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Abstract

The research focus of this PhD thesis is the development of a new technique for
composing original musical compositions in which elements from different
musical genres are hybridised. The innovative aspect of achieving balanced
hybridity is the development of a systematic approach to selecting and
synthesising or hybridising key musical elements across a range of

different genres.

The major component of this submission is a portfolio of nine original works with
attached CD/DVD recordings.
1. Tracking Forward for viola, backing track and video
The Long White Cloud for chamber band and electronics
‘Colorless green ideas sleep furiously’ for orchestra
Push for Miles for electric bass and backing track
Norse Suite for viola and cello
The Foggy Field a studio construction
Into the Nocturnal Sunshine for flute, viola, cello, drums and electronics

One Night, New Breath for taonga puoro, viola, drums and electronics

A A A e

Sketches of an Intergalactic Earworm for piano trio and boombox

The accompanying documentation clarifies, and contextualises the creation and
presentation of these works; and illuminates the aesthetic underpinnings and
compositional techniques developed and utilised as a part of this hybrid-genre

compositional approach.

The structure of the supporting exegesis is in two parts: the methodology of
practice-based research, and reflective investigation. Part One (Chapters 1 and 2)
is an introductory overview; an observation of the existing literature and related
work, relevant creative practice in the composer’s previous work; and the
compositional methodology — including an explanation of the genre matrix.

Part Two (Chapters 3 to 12) analyses the use of genre, the balance of hybridity,
and relevant compositional techniques utilised in the development of each

individual piece.
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Part One: Background and Methodology

Chapter One: Introduction and Key Concepts

Finding the Research Problem

This research has its genesis in ongoing work as a musician, producer and
composer, in various musical genres: contemporary classical music composition;
jazz, blues and funk band performance; DJ-ing hip hop music and turntablism;
film, dance and theatre music composition; producing pop songs, folk albums and
electronic dance music; and experimenting with field recordings and sound
manipulation to create sound art and electroacoustic music. Because these
different worlds seldom interacted, the composer wore ‘a different hat’ for every
new project, assuming genre-specific techniques, technologies and

musical elements.

Exploration of a combination of these divergent areas of interest and expertise
into new musical forms gave rise to an intuitive sense of the potential for genre
crossing: writing music in one area, and subconsciously importing musical
elements or technologies from others. Composing film music in an established
realm where pop songs and sound design meet contemporary classical works
provided an ideal space to explore these ideas. Drawing equally from film score
narrative and a diversity of musical experience, both technical skills and

compositional voice were further refined.

The intuitive response to genre crossing was realised in such works as Symphony
No.1 for orchestra and turntables,1 Electric Bass Concerto for electric bass and
orches‘[ra,2 and Fanfare for a New Generation for orchestra, drum kit, turntables,

. . 4
theremin and rapper,’ drawing on other genres.

" The first orchestral symphony to include modern hip hop turntablism as part of the orchestral texture. Part
of an orchestral reading by the Auckland Philharmonia Orchestra and New Zealand Symphony Orchestra
before premiere performance by the Wellington Youth Orchestra in 2005.

2 Part of an orchestral reading by the New Zealand Symphony Orchestra, featuring Nick Tipping as electric
bass soloist.

? Originally composed as part of the Auckland Philharmonia Orchestra’s ‘Remix the Orchestra’ programme.
Re-orchestrated by Kenneth Young, and performed live by the APO in 2012 at the Auckland Town Hall.

* Hip hop, jazz, and hip hop respectively.



From these experiences, the realisation grew that a more systematic method for
combining genres in the composition of new works would be useful, providing the
means with which to control some of the intuitive elements that had informed
previous works. The design and exploration of a systematic method for genre
combination would create both new compositional tools and assist the

development of a more consistent compositional voice.

Contextual Background

Contemporary composers who work in different genres, across acoustic and
electronic instruments, require divergent executant skills necessitating knowledge
of different musical genres, together with techniques and technologies for their
realisation. Technology permits immediate online access of different musics from
any time and place. Accordingly, composers may readily be inspired by multiple
genres in an individual piece, adopting or adapting ideas and processes from other
sources, either as a simple stylistic influence, or juxtaposing genres within a

single work.

No existing rules or systems for the composition of cross-genre’ musics have been
determined. The creation of a system to explore concepts, techniques and
structures would enable a composer to engage fully in hybrid genre composition.
Currently, composers approach this boundary-crossing field largely intuitively,
combining influences either consciously or subconsciously, to support their own

compositional voice in the resultant composition.

This intuitive approach is typically acknowledged by the composer and may be
presented as a unique response to a specific artist, musical work, or genre.
Intuition and influence should be not removed from a system for hybrid
composition, but rather be clarified to determine a system to guide genre use in
the compositional process, thus leading to the likelihood of a more

balanced combination.

> Cross-genre music is often also referred to as: multi-style; fusion; polystylism; eclecticism; stylistic
pluralism. A more detailed exploration of the definitions of these terms can be found in the section on
hybridity, p.10



Contextual Basis for this Research

The composer is ... constantly on the horns of the same dilemma,
caught in the same dialectic — the great models and an unknown
future. He cannot take off into the unknown. When people tell me,
“I am taking off into the unknown and ignoring the past”, it is
complete nonsense. (Boulez)’

Artistic originality and its relationship to tradition remains a critical issue that
every artist must consider. The classic elucidation of this idea is T.S. Eliot’s essay
‘Tradition and the Individual Talent” where Eliot asserts that:

No poet, no artist of any art, has his complete meaning alone. His

significance, his appreciation is the appreciation of his relation to

the dead poets and artists. You cannot value him alone; you must

set him, for contrast and comparison, among the dead.’
This observation can be extrapolated to include living artists whose work is
current. Every artistic work exists within a context, or perhaps multiple contexts,
not a vacuum. As Eliot further observed, new works of art must not conform
exactly to past traditions; rather, they must relate to the repertoire, and diverge

from it.* The question remains: can artistically valid innovation be achieved by

contextualising a new work within multiple existing genres or styles?

Boulez observed in 1968 that there may be a viable way forward:

What we need today is to rediscover aesthetic and technical
problems in relation to each other, which has hitherto been
extremely difficult in practice. Is this possible for a single
individual? I do not think that it is. I think that musical vocabulary
tends to appropriate new territories but can do this only by means
of a common effort, by working together.’

During the half century since Boulez made this observation, various approaches
have been attempted: polystylism, fusion, eclecticism, crossover, stylistic
pluralism, and world music.'® Does space remain for an innovative approach, a
common effort, working together? Might a consciously systematic method of

working across genres provide that innovative approach?

® Boulez, Pierre. Orientations: Collected Writings, trans. Martin Cooper, ed. Jean-Jacques Nattiez, London &
Boston: Faber and Faber, 1986, p.454

7 Eliot, T.S. ‘Tradition and the Individual Talent’ in Perspecta, Vol. 19 (1982), pp. 36-42: The MIT Press,
p-37

% loc. cit.

° Boulez (1986), p.455

1% For examples: Emmerson (2000 & 2007); Neill (2002); Williams (2011); Brackett (2002); Born &
Hesmondhalgh (2000).



Hypothesis and Research Questions

The contextual background informs the primary research question: how can a
contemporary New Zealand composer navigate and hybridise selected musical
elements from different musical genres into artistically credible new works? One
possible answer to this question is proposed in the creative work contained in the

portfolio component of this thesis."’

As mentioned above, previous experience with hybrid genre music composition
has been purely intuitive. Having reaching the limits of intuition, it became
evident that the creation of a systematic method of genre hybridisation would
ideally enable the identification and quantification of musical genre elements, and

formalise a balance between the constituent genres.

In answering the primary research question, the following may also need to be
addressed:
* How can balanced hybrids be created when some of their key elements
appear not to be compatible?
* How can the individual genre elements be organised to aim for a sense of
balance between the constituent parts?
*  Which compositional techniques, tools and technologies will best suit the
selected genres?
* How to deal with text/narrative? Popular music styles are often based on
text; art music is often not overtly narrative or even programmatic.
*  Which conventions of notation and scoring will be appropriate for each

separate ensemble and genre combination?

Exploring the Main Research Question

The opening statement of the research question refers to the ‘contemporary New
Zealand composer’: for this portfolio-centred research, the work of New Zealand
composer Douglas Lilburn is especially relevant where, in his electroacoustic
compositions, “the intention was to uncover the inner, spiritual values of natural

sound and thereby develop an awareness of place.”"?

""More details about the original compositions will be discussed in Chapter Two, and the compositional
analysis in Part Two of the thesis.
"2 Lodge, Martin. CD Liner notes for New Zealand Sonic Art III. Hamilton: University of Waikato, 2002.

4



Lilburn elaborated his concept of the New Zealand composer in two key talks: ‘A
Search for Tradition’ and ‘A Search for a Language’, claiming that New
Zealanders “stand outside the music of the great classical masters, however much
we may reverence or be moved by it”'® and that “there are parts of our
personalities and conditions of living here at this present time, that cannot be

2514

identified with this music.”” " He further asserts

our musical materials are now taken piecemeal from many
European, American and Oriental sources, increasingly so as travel,
radio and recording and good local performers make these sounds
more readily accessible to us."

Such accessibility may direct New Zealand composers towards eclecticism by
“listening to as much as he can of everything, studying the technique of it and
absorbing as much of it as seems to fit his own personality.”'® Absorbing other
musical traditions and reflecting them through an “awareness of [the] place™'” the
composer lives in, relates to the compositional process and creative focus of the

compositions in this portfolio.

Since Lilburn’s experiments with environmental sound, “studio machines have

been humanly integrated with acoustic instruments”'®

and adopted by many New
Zealand composers.'® This approach, together with pre-recorded studio

manipulations and live musical performance, is expressed in much of the creative
portfolio. The music of the New Zealand composer can be regarded as a dialogue
between pre-recorded sound and acoustic sound, and between the various musical

genres that inform our cultural identity.

New Zealand classical music is to a certain extent about a dialogue
with Western European art music on one hand and the music of
indigenous cultures on the other. Between those two dialogues lies
the essential confrontation with the landscape.”

The use of indigenous New Zealand sound, as well as taonga puoro,’’ and

reflections on New Zealand landscape all inform the creative output of this thesis.

13 Lilburn, Douglas. A Search for Tradition; A Search for a Language. Wellington: Lilburn Trust, 2011, p.19
% ibid. p.20

5 ibid. p.61

1% ibid. p.41

7 Lodge (2002)

8 Lodge (2002)

19 Examples of which can be heard on New Zealand Sonic Art 111, as well as in Richard Nunns ongoing work.
2 yeoman, William. ‘Music of the Antipodes’ in Gramophone, March 2013, p.63

2! Taonga puoro are the traditional musical instruments of the Maori people of New Zealand. Taonga puoro
were revived over the past thirty years by Hirini Melbourne, Richard Nunns and Brian Flintoff.
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An analogy to the cross-genre hybridity explored in this thesis exists in the
braided river landscapes of New Zealand’s South Island. Composer and
musicologist Martin Lodge recently proposed these rivers as the most apt
metaphor for understanding directions in New Zealand music overall, noting that
braided rivers have “broad shingle beds through which flow many smaller
channels. These channels continually change direction, split and recombine as the

. 22
river runs towards the sea.”

Each composition in the portfolio may be perceived
to reflect the broad shingle beds, and the individual genres the “related but
individual channels, which sometimes flow independently, sometimes converge

. 2
and sometimes separate.” 3

The second part of the research question aims to determine whether hybridisation
of Western European music genres can be created beyond mere juxtaposition or
superposition. The portfolio compositions aim to create music with balanced
syntheses of genres by navigating and hybridising selected musical elements in
each. The composer’s previous experience in cross-genre music suggests that in
order to create balanced hybrid music it is necessary to develop a systematic

method to formalise use of individual musical elements from within each genre.

Historically, composers have developed genres through ongoing discourse with
identifiable audiences.** While this research is focussed only on the compositional
process using a systematic method of creating hybrid genre music, it would be
unwise to completely ignore the role of the audience in genre recognition and
development. So while this thesis will not directly reference any audience
surveys, or rely on the feedback of listeners in the creation of the music,” the
selected genre components will be recognisable musical elements from familiar
genres. These recognisable elements will allow the genre discourse to continue as
a listener can connect with some of those elements, even in an extended, hybrid
context. This combination of elements will essentially create an assimilated

‘language’, where the elements of known musical languages (genres) are used as a

2 Lodge, Martin ‘Music historiography as a braided river: the case of New Zealand’ in Kurkela, Vesa and
Markus Mantere (eds) Critical music historiography: probing canons, ideologies and institutions. Farnham:
gshgate 2015. Currently in press, page numbers not yet available

ibid.
* Genre development through discourse between musicians and audiences is discussed in: Negus (1999);
Lena & Peterson (2008); Walser (1993). Lena (2012) is focussed on this relationship.
5 Apart from feedback from the PhD supervisors and performing musicians, of course.
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basis for communication in a new context. New hybrid genres that are a balanced

synthesis of existing genres are the aim.

