, highly
syncopated
rhythms that
create rhythmic

instability.

This enunciation follows the The neatness of the sequence
OsanitariumO Reverie and presents a creates a tinge of stereotype, sit
return to a more aggressive, the fourth on the top of the figur
rhythmically-bound and quasi-serially- is faithfully repeated three times
dissonant expressive force. It has two (G#-D#, G-D, C#-F#). There is ¢
sides: the aforementioned highly certain complexity in the lower
chromatic polytonality (which is so notes, that have a natural,
chromatic as to be quasi-serialist) witt intuitively-composed variation,
accompanying stuttered rhythm and  but my contention is that the
aggressive articulation, and a quasi- consistency of the top intervals
can be heard and creates a clee
characteristics, where large intervallic sequential structure that makes
distance, high chromaticism and the quasi-serialist music more
accentuation of articulation create a accessible than that which is sh;
penchant for emotionality. These builc of such clear structures. As suct
the two sides of Juli's personality into this may be a sort of Oself

one enunciation. stereotypeO that is used by Juli
create clarity of identity and

expression.
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S1.3.

96-99

J50

s =N =
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Development of
J5 through

extension of the

The Romanticism of J5 is expressed Although both elements of the
more clearly, since the tonal chromatii enunciation are those of the

sequence is unobscured by neither  classical tradition, and not

sequence and les: polytonal stuttered string chords nor  belonging to genres, there is a

dissonant pitches, dissonant melodic notes. This pairs w sort of hybridity of different

making the
material more

transparent.

the text Oich liebte die Wildnis, frei vo cultures from within the classica
GesetzenO [l love the wildness, free tradition. The late Romantic
from laws], which is a classic chromaticism is articulated to
expression of Romantic desire for such a chromatic extent that it
freedom and adventure. Both of these includes 10/12 semitones of the
languages, as well as this textual scale, warranting a label of quas
expression, clearly orient her to the  serialism. The former element is
classical and CCM operatic tradition. incomplete due to the

fragmentary nature of tonal
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Juli

E. Gtr.

Vin.
Ve.
Pno. §

Dr.
Smpl.

Meno mosso (rubato)

205 =

/4

b ® e e

function and the latter due to a
similar reason, in that the serial
technique is not a complete
function over any substantial
body of music. Juli is, therefore,
an actor hybridising the inner

conflicts of her tradition.
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S1.3.

B116-
119

J6

Juli repeats Oauf The intervals form sorts of Obroken  The unstable intervals show the
der octavesO (M7/A8) with Obroken CCM as one built on harmonic
SucheO [searchin fifthsO (TT). The chords are almost  tension and conflict. This will be
for] and sings stable and harmonic, but crucially a  important for the latter parts of
intervals based or semitone off and therefore highly the work, where the genres are
m2, TT, P4, P5, dissonant - this represents to me Juli( presented as QalternativesO to -
augmented octave tragic desire to reach stability and constant instability.

(A8) and M7. The harmony (which would be representec

ensemble play through fifths and octaves) but reality

hectic individual  instability, restlessness and tension -

motives based on effects that are created from these

these intervals an( dissonant intervals. This is reinforced

a general upwards the text Oauf der SucheO [searching 1

curve.

__aufder Su - che, auf der Su - che

} e 14
-
: =t
2
: |
i
: ] 8
1 =
=
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S1.3

B120-
122

J7

The melody
creates a
Leitmotiv for
l.th.Ak.A. - a
descending M7
and rising P5. The
accompaniment
reinforces the
harmony with
additional modal

tones.

Similar OJuli intervalsO (J3) are used As with the previous sections, tr
set in a harmonic way that creates a enunciation reinforces the
Romantic tonality of a Major chord wit multilayered and non-stereotype
a M7 embellishment. The goal of her representation of CCM, as
journey - I.th.Ak.A. - is given a encapsulated in Juli®s characte
Romantic utopian tinge. She idolises could and should be clear by no
this goal state. This momentis the  that Juli represents the classical
climax of the aria, representing the  and contemporary classical mus
potential for I.th.Ak.A. to be the climay traditions in a way that contains
of the journey and the whole opera. It inner conflict and cultural
further demonstrates Juli®s ORomani difference. Her identity is built
sideO and suggests that the Ofighting through a fixity of tradition, but
side® (or Oavant-gardeQ) is a means one which does not follow a
end of reaching her real character,  single system of ideology. The
Romantic and softer in nature. pathway to a conflict is therefore
opened through the fixity of
tradition, yet kept flexible
through the internal cultural

difference.
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S4.1. The phrase begin¢« The sparse and fragile texture, built ol The space of the CCM tradition

7-11  with Juli®s dissonant intervals and octatonic mod put in an uneasy, if not terrifying
signature m2, gives a feeling clearly belonging to  light - it comes here to stand for
J10  which then CCM. Primarily, it should situate JuliO the space Juli OhatesO (Qich he

expands to trace action in a post-tonal and post-rhythm die FinsternisO [ hate the

out an AM+M7 soundworld. In addition, the extremely darkness]), and involves the mo
chord and an soft instrumental playing and use of fragile harmonies and playing
octatonic scale.  synthesized violin sounds in addition 1 textures of the whole piece. This
This is mirrored in the real ones brings a modernity of OSecond Ariettad, therefore, is
the texture to the classical vocal and intensification of the language
accompaniment, instrumental playing styles. If any from the OFirst AriettaO in the
which contains the outside genre is to be heard, it could t direction of horror and

same material in  connotations of horror film music - this (psychological) torture. Such a
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long, drawn out  was a minor intention whilst

tones. composing.

—3=0

development shows the need fo
Juli to go to the border zone of
the third space to find new
experiences, rather than to get
stuck in the fixity of her current
language. It is suggested
musically that she would benefit
from the enrichment and/or
conflict with other languages, nc

from withdrawal.
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S4.1.

22-32

J8

Introduced by the
phrase Osehe ich
DingeO [l see
things], the violin
and cello play an
experimental duet
accompanied by
synthesiser chord:
built from JuliOs
intervals and
harmonies. The
violin plays a
range of Juli®s
intervals
(including
doublestopped
m2s) and highly a
highly virtuosic
range of
articulations in
extreme registers
and quick
durations. The
cello plays an
octatonic melody
in the highest

register.

In combination with the text, which The exposition of JuliOs
indicates that the following music traumatised inner core is an act
represents hallucinations based on pe fixity, performed by reaching to
trauma, the instrumental music is the extremities of CCM, and
intended to give an aesthetic look inta away from tonalities or rhythms
Juli®s psyche. Each gesture played b that could form hybrid

the violin and cello is supposed to enunciations with elements of
represent a memory or feeling ofa  genres. This enunciation is
traumatic experience that Juli has perhaps the furthest point away
endured, and that reemerge when she from commercial genres in the
in darkness (as with this scene). This work (the only other contender
should reinforce the idea that the core being the instrumental etude OT

Juli has been traumatised, the trauma ScreamO) and represents a

which is represented by highly Owithdrawal® away from the
dissonant and rhythmically non- conflict between CCM and
decodable avant-garde music. genres. At other points of the

Furthermore, for advanced listeners a work, where Juli is more

or analysts, this can be compared to t proactive in the process of
more harmonic and tonal language Ju conflict or enrichment, her
sometimes uses. In a way, one could language strays from a OpureOQ
consider the extreme dissonance, nor form of CCM, as is the case in
decodable rhythm and extended playi this Arietta, towards one of
techniques of the most avant-garde  hybridity (see the Mid Layer
CCM to be a traumatically-extreme  Analysis).

development of the Ohealthy amount

dissonanceQ in tonal music. In other Paradoxically, the connotations
words, the little bit of fear, trauma and music for horror films, which
depression in all music (as represente may be prevalent in some

by dissonance) is developed to such ¢ listeners, would present an
extreme that it represents full-blown interesting overlap of CCM and

clinical depression (substantial loss ol commercial genres, in that CCV
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S4.1.

47-49

Jad

As the closing Unlike the complex avant-garde The contrast of the J40

bars of the Arietta, aesthetic of J8, this enunciation is enunciation to J8 shows an inne
they are also the simple and tonal. It should be the mos conflict in Juli®s embodiment of
most simple, extreme(-ly simple) version of the the classical and CCM traditions
consisting of only Oother sideO of JuliOs personality, th: It presents an ambivalence that
four notes of the  described as J4. It should serve to creates opportunities for cross-
A-harmonic minor intensify the range of expression Juli genre aesthetics that articulate
scale (G#, A, B, uses to portray her character - from  both the differences from within
C) in syncopated inaccessibly complex to childishly Juli®s encapsulation of tradition
but simple simple. The simple oscillation betweel and elements that come from
rhythm. A and G#, coupled with the descendir OoutsideO this tradition through

Originally, I also  scallic motion of the voice, should genres. The differences will ther

included an E, to indicate a tonic/dominant/tonic be multi-faceted. Were J8 to be
make the A-minor cadential movement. the last enunciation, the messac
tonality more | intended this enunciation to be would be one that: Juli finds

clear, but later felt surprising in its contrast and to avoid i strength in the fixity of becoming
it was clear potential predictability of continuing  more extreme in her avant-gard
enough as is. with one aesthetic. Although the Ariett colours within CCM. That the
ends and climaxes on textures very  ending is in many ways the
solidly in the camp of CCM, the endin complete opposite of this create
which is more oriented on Romantic @ productive ambivalence and
even Osacred minimalist® music, sha internal cultural difference.
cast a doubt over the true authority of
the Otraumatised®, complex and frag

music that came before it.
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S8

8-10

Jad

An A-minor triad
is outlined in full,
with additional
modal tones of B
and D and the
dissonant tone D#
which is used to
trace out the M7
OJuli-intervalO. Fe
this enunciation,
there is no text
and simple, free

and slow rhythm.

Mc.hso

SFW

Juli begins this Arietta, her third, with  This Arietta, coming as the last
the simple tonal material she reached piece in the work, presents the
the end of her last Arietta, having ther OresultsO of the conflict in the tt
reached the climax of the Oavant-gar( space. In the coming

side of her identity. Because the third enunciations, | wish to show the
Arietta is at the end of the work and  arrival point for Juli as a hybrid
completely a cappella, the vocal character. In this first enunciatio
material takes on a new importance fc Juli presents a hybrid of her

the listener. This makes the simple, ORomanticO and Oavant-garde
tonal beginning especially meaningful languages, articulating a clear A
One is to understand Juli as essential minor harmony with the one
simple and accessible by nature. dissonant tone, the D#, to show
However, the rest of the third Arietta the permanent presence of
will show that she is irreparably dissonance in an otherwise
corrupted by the traumatic dissonance harmonic enunciation. As will be
that she carries within her. | wished to shown in the Mid-Layer Analysis
encode this characterisation through t the presence of tonality in the

oft mentioned and conflict-prone Otwc final Arietta is a result of

sidesO of her identity - the extreme
avant-gardist and simple (tonal)

Romantic.

accepting the path of the Sirens
which was offered through a

simple Pop-Song-Like chord

progression. The following
enunciations explore final her

hybrid identity further.

with a lot of space and time, very freely
} }) T
=4 o T T T 1l
a2 " | 1 1 T 1 .| i 1
D] I ! b1d
ah eh - ah - oh - oo
with more sense of tempo
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Hier___ bin ich frei,

und ster - be
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S8 Along At this point, hermeneutic association This enunciation develops the
12-24 enunciation, of more adventurous CCM and more JuliOs character further as a hyt
containing: a traditional Romantic harmonies have  identity. Where the previous
Hybri phrase on the m2, been so thoroughly explored as to ha' enunciation (J40) had one elem
d the interval at the created their own aesthetic. This long of hybridity, this one contains
beginning opens enunciation shows this process throu¢ multiple substantial elements thi
all three Ariettas  the collection of materials that Juli has counterweigh each other so as 1
(although this used throughout the work: the standal to create a clear dominance of ¢
Arietta has a Ocalling cardsO of post-tonal harmoni element over the other, enhance
wordless phrase (m2and M7) that start and end the by the fact that there is no
before it), a set of enunciation, the suggestion of harmot accompaniment that contrasts h
m6, P5 and TT, a through the G3#-A-B-C tonal phrase language - the listener can hear
stepwise octatonic (also an octatonic cell) in bars 17/18  clearly the elements of her
melody and a (see: J10) and the descending chrom character identity, articulating
variation on J5,  sequence (J5). An information that |  smoothly the different points of
including the M7 intended with this hybrid enunciation i conflict from earlier in the work.
atthe end of it.  that Juli has reached the maximum pc¢ The result of the conflict with
The text describes of development, where the inner other genres in the third space t
her decision to die conflicts have formed a hybrid identity resulted in Juli becoming more
in freedom rather that has dramatically made the decisic cohesive in the internal conflicts
than live without  for its own fate. of her character, but not in any
it. substantial change of character
the direction of any of the other

OchallengersQ in the work.
with more sense of tempo
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S8

39-51

Hybri

A guasi-tonal
melody tracing
either CM or Em
develops into a
clear Em, ending
in a a dissonant
tail of m2, M7,
m6 and P5
intervals that end
on the Ithaka
motiv and a m2
fall. Juli sings
further about
dying wilfully in
freedom. It
represents the
climax of the
Arietta and a
climactic point of

the work.

The transparent intervals and clear  The permanence of JuliOs Inner
development into E-minor, which then conflict and tension presents he
completely dissolves into JuliOs as her own third space,
dissonant intervals, represents the  reinforcing the concept that the
typical balance and inner conflict journey ofl.th.Ak.A.is of JuliOs
between tonality and a-tonality in her creation and occurs in her mind.
character identity. As the climax of the

final Arietta, the clarity of these two

polar opposites shows that homogene

of the conflicting sides of her characte

is impossible. The intended hermenet

information is that the polars of tonalit

(Romantic/Classical music) and

atonality (CCM) exist as conflicting

cultural difference and not as a

harmonic homogenous tradition, as

encapsulated by Juli.
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Komm, Meer,

S8 The enunciation

53-73 begins and ends
with the ascending

J100 m2 interval. After
the first m2
interval, two

octatonic passage
are sung on the
passages with
significant text
(interrupted by
another m2, this
time descending),
ending in a
descending
chromatic

sequence of m2

sal - ze_ _mein-e Lung- en. Komm in mich.

A focus on dissonance and lack of This enunciation can be seen as
harmony or mode leads the enunciatic OresultO of the conflict in the thi
to release tension and provide a lack  space, since it is the final one in
meaningful associations or hermeneu the narrative. Juli has not
information. undergone a fundamental chang
The ending of the final enunciation is of character identity through the
clear depiction of the text - the text  conflict and/or process of
repeats a wish for redemption, after a enrichment, and forms the final
declaration of intention to suicide, anc enunciation with her key interval
the voice gradually descends toits ~ a m2. As will be shown in the To
physical lower limits and becomes Layer analysis, this presents a
overtaken by breath noises. An intend tragic archetype, where a negati
piece hermeneutic information for this force (JuliOs inner dissonance)
ending was that endless dissonance ( triumphs over other positive
chain of ascending chromatic m2s,  forces (her harmonic language,
descending sequentially by a M2, the those of the genres, or hybrids

smallest possible sequential interval) thereof). The development of he
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and M2 on Oerl$s a cul-de-sac, and can only end in

michO [redeem  complete dissonance.
me], which ends
in incrementally

dominant breath

character has found a Osolution
OredemptionO through nihilistic
suicide, and in a way, the
resolution to the third space

conflict (between her CCM

noises. languages and the external
genres) has been one of
permanent fixity - she sinks into
endless dissonance, as with
serialist and post-serialist stranc
of atonal CCM.
53 B
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E.g.  Juli®s melodic line JX is the only enunciation not contain« In the dialog between Juli and tt
S2 30 is built largely within the solcAriettas which were other characters, as will be shov
(in from J1 and J3  otherwise the exclusive focus of this in the mid layer analysis, Juli
the material, singing bottom layer analysis. The reason for serves the musical tradition
first  quickly with including JX was to make the mid lay¢ against which the genres
insta- energy (strong analysis more fluid, since JX recurs  musically contrast and operate i
nce) dynamics and frequently. In essence, itis a a third space style conflict. Juli,
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JX

articulation) and
aggression (incl.
many syllables in
a short time). Her
instrumental
accompaniment is
jagged and
polytonal,
combining E-
major and C-
minor, then those
chords transposec
amz2, likein J5in
a guitar line and
staggered string
chords. This
enunciation occurt
throughout dialog

scenes.

combination of the intervallic languag¢ standing for CCM and late-
of J1 and J3, with the highly chromatic Romantic traditions, represents
tonal elements of J5. As such, itisa the Onative turfO for a CCM ope
hybrid enunciation occurring outside I whichl.th.Ak.A.(the opera, not
moments of individual reflection the fictive destination - thatOs w
(Ariettag that nevertheless is itOs italicised here and not
characteristic of her, since they recur italicised when | refer to the
frequently throughout the work. fictive destination) essentially is.
As such, the JX enunciation
Above all, they should bring serves in the third space as an
associations of serial and post-serial articulation of cultural dominanc
music, like that of SchdnbergOs Ofree by Juli and her tradition, a
atonalityO (i.Rierrot Lunairé or tradition that provides the conte;
BergOs 12-tone music that rings of tol for the opera. When she sings
harmony. Freely composed post-seria aggressively with the JX
and quasi-serial music that incorporat enunciation, she reasserts CCM
elements of tonality and Romantic as the dominant language and
gestures, like that of Rihm, should als herself as the dominant
be referenced. It is, as such, another charachter, which she definitely
enunciation based on CCM and hopin is, since the entire scenario and
to evoke associations thereof journey is a product of her
(associations of CCM have been imagination.
explored above and will be elaboratec
upon in the analysis of BorgoOs

character identity).
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5.2.1.1. Step 2: Discussion of JuliOs Character Identity, as arising from the analysis

The Syuzhet of JuliOs character identity is built on either dissonant, epimgstsintervals o
harmonic, quasi-tonal chords. The dissonant intervals are almost consonant, when2
difference between consonance and dissonance (M7 instead of octave, TTah&®ach2 instea
of repeating the same note) makes the largest possible harmonic diff@ieadgrmonic chord
are built primarily on the (typically minor) triad. As discussed, these tiaods of her personali
can represent hermeneutically two strands of the classical traditiorRothantic (including pre
Romantic) tonal tradition, built on major or minor triads and tension and releasesmaft
amounts of dissonance that are resolved throughout a work, and the post-Romantic th

atonality or non-tonality, where dissonance becomes the primary musicalatrextergoal of pitch
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based composition. As such, her musical language articulates a culturkaggieal tradition) witl
cultural difference and internal conflict, avoiding stereotype and opening pathwaysaflenge
from external genres along the conflict lines created by the two opposing stramelsioferna

third space.

The internal musical conflict represents a conflict in her personality, tbaveen peacefL
reflective and almost childishly simple tonal harmonies and dissonant, aggrésiskly chromatic
and quasi-serialist pitch-sets. In the three Ariettas, the textual feaus her attempts to proce
internally the trauma she experienced before arriving in the OSanitariumO arsg¢neakef he
uncertain future. Ultimately, this leads her to suicide, seeing heasrily pathway to control h
future and reach peace. In a sense, she gives into the trauma. Musicadlye¢hAriettas displa
the contrasting two strands of her musical language - the conflict betwgge siarmony and tot:
dissonance - and display a process of working through this conflict, leading to the hyiondi$
these themes and eventual decision for total dissonance (Ogiving in to tké)raSihe become
sort of eternal avant-gardist who can never be happy with consonance and flourishesoagly

instability, and finds her future only through total dissonance.

The decision for total dissonance in the final Arietta is preceded sathe song, however, by t
moments of transparent tonal harmony, once in A-minor and once in E-minor (closkelgt kelgs)
This should demonstrate that she has not OcuredO or OsolvedO the dissortamrcdinsidme t
accept it and live with it, or indeed, die with it, where the dissoné&hwms outO as the fi
enunciation. The moments of transparent harmony that precede it should reprefeal tdings
of the childish and pre-traumatic side of her identity, like a swan-song orcéledration thereo
before they will never be heard again. This is a nihilistic and hopelgssowasolve the tensic

created by the conflict in her internal mind-space, but cynically realStie. of the lessons
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received from Bhabha though reading between the lines, is that the naive qoévgpEctive, a
somewhat developed by modern globalist multiculturalism, aimed for a homogenoust-¢oed
integration and cohabitation of conflicting cultures - something Bhabha spends hes
counteracting. Therefore, | found it in line with the approach to cross-genre compdsitibindve
developed throughout this project, that Juli would not reach a harmonic hybrid of her i

conflicts that Olive happily ever afterO but rather showsetainflict cannot be resolved?

Juli is not cross-genre as a character in the sense that she eneaasotatflict between genres ¢
the classical tradition. Instead, she is cross-genre in the sensénéhegpsesents the classi
tradition, including the internal conflicts thereof. Were | do present her compoljtiovith a
musical language only representing one strand of the tradition (i.e. only usingatihasmonies
la Joseph Haydn or only with extended vocal techniques " la Helmut Lachenmsiammyould be
stereotype. Through the artistic research on the cross-genre approach, | came tostandimdgeoi
the terms stereotype, cultural difference (as opposed to cultural diversityxéymdafhich helpec

me understand and enhance the process of encoding an operatic character witalaradison.

310 At this point, | should note that I cut the original ending Krausser intended for the work, arising from discussions with
my supervisor for composition, Prof. Fredrik Schwenk, and the creative team for the work, above all with Paul-Georg
Dittrich (director) and Johannes Blum (dramaturg). A brief plot description follows: *

The plot focusses on a digitally-themed psychological journey to I.th.Ak.A., as experienced by Juli in the internet. A
Oboat tripd in a late scene is supposed to lead to I.th.Ak.A. - which is described as an island - but instead leads only to a
sandbank, upon which Juli starts to OdrownO. Here, in the original version as delivered by Krausser, a doctor from the
OmadhouseOders her salvation, should she only cooperate with him. Juli refuses and drowns. The doctor then explains
to the audience that the journey was an induced hallucination (a OtripO, in psychedelic terms) to test her amicability for
society, which she has just failed, having never cooperated with the any of previous characters, all of which could have
helped her. It is this Pnal explanation scene in the cell that we cut - instead ending with her Odrowning® on the
Osandbankd and leaving the precise meaning of this open!

KrausserOs original ending had a glimpse of hope that she would one day succeed in his personality test. The doctor is
then mastermind of the action. Ending the opera at the previous scene, however, where Juli decides to drown, puts her
in control of her destiny (i.e. her own mastermind) and creates a narrative that the journey was always about herself and
her own fears, radically changing the piece. Crucially for this thesis and the cross-genre theory: The whole opera
becomes a third space inside Juli®s head, instead of a third space inside the plan of the doctor. The conRicts in Julibs
identity, and the challenges from outside of this through the genres and eternal characters, are all inside the
complicated third space of Juli®s mind, and not designed by the god-like doctor, whose character has an otherwise
shallow presence.
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This was achieved through a cyclic process compositional sketches, broad madiogural

conflicts and mixing and analysis of the compositional experimentation.

5.2.2. Step 1: Cross-Genre Character Identity Analysis: Cyclops

Cyclops has one long passage of dialog and lacks a suitable Arietta or songr 0 @skess h
personality in isolation. The lack of moment of isolation could suggest thaharacter identit
lacks a distinctive personality, which should produce a hermeneutic assotiet he lacks th
Ohumanity® or even OsoulO of the other characters. Were he to reflect on diiderintys
situation or similar, he would achieve an importance like that of a humaontrast, | wanted hi
character to come across as a software. This is one reason why | nevetede@useng fo
Cyclops, although 1 did this for almost all other characters (aside @omputerstimmend Der
Kund@31, Rather, Cyclops consists of a set of pre-programmed commands and Osampie
played at the various stages of interaction with Juli, e.g. the Owel@m®é® a the beginnin
These samples form the closest thing he has to an isolated chatewtiy and will be assessed
enunciations. As the scene progresses and Juli influences CyclopsO behaviour -nigytipe
commands and samples to the limit of their flexibility - the samplgsmbde distort: this will be

shown, however, in the mid-layer analysis.