This approach to the construction of a ‘musical language’ from familiar elements
is similar to the origins of the English language, albeit less gradual and organic.
Historically, English developed from the fusion of closely related Old English
dialects, brought to the eastern coast of Great Britain by Anglo-Saxon settlers by
the 5th century. Also, a significant number of English words are constructed from
Latin roots as used by the church and other intellectuals; and the Viking invasions
contributed further language influences from Old Norse. The Norman conquest of
England in the 11th century gave rise to heavy borrowings from Norman French.
This tradition of taking specific words and re-using them in a new context has
continued into the development of Modern English, which has not only
assimilated words from other European languages, but from all over the world.*®
This approach to language allows the creator to borrow these specific elements

and then create a new context and approach for them.

The thinking of Pierre Boulez has further informed the contextual approach to this
research. The compositional process developed through creating the
portfolio is

concerned quite as much with synthesis as with discovery . . . to
synthesising the great creative currents that have made their
appearance since the end of the last century . . . I think of it rather
as simply an indispensable starting point from which to embark,
with a minimum of intellectual guarantees, on new voyages of
discovery, which may very well lead to the reconsidering on all, or
part, of our Western musical tradition.?’

%% This is an extremely condensed glance at the development of the English language. While parallels
between the creation of English and my hybrid approach to music are important to mention, full exploration
of these parallels is beyond the scope of this thesis. For history of the English language see: Bragg, Melvyn.
The Adventure of English: 5004D to 2000: the Biography of a Language. Canada: Hodder & Stoughton,
2003

¥ Boulez (1986), p.177



Thesis Overview

The remaining sections in Chapter One constitute a literature review discussing
hybridity, genre, style, and general musical examples from the existing repertoire
that inform the portfolio compositions. Chapter Two examines the methodology
informed by Chapter One, with particular regard to the construction of a
systematic method for hybrid genre composition, along with the techniques and

technologies that inform the compositional process.

The remaining chapters constitute a musical analysis of the portfolio, and
reflections on the compositional process, the practice-based implementation of the

methodology, and literature relevant to the specific pieces.

Theoretical Position
Genres do not develop ex nihilo;*® they are developed through the discourses of
musicians and listeners as an adaption of, or reaction to, existing genres. These

’2% that run

discourses and subsequent developments progress through ‘streams
from meta-genre to genre to sub-genre. Such an idea is congruent with Meyer’s
observation that “most changes in the history of Western music have involved the
devising of new strategies for the realization of existing rules, rather than the
invention of new rules.”*® Genre discourse is central to artistic and cultural growth
because, as Derrida noted, “every text participates in one or several genres, there

9531

is no genre-less text.””" The portfolio compositions use and experiment with

genres familiar to the composer.

The international music scene influences New Zealand composers through
modern communication technology’s instantly available information, inspiration
and ideas. New musical approaches, accessible from recordings and scores or

transcriptions may be adapted, transformed, and multi-layered, sometimes

2 Both Robert Walser and Franco Fabbri discuss the origin of genres in popular music. For example, Fabbri
observes, "a new genre is not born in an empty space but in a musical system that is already structured."
Fabbri, Franco. ‘A theory of musical genres: Two applications’ in Popular Music Perspectives: Papers from
the First International Conference on Popular Music Research, June 1981 (ed. D. Horn & P.Tagg).
Gothenburg & Exeter: IASPM, 1982, p.60

¥ Genre streams are discussed in depth in: Ennis, Philip H. The Seventh Stream: The emergence of Rocknroll
in American Popular Music. Hanover & London: Wesleyan University Press, 1992

30 Meyer, Leonard B. Style and Music.: Theory, History, and Ideology. Chicago & London: The University of
Chicago Press, 1989, p.20

3! Derrida, Jacques. ‘The Law of Genre’, in Critical Inquiry, Vol.7, No.1 (Autumn 1980) pp55-81: University
of Chicago Press, p.65
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subconsciously, giving rise to a unique compositional voice through layered
influence, performance practice and refinement. Such intuitive influence informs
the interpretation and implementation of individual genre elements selected for
use in any new composition; it is seen both generically, with regard to ‘feel’,

‘groove’ and ‘style’ and specifically through stylistic and direct quotation.*>

The portfolio compositions utilise genres from Western European popular and art
music genres, hybridising their elements with others directly from the New
Zealand soundscape,’” creating a uniquely hybrid New Zealand compositional
voice. To balance the hybridity, the purely intuitive approach must be superseded
in favour of a systematic method for combining genre elements into a hybrid
genre system compiled from chosen elements of the aesthetics, techniques®* and

tools®® of each base genre.

Such a compositional method has, at its base, a link to postmodernist
compositional strategies. As a term, postmodernism, much like genre, resists
rigorous definition. However, Jonathon D. Kramer’s list of characteristics assists a

definition of postmodern music:

1) is not simply a repudiation of modernism or its continuation, but
has aspects of both a break and an extension

2) is, on some level and in some way, ironic

3) does not respect boundaries between sonorities and procedures
of the past and of the present

4) challenges barriers between “high” and “low” styles

5) shows disdain for the unquestioned value of structural unity

6) questions the mutual exclusivity of elitist and populist values

7) avoids totalising forms (e.g. does not want entire pieces to be
tonal or serial or cast in a prescribed formal mould)

8) considers music not as autonomous but as relevant to cultural,
social and political contexts

9) includes quotations of or references to music of many traditions
and cultures

10) considers technology not only as a way to preserve and transmit

music but also as deeply implicated in the production and
essence of music

11) embraces contradictions
12) distrusts binary oppositions
13) includes fragments and discontinuities

32 There will be more in-depth coverage of the use of quotation in the specific compositional analysis
chapters for each piece.

33 The use of traditional Maori instruments (taonga puoro) through collaboration with performer Richard
Nunns, and field recordings of indigenous birds and soundscapes

34 Techniques include scales, harmony, structure, and performance techniques.

3 Tools include sound sources, instruments, amplification, effects and recordings.

9



14) encompasses pluralism and eclecticism

15) presents multiple meanings and multiple temporalities

16) locates meaning and even structure in listeners, more than in
scores, performances or composers™’

This list also serves to identify characteristics which typify postmodernist
compositional practice. If one accepts these points, artistic practice may be more
precisely defined. The systematic method of hybrid genre composition, the
compositional approach, and realisation of the various pieces in this portfolio,
may be partially defined through combinations of points 3, 4, 6, 8, 9, 10, 11, 12,
13, 14 and 16. This supports the claim that the compositional framework for

hybrid genre composition in this portfolio is, in essence, postmodern.

Hybridity

Hybridity is a term generally used in reference to things of mixed ancestry.”’ In
music composition, hybridity may describe the combination of elements and
sources where genre conventions are still present, but no one genre dominates.*®
The principle of hybridity is at the core of this research, enabling possible genre

combination through both juxtaposition and synthesis in composition.

Writing primarily about the early nineteenth century, Jeffery Kallberg points out
that musical hybrids are not a new phenomenon.*

Composers often combined genres within a single work, a type of
generic interaction that has a great tendency to promote change.
Sometimes they merely alluded to a different genre in passing,
leaving a short recollection of relatively minor significance in the
piece. At other times they made more substantial reference to a
foreign genre, so that a genuine mixture resulted.*’

Kallberg further explains: “Generic mixture has long been employed to expand

the range of possibilities in a genre, to communicate the unknown through the

9941

known.”"" This idea is central to the research question addressed through the

3% Kramer, Jonathon D. ‘The Nature and Origins of Musical Postmoderism’ in Postmodern
Music/Postmodern Thought, (ed. Judy Lochhead and Joseph Auner) New York: Routledge, 2002 p.16

37 "hybridity." Collins English Dictionary - Complete & Unabridged 10th Edition. HarperCollins Publishers.
14 Nov. 2013. <http://dictionary.reference.com/browse/hybridity>

3% Kallberg, Jeffery. ‘The Rhetoric of Genre: Chopin’s Nocturne in G Minor® in 19"-Century Music, Vol. 11,
No. 3 (Spring 1988), pp. 238-261: University of California Press, p.245

% This idea is also discussed in: Webb (1992); and, Ivashkin (2002)

0 Kallberg (1988), p.245 — this essay discusses genre mixing in the work of Chopin, Mozart and Beethoven
# Kallberg (1988), p.245
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portfolio compositions: how might a systematic mixing of known genre elements

be formed into new, balanced hybrid music?

When any composer works within a genre, selection of which conventions to
employ and which to ignore subtly alters the way in which that genre will be
perceived. Every work will add to in some way, and thus alter, the genre to which
it belongs.** There is often an intuitive play involving expectations of, and
departures from, any given genre. The systematic method of genre hybridity
explored in the present research offers an alternative that is more consciously-
determined. An unexpected genre combination may provide a certain newness
when presented in the hybrid work. For example, the familiar sound of the muted
jazz trumpet when deconstructed within a compositional framework of electro-
acoustic sound manipulation and electronic dance music (EDM) rhythms, creates

. v g 43 . 44
a new musical idiolect® in a new context.

Salman Rushdie comments on how combining sources in The Satanic Verses
creates newness:

The Satanic Verses celebrates hybridity, impurity, intermingling, the
transformation that comes of new and unexpected combinations of human
beings, cultures, ideas, politics, movies, songs. It rejoices in
mongrelisation and fears the absolutism of the pure. Mélange, hotchpotch,
a bit of this and a bit of that is how newness enters the world.*

Similarly, the selection and intermingling transformation of key generic elements

will enable a composer to create a new hybrid musical voice.

Hybridity, together with stylistic pluralism, polystylism, eclecticism and fusion
are terms suggesting the combination of different genres within a single musical
composition. The differences between, and boundaries around, these terms, if
there are any, seem fluid and ill-defined. A comparable vagueness surrounds the

terms genre and style.

2 Kallberg (1988), p.245-246

* Musical idiolect is discussed in detail in: Pareyon, Gabriel. On Musical Self-Similarity: Intersemiosis as
Synecdoche and Analogy. Imatra: International Semiotics Institute, 2011. p.192. ‘A musical idiolect is the set
of peculiarities that characterize an individual as musical’ (emphasis in original)

* See Chapter Eight: The Foggy Field, p.185

# Rushdie, Salman. Imaginary Homelands, London: Granta, 1991, p.394 (emphasis in original text)
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Russian composer Alfred Schnittke (1934-98) coined the term polystylism. He
presented his thoughts primarily in the form of polystylistic compositions, but
also wrote a number of essays on the topic. In his ‘Polystylistic Tendencies in
Modern Music’ (1971), Schnittke divides polystylism into two categories:
quotation and allusion. Quotations range from micro elements of an alien style to
exact or reworked quotations by way of: adaptation, using one’s own musical
language to retell an alien musical text; technique, reproducing the forms, rhythms
and textures of other eras or traditions; and ‘polystylistic hybrids’ which may
contain elements from various styles.*® Allusion, “manifests itself in the use of
subtle hints and unfulfilled promises that hover on the brink of quotation but do
not actually cross it.”*’ He also suggests that “sometimes the interpenetration of
elements from styles of an individual composer and an alien style may be so

organic that it crosses the boundary between quotation and allusion.”*

Schnittke acknowledges that there has always been a polystylistic tendency in
music, the difference being “the polystylistic method has become a conscious
device.”* Composers use this technique to create various effects,

whether it be the shock effect of a clashing collage of music from
different times, a flexible glide through phases of musical history,
or the use of allusions so subtle that they seem accidental.”

Schnittke has no clear idea of the difference between polystylism and eclecticism:
“We do not know where the boundary lies between an eclectic or polystylistic

2

method, or between the polystylistic method and direct plagiarism.”' It seems

that the eclectic and polystylistic composer may be one and the same.

John Webb defines stylistic pluralism as “any type of stylistic manipulation, be it
Prokofiev’s use of classical elements in the First Symphony, or the incongruous

foxtrots in Maxwell Davies’s St. Thomas Wake.”>*

Polystylism, he says, “is a
subset of stylistic pluralism. Styles are combined disruptively, in a way that

exploits their incongruity.”® He points out that before polystylism in the

% Ivashkin, Alexander (ed.). A Schnittke Reader. Bloomington: Indiana University Press, 2002, p.87-88
7 ibid. p.88

*® loc. cit.

* ibid. p.89

3 Joc. cit.

S oc. cit.

32 Webb, John. ‘Schnittke in Context’ in TEMPO, New Series, No.182, Russian Issue (Sep. 1992):
Cambridge University Press, p.19

53 Joc. cit.
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twentieth century, usually any use of a foreign style would be seamlessly
integrated into the composer’s own work. One could extrapolate this seamless

. . .. 4
integration to eclecticism.’