Cross-Genre Character Identity Analysis:

311 Krauser wrote few songs or Ariettas in his brst drafts. At my request, he gradually added songs for Juli (a second
Arietta), Dark, KapitSn and the Sirens.
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S2.2.

18-22

Cyl

Autonomous
musical elements

Syuzhet

The
accompaniment is
limited to piano
and E-Drums, the
latter of which
plays simplistic
computer drums.
In the first bar of
the Cyclops scene
the piano plays a
flourishing C-
pentatonic
arpeggio and the
drums cymbal
rolls. The next
bars contain a
pentatonic in the
left hand (LH), an
utmost simplistic
kick-snare patern
in the drums and
nervous
embellishments in
the right hand
(RH). The voice

sings almost

Hermeneutic information / Fabula Articulates and/or boosts conflic

in the third space

The musical material and level of The first enunciation of Cyclops,
complexity representing Cyclops is a not insignificant in its length,
polar opposite of Juli. Where Juli built should indicate a stereotyped
her language on every dissonant inter identity through its highly
available and a counter-language of reduced simplicity. This high
tonal triads, Cyclops builds almost all level of simplicity leads to a higlr
his material on P4, with one M2 in this level of musical conflict betweer
enunciation for variation. CyclopsO musical language anc
the (high level of) complexity of
There should be a strong contrast in t JuliOs language. On the back of
associations between those of Juli an JuliOs Arietta, where she sings
of Cyclops - this was a primary with freedom, contrasting
compositional hermeneutic intention. language and a range of Qinner
Where Juli is complicated and full of = conflict®, Cyclops is a sort of
difficulty and conflict, Cyclops should Oslap in the faceO in his simplic
be simple to the point of being and almost shamelessly
simplistic. The contrast between these¢ stereotypical homogeneity of
two characters should be a trigger for style, completely without inner

conflict. conflict.

Cyclops® music is based on Gamebo Chiptune as a genre is depicted
music of the 1990s, the genre of whic one hand through the primacy o
is commonly referred to as Ochiptune the musical materials and on the
There are no direct quotes or other hand through the simplistit
transpositions of materials from this  drum samples. Of course, this is

genre, the music drew instead on my no Ofaithful© depiction of
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exclusively in P4,
with one M2 and
simplistic
rhythms, totally
avoiding melisma
through singing
one note per
syllable.
Generally, there is
little variation in

this enunciation.

significant experience with the genre. Chiptune - one would have to
Such games generally use very basic €xclusively use synthesizers an
musical materials: simple alternating drum machines such as SID anc
kick and snare patterns, pentatonic ~ SNES to get the correct Osounc
scales and highly illustrative and That a classical piano is being
simplistic (plakativ) depictions of the ~ used instead of a SID is a form ¢
game-narrative. Chiptune music often hybridity: the LH of the piano
features simple arpeggios such as the plays the material of a SID-like
pentatonic arpeggio in the LH of the  bassline on an instrument that i
piano and basic computer drums suct the exact opposite. Where SID |
the drum-samples | chose for the E-  boldly primitive and electronics,
Drums in the electronics for this scen¢ classical piano (which would
These elements provide associations often be an expensive Steinway
what | sought for Cyclops: he should | most opera houses) is develope
more 1990s MS-Dos than 21st-Centu from hundreds of years of

OSX. As such, hermeneutic informati¢ Sophisticated acoustic technolog
as to CyclopsO nature, that of a simpl The bassline articulates both of

computer program, is encoded in the these approaches at once,

musical material. resulting in a sound that is neith
one nor the other: both primitive
and sophisticated. A similar
comment can be made about th
singer, who has a classical
education but the dramatic task
portraying a primitive robot, wha
would obviously not sing with
nuanced vocal colours, as only
humans can. The original tenor,
Peter Galliard, hybridised these
tasks, merging his Bel Canto
education with a restricted, satir
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and not Oround® way of singing
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S2.2 Onthefinal, key The Ocadenzad should strongly remii The Bel Canto-like cadenza is s

36 word of the the Bel Canto operatic tradition, narrowly conceived as to be a
sentence, there is referring to works of composers such stereotype. At no point in the

Cy2  along melismatic Verdi, Puccini and Rossini. This shoul (short) cadenza is an innovative
soloistic cadence, provide a humorous contrast to the  or original approach utilised. Thi

marking out C rudimentary chiptune language of the stereotyping of Bel Canto shoulc

major with a previous enunciation. add to the caricature quality of
dominant 7th. Cyclops: the rudimentary nature
There is no of his programming and potentie
accompaniment weakness for OhackingO throug
and the rhythm is JuliOs conflict with him in the
free time with the third space. Juli does not need t
indications process or decode any inner
ORecit.0 and conflicts of Cyclops, he is easy t
Oquasi-Cadenzal understand and thereby control.
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S2.2

42-46

A secondary main This enunciation provides another As before, the characterisation ¢

enunciation to
complement Cy1,
in the same style
and banal C-
pentatonic
tonality. The strict
rhythm of Cyl is
replaced with a
practically
rhythm-free set of
floral instrumental
gestures, none of
which provide
substantial
thematic
information but
are rather
decorative in

nature.

Osampled-like theme which is repeat Cyclops focusses on the

throughout the scene: Qlch bin hier, u simplicity of his nature as a

zu helfen.O Like Cy1, the enunciation computer program,

rudimentary, adding to the impression hermeneutically encoding

that Cyclops has a simple nature. The references to video game music

ungrounded, rhythmless accompanim and repetitive background

could remind one of ambient ambient music. This enunciatior

background music for computer should show variation within his

software or computer games - this is character, without showing true

what | had in mind when composing. difference or internal conflict - it

An association may be Brian EnoOs is a new enunciation articulating

Music for Airports the same intentions. This preset
him as a true stereotype, sitting

The atmosphere is meant to be one o clearly outside of CCM in terms

Ostanding still®, as if the computer h: of both genre references and

reached a pat of its code, where it musical simplicity.

repeats his one line of text and

inconsequential music until the user

gives a further command. The slight

vocal variations are meant to make it

musically more interesting and could

represent an algorithm that intends to

make him more OhumanO-like, but ac

to his inauthenticity and artificiality.
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The piano plays  Cy4 should be a clear form of Oerror As opposed to the previous

two low semitone messagef)-like sample, as if from a  enunciations, this one shows a
clusters in computer software - it refers to the OnegativeO response to Juli,
rhythmic unison  general style of software sounds, rath instead of a OpositiveO sort of
with a kick and a than quoting a specific error message gesture that offers her a pathwa
share hit. The The reference to computer software through the surface net or
vocalist sings sound design should create a musical describes his OpositiveO functic

OBitte?0 loudly ar pathway to displaying the dramatic  as the Ocyber guideO. Generall

marcatoin the material that Juli has given a commar for this enunciation, which sets ¢
lowest register that the computer rejects. simple conflict to music, and

with a semitone others similar to it, Cyclops stay
interval. in his OgenreO of computer gan
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music. This is the most simple
form of conflict in the cross-gent
third space: each character stay
firmly with their side of the
conflict zone and does not enter
the borderline, where hybridity i¢
inevitable. | assume that most
listeners will hear it this way, yet
the melodic interval he sings is ¢
m2 - JuliOs interval - which was
compositional intention of mine
to suggest a slight hybridity in th
conflict. It also suggests the mel
narrative that the whole scenaric
is in JuliOs mind, and that she is

every character herself.



S2.2
106-1
07

Cy40

As a variation on The Oerror messageO enunciation ha Through the conflict, Cyclops
Cy4, the pitch reached a form of maturity in the form develops his simplistic

material for the  of a specific warning. Where the error enunciation Cy4 into something
accompaniment, message was brutishly simple, the  more closely resembling JuliOs
which starts the  warning has a sort of relative CCM language through its
enunciation with a sophistication that could indicate an  relatively creative orchestration
one bar opinion, fear or other humanistic and multi-layered themes. The
instrumental reaction to JuliOs desires to contradic enunciation shows that Cyclops
gesture, takes the CyclopsO guidance. The repetitivenes was hiding a higher level of
semitone clusters and simplicity of the dissonance shou sophistication when he conflicte
of the Cy4 and however, still be grounded in simple  originally with Juli through Cy4.

instruments them computer software or computer game CyclopsO self-stereotyping was

across wide- music. strategy to present himself as a
ranging registers, simplistic opposing genre, whert
either as a cluster Cy40 shows that his language i
(piano RH) or as capable.

M7 intervals (the
rest). A cello
glissandi motiv
adds another laye
The repetitive
rhythms are a
development of
the repetitive two
low clusters of
Cy4. The vocalist
sings OWarnungC
with a M7 instead
ofam2asa
development; one

can consider the
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M7 to be the same

as m2 where one

interval is
octavated.
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5.2.2.1. Step 2: Discussion of CyclopsO Character Identity, as arising from the analysis

The Sy

not in aesthetic nature, since they all show a simplified computer-téravéth simple objectives
The first set of materials is that of Cyl: sets of melodic P4s (previethte extent that the
become unnatural, compositionally inelegant or even annoying), a staccato biasgi@gianc
with straight 8th notes on pentatonic C and a simplistic kick-snare patténe computer drum

The second set is a Bel Canto-style tenor Oquasi-CadenzaO outlining a C-dcatenainé shor:

of whic

a basic, repetitive rhythm that precedes a similarly m2-based tenor heefolirth is a flora

Obackground®, OambientO or OmuzakO texture in C-pentatonic with a mixture of thesi«

uzhet for Cyclops is built on a small set of materials which dgifgrtly in composition bu

h is then played in full in the instruments. The third is an instruinggnaitone cluster wit

Cadenza style in the tenor.
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As discussed, these simplistic materials are based on my impresdi@asly Gameboy an
computer game music, as found in the 1980s and 1990s, before the industry began aimir
production heights of film, as happened throughout the 21st century. The culture expresse
genre could be one of the joy of simplicity - early video game music has bacoattegenre sinc
it is probably the most basic of any: 8-bit sounds (such as the drum samples likeAk.A) are
the most simple synthesisers available, melodies are often rudimentat ithe scale (such as 1
pentatonic, here) and in rhythm (by avoiding syncopation, as here). In addition, the tegh
very simple, also as here. Aside from the almost childish joy of early congange music, th
simplicity displays a weakness, in that the lack of inner conflict ragulrom the largely
stereotypical approach to depicting this style compositionally makes Cyclapy aasy charact
to understand. As the Sun Tzu axiom goes, Oknow your enemyO - between Cyclopstdindad
here the upper hand through the unbalance of simplicity between Juli®s CCM landuage @ps
OcChiptune®. The hermeneutic information for Cyclops as garnered from Chiptune should
primitivity of nature and the general unnaturally of a computer software trying toat
humanistic behaviour. For listeners that had strong Chiptune associations, addammaneutic
information of the computer game experience would arise: that of finding one@svaey a goa

through a designed set of obstacles, just like Juli doethiAk.A.

The process of encoding Cyclops with influences from the Chiptune genre (standing fotaga
video game music in general) involved a large change of sound from basic synthasists tc
those of classically-trained musicians and singers. A larger change of soumardly be imaginec
since Chiptune or 8-bit synthesisers were made to be as small, simugkeapdas possible, so
to fit in an early Gameboy or SNES-like console - on the other hand, classitaiments an
vocalists aim for sophistication at any cost. The drum samples are dataelg authentic

simplicity, nevertheless played through the same high-quality speakers used fentitts
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performance. The piano (a Steinway D in the original production) produced a sound far f
8bit synthesiser, yet the simplicity of the material goes far enough to eaprise genre. Th
vocalist for the original production offered to sing somewhat OclenchedO or Ocvankpeudry,
in order to have an element of a robotic sound. Not every singer would offer thisttbstaase, h
achieved a mixture sound which was still very classical but somewheghser and less round
than a typical Bel Canto. It was a hybrid style of singing - simultaneoustylattng the unnatur:
nature of robotic vocoders and the aesthetic and technique of the Bel Canto tr
Compositionally, | aimed to create basic materials (etc. the aforemedtiC-pentatonic, P4-s¢
and straight 8th or snare-kick rhythms) with intuitively-led variations of metre (elgo33/8 to
4/4) and some flurries in the RH of the piano, which may represent littleftfitkose datad that
around, but musically keep the pattern fresh. Additionally, the vocal cadenz@yhaitervals tha
are not P4s were intuitive, free moments of transporting the otherwise brutaidyx$orward

Chiptune genre into a more through-composed opera.

As such, the compositional process of encoding the operatic character of Cytlofisev@hiptune
genre revolved around discovering how the simplistic (imagined) source materialssankt with
classical instruments and a Bel Canto tenor in the context of a CCM operariginal genre
should not be so veiled as to give the listener no chance of associationydtutndergo som
degree of transformation so as to fit into the context of an opera. Were | to Gspiops
exclusively depicted through original 8-bit synthesisers and vocoders (vocal syntheisisensld
make a dialog in the third space almost impossible, since Cyclops anaoilildi be operatin
fundamentally different musical worlds. Dialog (or conflict) in the third spaisesaeither throug
internal difference/conflict or slippages and incomplete or imperfect reproducaifonsiginal
source material - this is the key idea behind BhabhaOs conception of hybridite @utidn o

mimicry. As such, Cyclops is not a complete stereotype, since a suddstantunt of Chiptun
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elements have been transposed to the operatic medium, yet he has sigtdreatypical qualitie

due to the relative lack of inner conflict displayed in his material.

The dramatic plot eventually explains that Juli imagined the charastdrshe journey, and so
makes sense that Cyclops would be largely within the context of a CCM operilss is wha
Juli represents. Cyclops is, however, the furthest point of simplicity that¢rzdunters, or indee
imagines He offers her an alternative, as do all characters in the opera, by shonihg petentia
pleasure and joy of simplicity: he gives her clear borders within which shplag a game wit
limited, simple, easy materials (textually but also musically). tdads for the part of Juli th
wants a simple and easy life with the clear and achievable purpose dfiajpyethe Olow hangil
fruit® in life. As with all the characters, Juli rejects this paeatay of life through rejectin

Cyclops and pressing onto l.th.Ak.A..

5.2.3. Step 1: Cross-Genre Character Identity Analysis: Circe

Before Circe sings, a OPop-UpOQ interlude is played which provides strong hermeneuitioin
and extra-musical associations. Directly afterwards, Circe sings an Ointrodantp®y(as Krauss
called it in the libretto) which flows similarly seamlessly into bweg scene with Juli. The dial
scene has three different languages: that from before Circe knows who Juwliaséa in need c
help, rather than another masculine good-timer from the sanitarium), that from efteamd tha
of the Ocustomer@e( Kundg, whom she imitates in an attempt to manipulate Juli. | will ch

enunciations from each of these sections in the following character analysis.

Cross-Genre Character Identity Analysis: Circe
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Pop-
up/
Interl

ude

Autonomous
musical elements

Syuzhet

Multilayered
samples of female
soul and R&B
singers, with
additional samples
from ASMR
(autonomous
sensory meridian
response), smoott
OpadO synthesize
and additional
decorative noises
such as chime
bells and white

noise.

Hermeneutic information / Fabula Articulates and/or boosts conflict in

the third space

The sultry singing styles of the sol For the first time, a significant amou
and R&B samples immediately  of original samples from an external
bring associations of sensually- genre are presented, instead of a
driven popular music, perhaps als transposition of the genreOs musica
of stripping or other forms of materials into the available
sexwork-like dancing and even  instrumental and vocal soundworld «
prostitution. The ASMR sounds a CCM opera. The unorthadox
refer to a genre of spoken word  layering of these samples is, howev
audio where a speaker records th: much closer to how a contemporary
voice extremely close to the composer layers material than how
microphone, making mostly senst Soul or R&B producer would layer
sounds and saying calming, them. Also, they are combined with
reassuring things. It is used for ba additional sounds in an experimente
relaxation and arousal, and mimic fashion. As such, a clear external
the effect of Opillow talkO or force is presented, yet not stereotyp
intimate talk at an extremely close to the extent that a real break with tt
distance. Together, these element CCM context is created. The genre
should provide clear associations elements certainly introduce a new
sexual music and the hermeneutic force into the conflict but provide a
information that Circe is active in  pathway for dialog with the CCM
the sex industry. tradition, rather than being complete
incompatible, there. This should
create potential for artistic tension ir

musical third space.
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S3.1

1-8

Ccl

The first four bars
form an
instrumental
introduction with
a mostly
syncopated piano
LH (which
nevertheless play:
the downbeat)
playing D and E-
flat, and
decorative
material above
tracing out G-
minor with
Oextension
notesO (in Jazz
terminology).
Bars 5-8 continue
this instrumental
function and
tonality, adding a
drum groove
vocal melody in
the mezzo. All
eight bars are in
4/4 and form a
pop-song-like

enunciation.

After the rhythmless Pop-Up, the In comparison to JuliOs language,
first eight bars of Ccl create a cle which is insecure, bipolar and uneas
rhythmic groove and basic tonality CirceOs first enunciation creates
as found in almost the entire feelings of confidence and security
amount of pop music and its with its driving rhythm and steady
plethora of subgenres (including harmony. The alternate, conflicting
Soul and R&B). This change shou aesthetic can be seen as an alterna
put the listener clearly in the sphe way of life - grooves instead of
of pop music, narrowing down on outbursts, enjoying momentary carn
the more sexually-based genres pleasures instead of fighting a long
through memory of the Pop-Up, game for ideological purposes.
through the text and also the
incessantness of the groove. The The third space conflict arising
latter point is something | derived through this enunciation and the
through listening to artists like appearance of Circe is one of
James Brown, Donna Summers a conflicting feelings, rather than level
Ariana Grande, who built their of complexity, as with Cyclops.
careers based on sexually- Where the feelings of JuliOs langua
promiscuous music. are very sincere and reflective, Circt
are easy-going and extroverted - thi
Additionally, the m2 interval of D can be understood as a metaphor fc
and E-flat, contextualised by the contrasting experiences of CCM/
surrounding G-minor, serves as  classical music and many pop genre
dominant and flattened sub-medie
tones that never resolve to the tor The drum samples are, like with
- a sort of unresolved energy that Cyclops, samples that could easily t
may have a sexual feel. In any ca: used in original Soul and R&B musit
through listening to 50+ songs of  Its material is also strictly notated, n
pop artists that base their work on improvised or looped. The sound of
sex culture, | found the m2 interve piano is also not necessarily foreign

to be ubiquitously embedded in th the genres, although the usage of tr
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strings is non-typical. Were strings t
be used in the original genres, they
would likely sustain long notes or
play simple melodic lines, whereas |
have used them for more experimer
decorative textures. Most importantl
the vocalist sings with an operatic
tone, very far from the sultry parlanc
style of Donna Summers, the horse
belting style of James Brown or
belting pop diva style of Ariana
Grande. As such, the resulting musi
material is a hybrid collection,
articulating much musical material
and some sound qualities of the
external genres with primary elemer
of CCM (string textures) and the
classical tradition (vocal style). One
further hybridity is the use of the m2
which is both JuliOs interval and the

key tonal element of the groove.
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S3.19

Cc2

A 9/8 bar is
divided into three
even pulses, with
a chromatically
ascending piano
and cello line
(harmonised with
the violin using
the Ol.th.Ak.A.
chordO of J7)
asserting each
pulse and the
major third three
octaves higher in
the guitar on the
offbeat. The
vocalist sings
Okommen,
kommen,
kommenO on the
off beats, one
syllable per note,
with the notes of
the violin

harmony.

This enunciation contains almost Cc2, in challenging the groove
none of the groove of Cc2, apart element of Cc1, should show a leve
from perhaps the drum OfillO in th of internal conflict in Circe that gives
final beat. Compositionally, | the character another level.
intended this enunciation to break Compositionally, the 9/8 bar serves
the straight 4/4 groove of the change the pulse and therefore cree
previous one, to make it clear that tension for release when the bar
the song does not employ a stand returns to a straight 4/4. In terms of
pop song structure. Associations CirceOs cultural identity, however, it
established by Cc1 should therefc serves to push the groove out of

be challenged by the presence of normal usage, by breaking it after
Cc2. only one 8-bar phrase. In doing so, 1
Scene 3.1 moves closer to the bord
zone between Soul and R&B and
CCM through demonstrating metric
flexibility and using groove as one

element of multiple ones, instead of

an omnipresence.
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S3.1

26-27

Cc3

In the first bar, the
piano plays a long
arpeggio based or
an inverted D-
minor chord (2nd
position) with a
tripled flattened
sub-mediant. The
string instruments
perform upward
glissandi. This bar
climaxes in the
next bar on a mort
chromatically
coloured version
of D-minor, where
the drum beat
kicks in, the guitar

slides between

9 p
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Cc3, as with Cc2, also breaks the Further to Cc2, Cc3 largely breaks t
groove, composed above all in a steady groove in order to create a
gestural manner to represent an gesture that serves the dramaturgy .

explosion or sexual climax. The textin a theatric way: e.g. the text

complex textural layering will

certainly remind most opera

suggests sexual climax (or in the ca

of 39-42, explicitly mentions it) and

audience members more of CCM the music creates a musical gesture

music than of the genres in

that has qualities of explosion and

question. Yet the dramatic scenari climax. This break with genre

and text setting may make it clear conventions reinforces the operatic
that it is a gesture representing a intent of CirceOs character, which
sexual climax, at the latest, in bar ultimately sings to narrate a dramati
39-42 when Cc3 is developed intc plot (through music and scene) rath
similar and somewhat larger gestt than purely out of genre-based

to support the text Ogemeinsam musical stimulation (which still
explodiertO. includes non-musical hermeneutic
information, but not in a scenic form

as with Soul and R&B. Breaks such

as Cc2 and Cc3 (as well as its

P01 of B27



thirds tracing D-
minor and B-flat-
minor, the piano
plays quick
arpeggios, the
violin performs a
trill texture (also
in thirds) and the

cello a downwards

development in bars 39-42) show th
hybridity of CirceOs identity, to the
extent that the character primarily
orients itself on key operatic
conventions, yet enriches this
approach musically and
hermeneutically through other key

elements of external genres.
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S3.1

44-47

Cc4

The groove Associations and hermeneutic Sexualising the Other, through the
continues as with information regarding the groove employment of the octatonic scale a
Ccl, yet with remain the same as Ccl. Regardi grace-note inflections common in
more harmonic  the vocal line, | intended an exotic middle eastern music, is in line with
movement in the flavour, somewhat Carmen-esque the highly sexually objectified role
bass. However, as in Buttons by The Pusstcat Dol that she plays, that of a deliberately
the newest (one of the inspirations for this alluring and certainly dangerous
element is a motiv song). This is attempted through t caricature of sexual desire.

in the vocal line  octatonic scale, the m2 and

built on the augmented thirds (A3) of which  Bhabha labels the combination of

octatonic scale  share similarities with many scale: simultaneously stereotyping and

and multiple of the middle eastern area. lusting after the Other as OfetishO, :
grace-note this is exactly the intention of Circe:
inflections. she presents Oofferingsfpebotan

the libretto) of diverse sorts for sexu
pleasure. This brief enunciation of
exotic style does exactly this, by
presenting a simplified form of
exoticism (i.e. without displaying the
internal differences of the original
OexoticO culture of the Other) for
purposes of arousing lust. Moreover
the addition of an OOtherO languag
into the already foreign (i.e. foreign
for an opera) language of Soul and
R&B should add another level of
otherness, foreignness and fetish-lik
sexuality to the non-classical and n¢
CCM enrichment of CirceOs

Ointroductory songO.
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3.2
126-1

29

Cch

The first two bars
are centred on A-
major with M7
and M2
extensions. The e
drums play a slow
and simple triple
time swing
groove. The violin
and e-guitar
alternate in small
soloistic figures
on top of the

ensemble texture.

Genre associations for Cc5 shoulc The character identity for Circe shov
recall a relaxed sort of Soft Jazz another layer with the change of ger
rather than a virulently energetic elements from those from Soul and
and driving Soul and R&B, as in R&B to those from Soft Jazz. The
Ccl-4. My intention was that hermeneutic, sex-focussed genre
associations would stay within the associations remain but the
pop meta-genre, but switch sub- characterOs stylistic breadth expanc
genres. These four bars present a This causes Circe to become a
sort of ballad-like groove which  stronger character, showing internal
could be used for a down-tempo difference. Rhythms, chords, chord
song. The extension notes should colourations and sounds are importe
give it a smooth feeling with some from the original genre (the e-guitar,
tension to the chords. This synthesiser sound and e-drums cou
enunciation should create a secor be used in an original Soft Jazz
style of sexual pop genre-referenc piece), with cello textures that are
and narrate the change in dramati more common in CCM and violin
mood from a sort of Oshow lines that would be unorthodox but
danceO (the introductory song) to not especially dissonant in the origir
that of calm, relaxed and inviting  style. The third space border zone
atmosphere conducive to between external genres and the
professional conversation about inside tradition is shown by Circe as
sexual desire. multifaceted one through the variety
of styles employed by the

enunciations.
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3.2 Circes vocal line
163-1 focusses on m2,
70 P4 and TT, rather
than the G-minor
Cc6 of Cclor
octatonic scale of
Cc4. The
accompaniment is
fractured and
gestural without
any groove or
much noticeable

harmony.

In stark contrast to the previous ~Where CirceOs music in Cc1-5
enunciations, Cc6 orients itself  confronted JuliOs language with a
strongly toward JuliOs intervalic  contrasting one, Cc6 shows an
material (i.e. J3). Dramatically, thi: adoption of key elements of JuliOs
is the point in the text where Circe language. This is an example of
breaks her role as a sex-merchan mimicry in the third space for the
and begins to help Julion a narrative purpose of showing
collegial level. As such, collegiality between the characters. |
associations should switch quickly with mimicry per Bhabha, the mimic
from those of sexually-oriented pc contains OslippagesO: unlike Juli, C
sub-genres and Soft Jazz ballads sings in a relaxed free time, where
the free post-tonal CCM language Juli is almost always OconstrainedC

Juli uses, as constructed from rhythmic elements in the instrument

dissonant intervals and non- (even in her first Arietta, which is
rhythmic and non-harmonic quite slow, there is a constant rhytht
accompanying instrumental in the ObellO sounds in the e-drums
textures. The hermeneutic the register is tightly contained

information changes from sexual instead of extreme and the
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lust and desire to the freedom-
seeking ideology of the avant-
garde, which, in addition, should
highlight a change in dramatic
orientation of CirceOs character
toward Juli: instead of selling sex,
sheOs helping Juli on her self-ma
mission (as shown by adopting

many elements of her language).

P06 of B27

accompaniment is purely gestural
rather than providing a harmonic be
out of JuliOs intervals. These slippa
show that the language is not
authentically CirceOs but rather a

mimic of JuliOs.

The conflict between Juli and Circe
the third space has now two
fundamentally different facets: in the
first of which, Circe seeks to offer Ju
an alternate path (the Qexternal®
genres) for her journey - sensual
momentary pleasure instead of taxir
ideological struggle - and in the
second, Circe switches sides across
the border zone via mimicry to use
Juli®s CCM language (that of the
OinsideO) to communicate with her
her own terms. This shows further
that Circe is a servant to her

customers, bending to their desires.
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The vocal line
continues as per
Cc6 with a cello
line adopting the
groove-bassline
from Ccl. The
guitar plays
intermittent M7
intervals, and
around the word
OAbartigesO, an
instrumental
fantasy built on
m2 intervals in
different octaves

develops.

In the

recapitulation of

The purpose of this enunciation is The two previous tactics of Circe in
to bring together the two previous the third space are brought together
categories of languages Circe has this enunciation and show Circe as
used: the genre-infused sexual flexible character with her own
language and that which mimicOs multifaceted genre-enriched languay
Juli®s. Therefore, audience memt (as in Cc1-5), one also capable of
should have associations of both mimic (as in Cc6) and also in bringir
categories, that Circe is both these two categories together for
helping Juli and selling sex. This narrative purposes, as described in
fits in with the dramaturgy of the previous column. This last point is
plot, since Circe is helping Juli by something Juli struggles with
making her a digital sex worker, ir throughout the opera - aligning the
order to find a customer that can unsettled CCM language (J1) with tt
help her reach the Dark Net. childishly romantic classical languac
(J4). Circe is presented, therefore,
In the recapitulation, the octatonic character not only comfortable and
scale, which contains many m2  free with her sexuality, but also
intervals, adds potentially flexible in using the language of

associations of Cc4. others (i.e. being social or Ofitting in
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this enunciation,
bars 237-242,
circe sings on the

octatonic scale.

and even bringing these two things
together. The pervasive concept, the
all characters are projections of
unfulfilled parts of JuliOs persona, is
particularly fitting with these aspects
of CirceOs social qualities and abiliti

in the third space.

Double Tempo
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S3.2

245-2
50

Cc7

A Ofour to the

The drum part is a classic Straigh® Although Juli (and perhaps the

floor®O drum beat Techno beat, with the piano bassli audience) believes the voice to be tl

(with hat samples also fitting into the genre. The

evenly on the
offbeats) and

piano LH from
Cc1l (not

octavated and in

tempo 130 solidifies this genre

reference and should therefore br

forward associations of drug-
infused partying in the

underground, since the techno

the deepest piano culture emerged intimately within

register) form the an underground drug culture

accompaniment.

The vocal line is a abandoned buildings), which goes

simple

Sprechstimméne variation over long periods of time

(including events in unlicensed

to explain the extreme lack of

with Oprank caller that this genre features. When

vocal effects in

the low register of vocal effect, which masks the true

the Mezzo, tracing identity of the voice by re-pitching

combined with the Oprank callerC

a simple D-minor it two octaves deeper and adding

scale. The piano
LH plays the
dominant and
flattened sub-
mediant, as in
Ccl. Athough
Circe sings, she
pretends to be a
OcustomerDer

Kundse.

basic distortion, listeners could
develop associations of a person,
perhaps under the influence,
seeking thrills in the (digital)
underground, one of which is

particularly unusual form of sex.

P09 of B27

of a customer@er Kundg, it is in

fact another facet of CirceOs charac
identity. The other primary female
character in the story, it is important
to note that she is the most
sophisticated of all external
characters. This can be seen most
clearly due to the many different
genre elements that she displays - t
point is particularly relevant to a
cross-genre analysis. That Circe ha:
used elements from Soul and R&B,
Soft Jazz, Juli®s CCM language an
now Straight Techno encodes her
character with a multiplicity of
internal difference that makes her
flexible moving through the third
space in order to reach Juli and helf
her. No other character is as
successful in communicating with Ju
- Circe is the only one that can at lei
somewhat control her behaviour, by
convincing her to become an
Ooffer@ageboy in CirceOs collectior
That the customer is also Circe, as
shown in Cc7, demonstrates a furthi
flexibility in communicating and

operating with Juli.
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(Prank Caller Vocal-FX
on Circe)

5.2.3.1. Step 2: Discussion of CirceO Character Identity, as arising from the analysis

The Syuzhet for Circe contains a wide range of genre references, all focussddrentdispects ¢
sex culture. Ccl and Cc4 are composed using elements of Soul and R&B genretertbevidiich
contains elements of exoticism. Cc5 employs a passage of Soft Jazznwrmoate the intimat
nature of the drama in that moment. Cc6 switches approaches to mimickidg G@M langua
(i.e. intervallic content of J3) in order to communicate more directly withGeat.uses a Straig
Techno beat to refer to thrill seeking in the underground. For many listenersyéinesaeference
will result in the transportation of hermeneutic information regarding CirceOstehédantity: he
sexual promiscuity, intimate seductiveness, flexipilin communication, adventurousne

(respectivelydi2 .

Since CirceOs character identity contrasts with JuliOs so stronglyememti conflict of styles |
created, between JuliOs frigidness and social incemgeetand CirceOs promiscuity

communicative flexibility - or in cross-genre terms, between the inaccessilol difficult CCM
language Juli uses and the attractive and easy-going set of genre eler@ms@d$ musical worl

Juli approaches the conflict the way she does every time, by remaining dgawmidimther

312 As stated in the introduction, | do not claim general validity of such hermeneutic information according to a scientibc
method. Rather, | claim this as my personal understanding as the composer and point toward the intention for such
information to be used in a cross-genre approach.
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language (on her side of the borderzone) and demanding that her objectives be rdhiose:
compromise. This is the tenor for the scene, apart from a moment when dutieseane of Circe!
Ooffers@\igebo}, and thereby hybridises CirceOs language with her own - a moment that
analysed in the mid layer analysis. Generally, however, Juli remains byC@Gbft-basec
enunciations and conflicts directly with Circe, stylistically and drarabyicCirce changes tr
genre-references in her language throughout the narrative, in order to show different

herself, to communicate more directly with Juli and progress her languagéevipiaigression ¢
the narrative. Where Juli is typically stubborn, Circe is professional in resingato her custome
and later, to the person she wishes to help out of ideological reasonsbét €aid that the qualiti
of CirceOs character, as shown by the genre references, articulate a ylaghef dever had tr
chance to, was able to or allowed herself to live out - sexually free|lg@bbe, adventurous ar
uninhibited. A part of Juli wants to party and experiment with drugs, as shown by C
sexualised, as shown by Ccl-5 and the Pop-Up, and be able to use the language td
communicate more directly with them, as in Cc6. The conflict, therefore, isfdiece presentin
an alternative, and using hybrid enunciations (i.e. Cc6) to communicate across ptue
borderline, where Juli cannot benefit from CirceOs OofferingsO of pop genres and more
way of life. In simple cross-genre terms, Juli cannot shake off the ideology of her &@
classical language and adopt the enjoyable pop-enriched aesthetic Circesptrdents simply
unable to facilitate this functional dialog, and instead remains adaneattgnched on her CCH
classical side of the conflict. As will be shown in the high layeryaigl JuliOs inability to t
flexible in her communication and flexible in her way of life (e.g. by taking on pesements c

the language of the other characters) leads to a tragic narrative archetype.

Compositionally, some of the instrumentation allowed for an easy transportationrefejement

into the operatic ensemble - the electric guitar, e-drums, synthesiser@mthefpiano are stande
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elements of the genres to which Ccl1-5 refer. The strings also pose no sigafistatle to th
reproduction of the original genres, but are rather decorative. As such, the bulk of gemi@ m:
Cc1-5, the drum rhythms and sounds, the synthesiser notes and sounds, some electiitsc
(mostly from enunciations not analysed in this character identity arfélysis Sparalpiano line
would be appropriate in the original genre contexts. The main differences bdtieeort of
material in an original genre context and.th.Ak.A.is that the material is notated and reprodt
by classically-trained musicians, instead of improvised or semi-improviseds$8iprsenusicians i
a recording or stage situation. The differences here are obvious, in termsaiddbe details ¢
the notes themselves. Perhaps the largest difference is that of tHestvaeho sings in
classically-trained style instead of any one of a range of pop styles. Thiis iesa necessaril
hybrid style, nevertheless essentially routed in the operatic context, msbgeéhe score
performance context, and chosen performing musicians, all of which are operatichathpop-
based: it articulates many materials from the original genres (rhythmsikeifphtterns, 4/.

structures etc.) whilst articulating the performance idiosyncrasies of the classicav&aidn.

5.2.4. Step 1: Cross-Genre Character Identity Analysis: Dark

The music for Dark contains three Recitativo passages, two with Juli anditbnguli and Borgo
and one aria. In order to analyse his character identity, | will analysdfieient amount o
enunciations in order to establish the core of musical and hermeneuticahthaggriconstitutes h

character and the cross-genre narrative conflict in the third space.

Cross-Genre Character Identity Analysis: Dark

313 As stated in the introduction, | did not analyse every enunciation for any given character, but rather chose a su %cient
amount in order to provide a complete picture of each character in isolation. A comprehensive analysis of every
enunciation would lie beyond the scope of this already large chapter.
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64-68

D1

Autonomous musical

Hermeneutic information / Articulates and/or boosts conflict i

elements / Syuzhet

Bars 64-66 contain a
repetitive piano line of
two half-note chords (in
the 4/4 bars), which are
actually four polytonal
chords spaced far apart
in the first accent and
closely in the second.
The two chords per
accent are minor chords
spaced a TT apart. The
e-drums play strong
accents on the downbes
of the first bar with tam-
tam, crotales and timpat
sounds. The cello drone
octave Cs, with
microtonal glissandi on
the higher of the two.
The violin and guitar
play decorative notes ar
textures that colour the
harmony with chromatic
tones. For the remaining
bars, Dark sings Ochant
style, like a MonkQ in th
lowest register of his

voice.

Fabula the third space

The materials for D1 have a  The references to chant-style
steadiness, repetitiveness anc singing (be it Gregorian chant, as
modernity of harmony and inspired Carl Orff, or otherwise) is
texture. His vocal line is a hybridised with significant aspects
modern version of Gregorian of CCM, in the dissonant, textural
chant, free and mostly flat in it and harmonically free material in
line, yet not bound to a tight the strings and e-guitar, and the
system as Gregorian chant | modernity of the soundworld,
usually is. These two aspects including e-drums and e-guitar. A<
are a result of my inspiration such, Dark has a strong identity in
from the music of Carl Orff,  reference to chant, nevertheless f
who likewise created a sort of of stereotype in the internal
German minimalism in the difference displayed by the
repetitiveness of his patterns, elements of CCM. The
and developed a quasi- contradictions of an ancient music
Gregorian, monk-like way of  style (Gregorian chant) and
setting text in his Greek drami contemporary elements
such asAntigone Although (instrumentation, e-drum samples
very few if any listeners could extended technique textures, poly
make the direct connection to tonality) make Dark a mysterious
Carl Orff from hearing the and intriguing character that cann
music for the first time, | be understood easily through
believe that the repetitiveness stereotype.

of the accompaniment and fla

lined, free-time style of singing

may be reminiscent of chant.

For me, chant singing brings

associations of timelessness,
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E. Gt

Ve.

Dr.

Dark

E. G

Pno.

Elec.

peacefulness, a celestial high
power and solemnity or at lea:
sincerity. These associations
would fit well with my
conception of the character
identity for Dark, and were my
compositional intentions.
Dark is, therefore, a sort of
monk or even demi-God of the
Dark Net, singing in a style
somewhere between sacred
chant and CCM. He is calm,
powerful (as shown by the
loud, deep and full e-drum
sounds of timpani, tam-tams
and crotales) and solemn, as

chant usually is.

L ‘ Slow, mysteriously
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S4.2 The e-guitar and violin In contrastto D1, D2 hasa D2 enriches the language for Darl

71-74 continue the decorative steady rhythm and clear through a rhythmic and mono-ton:
role from D1, colouring harmony of C and then A harmonic approach that stands in

D2 the harmony with freely- (major and minor) - this create contrast to D1. The richness of
composed chromatic  more of a song-like feel than difference within his language lear
tones. The piano plays ¢ D1, which was more to an important ambivalence, whe
two bar figure first in C, atmospheric and free in its Dark could develop in a variety of
over which the Bass aesthetic. Concrete associatic directions - either to a more freely
sings a melody may not arise from this atmospheric language (as will be
oscillating between C-  sections, rather, the seen in D**) or a more rhythmic
minor and C-major, and timelessness of D1 may be  form of expression (as will be see|
the two repeat the challenged by the more in D3). For a mysterious figure,
material a minor third  rhythmic and perhaps therefol which Dark strives to be -
lower. The rhythm has a profane pulsating quarter note representing the Dark Net as he
steady quarter note puls of the piano. As will be shown does - ambivalence is a commodi
in the piano, with in following enunciations, D2 that shrouds an easy understandil
flowing 8th and triplet  will develop into the OsongO f of his identity.

durations in the Bass.  the character identity of Dark.
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S4.2
103-1
08

D10

The e-drums play the
loud samples from D1,
the piano plays a
rhythmic pattern in
(slow) 16th notes
outlining an incomplete
polytonal mode built on
fragments of F#-minor
and D-minor. The vocal
line sings highly
syncopated in an unclee
harmony that features

two M7 intervals.

The e-drum samples and
polytonal modal fragments in
the piano, as well as the
textural decoration in the cello
should continue some of the
mysteriously style built in
D1-2, taking it even further int
an even more indefinite
aesthetic. The vocal line is the
opposite of the previous
enunciations - angular insteac
of flat, and unclear in its
harmony. Indeed, it seems
closest to JuliOs intervallic
language, if anything. The ma
associations here should be
those of uncertainty of style -
DarkOs language should shov
here its ability to free itself of

concrete associations.
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As with the progression from D1 t
D2, this enunciation increases the
mystery and uncertainty
surrounding DarkOs identity. As al
actor in the conflict, DarkOs main
operating function is that of
obscuring and seeking anonymity.
He will later, in a text passage,
praise the Odarknedsi@sternig as
a form camouflage, like a Owarm
blanketO. As Bhabha has noted, ¢
effective cultural camouflage -
where one does not want to be
easily stereotyped or categorised,
culturally - is that of a Omottled
background® (Bhabha 1996: 85).
The hybridity of expression in this
enunciation is certainly a case of
mottled identity, leading to
camouflage as a technique of
conflict in the cross-genre third
space: with this and other
enunciations like it, one cannot
easily identify DarkOs genre-

references nor links to tradition.



S4.3
127-1

29

D3

The piano plays a stead D3 develops the rhythmic D3 displays some strong element;

bassline in the lowest
register, in straight 8th
notes with one triplet on
the final backbeat,
turning what would
otherwise be a 4/4
pattern into 7/8. The e-
drums play samples of
military drums on
principal beats, and the
e-guitar (with distortion)
and cello F and G-flat
power chords in

syncopation. The

approach from D2 into a of Heavy Metal music - the power
strong, driving pattern chords, a driving riff-like bassline
supported by the instrumental and militaristic drum samples - the
apparatus, above all, by the are nevertheless all significantly
piano and drums. In altered from the original context:
combination with the power  the power are highly syncopated,
chords, the music forms a the drum samples play on the
Heavy Metal-inspired song the principle beats but not in a clear
should bring forward groove, and the piano bassline
associations of brute strength. contains a triplet where a usual
aggression and physical Heavy Metal bassline would have
masculinity. Throughout Dark( three 8th notes, making the bar 7/
solo song, of which D3 is the instead of the typical 4/4. These

first enunciation, he sings of alterations make the original genr
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vocalist first outlines a
B-minor arpeggio with
flattened sub-mediant,

then a stepwise melody.

being a warrior. This dramatic less stereotypical and articulate

information is therefore rhythmic conventions of CCM

coupled with the hermeneutic (high syncopation, non-quadratic

information of Heavy Metal  bar lengths).

music to reinforce the strengtt

he claims to be capable of.  DarkOs identity as a warrior, as

WhatOs more, Heavy Metal is shown by the text and enhanced

the principle genre of music  through the genre elements from

that US soldiers listen to befor Heavy Metal and their hermeneulti

and during combat (Ricks associations with war, aggression

2010). and power, presents Juli with an
opportunity to take on these

On the base of the previous warrior-like qualities, by taking on

enunciations, the background elements of this language. Juli

DarkOs character identity has expresses aggression in her dialo

been one of mysticism and  and her musical language (i.e. J5)

camouflage. D3 and the song and Dark offers her a musical

however, narrow down on a tt language enriched by elements ol

concrete hermeneutic external genres that takes her

information of Heavy Metal ~ aggression into a mature languag;

music. As such, we learn of real combat.

through the musical

associations, that the true cor

of Dark is one seeking power,

aggression and consequential

confrontations - the chant-like

music that creates mystery an

celestial qualities is purely a

guise for a physical, humanist

walrrior.
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S4.3

142

D4

The e-drums play the
samples and pattern frol
D1 whilst the ensemble
in unison plays three
notes of an octatonic
scale, with the guitar
playing a fourth, and the
violin and e-guitar start ¢
soloistic fantasia-like
line on the scale,
although the violin is
much more present.
Every instrument plays

forte.

After the long passage built or In terms of DarkOs warrior identity
D3, D4 recapitulates the | sought with D4 to add a referenc
OmysteriousO e-drum sounds to modern warriors from the

D3 and features a tutti fragme opposite side of Heavy Metal

of an octatonic scale, a scale (which represents the US forces),
with oriental associations (as i by including a middle-eastern scal
Ccbh) and an obscure harmoni often used ilNasheeds jihadi war
orientation. My intention, songs. This will be developed and
regarding the fragment but als become significantly clearer in D4
the soloistic fantasia in the  which play samples that concretel
violin and e-guitar, was that  reference jihad. As such, the warr|
this enunciation would evoke identity of Dark should be encode
associations with middle with internal difference and interne
eastern music, be it Turkish, cultural conflict, so as to avoid
Arabic or Persian, since many stereotype and create a richer
scales from this region share character.

similarities with the octatonic

scale. Even if this association does not

occur for many listeners, the
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S4.3
159-1
62

D40

breaking with the steady rhythms
and patterns of D3 create a sort o
Osmoke and mirrors® moment,
where Dark briefly masks his

warrior self.

In the electronics, The electronic samples As with D4, D40 develops the
samples of large cats, reference sounds used in ISIS alternative reference to modern w
horses, swords, knives, propoganda videos - large cat and warrior culture, the primary
burning and an Islamic growls are used in the ISIS  reference being to US troops
song (originally samplec Nasheedlslamic war song), as (through elements of Heavy Metal
from a call to prayer, well as sounds of horses, whit music) and the alternative referen
although this cannot be refer to Mohammeds time in  to Nasheedand other jihadistic wa
clearly heard in the exile in the desert, and sword¢ songs. Rather than referring to a
chosen excerpt) are which have obvious melodic scale, which may be too

played with electronic  connotations of fighting. The obscure to many listeners, the
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effects that slightly
obscure them, but not
significantly. The e-
guitar strums chords
based freely on Juli®s
intervals and the
l.th.Ak.A. leitmotif, and
the violin plays fantasia
melodies approximately
on the octatonic scale,
with free embellishment:

and deviations.

addition of burning sounds an
the fragment from a call to
prayer were my own, that do
not feature in the 1SISlasheed
These samples should evoke
clear associations of the war i
the middle east, even for
listeners not aware of how ISl

embellishes theiNasheed
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samples should make the

associations clear.

The aesthetic of this enunciation -
in free time, with electronic (4CH
with speakers distributed in the
room) and acoustic sound source
and an unclear harmony (based o
both JuliOs intervals and referenc
to middle-eastern scales) - should
provide a bridge from the self-
confident Heavy Metal to the
mysterious, smoke-and-mirrors
aesthetic of D1, to which the
enunciation leads. As such, this
enunciation portrays both the
internal conflict of DarkOs warrior
identity and the ease with which h
can Omottled his style away from
concrete references to war culture
back to an undefined genre identit

in the third space.