In ‘Where Next? New Music, New Musicology’>> Simon Emmerson suggests that
there are differences between polystylism, eclecticism and hybrid which may be
interpreted as a continuum based on compositional practice and intent. Moving
from appropriation: “quotation and reference of [sic] a variety of musical genres
with little attempt at integration into existing practice”;® to polystylism “in which

9957

a central traditional practice ‘plays with’ other genres and styles™ " often through

the means of “juxtaposition and superposition of different musical styles [to

create] a kind of cultural tension”*; to eclecticism, “a music not alluding to but

drawing on the experience of other genres — often born of personal practice”;>” t

0
hybridity where “it may be more than simply combination-interpenetration and
may involve strong forces of attraction or repulsion — what is rejected may be as

important as what is accepted.”®

Emmerson further discusses eclecticism:

Many of today’s younger composers do not ‘play at a distance with’
the styles and musics they hear, it is their primary practice. The
world has always been (for them) a mix of musics — if any practices
are dominant this is transitory.°®’

The composer may be attempting simply to bring together (maybe

to integrate, maybe not) the various components, not playing with

any of the elements as iconic of something else, just as ‘material’.**
These ideas on the compositional practice of eclecticism align strongly with the
idea of hybridisation in this research without being quite identical: the genres
selected for inclusion in the various pieces in the portfolio are those the composer

has previously experienced both as a listener and a composer.

5% Eclecticism would seem to be an appropriate term here as it allows for a different approach to polystylism,
but would also come under the umbrella heading of ‘stylistic pluralism’. As Schnittke was also using the term
eclecticism in his discussions of polystylism, it would make sense that this is a workable use of the term.

> Emmerson, Simon. ‘Where next? New music, new musicology’ in EMS: Electroacoustic Music Studies
Network. Leicester, UK: De Montfort University, 2007. Web. Accessed: 19 July 2010. <http://www.ems-
network.org/IMG/pdf EmmersonEMS07.pdf>

i .
2 Joc. cit.
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In much of the literature on ‘hybrid music’ this term is associated more
specifically with popular music ‘cross-over’ and ‘world music’ and is linked to
discussions of commercialism and authenticity, along with concerns around the
reuse of ‘ethnic music’ in a foreign context.® Hjunu Park explains that:

Musicians are blending together musical elements from everywhere
and adding to them the musical possibilities afforded by new
technologies . . . The process of hybridity is not one of absolute free
choice but one of constant compromise between what might be
desired creatively and what will be accepted commercially.®*

This awareness of commercial acceptance to music is often part of the process of

working in the realms of ‘popular’ music.

On the face of it, there might appear to be considerably less pressure
to conform within the realm of popular music than in the realm of
modern art music, more incentive to innovate, to create hybrid
musics, to experiment along the border lines between genres, and
indeed a great deal of such experimentation has been done. But as
any popular musician can testify, the pressure to conform in the
world of popular music comes from a different direction — not from
the academic imperative of upholding a tradition of supposed
structural sophistication and intellectual validity, but from the need
to make music that is ‘commercial’.®®

Denied the full creative freedom they desire, many composers make compromises
thus raising questions of authenticity. The music composed for this portfolio is
free of commercial endeavour and therefore not directly concerned with these
issues. The compositions draw on genres from Western European traditions,
effectively avoiding cross-cultural issues.’® The hybridised elements are drawn
from genre materials with which the composer is familiar both as a composer and

as a listener, thereby establishing authenticity out of personal experience.

In his exploration of ‘hybrid tendencies in electroacoustic music’,67 Simon Waters
y

is aiming to create hybrid music through sampling, by way of pure sound

% These ideas and concerns are discussed in detail in: Taylor (1997); and, Born and Hesmondhalgh (2000).
64 Frith, Simon. ‘The Discourse of World Music’ in Western Music and Its Others (ed. Born, Georgina &
Hesmondhalgh, David.) Berkeley & Los Angeles: University of California Press, 2000. pp. 305-322. P.309
% Tamm, Eric. Brian Eno: His Music and the Vertical Color of Sound. 1988. Web. Accessed: 29 October
2013, <http://www.erictamm.com/tammeno.html> p.5

% The only cross-cultural element in the portfolio is the inclusion of taonga puoro — but through the
performances by renowned taonga puoro expert Dr Richard Nunns, any potential cross-cultural issues are
immediately addressed.

57 Waters, Simon. ‘Beyond the acousmatic: hybrid tendencies in electroacoustic music’ in Music, electronic
media and culture. (ed. S. Emmerson), England: Ashgate Publishing, 2000
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manipulation with no clear links to the historical and cultural background of the
source material. For Waters, boundaries have been broken down

between media, between disciplines, between knowledge systems,
between styles and genres, between so-called serious and popular
arts. A process of hybridization is at work. This inevitably leads
many of our concerns to be about the nature of reuse and
recontextualisation: about taking something associated with one
genre, one historical time frame, one culture and putting it in
another.®®
While the research in this portfolio abstracts specific musical elements from
chosen genres and synthesises them in a new context, the genre elements retain

certain links with the source out of respect for the original genre conventions.

Stylistic pluralism, polystylism and eclecticism describe juxtaposition of genres or
styles within a single piece. They are impossible to define precisely because of

conflicting ‘intention/reception’®

tensions. The intention of the composer may
differ from listener reception, and so “intentionality may be important to us in
unravelling the differences”.”’ ‘Hybrid music’ can be described as a continuation
and variation of these terms for cross-genre music. Given the research focus in
this portfolio on the systematic composition of ‘hybrid music’ it is essential to

clarify its meaning in the context of this research.

For the purposes of this portfolio, hybrid music is that created through the
selection and systematically planned synthesis of multiple genre sources to create

an equal balance between constituent blended parts.

Put in terms of culinary metaphor, whereas stylistic pluralism, polystylism or
eclecticism resemble tossed salad, hybridity is slow-cooked gumbo.’" Individual
salad ingredients are either eaten together or easily separated; but gumbo
ingredients are interfused and separating them will destroy the dish. The present
portfolio compositions are influenced by relevant repertoire from within and

across selected genres, as well as from compositions expressing similar

% ibid. p.57

6 Landy, Leigh. ‘The Intention/Reception Project’ in Analytical Methods of

Electroacoustic Music (ed. Mary Simoni), New York: Routledge, 2006, pp.29-53

" Emmerson (2007), p.3

"' Williams, Justin A. ‘Jazz/Hip-Hop Hybridities And The Recording Studio’ in Journal on the Art of Record
Production, Issue 5, Conference Papers, (July 2011). Web. Accessed: 13 November 2013,
<http://arpjournal.com/1177/jazzhip-hop-hybridities-and-the-recording-studio/>, page numbers not available.
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instrumentation. They reflect the definition of ‘hybrid music’ given above, and

aim at a conscious, systematic and balanced synthesis of genres.

Kallberg observes that “composers have often turned to generic hybrids at times

when their personal styles were undergoing significant changes.””?

Hybridity is a
logical step in the present composer’s personal journey; having worked within and
around genre constraints of contemporary art, film, and pop musics, the next
obvious step for me was to fuse these musics, unifying their influences and
experience in a series of calculatedly hybrid works. Rather than continuing in an
improvisatory and freely imagined vein, a more methodical and self-aware

approach is taken.

Genre: Definition and Purpose
Genre, style and, to a lesser extent, form, are often used interchangeably and their
musicological application varies accordingly. It is, therefore, important to clarify

their meanings.”

What is Genre in Music?

The little child is permitted to label its drawing "This is a cow-this
is a horse" and so on. This protects the child. It saves it from the
sorrow and wrong of hearing its cows and its horses criticized as
kangaroos and work-benches. (Mark Twain)’*

Genre is

derived from French and Latin, means ‘kind’ or ‘genus’. Genus in turn
means ‘a class’, ‘kind’, or ‘sort’, with the accompanying expansion in
logical usage of being a class of like objects or ideas, having several
subordinate classes or species.”

The term genre emerged in the mid-nineteenth century as “new forms of popular

culture were beginning to emerge, including what became known as genre fiction

72 Kallberg (1988), p.245

7 The selection of ‘genre’ as the key term in this study is because it is a term whose standard definition most
clearly links to understandings of ‘type’. Unfortunately due to the limited space available, this review will
require all-too-brief summaries of some representative scholars and their use of the terms 'genre’ and ‘style'.
™ Frith, Simon. Performing Rites: on the value of popular music. USA: Harvard University Press, 1996, p.75
7> Harris, Trudier. ‘Genre’ in The Journal of American Folklore, Vol. 108, No. 430 (Autumn, 1995),
American Folklore Society, p.509
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»7¢ Ultimately, genre attached to various music forms, “and it

and genre painting.
should be clear that generic categories underpin all forms of culture.”’’ While
texts on genre serve literary and filmic perspectives, scholarly writing about genre

in music is sparse, particularly with regard to composition.”

Genre has implications for “how, where, and with whom, people make and
experience music.”” Genres are central to how record companies work, to record
stores, musicians, listeners, and ways of “categorizing popular music so as to
create a connection between musical styles, producers, musicians and
consumers.” In the music industry, genre labels align artists with audiences,
describing “not just who listeners are, but what this music means to them.”®!
Genre remains essential to how we discover music; it “affects how we think,
create, and talk about music (consciously or unconsciously), even when we use it

. . 2
as a site of resistance.”

Genre also facilitates discussion of rhythmic and melodic variation, musical
meaning, communication, and the functions of ritual in musical tradition.*

With genre’s importance in the classification and experience of music, it seems
odd there is not more scholarly writing addressing genre-based textual analysis in
popular music. Musicological descriptions of genre, and its role in the
compositional process, often lack discussions of the “conventional tools derived
from the study of more traditional/classical forms of music: harmony, melody,

2984

beat, rhythm and the lyric.””" Defining and writing about genre is difficult in

part because

genres do not consist of essential, unvarying characteristics, but
rather exist as a group of stylistic tendencies, codes, conventions
and expectations that become meaningful in relation to one another
at a particular moment in time."

78 Holt, Fabian. Genre in Popular Music. Chicago & London: University of Chicago Press, 2007, p.2

7 Holt (2007), p.2

7 Frith (1996); Shuker (2001); Negus (1996) and Holt (2007) all discuss this. Holt said: ‘It is more difficult
to establish useful genre theories for music than for other art forms, largely due to the difference in forms of
production; Music is not referential — it does not have the precision of iconic representation that film has.’
From: Holt (2007), p.2

7 Holt (2007), p.2

% Brackett, David. ‘(In search of) musical meaning: genres, categories and crossover’ in Popular Music
Studies (ed. D. Hesmondhalgh & K. Negus) Great Britain: Arnold Publishers, 2002, p.66

81 Frith (1996), p.75

82 Williams (2011)

8 Holt (2007), p.2

8 Shuker, Roy. Understanding Popular Music. London & New York: Routledge, 1994, p.26

8 Brackett (2002), p. 67
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Separating Genre and Style

Allan F. Moore points out that “in media and cultural studies generally, genre
appears to have some kind of methodological priority, while in musicology
priority is often assumed for style.”*® Musicologist Carl Dahlhaus views genres as
emerging from the replication of certain elements, principally text type, social
function, scoring, form, and aesthetic character, in a group of works.?” For
Dahlhaus, genre mediates between the intentions of the composer and the
expectations of the social group to whom the genre is directed.*® He equates titles
of works with statements on genre,* so when avant-garde composers began to use
titles removed from genre precedents, Dahlhaus believes they had “completed the
process of rejecting genre”.”” Jeffery Kallberg states that Dahlhaus typically
focuses on genre through the

conceptions of composers . . . emphasizing the constituent elements
of genre and ignoring for the most part both the effects these
elements created, and the reasons for the presence of the elements
in the first place . . . genre acts as little more than a mono-tonal
backdrop against which the more colourful play of individual
genius might take place. This does not so much distort genre as
undervalue it. What needs to be restored . . . is the more extensive
range of functions that genre performs in both the composer's and
the listener's experience of a musical work.”’

Franco Fabbri explains’ that

in most musicological literature which has tackled the problem of
genres . . . formal and technical rules seem to be the only ones
taken into consideration, to the point where genre, style and form
become synonymous.”

Fabbri separates these terms, defining genre as “a set of musical events (real or

possible) whose course is governed by a definite set of socially accepted rules™*:

consisting of five subsets: formal and technical, semiotic, behavioural, social and

8 Moore (2001), p.433

%7 Dalhaus discusses genre in his: Esthetics of Music (trans. William Austin); and, Foundations of Music
History (trans. J.B. Robinson).

8 There is a detailed study, and critique, of Dahlhaus’s view of genre in: Kallberg (1988);

% ibid. p.242

? Gelbart, Matthew. ‘Speaking of music in the Romantic era: dynamic and resistant aspects of musical genre’
in Speaking of Music: Addressing the Sonorous (ed. Keith Chapin and Andrew H. Clark) New York:
Fordham University Press, 2013, p.140

°! Kallberg (1988), p.242

°2 In a much-cited popular music study on ‘A Theory of Musical Genres’ from 1982

% Fabbri, Franco. ‘A theory of musical genres: Two applications’ in Popular Music Perspectives: Papers
from the First International Conference on Popular Music Research, June 1981. (ed. D. Horn & P.Tagg)
Gothenburg & Exeter: IASPM, 1982, p.55

% ibid. p.52
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ideological, and commercial and juridical.” These subsets include musical sounds
and noise; musical time; musical elements such as melody and harmony; levels of
complexity; gestural, such as dance, posture, movement; dress; semiotics;

sociological function; community.”

Fabbri further explains how each genre uses and addresses the importance of
these rules:

No specific hierarchical order is given to the rules presented here.
On the other hand, in the description of each single genre some
rules are more important, and a few much more important than
others, to the point where these others can sometimes be
considered marginal and ignored.”’

These genre rules apply equally, in different arrangements, to popular and
art music:

In any case the formal and technical rules, on a compositional
level, play a major role in all musical genres, not only in the so
called ‘cultivated’ ones. There are rules which have a written code,
in theoretical treatises or teaching manuals, and others, no less
importgglt, which are passed on by oral tradition or through model
works.

Fabbri further discusses how genres help give the audience clear codes as to
which elements of any piece of music are significant. Genre conventions give an
immediate clue to the importance of the

choice between ‘musical sounds’ and ‘noise’, of note systems, of the
conception of musical time, of the importance to be given to various
elements (melodic, harmonic, rhythmic), of the level of complexity that an
entire musical system, or a single genre is prepared to admit.”
For this doctoral research, these conventions inform the selection of the genre
elements that form the basis of the final compositions. The composer’s conscious
awareness of genre conventions in the creation of hybrid music helps to formalise
a sense of balance in the genre synthesis. So, while audience interpretation of the
music contained in the portfolio doesn’t form part of the research, these

conventions are still relevant to the use of genre in the composition of

hybrid music.

% ibid. pp.54-59

% Fabbri (1982), pp.52-62
7 ibid. p.55

% Joc. cit.

% ibid. p.56

19



Frith, Holt, Moore, Middleton, Fornis, Tagg, Beard & Gloag, McLeod, Hamm,
Brackett, and Negus all refer to Fabbri’s definition, most acknowledging Fabbri’s
view on genre in popular music as an important workable definition. Moore
suggests that the ‘influential context’ of Fabbri’s early definition has “had
important consequences, among them the subsequent use of 'genre' rather than
style as the dominant category within popular music studies.”'* Drawing on
Fabbri, Frith suggests consideration of a genre as a combination of sound,
performing and packaging conventions, and embodied values.'”' Negus asserts
that Fabbri’s definition, though insightful, is overtly deterministic and relatively
static, emphasizing constraints in terms of ‘walls’ surrounding individual genres,
rather than possibilities.'”® His “set of rules’ defines existing genres rather than
offering a field of inquiry into the creation of new ones. This thesis proposes
constructive use of genre elements from Fabbri’s ‘constraints’, taking genre-
specific elements and reworking them into a new context between and across

genre boundaries.

Other musicologists examine concepts of genre with reference to specific works
demonstrating genre conventions, exploring methods for the manipulation of
genre within the compositional process, and the developing role of context in
genre. Kallberg contends that while musical analysis may “provide factual
information about a term [and] classify it, [it] does not explain its meaning . . .
Meaning, in short, must emerge from the context of the term.”'?* In their study of
popular music genres, Borthwick and Moy consider each genre with regard to
historical antecedents, social contexts, visual aesthetics, and musical traits.'*
Pascall also discusses context through four categories of genre difference and
development: the description and analysis of the music itself; the performance
site; the performing forces; and a definable expressive code.'® These four
categories are useful tools in an analytical approach towards the use of genre

in composition.

1% Moore (2001), p.433

1T Frith (1996), p.94

12 Negus, Keith. Music Genres and Corporate Cultures. London & New York: Routledge, 1999 p.26

19 Kallberg (1988), p.243

1% Borthwick, Stuart and Ron Moy, Popular Music Genres: An Introduction. Edinburgh: Edinburgh
University Press, 2004, pp.2-3

195 pagcall, Robert. ‘Genre and the Finale of Brahms’s Fourth Symphony’ in Music Analysis, Vol. 8, No.3
(Oct 1989), Blackwell Publishing, pp.234-235
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As genre in music is defined and developed through a discourse between
composer and listener, the repetition and layering of individual elements facilitate
this discourse. Without repetition of elements there would be no pattern on which
a genre contract could develop:

The repetition units that define a genre, as opposed to a stylistic
norm or a formal schema, extend beyond musical materials into the
social domain so that a genre is dependent for its definition on
context, function and community validation and not simply on
formal and technical regulations.'®

It takes a number of repetitive elements or traits to create a working idea of any
specific genre:

No single trait defines a genre, but we can take a range of traits,
each of which can function as a sign for that genre, as representing
a horizon of generic expectations against which to compare
interpretations of individual works.'"’
As specific genre definitions develop through this composer-listener discourse,

different parties at different times will hold different views on conventions

defining that genre.

How then, does style relate to genre? Meyer opens his Style and Music thus:

Style is a replication of patterning, whether in human behaviour or
in the artefacts produced by human behaviour, that results from a
series of choices made within some set of constraints.'®

This has similarities to Fabbri’s definition of genre, where “Fabbri’s rule-bound

. . 1
events appear to be none other than Meyer’s constrained choices”.'"

Meyer’s view on style analysis is that it can be used to ‘discover and formulate

the rules and strategies’' '’

that create definable characteristics in any set of works.
The set will always have shared characteristics, but the basis for selection may be
quite varied. Sets may include:

a. The works of a single composer

1% Samson, Jim. ‘Chopin and Genre’ in Music Analysis, Vol. 8, No. 3 (Oct., 1989), pp. 213-231: Blackwell
Publishing, p.213

197 Galand, Joel. ‘Form, Genre, and Style in the Eighteenth-Century Rondo’ in Music Theory Spectrum,
Vol.17, No.1 (Spring 1995), University of California Press on behalf of the Society for Music Theory, p.51
1% Meyer (1989), p.3

19 Moore (2001), p.433

"9 Meyer (1989), p.38
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Works by a group of composers, usually, but not necessarily, written
during a given time period and in the same culture

Works written in the same geographical area or national tradition
Works written in a particular genre such as opera, lied, chamber music,
tone poems

Works written for some socially defined segment of a culture, perhaps
transcending cultural or geographical boundaries, such as folk music
and popular music

Works written for a utilitarian purpose such as liturgical or military
music

Works written over a considerable period of time in the same extended
cultural area

. P . 111
The music of a whole civilization or some segment thereof

Usage of the term style ranges broadly, from a set of traits defining the work of a

single composer to the music of an entire civilization.

The descriptions and definitions discussed above, suggest substitution of style for

genre, or vice-versa, while maintaining a usable set of characteristics and

classifications. Some musicologists have suggested a hierarchical relationship

between the terms, where style and form are subservient to genre. Fabbri, Frith

and Walser posit a similar hierarchy between genre and style, where style

addresses multiple sets of conventions within any single genre. Samson states:

With style and form a transitional moment may be characterized as
an interpenetration of old and new. With genre, which seeks by
definition to categorise musical experience, to close or finalise it,
there will be no such interpenetration of old and new, but rather a
choice to be made between them.

112

Further to this, Moore describes three types of relationships between the terms:

1.
2.

Broadly cover the same ground, but sometimes with different nuances
Cover the same ground but the relationship is a nested one, so that style
pertains only to a portion of that ground

The terms have different areas of reference''?

" Meyer (1989), p.38
"2 Samson (1989), p.215
113 Moore (2001), p.433
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Moore preferred the third relationship because he believed that it would allow

scholars to “communicate unambiguously and on an equal footing.”"'*

Moore further discusses how style and genre are similarly concerned with
categorical distinctions, but an essential difference lies in their scope.] 'S Here,

style is a factor of personality and refers to “the identifiable characteristics of a
».116

2

composer’s music, which are recognizably similar from one work to another
whereas genre is always collective, musically and socially: “a person can have his
or her own style, but not genre.”"'” Moore developed four ways of distinguishing
style from genre:
1) Style refers to articulation of gestures; genre refers to their identity and
context
2) Genre pertains to the ‘aesthetic’; style to the “poietic’
3) Genre is normally socially constrained; style emphasises the technical
features, eliminating the social
4) Style operates hierarchically from the global to the local. Genre also
operates hierarchically, but distinguishes ‘sub-genres’, which cover an

entire genre territory, from ‘sub-styles’, which do not.'®

Clearly, the genre/style relationship can be confused and potentially prove
confusing: contradictory arguments suggest that each is subsumed within the

other, with both terms having connections to extra-musical elements.

For the practical purposes of this research, genre is deemed to be collective and
style deemed to be individual. This view embraces conventions that permit a
genre to cross style boundaries. Genre patterns and elements may thus be
appropriated from their original musical contexts and imported into a new hybrid
context expressive of a composer’s individual style. This stylistic manipulation of
genre conventions at the individual level is not typically indiscriminate; the
choices are informed by various desires and conditions, which may expand or

contradict genre expectations.

4 1oc. cit.

"5 Moore (2001): The entire paper is dealing directly with this issue.
" David Cope, cited in Moore (2001), p.435

" Holt (2007), p.3

"8 Moore (2001), pp.441-442
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Genre in Composition

Genre is a factor that can influence both how a composer writes a piece and how
. . . . 11

an audience perceives it. A ‘generic contract’''’ develops between composer and

listener.

The composer agrees to use some of the conventions, patterns, and
gestures of a genre, and the listener consents to interpret some
aspects of the piece in a way conditioned by this genre.'*’

This contract is signified to the audience in multiple ways such as “title, meter,
tempo, and characteristic opening gestures”'?! and may also include what cannot

appear.

Composers, performers, and listeners learn these conventions, patterns, gestures
and elements of a genre, mostly through “experience in performing and listening
rather than of explicit formal instruction in music theory, history or

sl 122
composition.”

Knowledge of the chosen genres is usually developed internally,
without conscious thought, and is then brought into play throughout performance.

Even when a composer invents a new rule or, more commonly,
discovers a novel strategy for realizing some existing rule . . . he or
she finds a relationship that works, but may be unable to explain
why it does so0.'?

While genre provides a foundation for musical creation, it is not mandatory to
stay strictly within genre boundaries. “A composer can choose to write in a certain
genre in order to challenge its attributes instead of to demonstrate an allegiance to

124 . . 12 .
124 Negus proposes three different views'*” on genre in composers:

them.
‘Genericists’ who fit their musical practice into a specific genre and stay within
this;'?*“Pastichists’ who recognize when a new genre has become popular and use
it alongside their other genre choices; and ‘Synthesists’ who “draw on elements of
an emerging generic style, but blend them in such a way as to create a new

distinct musical identity.”'?” The portfolio compositions reflect the ‘synthesist’

19 This idea of ‘generic contract’ is comprehensively explored by Kallberg (1988), but also is discussed by
Dubrow (1982), Moore (2001), Samson (1989), Hamm (1994), and Micznik (1994)

120 K allberg (1988), p.243

2 oc. cit.

12 Meyer (1989) p.10

12 Joc. cit.

124 Kallberg (1988) p.244

125 These views are discussed in more detail in: Negus, Keith. Popular Music in Theory: an introduction.
Hanover & London: Wesleyan University Press, 1996, pp.145-146

126 The Genericists fit readily into Fabbri’s definition of genre advanced in ‘A theory of musical genres’
127 Negus (1996), p.146
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approach, drawing on elements from a number of established genres and blending

them, through a systematic method, to create new hybrid genres.

Pascall suggests four methods for genre development in composition: conformity
by acceptance of conventions; evolution by modification through development of
conventions; combination of existent features with imported features by
supplementing the conventions; assembling existing features into a new genre by
marrying the conventions.'*® The notion of ‘marrying the conventions’ is
essentially the focus of hybrid genre composition. The creation of a hybridity
table'” provides a systematic method for this assembly of selected existing

generic features.

While musical genres also contain elements that address social, cultural, and
political ideas, this thesis focuses on the musical elements of genre. The
systematic method for creating hybrid genre music proposed by this thesis is
purely a tool for musical composition, and so deals only with those things that
contribute to the musical or sonic qualities of that genre. This use of genres as a
compositional tool is related to Eno’s interest

in the sound of the music, in the engineering point of view, in what
the music can teach him as a composer, if a “political” meaning of
music is important to Eno at all, it is restricted to the local level of
interaction between musicians and between musicians and
audience."’