S4.3

185-1
86

D5

The strings make In D5, the freely textural and The mysterious and indiscernible
Oseagull® harmonic aleatoric instrumental music - elements of DarkOs character
sounds freely and softly. devoid of harmony or pitch - identity are taken to their extreme
The piano scrapes the delves deeply into the world o with this completely aleatoric
lowest string with a CCM, which is not combatted enunciation, fitting with the
guitar pick and the by the octatonic-based and sti existential question he poses in th
electronics fades in the quite obscure vocal line. The lyrics. As such, with this
Night Forest sound audience should be reminded enunciation, he extends his flexibl
effects. The Bass sings the qualities of CCM - a character into the CCM tradition
an angular set of pitches tradition of music which is that JuliOs language represents, i
that are selected from t experimental with sound- order to gather information about
octatonic scale to set th¢ design and tests of the limits ¢ her deepest thoughts and feelings
text Owhat do you belie' the term OmusicO as opposec (indeed, the response he gets, the
in?® [Woran glaubst du” Onoise0 - leading to associati Juli believes in freedom, is the ma
of difficulty of comprehension, concept that drives her). It is a for
mysteriousness and curiosity. of mimicry, just as Circe does with
Cc6. However, it does not use Jul
intervals (J1 etc.) as with Cc6, but
rather the free string textures of J:
and J8. It shows, nevertheless, th
power of DarkOs mysterious
character in its ability to change
cross-genre function for narrative
purposes (from hermeneutic genrt
references on one side of the
conflict to concurrence with

tradition on the other side).
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5.2.4.1. Step 2: Discussion of DarkOs Character Identity, as arising from the analysis

DarkOs character identity displays a variety of material, from rhythmic antuf@iesnents fron
Heavy Metal to free textural music, fragments of octatonic and middleqeastales in eithe
thematic or fantasia forms, to a mixture of polytonality, extended techniquéhanttbased voc:
delivery that is deliberately hard to identify. The character Dark, asaklitbther characters,
constructed on a bed of associations, even if the point of some parts of hiy idetdi mask
associations. These conflicting, contradicting associations, from sacredtchamdfane Heav
Metal, free his character of stereotype through the conflicts they produce wghicharacte
identity (i.e. Qinner conflict®). In the dramatic narrative, Dark is a demigod-tikaqarghat use

the anonymity of the Dark Net as a camouflage for his true intentions, thosagofgwwar,
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although the type is not specified. These narrative elements are recoutttedrinsic through:
mystic style referring to chant (Gregorian or otherwise) and the sacred-minnwdlSarl Orff yet
shrouded in CCM textures and poly-/quadro-tonality (D1); rhythmic and melodic enunciatio
have a profane quality in their straightness (D2), eventually developing into aybstitailg Heavy
Metal-inspired warrior aesthetic (D3); fragments of octatonic and middlereastales (D4) th:
develop into concrete samples of jihadi propaganda songs (D40), adding a conflicthe
warrior aesthetic; and aleatoric textures that straddle the more exigengf CCM (D5). Togethe
these enunciations articulate a complex and obscure culture of anonymity andheabDark Net

for which Dark is the spiritual leader and battle commander.

In regards to the narrative cross-genre conflict in the third space, Dark and thes \&yles an
genre-references of his language present JuliOs consistent and conspicuous si&iMiatagiag
with a broad range of elements and general flexibility that could help hevadmée goals o
freedom (through anonymity) and resistance (through combat). In comparison to JuliOs |
DarkOs can be more brutal (as with D3), more clearly defined (as with D4Gmiigreous (D1
and more experimental (D5). Through JuliOs constant rejection of DarkOs languagengytor
take on any elements thereof, one learns that Juli is too stubborn to hatepher characters m
have a more advantageous approach to achieving her goals than that which she dlesie
refuses to learn from or adapt elements from the other characters. This cadavindo hel
stubbornness, learning disabilities or a narcissistic personality disorder. lcas@ythe conflic
here is one where Dark offers Juli useful methodologies and techniques for achievistgtec
goals, and she rejects the help. At the end of the scene, JuliOs langsage ddieulate any of tr
elements of DarkOs language, and we see, therefore, that no hybridity has tekdelpassag
therefore, foreshadows the tragic helplessness of JuliOs character ideigitywa$ depicte

musically through the cross-genre references in DarkOs identity, which could fen
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advantageous to Juli, and the complete rejection of hybridity on JuliOs part. i@ aots, all th
enunciations, although some contain clear elements of genres, articulatarssously significar
elements of CCM - as with Circe and Cyclops before him, this expresses th@aitaation tha
the characters are projections of JuliOs persona, Juli representing CCMlassshieshows in
cross-genre way that the common thread running through all characters is thattithatelyl
belong JuliOs psyche (and its representation through CCM), even if they attemptlidiaffeothel

way of behaving, living and dealing with her narrative struggle.

Associations of mysticism and spirituality are created in D1 primdriiyugh the chant-like sty
of singing: majority stepwise movement with long passages on a singletpagether with free
time rhythm, create a flat melodic line typical of chanting. Noteworthy rdifilees to origine
(Gregorian) chant include: employment of the octatonic scale or a freely-compodednstead c
the church modes; the variation of the melodic line, which sometimes exterapeggios an
broken chords for dramatic effect; the presence of a modern arsenal of acoustiecarahic
instruments, that play a complex, multi-layered textural and polyphonic musigenhe element
from Heavy Metal in D3 are in their nature relatively close to the oridgingin their deploymer
much more in line with CCM. For example, the power-chords of the e-guitar arealéatthose
from the genre, power-chords in the cello in their simple 5ths are a maranastation of th
musical material of the original, where the sound of the cello in the fowgsster is noticeabl
different but not too far from that of a distorted e-guitar. Even the oscillattorebr F and G-fle
power-chords could easily form a riff in Heavy Metal. The essential differeace is the highly
syncopated rhythm, which is fragmentary and through-composed rather than repetitiveatuhes
avoids the solidity of a steady riff that would be necessary for the original gadrarticulate
instead the high level of compositional freedom and complex (unpredictable) rhytimagntions

of much CCM. Additionally, where a Heavy Metal track would feature a drumrpditesed ol
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Rock, Blues or Thrashing rhythms, the drum pattern for D3 is composed based on milital
patterns (here, not a specific pattern, but rather a newly-composed one). Ttig bagdfit o
enhancing militaristic associations and moves the enunciation further ytoridised form. The
bassline in the piano could well be a functional e-bass line in a Heetaf tvack, were ita 4/4 b
where the final triplet would extend to three 8th notes. The 7/8 time signaltineugh a seeming
small detail, make the line unlikely to be functional in the aestbémcost Heavy Metal bands. /
with the cello, the instrumentation leads the bassline to sound sbutlaifferent - an e-bass h
less high frequencies than the low register of a grand piano and a more powerfuigeshretc
its electronic nature. D4 employs original samples and is therefore blealegproduction of th
soundworld, although the samples are manipulated with electronic effecigap @nat would b
too obscure for ISIS propaganda videos but valuable for electro-acoustic CCM contexts.
more, the guitar chords are based on Juli®Os CCM language and the fragments ofastétd
scales in the violin fantasias are too freely composed to be in the |ledgae authenti
reproduction of middle eastern instrumental music - instead, they articuda®CtM context of th

opera.

5.2.5. Step 1: Cross-Genre Character Identity Analysis: Borgo

The music and drama for Borgo begins with a substantial a cappella saAge#sst displays h
identity clearly. Following from this, there is a dialog passage with BiadkJuli that continues tt
language whilst adding instrumental music and some electronics. The st#nBsrgo end with
duet with Juli that introduces a contrary side to his character. Regarding blaeraum the sols
passage, the bar numbering in the score can be confusing - to this end, | wilh iefetions ir

their relation to rehearsal figures (rehearsal letters).
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Cross-Genre Character Identity Analysis: Borgo

Enunc Autonomous Hermeneutic information / Fabula  Articulates and/or boosts conflic
iation  musical elements / in the third space
Syuzhet
5.1 The Tenor does no BorgoOs mode of delivery is highly BorgoOs language, as effectivel
Until sing specific obscure, in that he does not sing an' represented by B1, has the third
Fig. A pitches, but freely pitches in a typically musical relation space meaning of showing what
in a range of low, but rather makes the consonants an Juli could become if she lets her
Bl middle and high. secondary sounddlébengerSusche CCM side completely inherit her

The word ODark® the primary focus for structured identity, unchecked and

set through a loud development. Such a backwards wa untempered. Juli displays an
breath, vocalisatior of approaching operatic singing may internal conflict of two sides of
on the ODal vowe bring forward associations of comed CCM/classical tradition - a

with vibrato and an routines, as some comics speak anc contemporary quasi-serialist
accent on the OKC sing in absurd ways for comic effect, CCM side and a Romantic, quas
consonant, which where they exaggerate the elements tonal side - which results in the
is held for effect.  singing that make a performance mutual control of each side.

This is repeated, characteristic, such as when doing a Borgo, however, articulates a

with the held impression. In the performance of th language that operates on the
consonant operal.th.Ak.A, this section was extreme of the CCM tradition. At
developed into always received as comedic. such, his role in the third space
different sounds the opera can be seen as one

and eventually The intended associations were thos tempting Juli to surrender her
whistling. Inthe  of the most extreme CCM opera identity to the most extreme
next line, these works that obscure text delivery so elements of one side (CCM) of
consonants becom highly through stuttering, her character identity.

a passage of fragmentation or focus on secondary

choking sounds. It elements (extended vocal technique In this enunciation, Borgo gives
ends with a so as to be almost completely the first impression of his

OhyperventilatingC unrecognisable as opera in any character, where he takes a larg
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passage on the
breath sound,
which began the

enunciation.

traditional sense. Such composers amount of time to set one word:
include Helmut Lachenmann and Be ODarkO. This elongated approa
Furrer. Hermeneutic information shows his fondness in himself a
associated with this sort of music his own language - two qualities
include: elitism to the point of almost Juli could use to enrich her
complete inaccessibility for almost  language, should she be open t
every potential audience member, | his influence. Of course, as with
extremism in an ideology against  all characters (as stated
concepts of traditional opera, and  previously), Borgo is a projectiol
extreme self-interest, since highly  of a part of JuliOs identity that sl
inaccessible music must have its ba: is unable to or does not let herst
in self-interest rather than live out.

communication or an existing marke
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S5.1
Line 1

of Fig

B2

Compared to B1,
this enunciation
has a relatively
dense amount of
text, and can be
considered a quasi
Recitativo style,
where B1 is more
Arioso. The
indication
OSprechgesangd
given, as are the
heights of
approximate
pitches in the
melodic curve.
Nevertheless,
consonants OrrrO,
ObO and On', as w
as the syllable Ofa
are exaggerated fg

effect.

As with B1, associations should go il Although the focus of B2 shifts
directions of absurd (perhaps from the practise in B1 of treatin
comedic) voice-acting and the extret consonants and secondary sour
end of CCM. WhatOs more, the (i.e. the breath) as primary
indication OSprechstimmeO is given musical material to one on text
direct reference to Schoenberg and and the delivery thereof, no
avant-garde vocal delivery, which we substantial internal difference is
an innovation part of a body of work shown through B2. Borgo is thel
that was deliberately elitist (as a stereotype of extreme CCM
demonstrated by his famous Society extended vocal technique, whicl
for Private Performances). The is what | intended as a compose
speaking quality of this enunciation he is to represent a mockery of
should push it further away from composers that work with the
traditional opera and music-theatre, extremity of inaccessibility in
traditions that create their identity ~ their music. This is supported by
through opposition to speaking. B2, text occurring later in the solo
the contrarary, moves toward straigh passage, where Borgo talks of
theatre $prechtheatgrwith an creating Oart and massacreO w
absurdist approach to text delivery, is more grandiose than the art o
which still keeps it in the musical Magritte. Musically (through
realm. The move towards references to extreme CCM) an
undersandbiilty of text delivery move dramatically (through the text),
it also slightly away from extreme  Borgo represents a perverted ar
extended vocal techniques of CCM self-satisfied artist, elements of
(e.g. as championed by Lachenman JuliOs unrealised personality.
which usually deconstructs the

necessity of understandability in

favour of elevating secondary sound

to the primary function.
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S5.2
37-40

B3

In a steady 4/8, the Associations of experimental CCM  The addition of the instrumental

Tenor
communicates a
passage of dialog
in aSprechstimme
style with
approximate
pitches, exact
rhythms and given
dynamics. The
instrumental
ensemble
accentuates the
rests in the vocal

line.

are reinforced through the ensemble to BorgoOs language
instrumental accompaniment, which reinforces the stereotype of his
based on extended performance character, since it merely
techniques and noise-like textures tt continues the extended-techniqt
arise from them. Where B2 may hav based CCM language of his voc
related to absurdist and/or comedic enunciations (above all, of B1).
vocal delivery in straight theatre for

some listeners, B3 is clearly in the

style of experimental CCM for

anybody aware of the category due

the instrumental writing based

primarily on extended technique.
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S5.2

111-11

B4

An improvisatory The usual connotations of extended- The instrumental language of B«
Ocadenza0 from tl technique-based CCM produce relates most closely to that of J&
Tenor is followed particularly perverse associations in which represented the trauma tt
by an instrumental this context due to the improvisatory Juli experienced immediately
passage including Tenor line (where he mimics Oenjoy before being committed or force
large range of something very muchQ), the Ochildi: into the sanitarium. Developing
extended soundsO of the sampler, which make the concept that Borgo is a
techniques in a fret Borgo seem childish himself and projection of Juli, one can learn
form, with rippled perhaps hint at him Oenjoying himse from this instrumental passage
piano chords in a in the context of children or being  that BorgoOs perverse characte
progression stimulated sexually and/or violently identity is the potential result of
strongly outlining by children (since we know him to b¢ Juli not combating her trauma al
G major. The a violent character), and the simple letting it inherit her identity: if
electronics play  tonal chords in the piano, which she would give in to her trauma,

Ochildish soundsQ reinforce the childish elements and she could become a perverted,

including toy show a simplicity that makes him les sadistic and dangerous person |
pianos and baby human and less intricate. Borgo is. As such, B4 contains
laughter. elements of mimicry of the J8

enunciation, with the intention tc
tempt Juli into BorgoOs hedonis

and uncontrolled way of life.
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S5.3

129-13

B5

The Tenor sings in B5 has a strong melodic character, ¢
a lyric style with  to the steady rhythm in the e-guitar,
the vocal indicatior vocal indication and steady up-and-
of Overy lyrically®, down melodic curve that lends itself
firstly on an easy singing. It should give
octatonic scale anc connotations of Romantic operatic
then on an unclear singing, and due to the ambiguous
mode. The guitar harmonies, of late-Romantic and eal
accompanies with 20th century styles, such as those b
I.th.Ak.A. chords  Wagner, Strauss, Bartok and Janace
(J7) and A3 Opera of this sort has a high
intervals. The conception of art as a transcendente
rhythm is steady. force, and these are the association:

intended with this reference in B5.
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B5 is the first musical and cross
genre element to add internal
conflict to BorgoOs otherwise
stereotyped character identity. It
comes at the end of the scenes
with him, as he realises he cann
tempt her into his perversity and
gives her a warning about a futu
stage of her journey. This
demonstrates another side of hi
character and shows that the
stereotyping of the previous
enunciations was a tactic, one
which he can change, as he doe
in B5. Yet the references to high
opera are also part of JuliOs
character identity, and therefore
another example of mimicry.
Borgo is, therefore, a character
that communicates to Juli from
within extreme versions of her
own language, rather than
enriching it with an external

genre, as with the others.



B5.3

159-16

B6

The Tenor and
Soprano sing a
tonal sequence in
duet in B-flat
major setting the
word OAdieuO.
They are
accompanied by
the e-guitar,
playing a simple
accompanying
gesture, also in B-

flat major.

B6 is composed as a pastische insp

from the OAddioO sequence in

B6 displays a reference differen

to the previous enunciations. In

Rigoletto and will trigger association terms of BorgoOs character

to Romantic opera, especially

Italianate opera such as those of Vel
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identity, this is a confusing
occurrence which undermines tt
previous language, even though
can be seen as related to B5. It
a simple reference with little to r
hybridisation away from the
original style, only in the
instrumentation (e-guitar) and ol
unusual cadence, the E-major
chord in bar 165. It shows
internal difference in his cultural
identity but one that is largely
stereotyped, as shown by the la
of hybridisation. As such, the
enunciation has a highly
inauthentic quality and serves a
purely comic purpose in the

cross-genre conflict.



5.2.5.1. Step 2: Discussion of BorgoOs Character Identity, as arising from the analysis

BorgoOs Syuzhet is built on two stretches of material, both of which havetéwmi sections. Tt
first stretch (Scene 5.1) contains enunciations which contain extended-vocal-tecx@d
language that construes the more musical moments and an absurd sprechstanuelivery
bordering on straight theatre for the more text-focussed enunciations. It is notagsdi-graphic
notation without exact rhythms or pitches, albeit based on a skeletabtratditlef, resembling
percussion clef more than a vocal one. In the second part of this stretch éinf&tene 5.2) th
instrumental ensemble joins in with extended-instrumental-technique CCM lantpaageinforce
the references to extreme CCM and, towards the end, electronics that pldigtOsbilndsO alo
with simple tonal chords in the piano that both portray his character as predikish and hin
at a broader depth of stylistic possibility. This is then realised irs¢cend stretch of mater|

(Scene 5.3), containing a change of vocal tone in the Tenor to a lyrical modisp&dthc pitche:
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and rhythms in traditional notation - the melodic line is based on the octatoale and th
accompaniment on sequential I.th.Ak.A. chords (J7). At the end of this stretchnateytshifts tc
an almost pure B-flat major, with the exception of one substitution of the donuhart for the
tritonal chord (E-major), as a weird and skewed cadence before the final tonal tohpodtray
BorgoQOs perverse nature, even when he attempts OnormalityO (of musical artiasgoia, sinc
this is the moment he bids Juli farewell, albeit saying the lingalstiskewed OAdieuQ instead

German phrase).

The perverted fixation on extreme extended-technique language of B1-B3 represent -
impressions and majority of material for the Borgo character, representing tiwlncusture of
extreme CCM which is, as a culture (in my experience), self-interestedt(iogg) extreme in it
ideology, almost completely unrelatable, even to many elite listenerpraaigced by practitionel
(composers) not held to account by any force other than the own self-righteousness
ideological convictions. BorgoOs character is therefore encoded with this heienief@umation
by way of association in some listeners, or at the very least, according totention as th
composer. One could read the aforementioned Oextreme CCMO attributes from Bosgté
identity purely from reading the text. As such, the cross-genre encoding in B1-B3 is
enhancing the attributes of the text (through hermeneutic information from assotiattbas thar
multi-layering or contradicting them. The Borgo character is, up to this point, asestereotyp
of the extremities of CCM language. In the following enunciations, B4 and B5, he sksbamply
contrasting side of his characterL musically, that of an increasinglyidraalitoperatic Tenor ar
dramatically, he becomes helpful and even polite. This shows a deptlctmtaster that places t
stereotype of the previous enunciations under question - if Borgo is capable of mothel
language in B1-B3, it begs the question: what more is he hiding? The claslerhettended

technique CCM and the Italianate B5, which borders on Operetta, is ideologicall{teppodact,
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many of the musical innovations of the most avant-garde CCM music (espetidily context o
CCM opera) was made in a deliberate attempt to deconstruct the l&logeat tradition. Borgo
character identity is, therefore, one of extremes - of extreme styles, exiestehes and, mo

important to the cross-genre approach, extreme opposites.

BorgoOs explicit mission in textual terms is to collect JuliQsinoease she dies. In subtext
terms, it is to be appreciated as a perverse genius artist. Hisahmgssion, as given by the cro:
genre coding of his character, is to tempt Juli to develop her languagestdrdree of the CCN
language that represents her trauma (J8). When this is unsuccessful, he ctknged tlecides f
help her, as Circe did before him, employing then a language an ideological opp&siteeme
CCM - ltalianate early-Romantic opera. When Circe helped Juli by adopting her langite
showed compassion, understanding and empathy. When Borgo ceases attemptingJtdi,tére
introduces a new style, demonstrating a detachment and distance from Jwheyeehe mock
early-Romantic opera through a stereotyped mimicry or pastiche thereof. This sort icf,cmmd
of detachment, shows the cold and brutal Dark Net context that Borgo operated ithe extrem
point at which Juli has reached in her inner journey. The extreme shifts efastgl show th

extremity of JuliOs hallucinations at point, which nears the end.

The enunciations B1-B3 do not need any hybridity, since they are built from elementS@gr
and are presented in a CCM context - a contemporary opera. They also need, therefone)erd
regarding how the cross-genre approach worked regarding compositional technique. B4 al
elements of late-Romantic and early-20th Century opera in the smooth curvature efdtig a
calling card of Romantic opera), indication for QOvery lyrical® singing and quasi-toraiyhtirat
stretches any sense of a tonic (as with some moments of Strauss, avafkhef Bartok anc

Janacek). The freely quasi-tonal nature of the enunciation, which is based ailgioaiic the
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octatonic scale and harmonically on a sequence of l.th.Ak.A. chords (J7) but varisgg
articulates strong elements of freely/intuitively conceived harmony in CCM. lB&rmsonically anc
melodically almost a complete pastiche of Italianate Romantic opehathe exception of:

harmony, an E-major chord instead of the dominant, which would be F, therefore a&ddtetbn
substitutionO (as itOs known in Jazz theory), and an instrumentation, thagoitam which has
soundworld completely foreign to the original. These two OslippagesO in thee petstiv at
hybridity which indicated to BorgoOs weird, unhealthy and obsseheSg character identity, see
here most clearly, because he attempts to create a stereotypemtelemthe aforementione

purpose of distant mocking of Juli.

5.2.6. Step 1: Cross-Genre Character Identity Analysis: Der KapitSn

Der KapitSn has two stretches of material, a dialog-based scenigeadbksa contains son
enunciations that can be considered as displaying his character in is¢atbbnas D1, whic
occurs in the scene before Juli articulates) and a soloistic aria-Bkage where he reflects on
situation and experience. Enunciations from both stretches will be analysestatdish De

KapitSnOs character identity.

Cross-Genre Character Identity Analysis: Der KapitSn

Enunc Autonomous musical Hermeneutic information / Fabula Articulates and/or boosts

iation elements / Syuzhet conflict in the third space
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S6.2

65-72

K1

The e-drums play a
steady and very simple
rock rhythm with
accentuated snares on
the 3rd beat - it is
otherwise only kick
drums, accentuated on
the first and third beat.
The samples are of the
Grunge rock genre and
have a large delays: tht
snare delay is huge. Fc
harmony, the e-guitar
plays a drone low E an
the descending
semitones G-F#, F, the
E,D#, CandBina
melodic fragment. It
therefore traces out a
very chromatic E-minor
For a textural layer, the
strings play close
double-stop chromatic
clusters with
exaggerated vibrato an
glissandi between
double stops. The Bass
groans and moans
below his deepest
traditional singing

register (i.e. sub-tones)

The combination of e-drums and « K1 presents Der KapitSn as a
guitar should remind listeners of character with an identity
Grunge Rock, for those familiar  linked to danger and issues wi
with it | was inspired by Nine Inch mental health. Considering
Nails, Nirvana and Joy Division, JuliOs background with traum:
although the music for Der KapitS and her situation in a
takes the depressive, dirty, broker sanatarium, contact with Der
and sick music of these bands KapitSn threatens to trigger
further with the experimental voce JuliBs insecurities, and this is
effects, high chromaticism and  exactly his role in the conflict.
experimental string textures. Asidi Der KapitSnOs cross-genre
from the aforementioned qualities character identity is one of
(Odirty0 etc.), Grunge Rock as a brokenness, sickness and
genre in the scene-based stage o closeness to death (physical @
trajectory (Lena/Petersen 2008) sentimental) - these are
deals with themes such as self ha qualities within Juli that he
(especially Nine Inch Nails, i.e.  attempts to trigger.
OHurtO and Olnto the VoidO) and
sentimentalising of death and dyir The elements of Grunge Rock
- these are two key associations f are the dominant force in K1,
Der KapitSn, who | conceived of ¢ since the polyphonic musical
a sort of Charon with I.th.Ak.A. on force of the e-drums and e-
the OdeathO side of the river styx guitar is acoustically more
powerful than the homophonic
As such, listeners could have blez string texture (which articulate
associations of nihilism, anguish CCM and is an element of
and social alienation due to the  hybridity) or the simple chords
genre elements. This is exacerbat in the piano. The vocal effect
by the additional elements - the  could be related to either
vocal effects, which make his voic Grunge Rock or experimental

sound monstrous, inhuman and electronic CCM music. As
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with vocal effects that
amplify and pitch-shift
(down) the voice,

creating a monsterous

sound.

even satanic (which is occasional such, Der KapitSnOs cross-ge
a feature of extreme Grunge musi identity is hybridised between
that borders on Thrash Metal, suc Grunge Rock and CCM, and
as Meshuggah), and the effect- one could say that his languac
driven CCM string writing, inspire( tempts Juli toward the Grunge
by Anahitby Giacinto Scelsi, whicl Rock elements and sinister
give the harmony a OsickO feelin( consequences of that path.
through the constant glissandi ant

large vibrato.
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S6.2

73

K2

Only the vocal line is
the focus of the analysi
of this enuncation: a
descending chord built
on Juli®s intervals (P4,
TT) which is almost an
I.th.Ak.A. chord (J7)
apart from the B
(instead of C) pitch in
the middle. In fact, in
bar 99, the C is chosen
and there are multiple
instances where
variations on K2 do
trace out an l.th.Ak.A.

chord.