The Use of Genre in this Thesis

For the purposes of this research, genre refers to the organisation of musical
elements in a collective sense. Each genre name refers to a specific set of musical
events including: musical sounds and noise; musical time; musical elements such
as melody and harmony; levels of complexity; and musical gestures. The
elemental definition of each genre derives from: texts and musical examples in
genre specific research; awareness of performance traditions; and the composer’s
experience in the chosen genres. This research will not address social, cultural or
semiotic explorations of genre; rather, it focuses entirely on the creation of music

from specific musical elements. Any use of the term ‘style’ refers to the work of

128 pascall (1989), p.236
12 The hybridity table created for this thesis is discussed in detail in Chapter Two, pp.53-56
130 Tamm (1988), p.35
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specific individuals, not in a ‘genre’ sense; for example, Push for Miles"’
includes an improvisational section where the performer is instructed to play in
the ‘style’ of Marcus Miller. Here, style refers specifically to Miller’s playing

technique, sound, and the ‘riffs’ he would perform.

Following this distinction, the portfolio pieces are consistent in style, being the
work of one composer. The juxtaposition and synthesis of chosen musical genre

elements systematically shape the hybrid nature of each composition.

Particular genre labels are typically applied in broad, ‘umbrella’, fashion. Such
classification is deemed necessary because recently developed genres have been
generated as sub-genres from established genres.'*? The distinction between these
new sub-genres is so minute that it requires acute listening to identify the single
specific elements separating one sub-type from the other. It is, therefore,
cumbersome to dwell on specific intricacies and differences when a holistic

approach to key genre-signifiers is more beneficial to this composition method.

Defining individual genres relies, in part, on an individual’s interpretation, so
genre names used in this portfolio, and their specific musical elements, are
subjectively based on the composer’s interpretation. These genre definitions are
developed through synthesising musical experience, listening to existing music,

and from reading relevant musicological texts.

Previous Genre Crossings
Genre crossing is not a new idea. Composers have often combined genres within a
single work and this type of generic interaction tends to promote change.

Sometimes they merely alluded to a different genre in passing,
leaving a short recollection of relatively minor significance in the
piece. At other times they made more substantial reference to a
foreign genre, so that a genuine mixture resulted.'*

This section briefly explores variations in cross-genre music. The lists presented

are not exhaustive, but aim to cover a cross-section of composer-musicians who

13! More information about Push for Miles can be found in Chapter Six, pp.148-159

132 For example: Fornis (1995); Lena & Peterson (2008); McLeod (2001); Neill (2002). Ennis (1992)
discusses the continual development of genre and sub-genre through the concept of streams.
133 Kallberg (1988), p.245
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have worked in this field. Full exploration and discussion of all the creative output
in this field is beyond the scope of this thesis, but it is relevant to showcase some
of the artistic precedents that inform the stylistic impulse for the creative work in

this portfolio.

It is important to note that although cross-genre music is not unknown, a
systematic compositional approach, attempting to create balanced genre hybrid
music, is a new concept. From the literature, including CD liner notes and video
interviews, it would seem that the majority of cross-genre music has been, and
continues to be, created intuitively: genre elements have been developed
experimentally or included subconsciously, rather than purposefully and

specifically composed as cross-genre music.

Fusion Genres
The most common aspect of generic crossover is expressed as ‘fusion’ genres,
based in one dominant genre, with additional ‘flavour’ elements from others.
Clear examples include:

- progressive rock

- jazz fusion

- experimental music

- Third Stream

Progressive rock practitioners intend rock to be “listening music”."** There was
“an attitude of art-music ‘seriousness’ — critics often called it pretentiousness —
that many of these musicians brought to their music making.”'*> Progressive rock
music explores expanded musical structures and harmonies drawing additional

. . 1
genre elements from classical, jazz and world music.'*®

134 Covach, John. "Progressive Rock, 'Close to the Edge,' and the Boundaries of Style", in Understanding
Rock: Essays in Musical Analysis. Ed. John Covach & Graeme M. Boone. New York: Oxford University
Press, 1997, p.3

135 ibid. p.4

13 Discussed in Covach (1997) and Anderton (2010)
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Artist Album Record Label Year of
Release
King Crimson In the Court of the Crimson King Island 1969
Yes Close to the Edge Atlantic 1972
Genesis Selling England by the Pound Charisma 1973
Pink Floyd Dark Side of the Moon Capitol 1973
Rush 2112 Anthem 1976
Dream Theater [sic] | Metropolis pt.2: Scenes from a Memory | Elektra 1999
Muse Origin of Symmetry Taste 2001

Table 1. Progressive rock selected discography

Jazz fusion is a genre label describing various combinations of jazz with other
genres. Initially this term applied to jazz combined with rock, but has since
included fusions with electronica, funk, blues, hip hop and dance music."*” One
key jazz-fusion work is Miles Davis’ Bitches Brew. Lester Bangs’ 1969 review of
this album concluded:

I believe there is a new music in the air, a total art which knows no

boundaries or categories, a new school run by geniuses indifferent
. 1

to fashion.'**

Artist Album Record Label Year of
Release
Miles Davis Bitches Brew Columbia 1970
Weather Report Weather Report Columbia 1971
Mahavishnu Orchestra The Inner Mounting Flame Columbia 1971
Herbie Hancock Headhunters Columbia 1973
Return to Forever Light as a Feather Polydor 1973
Jeff Beck Blow by Blow Epic 1975
John Scofield Loud Jazz Gramavision 1988
Jaga Jazzist What we must NinjaTune 2005

Table 2. Jazz fusion selected discography

The last two musical fusions for consideration clearly demonstrate crossover
between the popular and art music worlds. The term ‘experimental’ is a genre
prefix describing music challenging boundaries or definitions within specific
genres, or combining disparate styles.'”” The primary genre focuses of selected
certain exponents of ‘experimental’ music are:

- Frank Zappa: avant-garde, jazz, rock and classical'*’
- Brian Eno: rock, minimalism, soundscapes, pop and generative

. 141
music

157 Discussed in Holt (2007); and Fellezs, Kevin. Birds of Fire: Jazz, Rock, Funk, and the Creation of Fusion.
Durham & London: Duke University Press, 2011

138 Quoted in: Holt (2007), p.99

1% Dicussed in detail in: Nyman (1999) and Demers (2010)

10 Erank Zappa also completed a commission from Pierre Boulez: 4 Perfect Stranger.

! Tamm (1988)
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- John Zorn: jazz, rock, hardcore punk, classical, contemporary classical

music, klezmer, film, cartoon, popular, and improvised music — often

presented in a collage-type manner' **

- Aphex Twin: ambient, electronica, industrial, acousmatic, IDM'#

- Christian Marclay: visual art, plunderphonics, noise, turntablism'**

Artist Album Record Label Year of
Release
Frank Zappa Freak Out! Verve 1966
Frank Zappa Joe’s Garage Zappa Records 1979
Brian Eno Discreet Music EG 1975
John Zorn Spillane Elektra Nonesuch 1987
Aphex Twin Selected Ambient Works 85-92 Apollo 1992
Christian Marclay Record without a Cover Recycled Records 1985

Table 3. Experimental selected discography"®

Third Stream music sits between jazz and classical traditions rather than
combining the two. Ideally, a Third Stream composer is proficient in both jazz
and classical music, and improvisation should be an important characteristic.
Schuller defined Third Stream as “a new genre of music located about halfway
between jazz and classical music”.'*® Charles Mingus’s final work, Epitaph, is
considered by Schuller to be a groundbreaking example of Third Stream music:
“It’s uncategorizable. It has nothing to do anymore with “jazz” or “classical”

music, or anything. It’s just Mingus.”'¥’

Artist Album Record Label Year
Stan Kenton The Innovations Orchestra Capitol 1951
Modern Jazz Quartet Third Stream Music Atlantic 1960
Gunther Schuller and John Lewis Jazz Abstractions Atlantic Records 1962
Charles Mingus Epitaph Columbia 1990
Gunther Schuller Birth of the Third Stream’*® Columbia/Sony 1996
Yitzhak Yedid Myth of the Cave Between the Lines | 2002

Table 4. Third Stream selected discography

142 Milkowski, Bill. ‘John Zorn: One Future, Two Views’ in Jazz Times. March 2000,
<http://jazztimes.com/articles/20521-john-zorn-one-future-two-views>
13 Demers, Joanna. Listening Through The Noise: The Aesthetics of Experimental Electronic Music. Oxford
§4New York: Oxford University Press, 2010

ibid.
15 The order here is not chronological — but relates to the discussion in the paragraph above.
196 Schuller, Gunther. Musings: The Musical Words of Gunther Schuller. Oxford & New York: Oxford
University Press, 1986, p.114
147 Schuller was the conductor of the premiere performance of this piece. Quote from a Boston Phoenix
Review taken from <http://mingusmingusmingus.com/mingus-bands/epitaph>
198 Birth of the Third Stream is a compilation of two earlier recordings that Schuller was involved in by
Columbia Records: Music for Brass (1957) and Modern Jazz Concert (1958)
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While the portfolio compositions draw on some of these fusion genres, they
exhibit one fundamental difference between fusion genres and hybrid music:
hybrid music strives for a conscious, balanced and equal use of all contributing

genres, which fusion genres have not sought.

Popular Composing Classical

There are numerous precedents for popular music composers writing in a
‘classical’ style. Their reasons for this genre change include escape from
harmonic limitations, challenging the expectations of record companies, or merely
doing something different.'*” Elvis Costello said of his ballet, I/ Sogno, he was

not attempting to depart completely from recognizable forms or
propose some entirely unprecedented musical language just
because this is a new composition . . . These cues have the edges,
angles that I go looking for in rock-and-roll, but the way they are
achieved is utterly different.'™

Steve Nieve’s opera Welcome to the Voice “lives on the juxtaposition of men who

have rough, untrained voices, coming from jazz or rock, with women who have

. . . 151
classically trained voices.”"”

The inclusion of different sounds from popular
music in art music is also apparent in works by Duke Ellington, Jon Lord, and

The Knife.

Artist Title Live Performance Year
ensemble (p) or Record
Label ()
Elvis Costello 1l Sogno Deutsche Grammophon (I) | 2004
Steve Nieve Welcome to the Voice Deutsche Grammophon (1) | 2007
The Knife, Mt. Sims and Tomorrow, in a Year Rabid (1) (Commissioned 2010
Planningtorock by Hotel Pro Forma)
Jonny Greenwood Popcorn Superhet Receiver | BBC Concert Orchestra (p) | 2005
Duke Ellington Black, Brown and Beige Columbia (1) 1958
Jon Lord Concerto for Group and Deep Purple and Royal 1969
Orchestra Philharmonic Orchestra (p)

Table 5. Popular composing classical selected works

Classical Appropriation

Appropriation is the basis of most musical exchange'>* and is apparent in the

works of many art music composers. Mozart’s The Magic Flute fuses high and

19 Toop, David. Ocean of Sound: Aether talk, ambient sound and imaginary worlds. London: Serpent’s Tail,
1995, p.85

150 From the CD liner notes: Elvis Costello, 1/ Sogno. Deutsche Grammophon, 2004

151 From the CD liner notes: Steve Nieve, Welcome to the Voice. Deutsche Grammophon, 2007

132 Emmerson (2007), p.1
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popular elements,'>* because Mozart wanted his music to be popular.'>*

Chopin
regularly included elements from different genres in a single work, blurring their
edges, allowing them to blend and interpenetrate.'>> Kurt Weill’s collaboration
with Bertolt Brecht, The Seven Deadly Sins, is a ‘ballet chanté’ or sung ballet,
fusing the traditions of opera and ballet. Neoclassicists, such as Hindemith in
Mathis der Maler and Stravinsky in Pulcinella, use ideas and styles from both
classical and baroque periods. Stravinsky was no stranger to appropriation,'°
frequently appropriating folk music, as did Bartok, Kodaly, Falla and

Vaughan Williams."”’

While Third Stream music sought to create a new genre between jazz and
classical, various classical composers have “taken aspects of jazz and other
popular forms (straightened out) into their technique”;'*® for example,
Stravinsky’s Ragtime and Piano Rag Music,

piles syncopation upon syncopation until the underlying beat almost
disappears, submerging in lumpish and inelegant cleverness the clarity and
grace which marks the best ragtime melody.'”’