In K1, Der KapitSn groaned and Der KapitSnOs first textual voc

moaned. In K2, Der KapitSn sings enunciation traces what almos

albeit, still with vocal effects. The is an I.th.Ak.A. chord. For

act of singing makes the characte some listeners, this may resuli

somewhat more relatable in the in Der KapitSnOs association

operatic context, where singing is with I.th.Ak.A.. Der KapitSn

the normal mode of delivery. represents the inner core of

Associations of CCM opera shoul JuliOs sinister desires.

be strengthened by K2.
Although not significantly large
in its hermeneutic, associative
or cross-genre material, K2 is
compositionally very important
and constitutes a large part of
Der KapitSnOs sung vocal

material.
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S6.2

142-14

K3

The cello, synthisizer
and e-guitar play
homophonic
embellished tonal
chords in C-sharp
minor. The vocal line
provides further
elaborations of the

harmony but does not

K3 is a stark change of aesthetic In this enunciation, there is no
and hermeneutic information in  reason to believe that Der
comparison to K1: Der KapitSn  KapitSn is trying to lure Juli
sings a lyrical melody without into behaving in a certain way,
vocal effects in a pianissisimo or that he wants anything from
dynamic. The intervallic content is here - this is in contrast to the
different to K2, focussed on role of conflict that the previou
smooth, stepwise motion of secor characters have played at

and third, as opposed to the J3- almost all moments. Instead,

contradict it so strongly based intevals of K2. The most  Der KapitSn wishes to preseni

as to undermine it.

Textually, Der KapitSn

declares to be the
captain of the ship

Esperanza.

important intended associations o his identity (captain of the shifg

this aesthetic are those that are  and, later in the solo stretch, tl

opposite to the Grunge Rock of K experience of riding in his

- 1 didnOt have a concrete genre i ship), in a reflective,

mind, instead, a contrast to a introverted way - all other

concrete genre. The humble, characters were markedly

mysterious and understated mode extrovert.

of delivery of K3 should create a

bipolar or split character identity  In terms of cross-genre conflic

for KD and therefore be unnerving in the third space, K3 has no
obvious function, other than
contrasting K1 and therefore
deflecting stereotype through
inner cultural difference. It doe
not refer to a genre, but is free
composed in contrast to the

Grunge Rock of K1.
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S6.3 K4 as an enunciation  The quotation fragment of D4 in  Destabilisation of Der

164, has two sections of bar 164 should provide uncertaint KapitSnOs character identity il

178-17 contrasting autonomou for listeners that have DarkOs K4 represents a destabilisatiol

9 material, which both identity still in mind, as if Der of Juli®s mental ability to
represent the narrative KapitSnOs character identity conceive the fantastical journe

K4 function of dissolving  becomes confused with that of  with consistency. That Der

Der KapitSnOs charact Dark. The whole tone scale KapitSnOs identity fractures

identity. It can be callec unstabilises the melodic and harmonically and OmixesO wi

a Oconcept-enunciatior harmonic material of the DarkOs is a result of JuliOs

The first quotes D4 in  enunciations which came before. . inability to maintain his

the e-guitar, violin (bott such, K4 is an enunciation (split material and hermeneutic

play the octatonic over two separated parts) that is information. The cross-genre

fragment from D4) and about unstabilised the hermeneut conflict cannot be maintained,

synth (the piano bass identity (through quoting the since Juli cannot faithfully

from D3) and the foreign associations of D4) and  reproduce the genres, as

second introduces a harmonic material of Der KapitSn encoded into the characters,

whole-tone scale into that conflict with Juli®s

the vocal line. tradition-based language.
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K4 (part 1)

K4 (part 2)

5.2.6.1. Step 2: Discussion of Der KapitSnOs Character Identity, as arising from the analysi:

Of the four enunciations that comprise Der KapitSnOs character idenfitgt tiheee constitute hi
character in isolation the fourth represents the decomposition of this iden@typarallel to th
decomposition of JuliOs mental fitness. The Grunge Rock elements of K1, amt@rumdiich
form the majority of the scene, are anchored in the e-guitar and drums - the Eplgysaa simple
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chromatic lick based on a minor chord, loosely inspire€ogne As You Arey Nirvana, althoug
K1 is made darker through the extended chromaticism of the guitar lick and ltdveitngle-drums
with a snare drum (on the 3rd beat, as with slow Grunge Rock) that has a 15-seedndlike a
large gothic cathedral), reminiscent of Joy Division &beOs Lost Confrohnd a heart-beat-lik
kick drum, similarly with unusually long reverb. The CCM elements that enharscerthnciation
dissonant double-stop strings that glissandi in short distances, as iflsea-gioaning from pair
and dissonant sostenuto piano chords, push the Grunge Rock elements into an expece
aesthetic. The vocal line of K1, groaning with c. 50/50 double-octave pitch shifichgti@H
amplification, adds a monstrous element that was inspired by extremeetfecéd in early Heav
Metal bands (i.eParanoid[Album] by Black Sabbath) or Nine Inch NaiBrpker), yet they woulc
be closer to monster sound design in the Horror film genre. As such, the syuzhetkafpREnC
character identity is enriched by substantial elements from Grunge Rockgtlatvan to extreme
and combined with CCM elements to create a hybrid expression that should tsigg@a@ons o
inhumanity, depression, sickness, self-harm and alienation, as in the original ayehras

representing JuliOs penultimate character projection.

Der KapitSn represents the sickness and depression inside Juli, hintingdatatie wish - th
hermeneutic information of Grunge Rock is perfectly suited to these themes,tlas dark
hallowing aesthetic. In K1-K3, the role Der KapitSn plays in the confltbiiswhich the characte
before her had played: tempting her to live out a side of her that they repres@es.KapitSn¢
case, this is the mentally unfit, depressed and sick side of her. In kiflddtied sickness ar
depression, he attempts to trigger hers. In cross-genre terms, his language sh@@vhoan be
hybridised with Grunge Rock, and therefore offers Juli a pathway for enriching her langtia
these Grunge Rock elements. Hermeneutically, however, she would then be nignfpartiner

elements of depression, sickness etc., which could tip the balance of hertpsyatieself-harm o
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mental degradation. This is exactly what happens, as hinted at in thiediesice by K4, whic
shows a Oconfusion® in JuliOs imagining of Der KapitSnOs charactersideatiarkOs L
enunciation is featured, and the harmonic language is dissolved through a wholeatenthed

dovetails into the next scene without circling back to K1-K3 with any sort of resolution.

The elements of Grunge Rock could be faithfully transported into the instrumentatios,es
guitar and e-drums are instruments fitting to the original genre conventions. In Klenment of
reverb was taken to a further extreme than the Grunge Rock repertoire | know, and imdmtyis
extended to CCM territory. Rhythmically, the guitar lick fit broadly into the origgeire, is
however, rhythmically not consistent (as for example, the aforement@oree As You Ayewhich
destabilises the element as a true reproduction of genre conventions. Halgdheaigh level o
chromaticism adds to the instability. As such, even without the clear €€Ments in the string
and piano, K1 articulates both elements of the original genre and their hybriplgieadtzon in the
context of a CCM opera. K2 is a vocal line based on J7 and K3 is a concepagaanbioth o

which do not need any cross-genre transposition.

5.2.7. Step 1: Cross-Genre Character ldentity Analysis: Die Sirenen

Cross-Genre Character Identity Analysis: The Sirens

Enunc Autonomous Hermeneutic information / Fabula  Articulates and/or boosts conflic
iation musical elements / in the third space

Syuzhet
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S7

1-24

S1

The Mezzo hums ¢
two-bar phrase
(tempo 1/8th note
=90), in even 8th
notes, which is
then looped. This
occurs 3 times and
builds a freely-
modal B-minor
harmony with a
flattened 5th and
sharpened 7th.
Over this texture,
and staying mostly
in the mode, the
Soprano and then
the Mezzo sing

dialog phrases.

Looping is a popular modern Juli®s language is constantly
electronic technique functioning with changing in detail - no two
a concept that is immediately and  phrases are the same. This dep
easily understood - something is her nervous, restless and
recorded, then played back verbatirr aggressive character identity an
ad infinitum. Such techniques are thi is the trigger for the journey,
basis of much Electronic (House, = where she always wants to mov
Techno) music, and essential to earl on, forwards, toward I.th.AK.A., i
Rap and Hiphop, which is based on goal she cannot properly descrit
looping samples from Vinyl records. when asked. The Live-Looping ¢
Although, in those genres, the mater Die Sirenen is the exact opposit
is pre-recorded, where Live-Looping the mechanical exact repetitions
as a genre records material in the  of the inputted loops give a
moment. The genre is still in the timeless, immortal, inhuman anc
avant-garde stage of its trajectory, a otherworldly quality and,
as such, does not have significant  importantly, a predictability and
concrete hermeneutic information  security to the listener, qualities
(which is constituted in the scene-  that are very much lacking in
based stage) with which the cross- JuliOs constant nervous variatio
genre approach can be faithfully
executed. As such, Die Sirenen present Ju
with a musical pathway that is
Nevertheless, looping as a techniqut beyond those of her human
so fundamental to much commercial struggles - they suggest that she
production, that a general sense of ¢ could enter their world of loops

technical approach from the Pop (i.e. perhaps by becoming one c

industry can be assumed as an their loops). As with many
association: repeating the same previous characters, it is a confli
material verbatim is simply very tactic of enticement - Die Sirene

foreign to the ideals of 20th and 21s give Juli an alternative pathway
century CCM in the German-speakir forward than her stubborn
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S7

33-36

S2

The piano plays
three tonal chords
softly and with
regular rhythm in
chorale-like
spacing: C-major,
A-minor and E-
minor, all within
C-ionian/A-
aeolian. These
repeat throughout

the enunciation.

world, which has had no prominent
minimalist or post-minimalist
composers. Regarding minimalism,
the OloopsO are executed by an
instrumentalist, with natural slight
variations, rather than a machine. As
such, Live-Looping should be
considered separate to minimalism.
Instead, the Live-Looping of S1
should trigger general associations ¢
commercial genre music production,
without any concrete scene-based
hermeneutic information - that is a
special quality of Live-Looping that |

sought with Die Sirenen.

The simplicity of the chords, rhythms S2 gets to the core of the cross-
and modal melody is, from the genre conflict between JuliOs
standpoint of musical material, highly complex tradition-based
reminiscent of the most simple Pop, language and the alternative pal
Pop-Rock and Musical genres, that Die Sirenen offer. Where in
especially in the form of a Ballad. Th S1, through the mechanism of
instrumentation of a piano and voice looping, Die Sirenen tempted Ju
should suggest artists like Elton Johi with a sense of eternity, S2

Billy Joel and Nick Cave, who wrote presents the most simple music
many simple ballads and sang at the could conceive of as a compose
piano, without additional as a relief from the complex

accompaniment. musical cross-genre journey tha
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The Mezzo sings, occurred up to this point. The
in her lowest Associations with Pop-Rock Ballads temptation for Juli should be
register, a stepwise should include the potential beauty ¢ clear: a pathway to clarity,
melody in the sam« simplicity (i.e. a philosophy of simplicity, beauty - it should be
mode. The text appreciating simplicity and the beau an easy choice. A Pop-Rock
offers Juli a of simple things). The main Ballad was the appropriate genr
pathway to death. hermeneutic information that | wishe for representing this simplicity
to encode into Die Sirenen through t and ease of communicating
elements of Pop-Rock Ballads this  artistic beauty, as compared witl
enunciation was that effectivity of art the CCM tradition, that for many
and artistic beauty can be achieved decades has stood in complete
through highly simple means, and  opposition to the simplicity of
donOt always need to involve three-chord tonal Ballads. The
compositional virtuosity. basic simple beauty of the genre
elements should call severely in
question JuliOs ideological fight
for freedom, and the ideologicall
complex music of the avant-gart
CCM tradition that her language

is based on.

5.2.7.1. Step 2: Discussion of The SirensO Character Identity, as Arising from the Analysis
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The syuzhet for Die Sirenen is built in two halves: the stretch of Live-bgopf S1, a bridg
stretch, and the Ballad of S2. The Live-Looping is based on a mode thaBaftensr - the loop:
from Die Sirenen stay completely in this mode, and the dialog materialg@asi dramati
Recitativo) ventures slightly from the mode but orients itself overwhelmingly: #o steady 8tt
rhythm in the first two loops pervades the enunciation and gives it a steddyg.fés such, it is
steady in both harmony and rhythm, with free alterations of the harmony and rhythm thro
alterations to the mode and the dialog passages that occur on top of the BdpkesSthe
OsteadinessO to an extreme, where it displays an extremely high iewglicifys the harmony i
build on three simple chords that fit into a C-ionian/A-aeolian, the rhythm ohttrel< outlines
clear 4/4 bar and the vocal melody, stepwise and within the mode, isdm8#unotes that suppc
the underlying rhythm with some slight natural variations. The bridge stretchelg d@mposel
using the principles of repetitive patterns from S1 and the approach using simglleHords an
melodies from S2. These enunciations together point toward aspects of Poguttusicthat ain
for simplicity of expression and ease of understandability: the mechanism efdapeng defines
predictability and security of the listening experience, and the three-chord Pop-Rlack@&?2 i<
perhaps the most essential and familiar form of Pop music availabléarkinpredictable ani

extremely familiar.

The cross-genre conflict between Die Sirenen and Juli is the samangscharacters, in that D
Sirenen try to tempt Juli into converting to their way of life and their way wsfien Where Juli(
music is highly complex and inaccessible in its CCM form, the music oBD&nen is extremel
simple. Die Sirenen coming where they do in the work - in the penultimere sdheir simplicity
is meant to offer a relief or even OcureO for JuliOs constant restesbnessttled nature. Just

Die Sirenen offer Juli this highly reduced, simple and steady musical lan¢gamgfeis encode
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with elements of Pop-Rock Ballads and Live-Looping), they offer her in the sceheadéasuicide
as the solution to her problems. As such, the simplicity of the genre ist nee@epresent th

simplicity of believing that suicide is an answer to lifeOs greatest problems.

Both the Live-Looping and Pop-Rock Ballad genre elements could be faithfully reproducec
score, since a Live-Looping device was implemented (S1), and the instruoremiapiano anc
vocalist was on hand (S2). The main difference is the vocalist - not a PogsiRgek but an opel
singer. S2 articulates the materialistic and instrumentalistimesits from Pop-Rock Ballads qu
faithfully with the voice of opera, and is a hybrid enunciation accordingly. Regardingwde
Looping of S1, there is no standard practice regarding the type of voice, althougimgerz lsave
been the most enthusiastic avant-garde proponents in the early stages of thdayamteeless, th
flexibility with the dialog-based material is something characteristicCM that would be highl
uncommon in the Live-Looping performances and recordings | have experienced thus
altered mode is common in CCM, occurs in Jazz and is irregular in Pop. Teeskeraents c

hybridity.

5.3. Mid Layer Analysis

The purpose of the mid layer analysis is to establish sequential telemtotjye basis of th
enunciations (including their variations, as appropriate) analysed in the bottanatepgsis. As
such, the symbol of the bottom layer progresses to a syntax in the mid layen toredtop layel
the focus will be on paradigdt . In other words, the individual enunciations of the Haiten

form a sequential teleology in the mid layer, where they demonstrate nmftuahce, and, ove

314 Je$ress, |. M. (2013). An Essay on Musical Narrative Theory and Its Role in Interpretation, with Analyses of Works for
Saxophone by Alfred Desenclos and John Harbison. Doctoral dissertation: University of South Carolina - Columbia: 6.
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the course of the entire operatic experience, eventually converge in a cuenghbal effect, t

communicate a super-textual mea#dig

Analysing the sequential teleology between the characters, as demonsyrabex enunciation:
involves examining how they Omutually influence musical behaviour® - how the tiems:
mutually influence the teleology of association-driven conflict - and how they furtcg@ther tc
create a Osystem E of musical actié®#sO . Concretely, this involves idgrttifyicharacter role
as given by the libretto and any elements of the cross-genre approach and the dgmalopmmen
of the character roles in the first step. The second step then involves oagspdet functions o
the characters as they relate to one another, through identifying and analysingnfumicé
Omotivate the actionsO of the characters to create the aforementioeed[Gibystisical [cross

genre] action§&

5.3.1. Role types, Attributes and Developments as Given by the Libretto

(C.1.# stands for OCharacter Identity Number® and R.T.A. for ORole Type and AttributesO)

ClL# R.TA. Reasons for type and attributes Development of character
Juli Antiheroi  Antiheroine: Juli does not undergo much of a
ne - Juli elicits our sympathies as the character fundamental development until
who: the very end of the narrative,
- is on stage for the entire production; when she dies and ends the
- has (by far) the strongest teleological dri narrative. From the first scene

315 See Fig. 1 in the previous chapter on narrative semiology.
316 Karl, G. (1997). Structuralism and musical plot. Music Theory Spectrum, 19, 1, 13-34.

317 |bid.
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ClL# R.TA. Reasons for type and attributes Development of character

who wants to reach an ideological goal, until the last, she presents the t
unto which the narrative is docked; antiheroic qualities listed in the
- reflects the most intensively and for the previous column: Juli is just as
longest amount of time about her human socially inflexible in Scene 1 as
desires, ambitions, problems, thoughts a she is with Die Sirenen, and
feelings (in the three solo arias, above al ultimately fails at her chosen
- antiheroic quality 1: since Juli devises the teleological task of finding
journey in her mind, her ultimate failure mu I.th.Ak.A., a failure exacerbated
be considered her Ofaultd; by the understanding that she
- antiheroic quality 2: Juli is incapable of created the journey herself in he
adopting qualities from the other characters mind. She is, therefore, a Major-
which may help her be more social and rea Flat character.
a greater understanding of what I.th.Ak.A. i
(what sort of place, what it represents, how

alternative could be constructed or found),

instead of stubbornly rejecting each charac
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ClL# R.TA. Reasons for type and attributes Development of character
Cyclo | Villain Villain: Cyclops is essentially a flat
ps - Cyclops attempts to block her freedom of character, one who attempts to |
passage by not leaving at JuliOs request a1 helpful to Juli, but ends up
not granting her direct passageway to the attempting to block her most
Dark Net. Ultimately, he allows Juli passag( important goals. This is true at tl
to the Ogrey area® with a warning, which s outset and at the end. The only
ignores. From this area, Juli can reach the developmental process is that
Dark Net, and as such, Cyclops is a failed where Cyclops becomes more
villain. differentiated in his task of
simultaneously helping Juli and
blocking her passage to the Dar
net through allowing her access
the Ogrey areaO (differentiated
between black and white).
Nevertheless, the essential actic
of cyclops remain consistent:
helping Juli only when it fits his
pre-programming, which is
ultimately against JuliOs interes!
Circe  Tempter, Tempter: Circe develops significantly as a
Skeptic, - Circe is primarily concerned with boasting t character throughout her stretch
Mentor Juli about her catalog of pornography and At the beginning, she is a

digital sex products. Towards the end of he
aria, she turns to Juli and asks her directly,
what sort of product or service sheOs lookil
for. This presents the first instance of

tempting, where Juli would entertain hersel

in CirceOs domain instead of pursuing her

goals of getting to I.th.AKk.A..

somewhat stereotyped characte
(who still exhibits hybridity and
internal conflict, see 2.3.1. and
2.3.2)) firmly in the Tempter role
The addition of the Skeptic role
humanises the character throug

demonstrating independent

- After discovering that Juli is a woman, Circt thought (from that of the
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ClL# RTA.

Reasons for type and attributes Development of character

tempts Juli into working for her and becomi customer) and personal opinion
Orich®. Similarly, this would result in a Introducing the substantial
disruption of Juli®s protagonistic (antiheroil Mentor role shows a sentimenta
goals. side, further humanising her anc
providing a dynamic impact on

Skeptic: the development of the story

- Subtextually, Circe is a skeptic of Juli®s  regarding the antiheroine. The
ambition to reach I.th.Ak.A.: when Juli large stretch of material (c. 30
attempts to describe to Circe the nature of minutes) is the second biggest
Lth.Ak.A., Circe replies simply with Owhat ( behind Juli, nevertheless, | woul
you want, little girl? Sex, drugs, cheese consider her a minor character i
cake?0. Ignoring the personal, introspectiv relation to the c. 95 minutes thal
moment of Juli confiding in Circe with a Juli spends on stage. As such,
cynical and somewhat mocking rhetorical = Circe is a Minor-Dynamic
guestion is a skeptical subtext regarding th: character.

benefits of Juli®s stated mission.

Mentor:

- Inthe final phase of the dialog between Jul
and Circe, Circe becomes a Mentor to Juli,
helping her become a Oproduat@¢boy,
and telling her how to gain access to a
camouflaged area and customers with an
Oinvisibility cloakO. This is directly helpful 1
Juli's ambitions to reach the Dark Net.

- Later, she gives Juli advice and a warning
about what lies ahead (Oanders als hier, in
dieser gemYtlichen SchwSrze, erwartet dic
dort eine andere SchwSrze, kalt und

gefShrlich.0).
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ClL# R.TA. Reasons for type and attributes Development of character

Dark

Tempter, Tempter: DarkOs development shows a

Sidekick - DarkOs primary objective is to recruit Juli a logical sequence of goals: at firs
either a fighter or lover. 1tOs unclear who h¢ he wishes to recruit Juli as a
fights, but one can assume that itOs agains fighter to his cause or lover, and

Juli®s objectives, since Juli primary wants - when this fails, he helps her out

get to I.th.Ak.A., and performance any of fondness. He is a Minor-
potential resistance there. Dynamic character.
Sidekick:

- Dark offers Juli his help, and when rejectec
he faithfully accepts her rejection. This
demonstrates a serving nature which
ultimately wants the best for Juli.

- He apologises for Borgo, having seen that
Borgo has disturbed Juli (Omach dem FrSt
keine AngstO).

- Ultimately, Dark grants Juli passage throug
to Borgo as the highest act of helpfulness

can offer her.
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ClL# R.TA. Reasons for type and attributes Development of character
Borgo | Clown, Clown: BorgoOQs role as a Clown first
Sidekick, - BorgoOs exaggerated, absurd and ridiculot occurs at the outset and recurs
Mentor solo aria serves as comic relief. His style  the end with the quote of
progressing forward, including the stereoty) Italianate opera. His Sidekick ro
of ltalianate Romantic opera, further serves emerges gradually throughout tt
his clown role. scene and the Mentor role come
suddenly in the final scene, whe
Sidekick: he gives Juli a warning. These
- Borgo does not wish Juli harm, but in the  emerging and suddenly occurrin
eventuality that she dies he wants to gathe new roles can be considered a
her toes. This shows a morbid sort of dynamic development in his
faithfulness to the protagonist, that is the  character: Minor-Dynamic.
precondition for the Sidekick role.
- Ultimately, Borgo helps Juli achieve passac
to Der KapitSn. He does not know that Der
KapitSn will trick her, just that if there is
anybody that knows about I.th.Ak.A., it
would be him.
- As with Circe, he gives Juli a warning abou
accroaching danger - in this case, Die Sirel
Der Villain Villain: DarkOs singular action makes h
Kapit - Der KapitSn performs only one significant a Minor-Flat character.
Sn action: that of accepting Juli as a passenge

but dumping her at a sandbank instead of
I.th.Ak.A., as promised. This is, of course,
directly in opposition to JuliOs stated intere

and makes him a Villain.
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ClL# R.TA. Reasons for type and attributes Development of character
Die Tempter, Tempter, Villain: Die SirenenOs singular action
Siren | Villain - Die Sirenen perform, similarly to Der makes them a Minor-Flat

en KapitSn, only one action: Tempting Julito  character.

5.3.2. Role types, Attributes and Developments as Given by the Musical Mateti€ross-Genr

take her life. Moreover, since this is
contradictory to JuliOs goal of reaching

I.th.Ak.A., they are Villains.

Associations

As mentioned in 2.2.1. of the previous chapter, identifying cross-genre musical roléstypes
difficult that reading dramatic roles from the libretto, as | have just pertbiire 3.1.1. of thi
chapter). | will focus on discussing how the enunciations form primary (protagonistegaordsry
(other roles) materials, how these stand in contrast to one another and howtttakrelationshij
articulates, boosts or otherwise controls the musical cross-genre conthet ihird protagonisti

goal-setting and analysing the relationship of the musical language of thetefsanacelation tc

this goal-setting.

(M.R.T.A. stands for OMusical Role Type and AttributesO)
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C.I. M.R.T. Reasons fortype and attributes Development of (musical) character

# A.

Juli | (Musical Protagonist: Juli®s musical development mirrors
) - As with literary roles, the musical largely that of the Major-Flat
Protago protagonist elicits our sympathies and  development in the libretto:
nist strives for certain goals (see 2.2.1. in the stubbornly, she sticks to her languag

chapter on narrative semiology). despite becoming acquainted with
Juli elicits our sympathies as the musical many other musical characters and
protagonist via two principle features. alternate genres that could enrich he
Firstly, we have, by far, the longest experience. In the final Arietta, there
exposure to her material throughout the no instrumental ensemble, and the
opera (she is on stage the entire time ani intervallic/harmonic language treads
singing in every scene, aside from solo line between the two sides of her
songs/arias of the other characters). language (CCM/quasi-late-Romantic
Secondly, her CCM (i.e. J8) and quasi- before ending in a dissonant, extend
Romantic languages (i.e. J4) fit perfectly technique enriched (through breathir
into the context of an opera as OnativeO sounds) passage which is weighted
languages, where the genre-based toward the OtraumatisedO (see J8) ¢
languages of the other characters may st of her personality.

OforeignO. Here, | was aware as a comg

that the opera would be performed as su The external characters attempt to g
in an opera house, not as a musical, her keys to achieving this through
broadcast or in another performance enriching these two halves with
context. These CCM- (i.e. J8) and quasi- additional components - the external
late-Romantic-based (J4) languages genres - in the hope that an external
represent the tradition against which the element could act as a glue or medic
other characters will contrast, and which between Juli's internal conflict.

the others will enrich with genre referenc However, Juli ultimately rejects all
and OexternalO hermeneutic information OexternalO help and attempts to res
associations. They are the main canvas ( her tension from within the two
which the series of associations occurs - languages, by bringing them togethe

other wordsthev perform the in the final arietta.
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M.R.T.

A.

Reasons for type and attributes

Development of (musical) character

protagonistic (musical) role in the cross-

genre narrative.

Juli®s musical goal-setting is a sibling of

her textual goal-setting (of reaching

I.th.Ak.A. and everything it represents:
freedom and peacefulness). Musically,
Juli®s musical language seeks to resolve
tension between its two traditional halves

(CCM like J8 and quasi-late-Romantic lik

Ja).

The textual goal setting, of reaching

I.th.Ak.A., is doubled musically with the

I.th.Ak.A. leitmotiv. This provides a

teleology to her musical character, as the

audience can remember instances of the

leitmotiv and track them through time.
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In the finalArietta, Juli does articulate
some hybrid enunciations (12-24,
39-51) that indicate she has come cl
to unifying the inner conflict of her
musical language (see 2.1.1.), yet he
ultimately failed: the quasi-late-
Romantic and CCM elements come
sequence but are not articulated
simultaneously for a significant
amount of time or for any chain of
enunciations, as would be required,
achieve convincing unification of her
languages, which is her protagonisti

musical goal.

In general, Juli is a similarly Major-
Flat musical character, as with the
libretto. Nevertheless, the ending po:
a question regarding what state her
language is ends in, since the harmc
is an obscure mix of the two, not
clarified by an accompaniment (since

it is a cappella).



C.I. M.R.T. Reasons fortype and attributes Development of (musical) character
# A.

Cycl | Villain  The video-game-design (OGameboyO) mu Where Circe and Borgo (for example
ops language and associations of CyclopsO develop their languages relating to tf

character identity (i.e. Cy1l) present, in their way Juli behaves in the scenes,
brutal simplicity and aesthetic primitivity, a Cyclops ends his scene (bar 179) wi
sort of polar opposite to the complex, a Cy1 enunciation just as clear those
multilayered (i.e. the polystylism of J3, J4 a from the first bars, as if his character
J8) language of Juli. Accordind to Gregory has not at all been affected. There is
Karl, musical Ovillainy® is musical material fake sense of development is brougt
that is Oat odds with the principle about through the increasing presen
materialO (Karl 1997), and Cyclops is the  of C4/C40 enunciations - those that
strongest example of this in I.th.Ak.A. from represents error messages and
the cross-genre standpoint - a standpoint tt warnings - throughout the scene. Thi
assesses the relationship between tradition is fake, in that it does not show a trus
genres. In other words, the genre elements development of Cyclops but rather h
the other characters may too be at odds wil reorientation toward considering Juli
the CCM and quasi-late-Romantic traditions threat to security instead of being a
that Juli embodies, but not to the extent tha helpful cyber guide. Musically and
Cyclops® Gameboy music is. dramatically, Cyclops does not
essentially change, as shown by the
Moreover, Cyclops demonstrates an unchanged clarity of the Cyl
inflexibility that makes the contrasts of his enunciation in the final bar, but
language to JuliOs particularly sharp. This \ focuses more on the Oerror-messag
be explained in the next column, but is material.
relavant to his role in showing the level of h
musical disagreement with Juli. Nevertheless, the musical language
becomes more differentiated betwee
bars 31 and 35, where a polytonality
C-pentatonic and D-flat-pentatonic

Cyl enunciations are over-layered (¢
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A.

Reasons for type and attributes

Development of (musical) character
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at least played in very quick
succession without modulation) in th
piano and vocal lines to create a
dissonance in relation to one anothe
but consonance in their pentatonic
fragments. These black harmonies (|
flat-pentatonic) and white harmonies
(C-pentatonic) merge to become gre
harmonies - elements of dissonance
meet elements of consonance just a:
Juli tests the limits of what Cyclops
will allow, the OGrauzoneO, as Cyclc

puts it himself in the libretto.

All in all, cyclops is musically, as wel
as dramatically, a Minor-Flat charact
since he ends the scene exactly how
started it, albeit with a Ofake®

development of the Oerror-message

side of his language.



C.I. M.R.T. Reasons fortype and attributes Development of (musical) character
# A.
Circ | Tempter, Tempter: CirceOs musical language develops
e Skeptic, - CirceOs musical role as a tempter is significantly throughout her

Mentor demonstrated firstly through the extent tc enunciations. The first two stretches

which her Soul and R&B genre elements material, the PopUp/Interlude and he
are mediated with elements of CCM (i.e. Olntroductory SongO (S 3.1.), are
OPop-up/Interlude®, Cc2 and Cc3 and ti delivered without any dialog or
quasi-fugue from bar 86 to 91, which is a interaction with Juli. They appear to |
hybrid of Cc1, Cc2 and fugue elements), the standard musical sequences tha
making them more accessible to Juli, wh arise when anybody visits Circe. The
interacts using a CCM language. enunciations on Cc5 (S 3.2 until bar
Secondly, it is shown, musically, that the 155) operate in dialog with Juli -
tempting OworksO, in that Juli mimics  slightly altering their stock material tc
CirceOs language with fidelity in Der Kur react to JuliOs responses. Afterward:
sequence, for example in bars 287-290, Circe takes on JuliOs language,
where Juli uses Cc4 in the vocal line, wh merging it with her own. Mirroring the
the instruments accompany her with Cc7 change in dramatic scenery, the

accompaniment moves to Techno

Mentor: (Cc7). The scenes with Circe end in

- Circe is a mentor to Juli in the exchange musical place far removed from the

musical styles. After the sections where first enunciations, and along the way
Circe uses her own default language (Cc

Cc5), she takes on JuliOs language, sho' Circe controls the tenor of the debate
understanding and facilitating (by changing her materials and
communication on JuliOs musical home 1 adopting those of Juli) and the scene
so to speak. Then, She changes her mus (i.e. Cc7). Moreover, none of these
language to adapt to the dramatic ways < materials are revisited, once Circe hi
is helping Juli - the Techno language of progressed the narrative, as was the
Cc7 represents entry into the Dark Roon case with Cyclops. Simply put, Circe

from which Juli can gain entry to the Darl musical material develops by changi
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A.

Reasons for type and attributes Development of (musical) character

Net. As previously mentioned, that Juli th permanently at crucial developments
takes on CirceOs Cc4 enunciation as her of the narrative. This makes her a
vocal line shows her trust of Circe, and  Minor-Dynamic character.
shows a Mentoring relationship. The only
case of Juli adopting the language of The genre elements - Soul, R&B anc
another. Techno - demonstrate CirceOs ability
be flexible in her musical language
Skeptic: according to the situation at hand. Tt
- When Circe asks OWas ist I.th.Ak.A.Q in is a key floor in JuliOs antiheroine
bars 223-224, the intervallic I.th.Ak.A. identity. Were Juli to adopt CirceOs
motiv (J7) is highly reduced downto a flexibility, she would be a more
simple m2 interval. That Circe does not successful actor in the third space,
reproduceJ7 with any level of fidelity through being able to enrich her
demonstrates a certain disrespect for its language with the positive elements
mysticism and importance, and is a musi others. Dramatically, this may mean
skepticism. she can see the benefits of staying
alive, albeit it within the OsystemO, ¢
find a way to enjoy her live here -
according to Circe, this enjoyment
could come through sex. Musically,
Juli enriching her language in the thil
space through elements of CirceOs
genre references would be a gain of
material and hermeneutic informatiol
through genre associations that mak

her language more secure.
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Dar | Tempter, Sidekick Dark ends the scenes with him in a
k Sidekick - DarkOs mysterious language, not far fror similar language to the one in which

JuliGs CCM and quasi-late-Romantic sty he began it. The change in material
(were one to separate the keys in the comes in Scene 4.3., where he Oope
polytonality of DarkOs harmonies, they upO about his true core musical
would be late-Romantic), is a complemer material - that of the Heavy Metal-
rather than a contrast to JuliOs language inspired warrior music. As mentionec
such, he is harmonically faithful to Juli - the Omysterious® material surround
the key criteria for a Sidekick role (see S 4.3. is a sort of Ocamouflage®, no
2.2.1. in the previous chapter). unveiling his true musical character.

This is a specific tactic of cultural

Tempter (and Sidekick) exchange in the third space: to creat

- in the solo stretch of DarkOs material (S Omottled backgroundO (as Bhabha |

4.3.), he introduces a language with stror it) upon which one can provide hybri
elements of Heavy Metal music, to bring cultural references - in this case,
associations of strength, masculinity and Heavy Metal - and seem relatively
warrior culture (D3). These qualities are authentic to the culture, since the
therefore offered as enrichments to Juli, background creates a chaos in relati
were she to wish for them. JuliOs langua to which hybrids seem comparatively
is unstable (CCM) and sometimes complete in both cultures they
childishly sentimental (quasi-late- simultaneously articulate. As such,
Romantic) - both of these qualities make there is a two-fold development of
her an inefficient resistance fighter, whict DarkOs musical character in S 4.3.:\
she claims to be. As such, Dark wishes ti see his Otrue musical coreO but alsc
tempt her into being a fighter - the role of tactical cunning, that he masks it so
Tempter - although it would be for her ow efficiently either side of the scene wit
good, therefore demonstrating another  the his OcamouflageO language.
element of his Sidekick role. Nevertheless, since DarkOs music

remains the same as the end of the
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g.l. XI.R.T. Reasons for type and attributes Development of (musical) character
scenes as that which started them, h
essentially a Minor-Flat musical
character, albeit one about which we
learn a lot throughout the course of t
narrative teleology.

Borg | Clown, Clown: BorgoOs role as a Clown remains in

o] Tempter, - BorgoOs approach to vocal extended tact throughout the dramatic change

techniques (B1) in 5.1. and 5.2. is musical style from extended-techniq
drastically stereotyped to the extent that to Italianate Romantic music.

has a comic effect, especially when Nevertheless, the strong contrast of
combined with the text. His music ridicule styles, which Borgo does not reverse
extended-technique music in its extremit (i.e. he does not revert back to

and lack of internal difference from this extended-vocal-technique after

style (i.e. the approach is not enriched by changing to lyrical singing, as Dark
other materials, but is composed entirely reverted back to his mystic style afte
with extended techniques). Like a clown, the Heavy Metal song), depicts a
this exaggeration of an otherwise serious development of the Clown role, whic
art form E-Musik depicts a caricature the is, however, essentially consistent.
undermines composers who write in that

style with sincerity. The Tempter role, of trying to Obring
A similar clown-like action is performed a out' JuliOs J8 traumatised music

the end of 5.3. (B6) parodying Italianate through articulated it in his B1-B4
Romantic opera. It is similarly stereotype enunciations, is abandoned in scene
albeit it harmonically skewed¢hrSg with  5.3. and not renewed. In its place
the E-Major chord in the penultimate emerges the Mentor role emerges - 1
harmony, instead of the Onormal® F-maj presents a significant development it

his musical character. Borgo is a
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Reasons for type and attributes

Mentor/Tempter:
- BorgoOs role as a Mentor is shown by th highlighted through the changing wa
duet moments in 5.3. Firstly, they sing in he mocks and stereotypes genres of

duet during his OwarningO that the siren: serious art music.

will sing and lull her to death (Osie singe
hell®) - here, one sees musically that Jul
attending to BorgoOs Mentor role, throug
joining in with the musical material he
presents (Juli almost always siragainst
other characters, by disrupting them or
answering them, but very rareljth them).
This is developed though the homophoni
duet of B6, which demonstrates BorgoOs
Mentor role, but also shows his function i
a Tempter, since Juli has been drawn int
his behaviour of mocking serious art mus
traditions genres (firstly extended-
technique-based CCM, now lItalianate
Romantic opera).

BorgoOs B1 extended vocal (B1) and
instrumental (B4) technique-based music
related to the Otraumatic' music of Juli (J
As such, the many B1-B4 enunciations
could be seen as attempts to lure Juli int
extending her traumatised self. Juli resisl
this, responding to Borgo in her usual J1,
vocal language, rather than developing a
extended-vocal-technique language like

Borgo.
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C.l
#

Reasons for type and attributes Development of (musical) character

Der

Villain: Der KapitSnOs musical language ha

- Der KapitSnOs musical language has an bi-polar shift from the K1-K2 Grunge

audible impact on Juli: she no longer sin¢ Rock hybrid language to the Ooppos
aggressive CCM music (J3) as a respons material of K3. The effect on Juli

but rather seems to be entranced by Der remains the same - Juli is not
KapitSn. This can be clearly seen by the emboldened by Der KapitSnOs polar
response to Der KapitSn when she is asl shift of style, but rather brought into
what her name is (bars 75-78) - J4 stood his K4-induced trance of repetitive
previously for introverted memaories of he whole tone scales that have no
pre-traumatised state, and is now used t« preparation or resolution but rather
present herself to Der KapitSn. In a sens drift harmonically, as if in space. The
she has given up a part of her musical  stylistic development of Der KapitSn
language because she has been enchan the polar shift and introduction of the
by Der KapitSn. This can be considered | concept-enunciation K4 - presents a
Villainous act, since JuliOs language is n strong intensification of his role as a
improved, but diminished - i.e. she does Villain, even though this role stays th
use Der KapitSnOs Grunge Rock-inspire same. The intensification is
language to enrich her own, but is rather demonstrated through the
frightened by it and therefore does not | establishment then dissolution of
employ her otherwise confident and Grunge Rock genre elements and, fc
aggressive side (the J4-like enunciations me, great enough to warrant a

that occur in dialog with every other significant development in his music:i
character up to this point). character. He is then a Minor-Dynam

musical character.
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# A.

Die | Tempter, Tempter/Villain: Die Sirenen develop harmonically
Sire | Villain - The two stretches of musical language tF from a clouded tonality (S1) to a
nen Die Sirenen articulate are fundamentally crystal clear tonality (S2), the latter ¢

different from JuliOs. The S1 looping is a which dissolves in the final bars into

technology that transports the material

complete dissonance. This is one of

beyond the limitations of the human voict prolonged intensification (42 bars) of

This is in direct contrast to the traditions the simplicity of the tonality and quicl

Juli represents: the intervallic CCM

relaxation into complete dissonance

language (J1-J3) is built on variation for 1 bars), where the ending represents t

phrase in question - J1-J3 enunciations &
always adapted to the moment in questic
where Looping would remain consistent

infinitum. Were Juli to enter the looping

world, she would lose control of the

variating nature of her language. This

would not be an enrichment, since it wou

destroy variation rather than add to or

enhance elements of her language.

The Ballad music of S2 forms a simplicity

and popular form of beauty that Juli

struggles to display up to this point in the
opera. After this scene, in the finalietta,

Juli incorporates simple tonality (the hybi

musical evaporation of the character
and the Pop-Rock Ballad associatior
that go with them, like a theatric

departure (Abgang),

This straightforward curve, presents
intensification but no real change in
purpose or role, and no dramatic
introduction of new roles, as was the
case with Der KapitSn. The change «
technology, from Live-Looping to
acoustic piano, is also subtle, and nc
disrupting the curve of intensification

of both the Tempter and Villain roles.

enunciation in bars 39-51) that has been As such, musically, Die Sirenen are

triggered by the S2 enunciation. My

compositional intention was for the opere

to, after S2, end with a downwards curve
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C.I. M.R.T. Reasons fortype and attributes Development of (musical) character
# A.

complexity - i.e. to end with simplicity. As
such, the S2 Tempter role of Die Sirenen
effective in this regard, even if itOs
ineffective relating to S1.

- The dialog with Die Sirenen and Juli
displays no J4 enunciation, as with Der
KapitSn, reinforcing the Villain role Der
KapitSn played and showing the Villain
role Die Sirenen plays through not
retriggering J4 enunciations but rather
distracting Juli through the two genre-bas
languages of S1 and S2, that contrast Ju

inner CCM and quasi-late-Romantic

languages and tempt her away from ther

5.3.3. Analysing Musical Plot Functions with Commentary on the Libretto

Analysing plot functions will occur when characters are in dialog with one angdthere are
significant stretches of solo material showing the nature of each chadactity, which have bee
covered in the bottom-level analysis. Additionally, there are musicaludes] which have music
and dramatic qualities, but do not relate to the characterisation, andhi&riacterisation which
the focus of this thesis. Indeed, another set of research could go into narrativeeittirthepera
but | have focussed my analysis on characterisation through cross-genre. The follepviaftkt

mid layer analysis will focus on how the characters relate to one anltbegh plot functions, ¢
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described in the previous chapter on (musical) narrative semiology. In additionplotthenctions

as described by Gregory K& , | will indicate moments of mimicry, as received from Bhabh

Plot functions in Scene 2

Bar# Enunciatio Musical Comments (Libretto/Music)

n function type

1-17 | INSTRUMENTAL INTERLUDE
18-22 | Cyl Enclosure A
(+Meta-

enclosure B)

23 J1 The Enclosed
24 Mimic/ The Enclosed Juli mimics the P4 language of Cyclops, including his high G,
Subversion which starts the scene, but with a Juli OslippageO - turning it t

TT. This chromatic souring of CyclopsO crystal-clear pentatoni
language can be seen to subvert his artificial self-presentation
perfectly good and well wishing character, which he is not, as
in the libretto (i.e. since he does not wish to help Juli achieve t

stated goals).

25-29  Cy10 Enclosure B The C-major pentatonic is transposed up a semitone to D-flat,
modulated again downwards. It shows some OprocessingO of
TT OslippageO (by introducing the D-flat, which she sang inste
a D-natural) and encloses her first enunciation of the scene. T
the OgreyO harmony that combines white- and black-note pen
scales.

30 JX Counteraction JX contrasts the Cy1 enclosure extremely in its dissonant harr
rhythmic syncopation and panicked singing style.

31-38| Cyl+Cy2 Enclosure C For a third time, Cyclops encloses Juli with his Cyl enunciatio

ending with the Cy2 enunciation.

38-41| J4 Withdrawl Juli changes languages to the quasi-Romantic, reflective J4, t(

express her desire of wanting OIntimsphSreO.

318 Karl, G. (1997). Structuralism and musical plot. Music Theory Spectrum, 19, 1, 13-34.
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Plot functions in Scene 2

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
42-45 | Cy3 The
Interrupted
46-47 | IX Interruption
48 Cy4 Counteraction As a response to JuliOs interruption, Cyclops changes his tong
the (artificially) Ohelpful® Cy1-Cy3 to the Oerror messageO st
Cy4. This is a sort of muscle-flexing or warning to her that he
retains power and can behave disruptively to her, not just help
49-50 | Cy3 The
Interrupted
51-52 | JX Interruption
53 Cy4 Counteraction
54-57 | Cyl Counteraction As a counteraction, Cyclops OrestartsO with his language fron
: Enclosure A beginning of the scene.
58-60  J1 The Enclosed
61-68 Cy100+Cy: Enclosure B The Cy1 enunciation is highly variated here through the

69-75

76-79

Cy1000 (Ci Realisation

e-variation)

Cy10

Enclosure A

pointalistic and highly poly-tonal, also somewhat quasi- and pc
serialistic language. It is reminiscent of the not-analysed 2.1.
musical interlude, which is exactly that in its language.
Nevertheless, the vocal line (and especially piano accompanir
in bars 53-56, shows that it is a Cyl enunciation.

As a result of the counteractions and second enclosure, Cyclo
reveals (textually and musically) the presence of Circe as a
potential next stage for Juli. This is a function of Realisation - t
dialog has brought about new information. The harmonic mate
is of the Odecorative® material of Cc1, until bar 71. The piano

drums in bars 72-75 are a self-explanatory variation on Cyl.

After the Realisation of Circe, Cyclops tries to establish his Cy
language in a more original form (which still somewhat Ogrey(
through the included black notes) through an Enclosure.

R72 of B27



Plot functions in Scene 2

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type

81-83 | JX The Enclosed

84-88 | Cyl Enclosure B

89-90 JXO Counteraction JXO has the vocal line of JX but a highly reduced accompanirn

91 Cy4 Counteraction

92-94 | Cy2 Enclosure A

95-96 | JX The Enclosed

97-10 Cy1O+mimi Enclosure B The vocal line in bar 100 contains a mimic of J1 on the word

1 c OverlorenO, indicating that Cyclops is aware of JuliOs intentio
enter territory he sees as undesirable.

102-1 | JX Counteraction

03

104-1 | Cy4 Counteraction

07

107-1 Cy10+J1/J% Realisation  Cyclops is forced into a language that hybridises the

13 JX Hybrid OwarningO/Oerror messageO harmonies with the drum and pi
patterns of Cy1, vocal lines of J1 and J3, and complexity in the
of the piano like JX. This Realisation shows how disturbed
Cyclops is by JuliOs counteractions, and that his software is h.
trouble calculating a clear response to them. The Gameboy (i.
video-game and computer sound-design) elements are becon
highly obscured with Juli®s CCM elements, showing JuliOs
influence through a cross-genre technique.