Other composers who draw on jazz music include’®’

Artist Title Year
Claude Debussy Golliwogs Cakewalk 1908
Igor Stravinsky Piano Rag Music 1919
Darius Milhaud La Creation du Monde 1923
George Gershwin Rhapsody in Blue 1924
Ernst Krenek Jonny spielt auf 1927
George Gershwin Porgy and Bess 1935
Aaron Copland Clarinet Concerto 1949
Leonard Bernstein West Side Story 1957

Table 6. Classical jazz appropriation selected works

153 Middleton, Richard. ‘Musical Belongings: Western Music and Its Low-Other’ in Western Music and Its
Others. (ed. G. Born & D. Hesmondhalgh) Berkeley, Los Angeles & London: University of California Press,
2000, pp.62-66

154 Christopher Small looks at and discusses how Mozart was very pleased that much of the music was re-
arranged for dances and other entertainments. Small, Christopher. Music of the Common Tongue: Survival
and Celebration in Afro-American Music. London & New York: John Calder & Riverrun Press, 1987, p.348
155 Samson (1989), p.229

136 «“Stravinsky’s appropriation of the past was a genuine artistic engagement, seeking to create modern works
by reconstructing or accommodating past styles in a way that maintained his own integrity and identity in the
history of music.” Hyde, Martha M. ‘Stravinsky’s neoclassicism’ in The Cambridge Companion to Stravinsky
(ed. Jonathan Cross). Cambridge: Cambridge University Press, 2003, p.98

This can be related to the often-quoted remark: “A good composer does not imitate; he steals.” — sources for
this quote seem impossible to find, but it does echo the sentiment expressed by T.S Eliot when he said:
“Immature poets imitate; mature poets steal; bad poets deface what they take, and good poets make it into
something better, or at least something different.” Eliot, T.S. ‘Phillip Massinger’ in The Sacred Wood: Essays
On Poetry and Criticism. New York: Bartleby.com. 2000. Paragraph 5
<http://www.bartleby.com/200/sw11.htmI>

157 Use of folk music in classical music is covered in detail in: Born and Hesmondhalgh (2000)

138 Emmerson (2007), p.1

19 ibid. p.273

1% The influence of jazz on classical is covered in more depth in the texts by: Small (1987); Born &
Hesmondhalgh (2000); and, Middleton (2000).
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There are numerous examples of current ‘classical’ composers who create work
with an eclectic approach, drawing equally from musical elements and traditions

of both classical and popular music, including:

Artist Title Year of premiere
Steven Mackey Physical Property 1993
Michael Daugherty Metropolis Symphony 1994
Thomas Ades Asyla 1999
John Psathas Omnifenix 2000
Gabriel Prokofiev Concerto for Turntables and Orchestra | 2007
Judd Greenstein What they don'’t like (for Chuck D) 2007
Nils Frahm Said and Done 2009
Mark-Anthony Turnage Hammered Out 2010
Mason Bates Mothership 2011
Olafur Arnalds Near Light 2011

Table 7. Current classical appropriation selected works

Non-Western Influences

Numerous cross-genre works fuse Western musical traditions with non-Western

.- . . 161
traditions through experimentation across cultures.'

162

The Beatles, Debussy, Satie,
Varése and Ives, °~ and the minimalists, all took inspiration from non-Western
culture. Dance music has also been influenced by world music and non-Western
global pop.'® Given that the compositions in the thesis portfolio derive from
Western musical traditions,'®* non-Western influence is not directly a relevant

field of interest.

Transcription and Orchestration

The concept of genre crossing may also be explored through transcription and
orchestration of existing works by different performers in different genres. The
cartoon music of Carl Stalling is full of genre switching transcriptions'®> where:

All genres of music are equal — no one is inherently better than the
others . . . all are embraced, chewed up and spit out in a format
closer to Burroughs’ cut ups, or Godard’s film editing of the ’60s,
than to anything happening in the *40s.'®®

11 Cross-cultural fusions are discussed in: Born & Hesmondhalgh (2000); Taylor (1997)

12 Discussed by Georgina Born in both: Rationalizing Culture: IRCAM, Boulez and the Institutionalization of
the Musical Avant-Garde and Western Music and Its Others.

18 World music and global pop covered in detail in: Taylor (1997)

164 The only element of non-Western music found in the compositional elements of this portfolio is in the use
of indigenous New Zealand Maori music and taonga puoro. Use of these musical elements results from direct
contact with performer specialists in this music tradition, and they have provided the necessary guidance in
the compositional approach. The analysis of the specific pieces to utilise these elements contains discussion
about how these elements were used.

19 The Kronos Quartet, and the duo of Bobby McFerrin & Yo-Yo Ma have both recorded different versions
of Purple Haze by Jimi Hendrix. Jacques Loussier has built a career on jazz interpretations of the works of
Bach (Goldberg Variations) and Vivaldi (The Four Seasons).

1% CD liner notes to the Warner Bros. album The Carl Stalling Project: Music from Warner Bros. Cartoons,
1936-1958. Notes by John Zorn. 1990
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Re-orchestrating popular music for performance with an orchestra has become
common. Arguably the most well known example is the S&M recording by
Metallica and the San Francisco Symphony featuring arrangements by Michael
Kamen. Orchestrations of popular work occur regularly in New Zealand,
examples of which offer direction on what does and does not work for combined
genre forces. This portfolio does not include orchestration and transcription of

existing works.

Band Title Orchestra Year
Metallica (arr. Michael Kamen) S&M San Francisco 1999
Symphony
Split Enz (arr. Eddie Rayner) ENZSO New Zealand 1996
Symphony Orchestra
Salmonella Dub (arr. Tom Feel the Seasons Change New Zealand 2008
Rainey) Symphony Orchestra
Little Bushman (arr. John Live in Concert with New Zealand 2008
Psathas) NZSO Symphony Orchestra
Serj Tankian (arr. John Psathas) Elect the Dead Symphony Auckland 2009
Philharmonia
Orchestra
Various Artists (arr. Kenneth REMIX the Orchestra Auckland 2013
Young) Philharmonia
Orchestra
Sir Mix-a-Lot (arr. Gabriel Baby Got Back Seattle Symphony 2014
Prokofiev) Orchestra

Table 8. Orchestral transcriptions selected examples

Film Music

Film scores encompass an enormous variety of music genres, depending on the
nature of the films they accompany; many draw on Western classical music, and
increasingly from jazz, rock, pop, electronica, blues, ambient music, together with
ethnic and world music styles. Since the 1950s, a growing number of scores have
included electronic elements; currently, many feature a hybrid of orchestral and

electronic instruments.

Improvements in digital technology and audio sampling enable digital imitation of
live instrumental performance. Many scores are created and performed wholly by
the composers themselves and may include various electronic noises, found-sound,
and audio manipulation within more traditionally orchestrated textures. These
same ideas and approaches can apply to film scoring technique, television shows

and video games.
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Composer Film Company Year of
Release

Hans Zimmer Dark Knight Rises Warner Bros. 2012

Hans Zimmer Sherlock Holmes Warner Bros. 2009

Brian Transeau (BT) | Stealth Columbia 2005

Amon Tobin Tom Clancy's Splinter Cell: Chaos Ubisoft 2005

Theory
Michael Giacchino Lost ABC 2004-2010

Table 9. Modern genre crossing film/television scores selected works

A previous generation of film scoring composers such as Henry Mancini and
Ennio Morricone recognised the innovatory potential in genre combination and
utilised cross-genre references in their work.

There was a time when the lines separating Pop, Jazz, Rock, Folk,
Country, Latin and Rhythm and Blues were clearly defined. These
lines are being crossed with increased frequency . . . That which is
far out today becomes commonplace tomorrow. The truly
professional writer must keep up with the ever shifting scene.'®’

Sampling, Mash-up and Collage

Sampling technology is a significant tool in the development of new genres.
Sample-based ‘montage genres’ select sounds from a variety of recorded genre
sources, layering them to create something new. This “juxtaposition and
superposition of different musical styles create[s] a kind of ‘cultural tension’,
which often replace[s] other kinds of musical tension.”'®® One extreme example of
this tension through layering became known as plunderphonics.'®® Many of the
more recent popular musics' " have sampling as a key element. Hip hop, for
example, is largely built around the sounds found on records in the DJ’s crate.
Based on the concept of ‘the break’,'”" hip hop is created through the

. . . . . 172
manipulation and rearranging of sounds from funk, soul, jazz and electronica.'’

17 Mancini, Henry. Sounds and Scores: A practical guide to professional orchestration. (Z“d ed.) USA:
Northridge Music, Inc. 1967, p.243

' Emmerson (2007), p.1

16 A detailed discussion of plunderphonics can be read in: Cutler, Chris. ‘Plunderphonics’ in Music,
electronic media and culture. (ed. S. Emmerson) England: Ashgate Publishing, 2000

17 Electronic dance Music (+ sub-genres), and hip hop for example.

"I “The break’ is where all elements of a song, except for the percussion, disappear — a short drum solo.
Different to a ‘breakdown’ where the track is deconstructed to minimal elements and then gradually
reconstructed: “Breaks are for the drummer; breakdowns are for hands in the air.” - Brewster, Bill and
Broughton, Frank. How to DJ Right: The Art and Science of Playing Records, New York: Grove Press. 2003,
p.-79

172 There are a number of texts that look at sampling in hip hop including work by: Demers (2010); Shuker
(2003); Beadle (1993); Cox & Warner (2004); Bennett (2001); Borthwick & Moy (2004); McLeod (2001);
and Fornis (1995).
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Another recent development in cross-genre music, again from the DJ world, is a
‘mash-up’ where a DJ takes the vocals from one song and the accompaniment
from another (often of different genres) and by syncing the tempos of each track
creates a type of new hybrid song. These ‘mash-up’ mixes rely on the effective
use of juxtaposition and clever mixing. The prevalence of internet-based file
sharing technologies, and websites such as YouTube and SoundCloud,
disseminate the developing ‘mash-up’ techniques. Now tools like Ableton and
various controllerism'”® DJ techniques have created mash-ups beyond simple

juxtaposition of tempo-matched tracks to become original collage works.

‘Collage’ music is not restricted to modern DJ-influenced music cultures. Early
electroacoustic works were created as audio collages. In the 1960s, composers
such as Luciano Berio, George Rochberg and Karlheinz Stockhausen utilised
sampling as a form of musical borrowing to create their collage works.

Whereas serial composers looked inward, tinkering with ever more
intricate operation, composers of collage works looked out at a vast
realm beyond the row, one full of, among the infinite array of
sounds, the music of Beethoven, the novels of Beckett, and the
noises of a Chinese market. Tantalized by that vista, many

composers left the confines of the row and ventured into that

174
space.'’

These composers used various terms to describe collage works:'”> Rochberg
devised ars combinatoria in which “unaltered pieces of the past and present butt

up against each other”;'’® Berio described ‘interrelationships’ which “reached out
9,177

2

to and connected a diverse collection of seemingly unrelated elements
Stockhausen’s offering was ‘intermodulation’ which “allowed the composer to
connect two sounds by blending them into one”.'” These different techniques
take the aesthetic approach towards collage and re-work them to suit the
composer’s artistic aims; a similar reworking can be found in the

portfolio compositions.

'3 Controllerism is a term that describes the use of MIDI Controller units in the live performance of sample-
based music. There is an ever-growing array of various MIDI Controllers available — and the various
techniques and technologies are regularly reviewed online by websites like <www.djtechtools.com> and
<www.controllerism.com>

17 Metzer, David. Quotation and Cultural Meaning in Twentieth-Century Music. Cambridge & New York:
Cambridge University Press, 2007, p.110

' Metzer (2007) covers these different terms and their use in the writing and compositions of these three
composers in the chapter ‘The promise of the past’, pp.108-159

176 ibid. p.117

7 ibid. p.129

'8 ibid. p.141
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Exploration Between Genres

The conceptual thrust of this thesis relies on determining workable definitions of
genre and style, and the concepts of hybridity and genre synthesis. The core of the
creative work in the portfolio reflects not only a synthesis of popular music genres,

but also a balance between the worlds of popular and art music.

‘Popular Art Music’?

The relationship between ‘art’ musics and vernacular (or ‘popular’)
musics in Western society is complex and has a long history. From
engagement and synthesis to incomprehension and antagonism,
this relationship has reflected larger social trends - themselves the
product of economic and technological change.'”’
Broad differences are perceived to exist between art and popular music — the high
and the low. Although locations, audiences and general practices of both
categories differ, it is education which determines the major difference, through
learning, making and performing music. Art music discourse is generally
organised around traditional notions of musical scholarship. Competence in art

music is based on

a sophisticated knowledge of the codes of representation, a

knowledge that allows [one] to savour questions of form, genre,

school, and so on. The pleasure is highly mediated and readily

articulated in exegeses and judgments.'®
Conversely, in popular music, musical education and performance practice is
generally removed from traditional ideas of scholarship, and is instead developed
through experimentation with instruments and copying recordings: “this means
that in most popular music genres music-making emerges from obsessive music

»181 The vernacular

listening; a certain sort of fandom is built into the process.
musician often revels in the lack of music education, seen as a constraint to

authenticity and creativity.