114-1 | IX Counteraction

15

116-1 | Cy10+J1/JZ Realisation  Cyclops stays with the hybridised language of the previous

18 Hybrid enunciation, forced into it (OrealisedO) through JuliOs behavic

119 |Cy4 Counteraction Cyclops attempts to warn Juli as to the danger of the OGrauzc

120-1 | JX Enclosure A Juli asks a question, to put Cyclops on the defensive.

21
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Plot functions in Scene 2

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type

122 | Cy4 The Enclosed

123 | JX Enclosure B

124-1|J5 Realisation  JuliOs J5 is triggered through the realisation that Cyclops is

27 protecting information regarding Circe. J5 is a particularly
dramatic enunciation (see the bottom layer analysis).

128 |Cy4 Counteraction Cyclops rejects JuliOs Realisation, musically (through the Cy4
Oerror messageO enunciation) and in the libretto.

129-1 Cy10+J1/J% Realisation  JuliOs Realisation from bars 124-127 triggers a question from

32 Hybrid Cyclops, if she has been part of a OdefStistischen GruppeO.

133-1| Cy3 Counteraction Returning to Cy3 is a sort of counter-offer - instead of the

34 aggressive musical language and textual conflict of the previol
enunciation, Cyclops reminds Juli that he professes to be help

135 | Mimic of Mimic

Cy4 (Counteractio
n)

136-1 Cyl1+Cy40 Withdrawl Cyclops withdraws to his power and his system, textually

42 weighing up possible OconsequencesO for JuliOs behaviour, ¢
musically transitioning from his confident Cy1 to a very sustair
and soft version of Cy4.

143-1 | IXO Withdrawl

47

148-1  Mimic of Mimic + Cyclops mimics the vulnerable OwithdrawlO of Juli in order to

49 JXO + Cy4 Subversion undercut her sincerity (subversion) - this is shown through

attaching a Cy4 Oerror messageO to the mimic of JuliOs since

emotional withdrawal.
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Plot functions in Scene 2

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
150-1  Cy10000 (1 Enclosure A Cyclops presents a minimalistic enunciation based loosely on
51 imalist demonstrating the extent to which his pre-programmed langua
variation) being stretched in both directions by Juli®s demands (the Cy1
J3 etc. hybrids stretch his language in the other direction - tow
complexity).
152-1 | Mimic of ~ The Enclosed Juli mimics Cy10000 in order to communicate with him more
54 Cy10000 A directly at this essential juncture in the scene.
155-1 J4 The Enclosed This J4 is completely instrumental, and, as with the first J4 in t
61 B first Arietta, is a dreamy @rtrSumj memory of her time before
(+Withdrawl) the trauma and the sanatorium.
163-1 Cy1+Cy10C Enclosure B Cyclops allows Juli passage to Circe after observing (textually
66 (Realisation) also musically through the dreamy withdrawl) a level of obedie
and cooperation.
167-1 Cy40 Counteraction Cyclops threatens Juli with registering her rebellious activity.
74
175 | Cy10000+ Counteraction
Hybrid
176-1 J3+JX Counteraction
77 Hybrid
178-1| Cyl Realisation  Cyclops reverts to the clear C-pentatonic and melody from sta
79 (Meta- P4 intervals, just as clear as the first enunciation, showing no

enclosure B) development of character. This forms a meta-enclosure: that

Cyclops has enclosed the entire dialog.

Plot functions in Scene 3

Bar #

Enunciatio Musical Comments (Libretto/Music)

n function type

1-124 | SOLO SONG (analysed in isolated character analysis, not here in the dialog charactis) an:
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Plot functions in Scene 3

Bar# Enunciatio Musical Comments (Libretto/Music)

n function type
125-1| Cc5 Enclosure A Along string of enclosures starts the dialog scenes between C
30 and Juli. Circe wishes, musically and textually, to include (encl

Juli in her process of selling digital sex.

131 | JX The Enclosed

132-1 Cc5 Enclosure B

34

135 | JX The Enclosed

136-1 Cc5 Enclosure C

47

148-1 | JX The Enclosed

51

152-1  Cc50 Enclosure D The Cc50 variation involves a quasi-octatonic and quasi-exoti
55 oriental melisma reminiscent of Cc4.

156-1 | JX Realisation  Juli forces her way out of the endless string of enclosures, to f
60 Circe to change her language from Cc5 to Cc6 - that which mi

Juli®s own language.

161-1 | Cc6 Enclosure A A new string of enclosures are started in an attempt to convinc
70 Juli to work for Circe. Musically, this is shown through the
enclosures and through Cc6, which mimics JuliOs language, it

order for Circe to appear more musically familiar.

171-1 | JIX The Enclosed
72

173-1 Cc6 Enclosure B
78
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Plot functions in Scene 3

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type

179 | JX The Enclosed Juli is, by this point, in a largely reactionary modus. The JX
aesthetic shows outburt8ysbrYchpof counteractive behaviour,
that are nevertheless easily contained by CirceOs confident ar
calm domination of the scene through the second large string
enclosures, which she is able to assert even through a signific
change of style from Cc5 to Cc6.

180-1 | Cc6 Enclosure C

85

186 | JX The Enclosed

187 | Ccb Enclosure D The final enclosure of this chain is chillingly cynical: OAber die
WahrheitO (here referring to CirceOs cynical gender stereotyp
Musically, it is highly reduced - one held flageolet tone in the ¢
and a simple TT+m2 combination in the vocal line.

188-1  J40+J1-J3 Withdraw! Juli Withdraws to introspection counteract CirceOs seemingly

90 Hybrid endless chains of Enclosures - Withdrawl was defined in the
previous chapter as Ointroversive counteractionO (see 2.2.1. i
previous chapter). This enunciation is harmonically a variation
J4 with melodic elements of J1-J3. The J4 elements dominate
however, reinforcing the Withdrawl musically through the cross
genre associations thereof (see 2.1.1. of this chapter).

191-2 | Cc1+Cc6  Counteraction This hybrid uses the accompaniment, rhythmic and tempo ma

13 Hybrid from Cc1 with the vocal intervallic quality of Cc6. As a
counteraction, Circe presents her final offer of helping Juli find
client that will help her gain access to the Dark Net.

214-2 | Cc6+Cc50 Counteraction (cont.)

018 | Hybrid (cont.)

219 | JX Counteraction An initial rejection of CirceOs final offer.

220-2 | J7 Realisation+E Juli states her true goal to Circe - to reach I.th.Ak.A.. This is

22 nclosure A doubled musically with the I.th.Ak.A. Leitmotiv (J7).
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Plot functions in Scene 3

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type

223-2| Cc6 The Enclosed

24

225-2|J1 Enclosure B

26

227-2|J5 Realisation  Juli describes I.th.Ak.A. - a further development of stating her

31 intentions (i.e. a Realisation).

232-2| cc20 Counteraction

35

236 |JX Realisation  Juli accepts CirceOs final offer (i.e. Realises the offer). Musica
however, she stays with her JX OaggressiveO language, for n
hinting at a grudge and inauthenticity to her acceptance.

237-2 | Cc7 Enclosure A Circe shifts style again to Cc7, showing the progression in the

50 narrative and bringing fresh associative power and hermeneut
information according to the cross-genre method (see 2.3.1. a
2.3.2. of this chapter for further detail and discussion). The
melodic material - that of theer Kunde(an impersonation of a
customer that Circe performs) - is primitively straight in rhythm
(mostly 1/4 notes on the beat) and simple in melodic intervals
unison), showing the basic natureDEr Kund®sexual drive.

251-2 | J3+Cc7 The Enclosed JuliOs melodic material retains her character qualities, whilst t|

52 Hybrid accompaniment is of Cc7.

253-2 | Cc7 Enclosure B

56

257-2 | J30+Cc50+ The Enclosed Juli merges her melodic material with Cc5, showing musically

62 c7 Hybrid development of CirceOs effect on and power over Juli in this

moment.
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Plot functions in Scene 3

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
263-2 C10000 Counteraction Cyclops bursts onto the scene with an extreme variaoin of C1(
83 +Enclosure X showing his exasperation at JuliOs progress in leaving his sys
With this, he starts his own Counteractive Enclosure chain,
attempting to combat CirceOs control over Juli (note for the jut
this is shown musically through the musical narrative plot func
hybrid of Counteraction and Enclosure, and is therefore a
sophisticated key example of both the cross-genre technique ¢
narrative musicality of the work). Cyclops Cy10000 is at its r
extreme point of development, coming as it does at end of ma
for CyclopsO character and a regional high-point of the work (i
high-point of his character development).
284-2 | 330+Cc50+ The Enclosed Sim. as 257-262
94 c7 Hybrid
295-2 | Cc7 Enclosure C
97
298-2 C10000  Counteraction
06 +Enclosure Y
307-3 | CirceOs Counteraction
08 Mimic of
the J3+JX
Hybrid of
the previous
dialog with
Cyclops
309-3| C10000  Counteraction
21 ++Enclosure

Z
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Plot functions in Scene 3

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type

322 | Cy4 Realisation  CyclopsO Enclosure chain (X-Y-Z) culminates in the Realisatic
his threat - an anticlimax, since he states he will OwaitO and s
what Oconsequences® JuliOs actions will have.

323-3 Cc50 Counteraction

25

326-3| Ccl Subversion  Circe - having essentially defeated Cyclops in their battle of

28 Enclosure chains - Subverts Cyclops by addressing him with C
musically and textually asking if he wants sex from her. This is
mockingly sarcastic, since she calls him ORobotO at the end.
response, Okeine InformationO, closes the subversive mockel

329-3 | Cyl Realisation  Here, Cyclops has been undercut (Subverted) to the extent thi

33 accompaniment has disappeared and only the Cy1 melodic lin
remains.

334-3 | (freely Realisation  The instrumental ensemble plays a Oshut downO gesture, anc

37 composed CyclopsO defeat is fully realised.

gesture)

338-3 Cc70 Enclosure A The techno beat of Cc7 is slowed down dramatically, and enh:

41 with ODark RoomO sound-design and a bassline that oscillate
between two notes.

342-3 | J1/33+Cc7C The Enclosed

46

246-3 Cc70 Enclosure B The melodic language f@er Kundeis extended by a few m2

50 intervals, but remains essentially the same as in the previous ¢
The accompaniment is, of course, developed from Cc7 to Cc7
explained.

351-3 JX+Cc700 The Enclosed The melodic material is of JX, the accompaniment of Cc700.

53

355-3 Cc70 Enclosure C

58
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Plot functions in Scene 3

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type

359-3| JX (pure)  Counteraction Juli breaks the Enclosure chain through a pure (i.e. non-hybric

63 and long JX enunciation.

364-3 Cc7000  Enclosure A Circe begins a new Enclosure chain with a variation on Cc7, w

68 the bassline has a sort of Owalking bassO quality through the
persistent triplets and adventurous harmony. It becomes a sor
theme and variations, with instruments adding themselves one
one to the texture. This makes the Enclosure chain particularly
strong, as it increases in dynamic and complexity with every n
instrumental line.

368-3  JX+Ccy70C The Enclosed

71

372-3| Cy7000  Enclosure B

73

374 | J5+Ccy700 The Enclosed Juli tries out different approaches to break the Enclosure, now
instead of JX.

374-3 Cy7000  Enclosure C

77

377-3/ J10+JX  The Enclosed

81

381-3 Cy7OO0  Enclosure D

95

395-3 | JX The Enclosed

96

396-4 Cy7000  Enclosure E

03
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Plot functions in Scene 3

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
404-4 | JX Realisation  Juli breaks the Enclosure chain with sheer will (OSchluss mit ¢
05 (Counteractio GesSusel!0), Realising her potential to reject Circe through
n)+Enclosure Counteractions that are strong enough. This enunciation, at ar

region high-point (which breaks such a long chain), demonstre
that, ultimately, the whole process is in JuliOs mind, she must
simply be strong enough to Realise her own potential.

406-4  Cy7000  The Enclosed

07

408 | JX Enclosure B JuliOs two-fold strong rejection of Circe forms an Enclosure.

409-4 | Cc6+Cy10C Counteraction Circe sings in Juli-like intervals with the Cc6 enunciation, addil

16 - Enclosure X one element of Ccl from bar 413 (the piano LH) to retain somi
her isolated identity.

417-4 | J4 Withdrawl In the text, Juli is surprised that Circe knows Owhere she com

18 fromO. Musically, this is mirrored with a Withdrawl to her
Oreflective/dreamyO and Opost-trauma® J4 enunciation - the
late-Romantic side of her personality, which has been triggere
CirceOs previous Counteraction.

419-4 | Cc6 Enclosure Y  This enunciation reveals that CirceOs previous Counteraction

24 the start of a new Enclosure.

425-4| Cc7000  Counteraction On the back of the Enclosure, Circe rehashes the Cy7000

28 enunciation that Juli hat Counteracted in 404-405, matching th
text OLass mich dich zum Abschied noch einmal flYchtig
berYhrenO.

429 | IX Counteraction

430-4 | Cc6 Counteraction

33
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Plot functions in Scene 3

Bar# Enunciatio Musical Comments (Libretto/Music)

n function type
434-4 | CX Realisation  For Circe to Realise her aim to help Juli progress to the Dark I
41 she introduces a new enunciation, CX (which was not includec

the bottom layer analysis, since it essentially belongs to the nc
character-based instrumental etdMdewandlungsmusiiind not to
CirceOs isolated identity, therefore lying outside of the scope ¢

characterisation analysis, which this is).

Plot functions in Scene 4

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
1-49 | ARIETTA(analysed in isolated character analysis, not here in the dialog character analysis
50-63 | J4 Withdrawl Before Dark enters, Juli goes into a dreamy trance with J4 (as
always, with this enunciation).

64-70 | D1 Interruption+ Dark interrupts JuliOs moment of Withdrawn solemnity.
Enclosure A

71-75 | D2 Enclosure A
(cont.)

76 IO The Enclosed JuliOs vocal line is typical of JX but the accompaniment is bari
showing her uncertainty in the Dark Net. In the Surface Net, th
accompaniment would typically be aggressive, full and comple

77-79 D100 Enclosure B The D100 contains essentially the same material, yet is soft a
intimate in its feeling, rather than loud and epic.

80-82 | JX Counteraction In this Counteraction, the accompaniment returns.

83-87 JXO Withdrawl Juli is unsure about the full JX enunciation, and Withdraws to ¢

JXO without accompaniment, and significantly less strong in
dynamic and expression. This demonstrates her changing attit

within the Dark Net.
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Plot functions in Scene 4

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
88-89 D100 Counteraction
90-94 D2 Counteraction
(cont.)
95 JX Counteraction Sim. as above.
96-98 | IXO Withdrawl ~ Sim. as above.
99-10 | J7 Realisation+E Through the Withdrawl, Juli opens up enough to reveal her go.
0 nclosure A Lth.Ak.A.
101| Mimic of J7 The DarkOs vocal line mimics the M7 1.th.Ak.A. Leitmotiv of J7, an
Enclosed+Mi the accompaniment continues as with the previous enunciatiol
mic

102| J3 Enclosure B

103-1 D10 Counteraction

08

109-1 | Mimic of Counteraction Juli mimics Circe in an attempt to highlight the aspect of the te

11 Ccl+Cch where Juli offers Dark a brib&rinkgeld - here, the music offers
another level to that offered in the text, that being, that Circe s
sex, and now Juli is offering Oa bribe®, one can assume she |
sexual bribe, due to the musical cross-genre reference.

112-1 | D1 Enclosure A

16

117 JIX The Enclosed

118 D160 Enclosure B The D100 here is purely instrumental.

119 JxO Withdrawl The reduced, soft and introspective nature of JXO (as opposel
the extroverted, dynamic nature of JX) shows an insecurity wh
she poses to Dark the question: OWer sind Sie?0.

120-1 | D3 Enclosure A
21
122 JX The Enclosed
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Plot functions in Scene 4

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
122-1 D3 Enclosure B
24
124-1 | JX The Enclosed
25
126-1 | D3 Enclosure C As a massive Enclosure on their first dialog passage comes S
63 4.3., DarkOs solo song, which encloses this enunciation. It will
be analysed because it contains no dialog, only a solo individt
exposition of DarkOs warrior-side, as explored previously.
126-1 | SOLO SONG (analysed in isolated character analysis, not here in the dialog characty; an:
63 beyond commenting on its nature as Enclosure C)
164-1 | D1 Enclosure A
66
167| JX The Enclosed
168-1 D100 Enclosure B
69
170-1 | D4 Realisation+E With the change in musical enunciation comes a textual
72 nclosure A Realisation of DarkOs offer to Juli - to be a warrior with him.
173-1| JX The Enclosed JuliOs rejection is enhanced with the instrumental ensemble ({
75 opposed to JXO).
176-1 | D4 Enclosure B The second part of the musical enclosure mirrors a textual
79 enclosure, where Dark offers her now to be a lover.
180-1 | JX Counteraction Juli forcefully rejects Dark for the second time, breaking the
81 Enclosure.
182-1 D1 Counteraction
84
185-1 | D5 Realisation  Dark reveals a new element of his (musical) character with D5
86 previous section for details as to the dynamics and role of Dar

character identity as demonstrated by this moment), a sort of

Realisation of the depth of his character.
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Plot functions in Scene 4

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type

187-1|J4 Realisation  Juli reveals her deepest desire - for freedom.

93

194-1 | J2 Realisation = These desires are developed into discussing I.th.Ak.A., which

97 however, not musically encoded by the usual J7 Leitmotiv
(although this is secretly found in the string double-stops) but
rather the unsatisfied and reflective J2. This should show a lev
diminishing hope about and/or frustration with reaching I.th.Ak

198-2 D100 Counteraction

00

201-2 | D5 Counteraction

02

203-2  IXO+J4 Realisation  Juli drifts off in a dreamy state (J4), based harmonically althou

09 Hybrid on JXO, forming a hybrid enunciation.

Plot functions in Scene 5

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
1-33 | SOLO SONG (analysed in isolated character analysis, not here in the dialog charactis) an:
34-36 | D1 Enclosure A
37-40 | B3 The Enclosed
41-45 D1 Enclosure B
46-47 JX Counteraction Juli breaks the Enclosure-based musical and textual dialog
between Dark and Borgo with a JX.
48-59 D10 Realisation  Dark leaves by giving Juli the Link to Borgo, as a way of helpir

her, Realising his role in JuliOs journey.
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Plot functions in Scene 5

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type

60-63 | B3 Enclosure A Borgo begins his dialog passages alone with Juli by offering hu
go with him. Instrumentally, the accompaniment becomes mor
intense.

64-66 | J7 The Enclosed The accompaniment is of J7, as if Juli is hoping that he means
they will travel to I.th.Ak.A. (and asking the question OWohin?’

66-72 | B3 Enclosure B

73-74 | X The Enclosed

75-83 | B3 Enclosure C

84 JIX Counteraction Juli breaks the Enclosure chain.

85-94 | B3+Cc7 Counteraction Strangely, Borgo uses the accompaniment from Cc7, which sk

Hybrid indicate that he is also a OKundeO, in that he wants to collect

toes, should she die in her journey.

95 JIX Counteraction

96-10 B3 Enclosure A

0

101-1 JX The Enclosed

03

104-1| B3 Enclosure B BorgoOs language is very consistent, up to this point, focussin

10 heavily on B3

111-1 | B4 Withdrawl+R Borgo Withdraws to a fantasy about eating JuliOs toes, which
also a Realisation of his pervertedness, which has been let to

14 ealisation develop unchecked through the many B3 enunciations.

115-1 B3 Enclosure A

16

117 | JIX The Enclosed

118-1 | B3+J2/J8  Enclosure+Re Borgo firstly Encloses JuliOs impatient attitude, before the

26 Hybrid alisation instrumental accompaniment begins to develop elements of
textures and instrumental materials in J2 and J8.

127 | JIX Counteraction
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Plot functions in Scene 5

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
128-1| B5 Realisation  The extreme change in style between B3 and B5 is a stylistic
32 Realisation of the hidden depth of BorgoOs character identity |
2.5.1).
133-1 B50 Realisation  Borgo and Juli sing B5 in duet - Realising the influence that Bc
36 IS beginning to exert on Juli.
137 | B3 Counteraction
128-1 B50 Realisation  (See bars 133-136.)
42
143-1 B5+B3 Counteraction
47
148-1 B3 Counteraction
55
156-1 | B5+B3 Counteraction
57
158-1 B6 Realisation  BorgoOs final trick is Realised - the pastiche of Italianate Rom
66 opera.
Plot functions in Scene 6
Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
1-63 | INSTRUMENTAL INTERLUDE
64-72 | K1 Realisation+E DKOs character identity is presented - a Realisation thereof.
nclosure A
73-74 | K2 Realisation+E
nclosure A
(cont.)
74-81 | J4 The Enclosed Juli is entranced by DKOs presence, sending her to a J4 respc
rather than the usual JX.
82-84 | K2 Enclosure B
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Plot functions in Scene 6

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type

85-88 | J7 The Enclosed

89-90 | K1 Enclosure C The short in-between enunciation (without text) shows DKOs
pervasiveness and strengthens the Enclosure chain.

91 J1 The Enclosed

92-93 | K2 Enclosure D

94-95 | J2 The Enclosed

96-98 | K1 Enclosure D

99-10 | K2 Enclosure D

0 (cont.)

101 |Cc1 Counteraction A tiny quote from Cc1 should demonstrate that Juli has paid w
her body, just as Circe pays with the bodies of those she sells
sexual way. This enunciation is almost unnoticeable without
analysing the score - the conductor was the only one to notice
Nevertheless, compositionally, | found that it provided a (very)
short moment of non-random variation that helped with the
aesthetic for the scene.

102-1 | X Counteraction The previous enunciation, together with this one, breaks the

03 Enclosure chain.

104-1 | K1+K2 Enclosure A Der KapitSn starts another Enclosure chain without any other

08 functions. This should demonstrate him as a relentless power,
inhuman and uncompromising. Aesthetically, it gives the scen
OinstallationO-like quality, since K1 and K2 pervade relentless
throughout.

109-1 K30 The Enclosed DK Encloses himself with a foreshadowing of the full K3

10 enunciation, here, in a highly reduced form.

111-1 K2 Enclosure B

15

116-1 | K1 Enclosure B

17 (cont.)
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Plot functions in Scene 6

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type
118 |J1 The Enclosed This enunciation is truly Enclosed, since the accompaniment f
DK is unbroken.
119-1 K2 Enclosure C
25
126-1 | K20 Realisation+E The accompaniment develops into a busier, more intense and
29 nclosure C  dynamic variation on K2, creating a musical acceleration in the
(cont.) groove, without accelerating the tempo itself.
130-1  K20+J1/33 Subversion+T DK Subverts JuliOs character by developing K2 to such an
38 he Enclosed extremity that JuliOs interjections are mere details in the engul
texture of a K2 accelerating out of control.
139-1 | J3+JX Counteraction Juli breaks the K20 development acceleration and the Enclosi
41 Hybrid that results from this engulfing texture.
142-1 | K3 Withdrawl+E DK Withdraws to articulate his fragile inner character (see the
66 nclosure A discussion of DK as a bipolar character from 2.6.1. and 2.6.2.)
167 | J3 The Enclosed
168-1 | K2 Enclosure B
73
174-1 K20 Enclosure B
76 (cont.)
177-1| K4 Enclosure C DK Encloses Juli in his final K4 enunciation.
85
186-2 | INSTRUMENTAL INTERLUDE (with text-free vocalises from the singers - which still waithi
48 my conception of an instrumental interlude)
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Plot functions in Scene 7

Bar# Enunciatio Musical Comments (Libretto/Music)
n function type

1-16 | S1 Subversion DS Subvert Juli through the electronic process of looping, whit
omnipresent throughout JuliOs interjections in this enunciation

17-26  S10 Realisation DS introduce their own text and substantial melodic line,
cancelling JuliOs interjections and overtaking (Realising) the
texture.

27-32| S100 Realisation  The electronic looping is faded out and the ensemble plays th:
which the electronic previously played, Realising DSO presenc
the Oreal world® as opposed to the OsublimeO and Oeternal(
live looping (see 2.7.1 and 2.7.2.).

33-42 | S2 Realisation DS have reached the climax of their character identity with the
enunciation, that presents the simplest and most accessible fc
music in the entire opera, as a type of high-point.

43 520 Realisation  The simple and accessible quasi-perfection of S2 becomes

5.4. Top Layer Analysis

increasingly soured through dissonance, ending in complete
(Operfectd) dissonance. It is a further, final Realisation that D:
also be perfectly nihilistic (520), as well as perfectly sublime/

eternal (S1) and perfectly simple and accessible (S1).

5.4.1. Identification of Elements of an Archetypical Cross-Genre Conflict
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Musical elements representing OorderQ in
relation to the Cross-Genre theory:

- Juli®s language as based on the CCM -
OinsideO tradition: i.e. J1-J3/J8

- Juli®s language as based on a quasi-late

Romantic classical music tradition.

Musical elements representing

OtransgressionO in relation to the Cross-

Genre theory:

CyclopsO musical references to video-ga
and computer sound-design (Cy1, Cy3,
Cy4);

CirceOs musical references to Soul and F
(Cc1-4), Soft Jazz (Cc5) and Techno (Cc7 -

DarkOs musical references to Mystic
Primitivism (D1), Heavy Metal (D3) and -
Orientalism (D4);

BorgoOs corruption of extended-technique -
CCM (B1-B3) and (similar corruption) of
Italianate Romantic opera (B5);

Der KapitSnOs musical references to Grui -
Rock (K1) and material composed as the
Oopposited to it (K3);

Die SirenenOs deployment of Live-Loopin

and musical references to Pop Rock Ballg
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Literary/textual elements representing

OorderO:

Juli®s journey tath.Ak.A.

Literary/textual elements representing

OtransgressionO:

CyclopsO will to detain Juli within the
bounds he offers or, at the very least, with
the Ogrey zoneO;

CirceOs desire to have Juli work for her a
digital sex-worker or be her lover;

DarkOs desire to have Juli work for her as
fighter or be her lover;

BorgoOs games of mockery and fantasy
distract Juli and waste her time;

Der KapitSn lies to Juli about taking her tc
I.th.Ak.A. and dumps her instead at a san
bank;

Die Sirenen tempt Juli into taking her life
instead of fighting (albeit in vain) to reach

[.th.AK.A.



Musical elements eliciting the listeners Literary/textual elements eliciting the

sympathies in relation to the Cross-Genre  listeners sympathies:
theory: - Juli®s character identity as an antiheroine

- Sincel.th.Ak.A.is conceived as a CCM

opera, and was first performed in an operi
house, JuliOs two languages are the nativ
languages of such an occasion and Ofit in
the expectations and conventions of the

listeners. This is one reason why JuliOs

languages may elicit our sympathies. -

A second reason is the huge inequality to
which listeners hear JuliOs languages abc
those of the other characters: Juli is on st:
for the entire opera and listeners are expc
to it more than the others by a huge margi
As such, a cross-genre scenario is
constructed, where JuliOs languages
represent Otradition® and those of the otf
characters (where they display elements ¢
genres) represent enrichments to or
challenges thereof. Exceptions to this rule -
include: CirceOs hybrid mimic of JuliOs
language (Cc6), DarkOs Mystic Primitivisr

(D1, which is undefined in its nature but
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creates a tragically sympathetic relationsh
to the listeners, since she is obviously the
protagonist - having indeed imagined the
entire scenario in her mind - but seems
essentially flawed at working within the
system or Oplaying the gameO.
Nevertheless, Juli clearly elicits our
sympathies, since the teleology of the
narrative follows her actions, goals and
desires. Similarly to the musical narrative,
JuliOs textual narrative is overwhelmingly
dominant regarding proportions of exposu
listeners are overwhelmingly exposed to
dialog and her individual reflections (three
Ariettag and are therefore naturally attract
to her character, since listeners are most
familiar with it by a large margin.
Some elements of the external characters
have, however, attractive qualities that are
Minor in their role. These may differ from

listener to listener but include, for me, as t



most closely inspired by Carl Orff, a 20C
classical composer) and BorgoOs clown-li
mockery of CCM in B1-B3 and late-
Romantic opera in B5, which are two style
belonging to the tradition side of the third

space cross-genre conflict).

composer: Ccl, Cc5 and Cc7, D3 and D4
K1 and K3, and S1 and S2. These are
superficial apparitions of style in
comparison to the huge exposure to Juli, |
that makes listeners perhaps even more

sympathetic to their qualities. Therefore,

there are external genre elements that col
serve not as true alternative powers to Jul
languages, but could enrich them to make
the inner conflict between JuliOs language

less bipolar and more myriad.

5.4.2. Discussion of the Elements and Identification of an Archetypical Cross-Genre Conflict

In the operd.th.Ak.A, two strands of the classical music tradition are presented as tielnaunsl
cross-genre Oorder®: CCM and quasi-late-Romantic classical music. Transgjerasives ar
almost entirely based on elements of external genres, apart from the fgicsenentione
above. Therefore, the questions to be asked in order to assess the musiceé raost-genr
archetype of the opetah.Ak.A.are: Do JuliOs languages form a desirable or undesirable or
the (musico-)traditional order ultimately conserved or transgressed by the extemss, @, is i
enriched, and if so, are the results thereof positive or negative? (I refer inlthaniglfreely to

2.3.1. of the previous chapter to develop the discussion beyond these two key questions.)
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JuliGs two languages, the first of which is J1-J3 and J5-J8 and the seconcha$ dhjdorm ai
internal conflict that is based largely on Fixity of the CCM and late-Romadissical musi
traditions (respectively). Through analysing JuliOs first and last Ariettag;létar that there is r
essential development of these two strands: on one hand, no significant hybkestylkece, an
on the other, no significant additional (OnewQ) elements enrich the polar Fedtydaftict. As
such, from a perspective of musical narrative, the traditions serve as an igppirfesse
(undesirable) that rejects all external information and regenerative newestsetcally, the CCN
tradition has stood (at least since WW2, if not since mid-Schoenberg) foressdumbity of
expression and elitism, two markedly anti-social ideologies. This hasdrgetylachieved throuc
a high level of harmonic dissonance, rhythmic syncopation, melodic angularity and It
unclarity - all elements that | built into the OaggressiveO and Otealdnpdids of JuliOs langu
From the point of view of the libretto, which is an especially factor reldvenat, Juli meets a trac
demise - suicide - and similarly, she remains adamant in her rejedtialh external help o
pathways to an alternative way of life than her stated goal to reach I.th.@&k.Aiscussed, this

what makes her an antiheroine). The order that her languages present is an antagonistic on

In contrast, the additional characters often display elements of external featresntrast th
aforementioned CCM qualities strongly. These elements could be integrated ioyoJbokr own
language for strategic gain: though such a process, she would gain qualitiesuldaimake her
more effective actor in her (imagined) third space world, where health of ydentgenerate:
through newness arising from conflict at the boarder zones in the third spacehé/éveachieve
process of regenerative newness, she would cure the wounds in her musical uaidsgxhe
since she images the characters and their languages as fantasiesledndigi§ires and/or parts
her she canOt live out (see 2.1.1. and 2.1.2. of this chapter) - leading to a paeetabtser

internal cultural difference (as represented by the external genre-enriched ezbagant twe
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strands of her traditional language) is not combatted through Fixity (i.e. Jui@®nepf including
newness in her personal language) but rather hybridised through inclusion of cultural diffete

the dominant order, that of JuliOs personal language.

CyclopsO references to what IOve sometimes referred to as Gameboy musieofgame an
computer sound design) present a return to simplistic musical elementasspehtatonic scale
minimalist sets of melodic intervals (i.e. stacked fourths) and rhythmdfitaumitstraight 1/8 or 1/.
notes. These simplistic and emotionally-neutral elements could providarla rstief to the
complexity of Juli®s CCM and sentimental quasi-late-Romantic languagesqu@ites Soul an
R&B, displaying steady groov&8 that have a level of syncopation to keep the taituesting
(as opposed to CyclopsO uninteresting OstraightnessO) without losing a sengasoivithiskili),
additionally aiming at the sexual associations from these genres. This beal pathway betwe:
CyclopsO over-simplicity and JuliOs CCM over-complexity. Dark creates btthctively obscur
soundworld (D1 - Mystic Primitivism and D4 - Orientalism) and a confident, pHylsiocguage
(D3) that could easily be integrated with JuliOs aggression (D3) and desiredonmfr@1). Borgc
mocks both strands of Juli®s language, which could expose to her through satire trainm
self-victimisation of her identity. In other words, were Juli to attemptnsetkery, she could enric
her (textual and musical) identity with self-irony. Der KapitSn presents hierasvpathway tc
creating an aesthetic out of her wounds, as Grunge Rock does (K1), rather tharyaithér heal
or ignoring them by reaching I.th.Ak.A., which she believes will solve her problemsSifieer
offer her the most extreme way to solve her problems with the most ssmiptéon - musically

either by becoming Odigital® and basing ones language on mere verbatim repethiongh

319 In relation to commercial music genres, when | refer to genres based on musical elements that lie outside notation
(i.e. vocal colour and groove, as with R&B), that the element is not available to a CCM composer and therefore virtual in
the head of the composer.
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three-chord music, both of which are the simplest forms of music to understandxtaatyteby

committing suicide.

However, Juli does not integrate any elements of these characters inenduesge: it is nc
enriched or brought into any process of regenerative sustainability of newness. yitrsimains ir
a stalemate, she doesnOt even convincingly reconcile the two strandsiofbagé from the fir:
stretch of material (the firskrietta) into a hybrid in the last stretch (the thidietta). Therefore
the efforts to transgress the oppressive order - by enriching it with attragtemmal elements «
hybridising the inner conflict thereof - fail. Not only does it fail, but it doesagically, since ou
sympathies lie with Juli and her (antiheroine) language, which we hope wélogeregenerativ
newness in order to reconcile the sick nature of JuliOs textual andl whesiaater identigzo . It i
a tragedy that JuliOs inner conflict could not be developed in its eskenctha narrative startir
with the first Arietta to the last (third) Arietta. Therefotegh.Ak.A.the opera presents a tra
archetype where Juli fails musically to enrich her traditional languagbsef@ments of extern
genres, in order to transform this inner conflict of two stagnant traditions (i.e.ctogflFixities in
a stalemate) into a myriad of cultural difference, which would be moreirglsta in the thirc
space, and a process that creates regenerative OnewnessO for her dbatigtémrough the
teleology of the operatic narrative. This failure is tragic. As the prototypitallysis based on tl
newly-develop analytical technique shows, the three layers of hermeneutic inbdornaai

associations, autonomous musical material and third-space-style narratigal mmsflict betweel

320 The language is familiar and native to the operatic context, which | argued above may elicit our sympathies in its
familiarity and therefore be something that some listener wish is not transgressed. | am arguing that the listener wishes
at least for it to be transgressed in the sense that it develops OnewnessO, reaches some form of essential Realisation or
regenerates itself with new power. Were this to happen, the archetype could be considered Romantic. That this does

not happen, but rather that the language stagnates in a stalemate, and that this is coupled with the textual narrative of
suicide, points clearly to a tragic musical, textual and cross-genre archetype.
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the classical musical tradition and external commercial music gdanegnstrate that.th.Ak.A.is

a quintessential cross-genre ogéra

321 To be more specibc, it is a quintessential realisation of the OCross-genre tragic archetype model 10 from 2.3.1. of the
previous chapter.
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6.A Summary of Key Developments and Discoveries
6.1.A Key Development: the Changing Form of the Guidelines Throughout the Dissert:
Project
6.2. Discovery of Methods for Artistic Research in Compaosition
6.3. Discoveries as to the Nature of my Creative Process as a Composer
6.4. A Recapitulation of the Original Research Contained in the Dissertation Project an

Answers to the Research Questions

In this concluding chapter, | wish to outline some research insights thahbialeen articulated |

the text thus far and provide a recapitulation of the research contained in the dissertation pri

6.1. The Changing Form of the Guidelines Throughout the Dissertation Project

The production of this thesis in its two components has been a process ofeep&emnal an
professional development for me, the currency of which has been insights, crisoés,
discoveries and other illuminating knowledge products that could be described bgrihanGern
Erkenntnis Before illuminating some kefrkenntnisselOd like to reflect shortly on perhaps
substantial development in the form of the cross-genre theory. Originally, | hadoeedisa
manual-like set of easily reproducible techniques that would be a formuld«ikses for writing
cross-genre music. Such a handbook or manual may function like Samuel Adleiéss dan
orchestration,The Study of Orchestrationn the thesis artefact as | originally envisioned i
student could learn concrete techniques for cross-genre composition and replioatettiesr own
work to achieve an objective measure of cross-genre compositional virtuosity.d provide &
few formulas for hybridising elements of genres with traditional conventions to atian

objectively cross-genre compositional outcome. These formulas could be exeniplifiedscore
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for I.th.Ak.A. Such a process and research artefact appealed to me due to itscsappearance:
would create OrulesO that could be used as compositional tools to es@atmrthe basis of tf
ideology | wished to explore. It seemed similar to mathematical formukasgomeering blueprint:

which | saw as obviously scientific.

However, through exploring artistic research as a topic, | discovered a spectresearth, fron
pure mathematics, undisturbed by the chaos of reality, to field anthropology, wheesd¢heche
interacts with their subjects and influences their behaviour without conceisticAreésearch woul
be a field with zero distance between subject and observer - a paradigapshiftg up a range
subjective propositions still underneath the umbrella term of research. Addytiaitdough no
included in the final text for the thesis, | explored post-modernism and draftedantaking ¢
standpoint in regards to the intellectual debate surrounding it. Here, | found convirgringeats
against perceiving positivistic statements as the only pathway tonaicacksearch. The work
Joseph Kerman brought such ideas into the realm of musical analysis, ddimtngdemic bene
of positivistic analyses to the point of demonising them. The final and @ég@nail in the coffir
for a OblueprintO or Omanual-liked form for the cross-genre guidelines was the work<o
Bhabha, which, instead of performing literary criticism through positivistic-likeyaisabf text,
basing his thoughts on objective measurements of literary narratives, struckosopgihital
discursive tone based on a set of vocabulary that was QaliveO - Bhabha ctevelestres his
coinages (hybridity, mimicry, stereotype, cultural difference, articulation, eriamciatc.), bu
rather lets them develop and change like living things. Although | ended up providi
understanding of his coinages and how they could apply to the musical sphere mtimrdéke

manner in chapter 4, they were employed in chapter 6 in a method similar tBhatha use
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them - through free, naturally-evolving discourse (which was, nevertheless, structuredirby

consistent tabular methodolo&3)

In summary, | moved away from providing a prescriptive method for cross-genre comg
towards creating a perspective for appreciating cross-genre music. More thanuationsmanual
cross-genre is a way of thinking. The resulting analysis may be more esloégria positivistic
analysis (such as a Schenkerian analysis of tonal works by Mozart or Brahms,saiath,at ma
lose some gloss of quasi-scientific perfection. This is, however in lirte wiiiat | discovere
through personal research on theories of artistic research, modern perspectivesalfanalisis
cultural crossing in postcolonial literature, and, ultimately, the composdimh analysis c
I.th.Ak.A..Discussing and analysirigh.Ak.A.as a cross-genre opera in a more open, philosoy
tone (that is nevertheless structured in layers of meaning and considersvebgettnomou
musical materials to the extent that they are self-evident) is a m@erepresentation of n

compositional process.

Instead of an instruction manual, this thesis provides an invitation to my fettiesnd any interes
other composers to reverse-engineer the analytic method into a creative domglosite. Just €
discussing three layers of encoding musical characters with a cross-genigenaaatanalyse
work, it can serve as an inspiration for new cross-genre music. Philosophicakangr&ctical tip:
for creating musico-cultural hybridity, stereotype or regenerative newness can lvgeA
engineered through the attributes that | extracted from the experimental coomabsiéinvas of m

submitted composition. The methods for analysis of cross-genre characterisatiom Oaeverse

322 On a side note, a minor Erkenntnis was the usage of the modal verb Oshould® to claim as the composer (Prst source)
which associations were intended to accompany which enunciations and why. | could have simply claimed that the
autonomous materials debnitely create hermeneutic information, e.g. Othe lack of anArietta for Cyclops creates the
hermeneutic information that he lacks a true soul®, yet the modal verb Oshould® shows that encoding hermeneutic
information is an uncertain process that is based on the professional and personal biases of the composer and no
debnite process. Furthermore, OshouldO implies a strong artistic intention on my part without having to establish any
positivistic scientibc evidence of a universality to the claim.
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to provide structural and hermeneutic methods for encoding characters in new wi
contemporary opera. For example, the analytical method for establishing a Gttagfigpal |
l.th.Ak.A.can be OreversedO to work as a compositional technique. Two models foretlyiscaact
provided in chapter 5 that can be turned into a creative stimulus for a new @anpegh a
normal amount of inspiration and artistic effort. On a smaller level, hybridity explored as tt
articulation of two musico-cultural elements within an enunciation. Thisdcha reverse
engineered, for example in the simples way that one can compose a genre @ctmempose
convention of a tradition and bring them together creatively in one enunciationsThes sort o
instruction-manual-like technique | had envisioned as a standard form for the ye¢didave
come to believe that the cross-genre approach is strongest as anaamsigtatic philosophy whe

these details are left to the personal convictions of the individual artist.

6.2. Discovery of Methods for Artistic Research in Composition

The literature review on artistic research provided at least one key rendintihe development
the thesis: that | would not analyse the work of my peers with the crossigehreque in ai
attempt to show a compositional tendency or modern paradigm, but rather focus omgmay
own creative process as a method of reflection. Originally, 1 had planned yseanabrks o
Michael van der Aa, Moritz Eggert, Alexander Schubert, Bernard Gander, Davidl§ alnitl more
In fact, in the cases of Eggert and A. Schubert, | had already done sketchees ahtigsis, and i
the case of Eggert, performed a complete analysis which | then discuskethevitcompose

leading to interesting insights into his creative process. Neverthelessethedology and scofré

323 |t proved impossible to provide another scope: where would | start to claim aspects of cross-genre in the music of
others, and why? Along the course of the discussion on scope, | suggested starting anywhere from with RameauQs Les
Indes Galantesto, arbitrarily, the start of the 21st century. But after research artistic research and learning of the key
methodology of reection on the creative process by the artist themself - being both the observer and the subject - |
had a clear answer to the problems of scope that arose.
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for the dissertation project was only sound when it was focused on one laegetlié oper:
I.th.Ak.A. and my personal reflections on this regarding what | state as the key gefer:
inspiring the compositional process thereof, cross-genre comp@ition . It also prokeletban
academic writing style that suits my principle training as a composaythorthrough music, anc
only secondary training as an auttadoout (musicologist) orfor (music theorist) music. This ke
was that artistic research can have an artistic quality toatf. its must not resemble how a nc
artistic research would write about a topic: namely, the discursivde@ga discussion on cros
genre composition can itself be Ocross-genre® in its academic methodusseddi th

introduction.

6.3. Discoveries as to the Nature of my Creative Process as a Composer

Regarding how this dissertation revolutionised my approach to composition going forw
provided the OAha! momentO that the currency for inspiration in my creative Eadtessol
working with socially-constructed musical associations and hermeneutic inf@mmeionestly, |
was not aware of this before | started researching. And, even if these timsecieenOt heard
the listener, and the references are so obscure as have become somsghihgefgh mutativ
hybridity with my own musical intuitions (becoming Otheir own thingO), they werseatisdpar
of inspiring and motivating me to create the music which articulates th@musicologist wishe
to analyse my work ex ante, then, | state for posterity, that this insighkeg driver to my creativ
process as it stands. One could say that as the fundament to Brahms@asiesicnterpoint, t
SchoenbergOs mid and late music was serialisation, or to Stockhawsen@sept of avant-garc

mine is the interplay of musical associations.

324 Indeed, | had also considered analysing other works of mine composed in the time period of the dissertation project
and/or before it. This was similarly excluded.
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Another key motivating factor in my creative process as discovered through thechesga
BhabhaOs perspective on cultural (symbolic) exchange is that of conflict il 3@iteO. That ti
exchange fit with Boris GroysO model of regenerative artistic newnessstit aiaces was
additional significant OAha!O moment and gave me the essential ingigtalidéng traditional
conventions (the Osacred insideQ) with profane challenges from external genres (the
outsideO) feeds my creative process with a sense of exciting, rebellitive ¢aba@o. Breaking
taboo by examining what music is considered inside a space and what aimsidéinding &
conflict-rich border-zone between them, is another method for creative stimukettcam future mi

(and any third party composers) could well use to create more music.

It could be, however, that the largest development is on a deeper intevgldHat has been ma
discursive only between the lines in the supplementary text. To venture a lgwessd say tha
exposing myself to literature on postmodernism, cultural exchange, reflectivalctitought ir
artistic processes, narrative musical analysis and the nature of genrémdimohs has had
developmental impact that may only be able to be articulated after an apgoperiod o
intellectual digestion - perhaps even a decade or more. | can be reladitaly ¢on the grounds
common sense) that the intense intellectual exercise of writing theemgaghry text, composir
the submitted opera and undergoing a process of supervision and examination on aldoet

will have a constructive impact on my development as an artistic researcher for years to cor

6.4. A Recapitulation of the Original Research Contained in the Dissertati@ttPand Answers t

the Research Questions
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The dissertation has the ontology of a three-in-one research object (i.e. rebeatefoatthrough
art), and followed &Nachdenkliche Methodolog® making intuitive artistic decisions, as made
I.th.Ak.A, discursive and cognitive through a written supplement. This process was, hov
cyclical, since throughout the free (intuitive) composition.tf.Ak.A.was accompanied througl!
free research in the form of wide-ranging reading and conversations with my doctoralsaupel
These intellectual stimuli fed into the artistic stimuli to éeea compositional experiment whic
then could be analysed for insights into the creative process as informed awatadolly the
overarching topic of the dissertation process: cross-genre composition, and the quektods |

mean by cross-genre composition (chapter 4), and how is this concept encapsulateuidative

process, as shown bByh.Ak.A.(chapter 6)? In order to effectively answer these two questior

came to original standpoints regarding artistic research (chapter 2) and musical analysisgthe

As a concluding answer to the research queskitnAk.A.is an opera in which the characters &
encoded with references to (OinsideO) tradition(s) and (Oexternal®) genres and thenebsicahr
cross-genre narrative of conflict in a third space border-zone between traditionnaadbgdt on

enunciations which form a teleology of mutual influence between the charaatensirrate a tragic
archetype. This cross-genre narrative combines with the textual narrativelilorékte to create a
music-theatre experience congruent with the term Ooperad. On the smalcanaeto the key
realisations that the building blocks of my creative process are celEriogtautonomous musica
material, associations and hybridity, which | call OenunciationsO afteiKHBimbha. These car
given a musical structure through creating a semiotic conflict between fordegbridity and

cultural exchange and forces of stereotype and fixity, where forces of hybridity and lct
exchange are the de facto protagonists. In opera, this conflict can be equatbptdag) textual

conflict in the given libretto to achieve functional synthesis of musical and textual narrative.
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Research insights contained in this project may be useful primarily to composergh either
process of free stimulation of inspiration resulting from the discussion of aegthi#bdsophies, o
through personalised, creative reverse-engineering of the analytic method to one of
compositional method. Musicologists may find insights into my creative prostessld they b
interested in this topic, by assessing the score and reflections theagoéxasnte document. Mus
theorists may find new approaches to appreciating music with cross-genratslénmeugh th
original analytic method or an adaption thereof. Performers may inform recitals of wibhk
cross-genre elements through considering the perspective | have outlined. Finatg
researchers may benefit from the literature review on the currently-forming hot-tdpie méture
methodology, ontology and epistemology of artistic research, to which | have takamdpont
and derived a method for myself as a composer-researcher reflecting on his dwe preaes:
and submitting a dissertation in the two practically equal of a subs$tamitiien supplement an

related substantial new composition.
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