Aesthetically, art and popular music are seen to differ significantly. The word
‘popular’ is often linked with generic ideas and is perceived to be of lesser quality

because it “appeals to so many by virtue of being, simplistic, schematic, and

1" Emmerson, Simon. ‘From Dance! To “Dance”: Distance and Digits’ in Computer Music Journal, Vol. 25,
No. 1 (Spring 2001), pp. 13-20: The MIT Press, p.13

18 Born, Georgina. Rationalizing Culture: IRCAM, Boulez and the Institutionalization of the Musical Avant-
Garde. Berkeley, Los Angeles & London: University of California Press, 1995, p.28

181 FErith (1996), p.55
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repetitive.”'*?

But it is difficult to argue that such popular music recordings as Sgt.
Pepper’s Lonely Hearts Club Band'® or Pet Sounds'® are simplistic or generic.
Ranking art is not limited to differences between art and popular music; there are
different levels of perceived aesthetic value in each of those individual categories.

Young consumers of rock music today distinguish many genres
just within electronic pop music: jungle, house, deep house, tech
house, drum and bass, ambient, breakbeat, downtempo, trance, and
they do so to embrace some and reject others. They regard some
forms of pop music as superior and ultra-sophisticated and other
forms as being beneath contempt . . . So, relative to classical music
and its audience, all pop genres may seem low art, whereas to fans
of electronica, mainstream rock may seem hopelessly naive and
common compared to their music.'™

In Western theories of aesthetics, artistic impulse can be summarised under four
categories: “mimetic (art as a reflection of life), functional (art in the service of
society), emotional (art that affects members of society), and formalist (art that
embodies beauty and skill in its form).”'*® While these clearly apply to ‘art’ music,
‘popular’ music also reflects these aesthetic impulses.

Many aesthetically important properties — such as narrational,

representational, and expressive ones, or others such as unity in
. . . 1

diversity — are common to many genres, periods, or styles.'"’

The other perceived differences between popular and art music lie in the arenas of
movement, notation and musicianship. While popular and art music may differ in
each of these arenas they are not necessarily definitively distinct. With regard to
movement, popular music is generally perceived to be more connected to dance
and the body than art music, but it is not difficult to find examples of rhythmic,
dance-based art music. The notion of movement providing a difference in music is
essentially linked to its presentation.

Of course, rock music that is written to be danced to is danced to
when it is played at dances, but this is how people respond to dance
music at dances, and it is how they always have done.'*®

182 Swirski, Peter. From Lowbrow to Nobrow. Montreal & Kingston: McGill-Queen’s University Pres, 2005,
p-29

'8 The Beatles, Sgt. Pepper’s Lonely Hearts Club Band. Parlophone, 1967

18 The Beach Boys, Pet Sounds. Capitol, 1966

185 Fisher, John A. ‘High Art versus Low Art’ in Routledge Companion to Aesthetics. 2" ed. (eds. B. Gaut &
D. Lopes) London: Routledge Press, 2005, p.530

186 Swirski (2005), p.30

87 Davies, Stephen. ‘Rock versus Classical Music’ in The Journal of Aesthetics and Art Criticism, Vol. 57,
No.2, Aesthetics and Popular Culture (Spring, 1999), Wiley, p.203

188 ibid. p.197
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With regard to notation, popular music generally uses little or none, whereas art
music is often precisely notated. Discussions on the use of notation focus on
freedom. Lack of notation in popular music may be a “barrier to the preservation
of a performance or interpretation in all its subtle details”,'® but there are many
rock groups who accurately recreate recordings in live performance. In art music,
notation may specify every element of performance, but there are “interpretive

. . 1
niceties”!”’

which remain part of a performance from notation.

Musicianship displays the qualities of virtuosity, natural talent, interpretation, and
visceral reaction. Obvious differences exist between art and popular music with
regard to score reading and improvisational abilities, but the essence of musicality
in both popular and art music “depends for its successful performance on
inflections and articulations that are controlled by the performer”,"' whether they

are reading from a score or not.

All music, classical as much as other kinds, produces a visceral
response in those who are familiar with, and who enjoy, its style
and idiom. This reaction usually is unselfconscious but it is not
thereby non-cognitive.'**

Despite their perceived differences, similarities exist between pop and art music.
Both use imitation as a source of individual creativity, crafting ways of recreating
what has already been done. This use of imitation can be both implicit and explicit
in the musical outputs of composer and musicians in both areas of music. Other
similarities exist on some basic harmonic levels, some rhythmic ideas, and in the
use of technology. The differences and similarities between these areas of music
are explored and addressed through the systematic method of genre hybrid

composition developed in this portfolio.

The ideas of the hybrid music proposed in this research address the synthesis of
the different compositional approaches and techniques found in art and popular
musics. The musician Frank Zappa is one artist of the late twentieth century who
repeatedly addressed this interface.

The sense of a hybrid practice on Zappa’s part, one in which the
exigencies of “art” music, whose basic essence is always notated

1% ibid. p.198
190 1oc. cit

P! ibid. p.201
192 ibid. p.197
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and which always approaches a more or less definitive form, co-
exist with those of more “popular’ idioms, constantly under
revision according to the demands and influences of performance
situations, where the idea of definitive form may chimerical or
simply irrelevant.'”?

Thus, the idea of hybridity moves beyond both the manipulation of any specific
set of musical patterns, and contrasting compositional and performance practices.
The portfolio aims to address these contrasting compositional and performance

practices within the context of hybrid genre music.

The blending of popular and art music into a cross-genre hybrid offers an
opportunity to present familiar musical elements in new contexts.

As music is heard and played differently or in new circumstances,
it is not surprising that various kinds of crossover take place
between ‘high’ music traditions and ‘popular’ music. This kind of
formal hybridization has the effect of changing our ideas and
connotations of particular musical styles.'**

This blending of traditions may help “to ‘de-museumise’ — in a certain sense, to
popularise — all of the arts which have in their increasing institutionalisation
become increasingly isolated from broad constituencies.”"”” Cross-genre hybrids
address the combination of these musics, exploring a postmodernist aim to create
music that

seeks to blur, if not totally dissolve the traditional oppositions and

boundaries between the aesthetic and the commercial, between art

and the market, and between high and low culture."”

The portfolio compositions present an exploration this idea: the creation of

popular art music.

13 Jonathan W. Bernard, "The Musical World(s?) of Frank Zappa: Some Observations of His "Crossover"
Pieces," in Expression in Pop-Rock Music: Critical and Analytical Essays, 2nd ed., (ed. Walter Everett) New
York: Routledge, 2008, pp.160-161

1 Durant, Alan. ‘Improvisation in the Political Economy of Music’ in Music and the Politics of Culture. (ed.
C. Norris) Great Britain & New York: St. Martin’s Press, 1989, p.254

1% Garnett, Guy E. ‘The Aesthetics of Interactive Computer Music’ in Computer Music Journal, Vol. 25,
No.1 (Spring 2001), The MIT Press, p.30

1 Shuker (1994), p.28
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Genre-crossing and Genre-busting

Nowhere are genre boundaries more fluid than in popular music.
Just as it is impossible to point to a perfectly exemplary Haydn
symphony, one that fulfils the “norms” in every respect, pieces
within a popular genre rarely correspond slavishly to general
criteria. Moreover, musicians are ceaselessly creating new fusions
and extensions of popular genres."’

Genre development is in a constant state of flux. When any new genre is created,
practitioners often create further sub-genres, expanding, developing and adapting
previous iterations. Changes of genre come about

not through the gradual transformation of complex entities but
through the permutation and recombination of more or less discrete,
separable traits or clusters of traits. And the traits involved may
come . . . from sources of disparate stylistic and cultural

1
provenance. o8

Genre synthesis or hybridity may be a conscious choice, using and recombining or
recontextualising simpler parts from a more complex whole. Cross-genre hybrids
are created through the deliberate separation of individual elements, which are

then reworked into new hybrid forms.

Because genre boundaries are fluid they may overlap and be viewed differently in
different contexts.

A given musical text may belong to more than one genre
simultaneously, either due to context under consideration, or
because the text presents a synthesis that exceeds contemporary
comprehension of generic boundaries.'”

Musical genres are steadily crossing these fluid boundaries that develop and

200

transform as genres intersect.” When genre boundaries are broken down

a process of hybridization is at work. This inevitably leads to many
concerns about the nature of reuse and recontextualisation: about
taking something associated with one genre, one historical time
frame, one culture and putting it in another.*"’

197 Walser, Robert. Running with the Devil: Power, Gender, and Madness in Heavy Metal Music. Hanover:
University Press of New England, 1993, p.27

1% Meyer (1989) pp.17, 20

199 Brackett, David. ‘(In search of) musical meaning: genres, categories and crossover’ in Popular Music
Studies (ed. D. Hesmondhalgh & K. Negus) Great Britain: Arnold Publishers, 2002, p.67

29 Flyid genre boundaries are discussed in detail: Frith (1996); Shuker (2001); Holt (2007); and,

Negus (1999).

2! Waters, Simon. ‘Beyond the acousmatic: hybrid tendencies in electroacoustic music’ in Music, electronic
media and culture. (ed. S. Emmerson) England: Ashgate Publishing, 2000, p.57
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Music which exists between genres will challenge thinking about genre itself,
providing new ways to create. Fabian Holt considers music between genres to
involve: decentred models of genre; music having qualities defying categorical
fixity; spaces between genres as valid sites of musical inquiry; spaces as
significant for transformation; and connections unfolding across borders ad

202
infinitum.

The works in this portfolio are intended to test these propositions by
synthesising music whose character and identity reflect the ‘space’

between genres.

202 A more detailed description is available in: Holt (2007), pp.159-160
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Chapter Two: Application of Method to Theory

The first half of this chapter discusses the methodology, including: the
composition portfolio; the subsequent reflective analytical approach for the
original compositions; the tradition of composition as research and the creative
process; the technique of composition; and an examination of musical borrowing.
The second half of this chapter explores the techniques and technologies involved
in the compositional process: an introduction to the hybridity table as a systematic
compositional method developed for the portfolio; the use of sound, technology,
and the recording studio in the compositional process; the role of improvisation;

and the selection of performers.

Introduction to the Methodology

This portfolio constitutes creative practice-based research. Two complementary
methodologies are used: one creative and the other analytical. The creative
component is a portfolio of original musical compositions, and is accompanied
by this written dissertation, providing analytical insight into the

musical compositions.

The research output is an original contribution, both in the composition of new
music, and in creating and utilising a systematic compositional method to create a
balanced synthesis of genres beyond collage or juxtaposition. The key to
establishing this balance is through the development of the ‘hybridity table’** as
a tool to bring the selected musical elements of each genre into a pre-planned
balance. This allows the composer to craft the genre balance of each piece before
composing, guiding the compositional process toward the creation of balanced

hybrid music.

Original Compositions

The compositions in this portfolio aim to blend musical materials and techniques
in a systematic way thereby enabling the combination of apparently incompatible
compositional elements. Ideally, this serves as a catalyst for a unique musical

voice to develop, through experiments in hybridisation. The compositional

2 Discussed later in this chapter, pp.53-56
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approach utilised in the creation of this portfolio draws on: the composer’s
previous genre experience; musical analysis of appropriate repertoire; and, music
production knowledge of the specific genres used. By extrapolation, the composer
may then assess the necessary musical, aesthetic and sonic elements for use in the
composition by way of a hybrid genre study. This study provides a compositional
framework to identify key techniques and tools necessary for the creation of new

hybrid genre music.

Each work in the portfolio responds to the research questions from a slightly
different artistic angle, systematically using different key genre elements within a
consistent hybridity table. The compositions thus created provide possible
answers to the research questions. They are written to utilise genre-specific live
performers along with readily available technology, and synthesize selected
musical genres including:

- Western popular music from 1920-2010

- Western European classical ‘art’ music

- sound art

- traditional New Zealand Maori taonga puoro

The portfolio contains the following works:

1. Tracking Forward for viola, backing track and video

2. The Long White Cloud for flute, viola, cello, trumpet, keyboard, guitar,
bass, drums, electronics, turntables, taonga puoro and backing track
‘Colorless green ideas sleep furiously ** for orchestra
Push for Miles for electric bass and backing track
Norse Suite for viola and cello

The Foggy Field a studio construction

N kAW

Into the Nocturnal Sunshine for flute, viola, cello, drums, electronics and

backing track

8. One Night, New Breath structured improvisation for taonga puoro, viola,
drums, turntables and electronics

9. Sketches of an Intergalactic Earworm for piano, violin, cello

and boombox

24 nColorless green ideas sleep furiously" is a sentence composed by Noam Chomsky in his 1957 Syntactic
Structures as an example of a sentence that is grammatically correct, but semantically nonsensical. Thus the
American English spelling is maintained.
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The primary research method in this creative practice-based portfolio is informed
by a tradition of composing®®” which outlines the compositional process from
conception to completion. In doing so, elements of intuitive compositional action
may be consciously combined with a systematic method of genre synthesis. This
informs the development of compositions through generative creative practice.
The compositional process also involves a range of musical and production
techniques, tools and technologies more fully described in the analytical section.
The portfolio includes scores, audio CDs and DVDs of recordings/performances

of the works.

Analysis of Compositions

The secondary research method applied to the portfolio entails analytical
commentaries on the compositions. In his Poetics of Music, 1gor Stravinsky
discusses the importance of introspective reflection as a tool for uncovering both
the workings of the compositional process and how the compositional voice is
developed across a range of musical works.?” Introspective reflection is a vital
tool for the composer-researcher because it informs the structure of analytical
commentary. It makes an important contribution to both the listener’s and the
reader’s perception of each piece, enhancing awareness of various processes used

in the composition of hybrid music.

Guided by this introspective reflection, the analytical commentary examines: the
creative impulses behind each work; the use of the hybridity table; key
compositional techniques; the integration of intuition into the conscious
compositional process; the solution of technical demands; the role of technology;
the awareness of genre traditions; and the use of improvisation. The analysis will
show how these various elements have been used in each composition, providing
an additional means of addressing the research questions beyond the compositions

themselves.

Each composition is analysed, addressing the important features, with particular

emphasis on the technical elements of composition,””’” and the hybrid genre

25 The idea of the ‘tradition of composing’ is covered in detail on page 45 of this chapter.
26 Stravinsky, Igor. Poetics of Music in the form of six lessons. New York: Vintage Books, 1947, p.50
27 Pitch organisation, structure, motivic development, use of technology
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perspective.””® An additional reflective element in the analytical commentaries
explores relevant compositional decisions and difficulties, together with any
musical compromises and revisions. Because much of the portfolio was written
for specific performers, these reflective discussions will explore the relationship
between the composer and performer, and how writing for specific performers

. .. 2
informed the compositional process. 09

While performance is important in the interpretation of any musical work,
particularly in this type of hybrid genre music where performance, interpretation
and improvisation are key elements, this thesis focuses on composition, not on
recorded or performed outcomes. The recordings on CD and DVD were captured
in a live performance setting,”'® are indicative of the piece and not intended to be

the definitive ‘studio-recording’ version of the work.

Tradition of Composition

There is a tradition of composers preparing for and creating new works in specific
circumstances.”'' Along with the notation-specific approach of placing notes on
the stave, the composition process may involve: studying relevant repertoire from
the past; investigating the technical possibilities of particular instruments,
ensembles or technologies; developing solutions to notation issues; and working
collaboratively with specialist performers, producers and other technical experts
to create new and communicative artistic outcomes.

Composition is the synthesis of all other musical disciplines — the
ultimate unity, and the keystone. It puts together all the theories or
techniques that make up the essence of music, its performance,
and its study from a historical point of view.*'?

2% Exploring internal genre layers, sonic choices, production techniques, genre synthesis and use of the
hybridity table.

20 A further discussion of writing for specific performers and unique ensembles will be discussed later in this
chapter, p.68

29 Except: Colorless green ideas sleep furiously — MIDI sample-based mock-up; The Foggy Field — a studio-
based composition; the ‘Rolling Stock’ (standalone film) version of Tracking Forward is a final studio
recording.

2! This approach is crafted to suit the individual composer, and is based on concepts of compositional
training in specific genres. Contemporary ‘classical’ composition is often learned through advanced study
with established composers — these composition classes teach various approaches and traditions in
composition.

212 Brindle, Reginald Smith. Musical Composition. Oxford & New York: Oxford University Press, 1986,
pp-1-2
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This portfolio intends to maintain proven tradition, tailored as appropriate to the
particular needs of each composition.

Invention cannot exist in the abstract, it originates in contact with

music of the past, be it only the recent past; it exists through

reflection on its direct or indirect antecedents.*"
Every composer lives in a particular cultural environment and develops from a
unique artistic soil. This is reflected in their compositional approach and
witnessed in their compositional output. It also means that certain musical
patterns, modes of thinking and working will be ingrained and others learned,
while others again may be modified through conscious reflection and
investigative work and thinking. The composition process applied in this research
is directed by the hybridity table, which synthesises ingrained, learned and

modified modes of thinking into a new creative approach.

The most obvious element of composition tradition is the creative process a

person adopts to generate a creative product.”'*

This process may include
collecting ideas, selecting and rejecting, problem solving and verifying the final
creative product. Two key theorists in this area are Wallas and Webster. Wallas’
theory, one of the earliest in the field, postulates movement of the creative process
through four stages: preparation — knowledge in field of study; incubation —
development of ideas after a period of time spent away from the problem;
illumination — finding a solution to the problem, or generating a creative idea for
the composition; verification — the idea is put into practice and the feasibility,

musicality and creativity of the generated idea is tested in the context of

the piece.”"”

Webster’s Model of Creative Thinking in Music features five cyclic parts of the
creative process between intention and output, (fig. 1) in which creative thinking
is driven by the need to solve a problem.

In the arts, the problem is more a “force” in the creator that inspires
or drives the creative spirit. In music, the response to this force is

213 Boulez, Pierre. ‘Technology and the Composer’ in Leonardo vol.1, no.1 (Winter 1978), p.59

214 There are number of other scholars who have explored this area, but a detailed study of the creative
process is outside of the scope of this doctoral research.

215 This concept originally comes from: Wallas, Graham. The Art of Thought. But as the original source could
not be located, this theory is discussed in: Herrmann, Ned. The Creative Brain. Lake Lure, N.C.: Brain Books,
1989.
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embodied in (a) composition, (b) performance/improvisation and
(c) listening and analysis.*'®

The creative practice-based research of this thesis rests within the tradition of
composition and the creative process; the research output, in this case the
portfolio, uses the research methodology of composition and creativity to provide
one solution to the research question, ‘how can a contemporary New Zealand
composer navigate and systematically hybridise selected musical elements from

different musical genres into artistically credible new works?’

Product Intention

e
Compose  Perform Music Listen Repeatedly Listen Once  Improvise
of Others
v
Thinking Process
Divergent Thinking
‘
Al
« Time Away === == Enabling Conditions
Enabling Skill i e Persoasl
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b Preparation - Working Through Subconscious Imagery
Aptitudes Exploration Revising Motivation
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Verification Context
* Rchearsal ~ Task
Polishing Peer Influence
T Past Experience
'
.
Convergent Thinking
./"
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Figure 1. Webster’s model of creative thinking process in music ™"

Informed by this process, the creative process for this thesis is:

1. Creation of a hybridity table with selected elements from each genre listed.
These elements will be selected through critical listening to genre
repertoire, previous experience in the selected genres and reading genre-
specific literature.

2. Decisions about treatment of the musical elements: juxtaposition or
synthesis. The methods for synthesis are composition specific.

3. Address the different aesthetics within each chosen genre, and determine

how these will be combined.

216 Webster, Peter R. “Creative Thinking in Music: Advancing a Model’. Creativity in Music Education. n.d.
;Neb. Accessed: 24 November 2013, <http://www.peterrwebster.com/pubs/WillinghamBook.pdf> p.13
17 s
ibid. p.12
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4. Selection of composition techniques and technologies. This includes:
organization of pitch and harmony, use of rhythm, timbres, effects,
notation systems, levels of improvisation, and performance values.

5. Composition of the music using the tools, guidelines and systems
discovered in steps 1 —4. This includes further study of relevant repertoire
and discussion with the specific performers required for each piece.

6. Performance, with recording, of each piece.

Compositional Technique

Compositional techniques are chosen specifically to suit the performers, genres
and structures for each piece. This includes choices regarding extended techniques,
technological requirements, pitch organization, and forms. Specific compositional
techniques are discussed and elaborated on in subsequent analysis chapters. The
nature of hybrid composition also suggests a blurring of traditional ideas of
specific roles. In a hybrid genre composition the roles of composer, performer,
producer, engineer and improviser are fluid. While not all hybrid compositions
necessitate combination of all roles identified above, the hybrid music composer
must be adaptable and multi-skilled to assume these roles, where necessary, to

suit the hybrid composition.*'®

As with selection of specific techniques, the choice of performers is inexorably
linked to specific genres. In most cases, performers specialise in certain genres;
they develop and refine techniques for working within genre conventions; they are
familiar with the repertoire and relevant musical gestures; they express an
individual style and timbre appropriate to performance in that genre world. For
these reasons, then, the music in this portfolio has been written for, and with

. . . . 21
guidance from, the specific performers of respective pieces.*'’

The choice of genres, performers and ensemble size also dictates choice of

notation system, and the level of improvisatory input.

1% This idea of the composer as producer/performer/improviser is addressed in sections on: ‘Sound, Idiolect
and the Producer’, p.56; ‘Electronics and Rhythm’, p.61; ‘The Recording Studio as a Compositional Tool’,
p-62; and, ‘Improvisation and Performance’, p.64

219 Selection and involvement of specific performers is discussed in ‘A unique ensemble’, p.68
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The larger the musical group, the more there is a need for a kind
of mutual subordination of individual voices. But that
subordination can be one that we choose.”*’
Any improvisational elements are structured to guide performers towards the

intended compositional goal, whether to embrace their performance practice and

. : 221
culture or to circumvent or rearrange learned performance practice.

Musical Borrowing
If we examined all music that borrowed in some way from its
predecessors, we would be examining all music.*?
One of the central considerations at the core of any hybrid music is musical
borrowing. Specific genre elements and sonic characterisations are crucial in the
systematic compositional process; without drawing on the musical traditions and
repertoire of selected genres it would be impossible for the composer to address

the generic contract central to engagement with any specific genre.

In this portfolio new hybrid genre music has not been created by extracting
abstract genre principles, then formulating the new hybrid genre from those;
rather, specific genre elements and characteristic features of the chosen genres are
selected and recombined in a systematic way. This means that while the
individual elements may be familiar, the resultant sound created will be new. The
familiarity of certain genre elements will, at times, reach the point of cliché,
where the musical element becomes an excessively clear representation of a

musical genre, which is then placed in new contexts to take on a new meaning.

Musical borrowing™* is used here as an umbrella term for quotation, stylistic
allusion, genre cliché and audio sampling. In general, borrowed material is altered
to fit a new context, thus transforming the original identity. Musical borrowing
therefore has two distinct parts:

1) The original, prior to any alterations

229 Benson, Bruce Ellis. The Improvisation of Musical Dialogue: A Phenomenology of Music. Cambridge &
New York: Cambridge University Press, 2003, p.176

2! Improvisation and the compositional process is discussed in ‘Improvisation and Performance’, p.64

b Burkholder, J. Peter. ‘The Uses of Existing Music: Musical Borrowing as a Field’ in Notes, Second Series,
Vol. 50, No. 3 (Mar. 1994), Music Library Association, p.863

2 Musical Borrowing as an umbrella term is discussed in Burkholder (1994), pp.861-862
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2) The transformation, involving “any alterations made to the original as

well as the changed form it assumes in its new context.”***

An unprecedented awareness of music from the past and from other cultures
developed during the twentieth century.””> For many composers, exposure to other
musics, consciously and subconsciously, informs their output. From such musical
awareness ‘“‘quotation became a prevalent, if not indispensable, gesture for
musicians in confronting the spectrum of music surrounding them.”**° The
creative work in this portfolio consciously draws on music from the past,
systematically developing musical links across various genres. The goal in the
composition of hybrid music in this creative-research context is the conscious
inclusion of specific elements from selected genres in the creation of new music.

Therefore, this research relies on transparency with regard to musical borrowing.

In the creative output of this thesis the main forms of musical borrowing are:
genre allusion; use of principal structural elements**’ from various genres; and the
abstraction of genre clichés. Therefore the musical borrowing in the portfolio
compositions is most often abstracted and generalised, relating directly to the
perception of selected core genres, rather than specific references to single

22
works.??

22 . . . . .
d, ? one of the aims in this research is to determine a

As previously discusse
method by which the composer moves beyond subconscious, intuitive genre
fusion, establishing a systematic extension of the composer’s technique and
further developing the compositional voice. This move from a subconscious to a
more conscious compositional approach may be developed through the musical
borrowing essential to hybrid genre music. Conscious borrowing means the role
of music editor acquires significant importance in the composer’s toolbox. It

becomes critical to determine which elements are appropriate to the overall

musical integrity of the new work, and how these disparate elements can be

24 Metzer (2003), p.6

25 Since conditions in music in the early years of the current century are much the same as those in the last
years of the 20th, similar processes of quotation in composition may be expected at present.

226 Metzer (2003), pp.3-4

227 For example tonal harmony, beat driven metrical patterns, high rates of repetition, popular song structures,
and harmonic fields from contemporary classical music.

228 There are a couple moments of direct, but transformed, quotation contained in the portfolio. Examples of
this will be explored in the compositional analysis of the spe